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FOREWORD

THE increasing interest in the Spanish language and its
literature which has been noticeable of late years in the
general public in England, and the rising popularity of the
subject in the public schools, especially the larger ones,
has prompted this outline of the history of a literature
which has many affinities with our own and which at one
time or another has had deep influence on English writers.

None but the specialised student has the time or the
desire to read more than the best and most representative
books of a foreign literature, and the mere chronicling of
aythors’ names is an intolerably dull business for writer
and reader alike. Hence, in a book of this kind careful
selection of the most important works and authors seems a
necessity, though a sprinkling of background figures is
needed here and there to avert misconception. In a book
which is likely to come into the hands of young students,
ready-made opinions arc always dangerous, for they tend
to encourage a spurious form of knowledge which often
shuts out first-hand reading. The proper function of a
history of literature being to trace the development of the
art, to point out the currents which have flowed from time
to time, and to indicate the sources of influence which have
acted at one time or another, there seems no need to pad
the work with litcrary criticism which is better done
elsewhere.

These are the points which have been kept in view in
writing this book. If the reader judges that it gives a
reasonable account of the growth of Spanish literary art
and inspires a desire to acquire a first-hand knowledge
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of the works mentioned, then it will have fulfilled its
object.

The author wishes to place on record his thanks to his
publishers for the interest in the book they have shown,
and their helpful co-operation in preparing it for publica-
tion.

E. D. L.

HAarrow-oN-THE-HILL,
November, 1981,
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A HISTORY OF
SPANISH LITERATURE

CHAPTER I
TIHE BEGINNINGS

The Setting.—Spain is a country of geographical transi-
tion. An appendage of Europe on the one hand, she is an
outpost of Africa on the other, while her shores mark the
western boundary of the great inland sea over which
Asiatic culture travelled westwards. Hence, she is neither
wholly Europcan, nor yet African, but both, with an Asiatic
blend as well. Her physical structure is a continuation of
that of Europe, but the barren, rocky pdramos of the
tableland of Castile with its North African flora give to
many parts an aspect similar to that of Morocco. Her
climate, too, changes from place to place to adapt itself to
that of her neighbours, so that the Moor finds himself at
home in the south, the Provengal in Cataluiia, and the
Gascon in Viscaya. Morcover, natural facilities for inter-
course with her neighbours have brought her into close
relation with them. While the structural tilt of the land
causes her to look towards Africa, the narrowness of the
intervening strait, the existence of good harbours in Anda-
lucia, and the southerly aspect of the attractive valley of
the Guadalquivir have always invited the attention of the
Africans. Kastwards, the stepping stones of the Balearic
Islands have from earlicst times led to intercourse with
Italy, and contact with the mainland has been continuous
through the gateways of the Pyrenees.

Spain is therefore a natural zone of fusion of races and
8.L. 1 B
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culture. Her earliest people, known to the Romans as
Iberians, are thought to have entered her from Africa in
remote prehistoric times by way of the land bridge which
existed at the Straits of Gibraltar. After long centuries
and just before historical times, a wave of Alpine immigra-
tion occurred, which brought Celtic civilisation into her
eastern and probably her northern regions. While this
slow penetration was in progress, Phcenician traders,
closely followed by Grecks, reached the coasts of the south
and cast and there cstablished depdts which became
radiating centres of a higher civilisation.

From this point onwards, the early history of the country
is one of a suceession of invasions. A dispute between the
natives and the Pheenicians of Seville brought about the
intervention of the Carthaginians on behalf of their kins-
men, and a steady advance of Punic domination followed.
The fall of Carthage led to the conquest of the Peninsula
by the Romans, who held it for some 600 years. After the
taking of Rome in A.D. 410, the country was invaded by the
Germanic tribes who were overwhelming the Roman
Empire, and there succeeded a period in which a barbarous
Gothic superstratum dominated the more cultured Hispano-
Roman masses. In 710 occurred the great invasion of the
Moors, which all but overran the country and which still
flooded parts of it as late as the year 1492,

During the Middle Ages a close relation was maintained
between Languedoc and Catalufia, and the Albigensian
Crusade drove many thousands of pcople from France into
Spain. Later, under the influence of the Church, inter-
course was established with Italy, and the conquests of
Ferdinand the Catholic, by bringing southern Italy under
the dominion of Spain, took numbers of Italian merchants,
sailors, soldiers, and statesmen over to the latter country.
At the end of the 17th century, the dynastic alliance with
France introduced Gallic elements which were slight in
racial effect, but of supreme importance to the culture of
the nation.



THE BEGINNINGS 3

In spite of her facilities for intercourse with foreign
peoples of varied culture, Spain is, within herself, a
country of racial isolation. Her barren tablelands and
rugged mountains tend to scparate her into more or less
inaccessible compartments. The major divisions were
politically independent of cach other in the Middle Ages and
even to-day differ in dialect and culture to a degree not
found in any other Europcan country. The remoter parts
formed isolated districts into which new races and culture
penetrated but slowly, and which thercfore were centres of
a conservatism which rejected the inflow of new ideas.
Consequently, in Spain is scen the paradox of a country
whose geography favours cxternal influence, but which
jealously guards in its remote and protected regions its
native races and traditional civilisation. As a result,
exotic influence has always been slowly and healthily
assimilated and has therefore added to the vitality of the
old stock.

The mixture of racial, cultural, and linguistic elements is
the great central fact in Spanish literature and explains to
a large extent its peculiar traits. Unless this is realised,
indced, the development of the literature cannot be under-
stood. The basic element of the nation is a blend of
Mediterranean and Alpine races found in the country by
the Romans and modified by subsequent infusion of other
types. The chief external influence has been exerted by
the Romans, a nation distinguished in history by its
power of imposing its language and civilisation on subject
peoples.  Spain, one of its carliest provinces, absorbed its
civilisation to a greater extent perhaps than any other part
of the Empire. If proof be required of her complete
Romanisation, it lies in the fact that in the Silver, or later,
Age of Latin literature Spanish writers like the Senecas,
Lucan, Martial, Quintilian, Pomponius Mela, and Columella
—to name the chief only—scem to have excelled the
Romans themselves in literary art and to have become

leaders in the very culture imbibed from Rome.
B2
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Hardly less was the influence of the Moors. The Islamic
invaders represented a civilisation far higher than that
prevailing in contemporary Europe, plunged as that con-
tinent was into the dark ages of barbaric migration. The
court of Cérdova was a centre of learning to which flocked
large numbers of scholars from the East. Its great library,
collected with immense pains, was one of the wonders of
the world. Literature flourished, philosophy and scientific
knowledge rcached a pitch unknown elsewhere, archi-
tecture, as represented by its magnificent remains, was of a
high order, and the refinement and chivalry of the court was
a model for the rest of Europe. The failure of the Moors to
complete their conquest prevented their influence from
overwhelming that of the Romans, but its force must not
be disregarded in the study of Spanish literature. Large
numbers of Spaniards, known to thcir contemporaries as
mudéjares, embraced Islam and its culture, while even
greater multitudes, the mozdrabes, lived under the tolerant
Moorish rule, preserving their religion and some of their
Roman culture, it is true, but adopting the language,
customs, and civilisation of their masters. At the same
time intercourse was continuous between the Moors and
the independent Spaniards, and the influence of the
cultured Africans could hardly have failed to be cnormous
upon the Christians, reduced as the latter were by the
catastrophic invasion to a state of barbarism.

Germanic influence scarcely survived the Moorish inva-
sion, yet its effccts are distinctly scen in the earliest
literary remains, and it forms one of the basic elements of
modern Spanish litcrature. From the 12th to the 15th
century the over-refined literary cult of Provence became a
dominant influence, and when it ceased to have effect it
was succecded by the influence of the Italian Renaissance.
After a period of intense nationalism, Spain fell under the
intellectual sway of France and endured a century of barren
imitation in literature. Napoleon’s treacherous attack
drove her into the arms of KEngland, whose romantic
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revival she speedily copied. Only in recent years has she
succeeded in returning to her own ideals and, free from
political entanglement and in a position of isolation,
has been developing along her own lines in a far more
independent manner than any other Europcan nation.

Often there is great difficulty in tracing the influence of
this or that people on Spanish literature, for cultural
influence is one of the things which will not submit to the
scales of accurate scientific measurement. But with the
literary medium of language it is different. As soon as it
begins to be written down, language may be analysed and
made to disclose the scerets of its origin. Careful study of
the Spanish dialects reveals but few words derived from the
aboriginal Cecltiberian tongue, and derivatives from the
ancient Greek and Phoenician and from the Germanic are
equally rare. The basis of the language is the Roman
speech adopted by the natives to the rejection of their own.
The stock was not the literary Latin of our classical
texts, however, but the sermo vulgaris or everyday speech of
the masses. Popular Latin differed from literary Latin in
vocabulary and syntax, and it had also undergone morpho-
logical developments of which the disappearance of case-
endings was the chief. In the Peninsula further changes
took place, both phonetic and morphological, and the
tendency towards simplification and analysis continued.
Local modifications gave rise to numerous dialects of which
Castilian, Catalan, Aragonese, Leoncse, Gallego-Portuguese,
and Andalucian were the chief. A peculiarity of the
Spanish language is the persistence of these dialects, in
spite of the recognition of Castilian as the official language,
and the growth of Spanish-Amcrican idioms in modern
times has added to the complication.

The Moorish occupation added a vast number of words,
many of which bear the prefix al-, and exerted considerable
influence on the phonetic devclopment of Latin-derived
terms. Ecclesiastical Latin has given a few words and
influenced the development of others, while in the late
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Middle Ages and during the Renaissance large numbers of
‘ inkhorn terms’ were introduced mostly from the same
source. The rcign of the Spanish Bourbons saw French
influence acting on vocabulary and idiom, and in modern
times Spanish has, like other western European languages,
assimilated words from every part of the globe. In par-
ticular, it has adopted a large number from the aboriginal
tongues of America. Hence, Spanish is a neo-Latin lan-
guage which owing to historical circumstances has under-
gone considerable and varied external influence. To this
variety of influcnce are due the enormous vocabulary of the
language and its flexibility and perfection as a literary
medium.

The Epic and its Origin.—The literature which has sprung
from the Spanish amalgam of peoples bears the dis-
tinguishing marks of each. From the Iberian it gets that
facility which even among the peasants of to-day in the east
of Spain where the Mediterranean element is strong shows
itself in improvised verse and song, and which among the
literary from Bereeo to Blasco Ibafiez has led to an astonish-
ing volume of production. Without this innate gift Lope
de Vega could not have written a play, as he is said to have
done, in twenty-four hours—and that play one of his best
in the opinion of many critics. His total production of
2000 dramas barely exceeds that of Calderén, but makes
Shakspere’s 86 seem insignificant. The Celtic imagina-
tion of the Alpine race is not so conspicuous, yet it shows
itself in the Amadis de Gaula and other novels of chivalry,
the Spanish counterparts of the Arthurian legend. Eastern
sententiousness, however, is a marked feature of Spanish
literature, appearing in avowed collections of proverbs and
popular sayings, playing an important role in works like
El conde Lucanor and the Quijote, and being in fact present
more or less in all literary works. From the Moors, too,
came a body of Eastern tales which have persisted up to
modern times and have formed the mainspring of some of
the greatest works, like La Vida es suefio. From the Goths
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Spanish literature derived little but an inspiration for its
early poems and some of the ruder characteristics of the
first songs.

It was under this Germanic inspiration that the earliest
extant pocms were composed. Among the Germanic
peoples there existed the practice of recording heroic deeds
in poems of an epic nature for the entertainment of the
heroes themselves as well as of those who did not witness
the deeds. Hac olim meminisse juvabit. The Goths
doubtless had literary traditions similar to those which in
otherlands produced Beowulf, The Fight at Finnsburh, and
the Nibelungen Lied, not to mention the carly epics of
France. Mecnéndez Pidal considered the link between the
Gothic poems and the Spanish epic was to be found in the
Romance de Gaiferos, which he regarded as un fragmento
conservado por casualidad del lazo misterioso que une la
epopeya visigoda a la poesia heroica castellana. The defeat
of don Rodrigo by the Moors drove the surviving Gothic
nobles into the Asturian mountains, and the little band
which in the ycar 732 dealt a severe check to the enemy
at Covadonga was probably led by, if not largely composed
of, Gothic refugees. By this success their leader, Pelayo,
became the first hero of the Reconquest, and his companions
doubtless celebrated their victory and the deeds of the
chieftain in the usual Germanic poetic fashion.

As the war proceeded, other deeds would give rise to
further poems. These would naturally be composed in
Romance, since the Goths had adopted the language of the
country ; but they would show traces of Germanic form
and manner. None of the earliest poems have survived,
but a 14th century MS. preserves one which was probably
composed about 1140 and deals with the famous Cid
Campeador, who flourished about 1070. This poem is an
epic whose plain narrative of heroic deeds is indicative of
Germanic origin. Its metre is based not on the syllabic
system of Latin prosody, but on a system of stresses
interspersed with an irregular number of unstressed



8 A HISTORY OF SPANISH LITERATURE

syllables. A strong caesura divides the verses into half-lines,
as in Germanic versification ; but the half-lines are con-
nected by the sense, not by alliteration, while the lines are
bound together by assonance, as in the early epics of
France.

This explanation of the origin of the Spanish epic is not
accepted by all scholars. Some, relying on the lateness of
the extant Spanish works and on certain minor resem-
blances to French parallels, have thought the poems to be
imitations of the French chansons de geste. This idea is
now exploded, for it is evident that, assuming a Germanic
origin for the epic on both sides of the Pyrences, certain
family likenesses both in conception and form were bound
to occur. Even if some slight French influence were proved
to exist in the Poema de mio Cid, further proof would have
to be brought of the presence of such influence in the earlier
works. Mecnéndez y Pelayo has shown that in Spain,
where epic composition long continued and where accord-
ingly the older and ruder versions would be discarded for
the newer and more refined, these carlier poems were more
likely to disappear than in France, where the chanson de
geste went out of vogue far earlier and where the poems
would therefore be treasured in safe places and preserved.

A modern theory, which has failed to secure much
support, attributes an Arabic origin to the epic in Spain.
Its exponent, Julidn Ribera, relies for his evidence on the
existence of certain Moorish legends. Unfortunately for
his theory, most of those he quotes deal with Gothic
chieftains, and, therefore, if they have any connexion with
epic poetry, they seem to confirm its relation to the Goths.
Besides, the assumption of a Germanic origin for the
Spanish epic is more probable, since the epic appears
as an aftermath of the invasion of the Teutonic peoples
in all the countries which they conquered, and since the
Moors, who have never produced epic poetry of this type
at all, would thereforc: hardly be likely to inspire others
with it.
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Passing from theories as to their origin to the poems
themselves, the earliest survivor, the Poema de mio Cid, is
an epic of 8780 extant lines and is divided into three parts
or cantares. A short passage has been lost at the beginning,
but its subject-matter may be gathered from the early
chronicles. The first cantar relates the banishment from
.Castile of Rodrigo Diaz de¢ Bivar by Alfonso VI at the
instigation of private enemies. Leaving his wife and
daughters in the monastery of San Pedro de Cardefia, the
hero sets out with a band of faithful followers to carve out
for himself a new fortune in Moorish territory.

21

Aun cra de dia, non era puesto el sol,
Mand6 veer sus yentes mio Cid el Campeador :
sin las peonadas ¢ omnes valientes que son,

noté trezientas langas que todas tiencn pendones.
22

¢ Temprano dat ¢evada, si el Criador vos salue !

El qui quisicre comer ; e qui no, cavalgue.

Passarcmos la sierra que fiera es e grand,

la tierra del rey Alfonsso esta noch la podemos quitar.
Después qui nos buscare fallar vos podra’.

De noch passan la sierra, vinida es la man,

e por la loma ayuso pienssan de andar.

En medio d’una montaia maravillosa e grand

fizo mio Cid posar e cevada dar.

Dixoles a todos commo querié trasnochar ;

vasallos tan buenos por coragon lo an,

mandado de so sefior todo lo han a far.

Ante que anochesca pienssan de cabalgar.

He succeeds in taking first Castején, then Alcocer, and,
his power increasing with success, he subdues the whole
district between Saragossa and Teruel. His advance
eastwards brings him into conflict with Moors under the
protection of the Count of Barcelona, and, having defeated
and captured the Count in a pitched battle, he increases his
glory by generously releasing his captive. The second
cantar deals with the marriage of the hero’s daughters.
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With the object of making a good match for them, Rodrigo
extends his raids as far as the sea and eventually takes the
town of Valencia and holds it against a great relieving
army. His fame has now spread to such an extent among
the Moors that they give him the title of Cid (sidi = lord).
(Before this he had held the title of Campeador, or cham-
pion, to the king of Castile.) Even Alfonso is moved to,
pardon him and does so on condition of his giving his
daughters in marriage to the Counts of Carrién. The
cantar ends with their marriage. The third relates the
cowardice of the Counts and their ridicule at the hands of
the Cid’s men. Leaving Valencia therefore, they take their
revenge on their wives, by half beating them to dcath and
deserting them in a wood. The Cid demands justice of the
king, but the Counts are afraid to facc the ordeal by battle.
However, Rodrigo attacks them in their own home and
vanquishes them, and his daughters are married again,
one to the prince of Aragon, the other to the prince of
Navarre.

Grandes son los gozos en Valencia la mayor,

porque tan ondrados foron los del Canpeador.

Prisos a la barba Roy Diaz so seiior :

¢ Grado al rey del giclo  mis fijas vengadas son !

Agora las ayan quitas heredades de Carrién !

Sin vergiienca las casare 0 a qui pese 0 a qui non’.
Andidieron en pleytos los de Navarra e de Aragon,
ovieron su ajunta con Alfons el de Lcon.

Fizieron sos casamientos don Elvira de doiia Sol ;

los primeros foron grandes, mas aquestos son mijores,
a mayor ondra las casa que lo que primera fo.

Veed qual ondra crece el que en buen ora nagio,
quando sefioras son sues fijas de Navarra e de Aragon.
Oy los reyes d’Espana sos parientes son.

Formerly accepted as history, the authority of the poem
was first challenged by Cervantes (D.Q. I. 49) and after-
wards more seriously by the historian Masdeu. Modern
opinion regards it as having a foundation of history into
which certain fictitious incidents have been woven. As a
record of the customs, manners, dress, etc., of the period of
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its date of composition and also as a specimen of early
Castilian, it is an invaluable document.

Nor is it without literary merit. Its style is rough, but
manly, and its narrative is simple and direct. It aims, not
at poetic flights, but at recording the facts of history—
which, as has been said before, was the object of the Ger-
manic epic. Yet its construction is not without artistic
skill, and the interest is well maintained throughout.
Hence, it is far more readable than the prolix composi-
tions of the succeeding age. It is divided into paragraphs,
each of which has a single assonance, and which vary con-
siderably in length. The occurrence of poetic catch phrases
like el que en buen ora nacio goes to prove that the poem was
not a first attempt, and indeed the style as a whole is
sufficiently refined to postulate a number of ruder ancestors.
The author’s name is unknown, but he may have been a
monk of San Pedro de Cardefia, with which monastery
the narrative is connected. Applying Bédier’s theory of
the chanson de geste to the Spanish counterpart, we may
assume that the extant version of the pocm was written to
advertise San Pedro de Cardefia among the crowds of
pilgrims journeying to the shrine of Santiago de Compostela.

In the 18th century the poem was used as a source for
the Crénica general, a history of Spain which will be noticed
later. It is from this work that the lost portion can be
recovered. An examination of the Crdénica by Menéndez y
Pelayo showed that embedded in it are whole poems which
have been incorporated in the narrative without being
first turned into prose, and the same scholar has recon-
structed two other epics which deal with the Cid, El cantar
del rey Fernando and El cerco de Zamora, and another, La
gesta de los infantes de Lara, which relates a famous
historical incident. Following the methods of Menéndez y
Pelayo, other scholars have discovered epics on Sancho II
of Castile, the famous battle of Roncesvalles, and Abbot
Juan de Montemayor.

After reaching its highwater mark in the Poema de mio
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Cid, the Spanish epic gradually died away. In the middle
of the 13th century a ‘ learned ’ epic, the Poema de Ferndn
Gonzdlez, appeared, but it did not catch the spirit of the
older poems. This was followed by the Poema de Alfonso
Onceno, a work dealing with the achievements of that king.
Its author seems to have been one Rodrigo Yannes, of
whom nothing is known. The pocm has the importance of
showing the old epic in process of development into the
frontier ballad. Still later, at the beginning of the 14th
century, the last of the epics appeared in the Cantar de
Rodrigo or Las mocedades del Cid, in which the tendency
towards the ballad is again seen. A number of works,
notably Las mocedades del Cid, a drama by Guillén de
Castro, have been inspired by this last flicker of the old
epics.

The Lyric.—As the heroic age of the Reconquest died
away, the poems to which it gave rise gradually disappeared
and were replaced by songs and other lyrical verse. The
origin of the Spanish lyric has been a matter of controversy.
While some authorities have claimed for it a descent from
the ancient Iberian songs which were referred to by Silius
Italicus as common among the Galician pecasantry in the
Ist century A.p., others believe it to have been a continua-
tion in a debased form of the Latin tradition introduced by
the Romans, while yet a third school looks to Provence for
its genesis and hence gives a later date to its first poems.
In recent years Julidn Ribera has attributed the origin of
at least some of the poems to Moorish influence during the
first centuries of the occupation.

The facts on which these theories are based are not
decisive. The carliest extant lyric is not a popular poem,
while the popular poems that survive do not seem to be
crude first attempts. Moreover, in the Cantar del cerco de
Zamora and in other early poems there are refercnces to
Iyrics which prove their existence in spite of the lack of
survivors. On the whole, while proof cannot be definitely
given, it seems likely that all the opposing theories are
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partially correct and that there existed from earliest times
among the peasantry the practice of composing songs and
recitations, perhaps on a debased Latin tradition; that
Moorish lyrical poetry may have influenced these composi-
tions in form and matter ; and that a sccond and later
external influcnee was derived from Provence.

The first lyrics that have come down to us are, however,
not native, but imitated from French originals. Dynastic
alliances, the introduction of French monks into Spain,
and the influence of pilgrims journeying to the shrine of
Santiago de Compostela brought into the country the
literary ideas of France. No doubt the various details in
the Poema de mio Cid which scem to have a French
origin, the desirc to commit to writing the hitherto oral
compositions of the joglares, and the practice of connecting
the popular epics with certain monastic houses came into
Spain this way. And in their baggage the French visitors
must have introduced copies of the literary works in vogue
at the time, and these secm to have been read and to have
inspired native emulation.

The poets who were thus inspired seem to have all been
monks, and their work is limited to the treatment of reli-
gious themes or subjects on which French literature had set
the scal of learning. The work of the native joglar was
scorned, cxcept when it suited the purpose of a monastery
to use one of their epics for the purpose of advertisement,
and the conventual monopoly of the art of writing has
allowed the fresh and national popular compositions to be
lost, but has preserved a number of jejunc and barren
imitations from an exotic source. The movement was
important, however, for it set on foot a ¢ lecarned ’ school of
literature which gradually outgrew the stage of imitation
and, assuming more and more national characteristics,
lasted for two centuries, persisting side by side with the
popular school.

Only two poems which can be classed as lyrics have been
preserved from the 12th century. As they were found in
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the same manuscript and appear to be signed by a certain
Lope de Moros, whose name occurs in the last verse of the
second piece, they may possibly have had a common author-
ship by de Moros. The first is a mere trifle and is named
Los denuestos del agua y el vino. It is based on the French
Dispute du vin et de Uiaue, and is of historical value only.
The second is known as La razén de amor and may be an
imitation of a French ballade. Both pocms arc anonymous
and are written in an early form of redondilla, with lines of
cight syllable riming in couplets. La razén de amor is not
without some merit, as the following lines will show :

En ¢l mes d’abril despues yantar
estaua so un olivar.
Entre ¢imas d’'un manganar
un vaso de plata vi estar ;
pleno era d’un claro uino
que era uermeio e {ino ;
cubierto era de tal mesura
no lo tocas’ la calentura.
Una duena lo y eua puesto,
que era senora del uerto,
que quan su amigo uiniese,
d’aquel uino a beuer le diesse.

Narrative Poetry.—Most of the work of the school of
imitation from the French consists of narrative verse.
It comprises two long poems and two shorter pieces, all
anonymous and composed before 1200. La disputa del
alma y del cuerpo is a close imitation of a well known
medieval French poem, Le Débat du Corps et de I’ Ame, and
deals with one of those theologico-philosophical subjects
so dear to the Middle Ages. Los tres reys d’orient is another
slight piece which, as its name suggests, gives an account of
our Lord’s infancy and the visit of the Magi. It contains
a number of Provengal forms which betray its origin, but
no definite source has been discovered.

The other two pieces are longer. La vida de Santa Maria
Egipciaqua recounts the life-story of a saint who, though
once popular, is now forgotten. It is an imitation of La
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Vie de Sainte Marie I'Egyptienne, a work attributed to
Robert Grosseteste, bishop of Lincoln, and is written in
light octosyllabic lines resembling the metre of the original.
The last poem of this class is known as El libro de Apolonio
and deals with a popular medieval theme which is best
known in modern times through Shakspere’s treatment of
it in Pericles of Tyre. Its French original, which itself
drew the story from the medieval Latin collection of tales
known as the Gesta Romanorum, has been lost, but there is
no doubt that the Spanish poem is an imitation. It is
tedious and carries to an extreme the generally medicval,
but more particularly Spanish, vice of moralising. His-
torically, however, it has the importance of having intro-
duced a form of verse, the cuaderna via, which at once
became fashionable and remained for two centuries the
principal, if not the only, metrical form used for narrative
verse.

The Drama.—Onc other picce completes the tale of
poems written in imitation of French works. This is a
dramatic sketch whose sole interest lies in its being the
first cffort of the Spanish drama. In Spain, as in England
and France, the drama had a religious origin. Probably as
early as the 10th century it was the custom to act certain
scenes of Sacred History, usually at Easter and at Christ-
mas, for the instruction of the laity. These theatrical
representations, beginning as tableaux, became dumb shows
later, and afterwards were made more interesting by the
introduction of short dialogues and songs. The per-
formances took place within the church itself or within its
precincts and were probably much the same as the pesebres
which may still be scen in any Spanish village at Christmas.
Gradually, the dialogue was worked up into regular
dramatic form, and thus the Spanish drama was born.
Only one representative survives, El auto de los reyes magos,
a fragment of 147 lines which belongs linguistically to the
11th century. As its name shows, it deals with the visit
of the Magi to the infant Christ and it was designed for
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acting on Twelfth Night. Here, as in the poems, French
influence is seen, for the piece is proved, by the inclusion in
the Castilian version of two lines of Vergil which had crept
into the original, to be a translation of a Franco-Orleanese
ritual.

SucGEsTIONS FOR FURTHER READING

For this and the four subsequent chapters Ticknor’s History
of Spanish Literature, though now out of print, is still indis-
pensable. La Historia de la Literatura Espafiola, by J. Hurtado,
J. de la Serna, and A. G. Palencia, is useful for reference to
facts. The political setting may be read in Sedgwick’s History
of Spain and in E. S. Bouchicr’s Spain under the Roman Empire
(Oxford, 1914). For an outline history of the language, sce
Manual de Gramdtica histérica espaiiola, by R. Menéndez Pidal
(Madrid, 1918). For a full treatment of the heroic legend, the
best works are W. P. Ker’s Epic and Romance (London, 1908)
and Joseph Bédier’s Les Légendes épiques (Paris, 1910). Special
treatment of Spanish popular poctry will be found in the
Prologues of Mcnéndez y Pelayo’s Antologia de Poetas liricos
espaiioles, vol. i. A short comprehensive account of the geo-
graphy of the Peninsula will be found in 4 Geography of Western
Europe, edited by E. D. Laborde (London, 1928).

The best texts are to be found in Menéndez y Pelayo’s
Antologia and in Poetas castellanos anteriores al siglo XV by
Tomas Antonio Sanchez in the Biblioteca de autores espaiioles,
tomo lvii (Madrid, 1911). The best edition of El poema de mio
Cid is that of R. Menéndez Pidal (Madrid, 1918).



CHAPTER 1I
THE EARLY PERIOD
(1200-1400)

Narrative Poems.—With the 18th century the literary
historian begins to stand on firmer ground. He is no longer
forced to deduce the existence of poems, for the works
themselves survive; and he even knows the names of
authors and, in the majority of cases, something of their
lives. This new turn of aflairs was due to the different
status of literature, which no longer remained merely the
plaything of the masses, but became the diversion of the
rich and learned. Even in the darkest period of the Middle
Ages churchmen had penned liturgies and moral treatises ;
but their use of Latin as the instrument of expression
deprived vernacular literature of their work. Now, how-
ever, the development of the Romance language into a fit
literary medium cnabled those whose skill in Latin was
small to compose works based on the old didactic themes,
but moulded in a new form. The authors were clergymen
or men of rank and were conscious of their art. Hence,
rules were formulated, and the first school of Spanish
poetry came into being. Its brief manifesto is contained
in the Libro de Alejandro :

Mester trago fremoso, no es de juglaria ;
mester es sen pecado, ca es de clerecia,
fablar curso rimado per la cuaderna via
per silabas contadas, ca es gran maestria.

The new mester de clerecia is here carefully distinguished
from the old mester de juglaria. Its mester, or art, was that
of the clergy or ‘learned ’ folk and aimed at the use of

rime and at preserving a regular number of syllables to the
8.L 17 c
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line. Its sole metrical form was the cuaderna via, a four-
lined stanza in which each line contained fourteen syl-
lables and a medial cesura, the whole being bound together
by a single consonantal rime. The form was first used, as
has been said above, in the Libro de Apolonio and was very
different from the popular narrative verse with its assonance
and irregular number of syllables. There was a difference
in subject, too. Instead of the deeds of heroes sung by the
joglares, the new school recounted the lives of saints or
treated of theology or morals. Proverbs, apologues,
sermons, and other didactic matter wcre all proper to it,
and in the later stages social criticism and satire were
added. The descendant of the early imitations of French
poems, it drew its subjects at first from French literature,
but afterwards it threw off this influence and becamc
entirely national.

The first poet of the mester de clerecia was GONZALO DE
Berceo, who also has the honour of being the first Cas-
tilian poet to be known by name. Born about 1180, he was
educated in the monastery of San Millain de la Cogolla,
where he became a secular priest. The records of the
monastery show him to have been ordained dcacon in 1220
and priest in 1237. As he refers to himself in one of his
poems as being old, it is thought that he lived on to about
the middle of the century. His works amount to some
13,000 lines and comprise poems on the Blessed Virgin
(Milagros de Nuestra Seiiora, Duelo de la Virgen, Loores de
Santa Maria), lives of saints (Santo Domingo de Silos,
San Milldn, Santa Oria), and other religious themes (El
sacrificio de la Misa, El martirio de San Lorenzo, Los
signos que aparecerdn antes del Juicio), including perhaps
three hymns.

His most important work is Los milagros de Nuestra
Sefiora, a long poem consisting of an introduction and
twenty-five fyttes. Each fytte relates a miracle per-
formed by our Lady in aid of some unfortunate votary.
Hence, the poem is in effect a collection of tales. The
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narrative is direct and surprisingly terse for the Middle
Ages, and its imagery is taken from the simple life of the
peasants ; but on the whole there is little poetic inspira-
tion in it. The subjects are drawn from the same source—
probably a French one—as that used by Gautier de Coincy
in his Miracles de la Sainte Vierge, but the Spanish poem, of
which the following lines from the introduction will give
some idea, is better than its French cousin :

El prado que vos digo avie otra bondat :
Por calor nin por frio non perdie su beldat ;
Siempre estaba verde en su entegredat,
Non perdie la verdura por nulla tempestat.
Manamano que fuy en tierra acostado,
Do todo el lagerio fui luego folgado :
Oblidé toda cuita, el lagerio passado.
Qui alli se morassc serie bien venturado !
Los omnes e las aves quantas acaegien
Levaban de las flores quantas levar querien :
Mas mengua en ¢l prado ninguna non facien :
Por una que levaban, tres e quatro nagien.
Semeia esti prado egual de paraiso,
En qui Dios tan grant gragia, tan grant bendigion miso ;
El que cri6 tal cosa, maestro fue anviso.
Omne que hi morasse nunqua perdrie el viso.
El fructo de los arbores era dulz e sabrido.
Si don Adam oviesse de tal fructo comido,
De tan mala manera non scrie degebido,
Nin tomarien tal danno Eva nin so marido. (lines 41-60)

A measure of poetic fancy is not wanting in the descrip-
tion of this dream garden, but there is a strain of realism
that precludes anything fantastic. The garden is just such
an one as the ordinary man might have wished for, one that
was always green, always refreshing, and always fruitful :
a rcal paradise in fact, and one in which even Adam
would have been withheld from sin.

Berceo’s immediate disciple was the beneficiado of Ubeda,
who in La vida de San Ildefonso produced-a tedious and
prosaic account of the famous bishop of Toledo. The
Poema de Yuguf, however, represents a step forward in the

development of the mester de clerecia, since its theme is
02
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not the life of a Christian saint, but a kindred subject. A
morisco, or Moor dwelling in lands recovered by the
Christians, composed a poem on the story of Joseph in
Egypt. The version is that of the Koran, and the tone of
the poem is Moorish. Its most interesting feature is the
use of Arabic script for the Castilian in which it is written.
Literature of this type is known as aljamiada or de aljamia.
The next step in the development of the mester de clerecia
was the adoption of a subject unconnected with theology,
but regarded as fit for the attention of the learned because
of its use in French literature. El libro de Alejandro, an
imitation of the Alexandreis of Gautier de Chatillon, has as
its main theme the decds of Alexander the Great, but
contains much subsidiary matter, such as an account of the
siege of Troy and a description of a descent to Hades.
There is a great deal of moralising, an attack on contem-
porary manners, and an apologue dealing with the sins of
greed and envy. Except in some of the descriptive pas-
sages, the poem is medievally dull. The transition from
Alexander to a national hero was an easy one, and between
1250 and 1270 a poem was composed on the deeds of
Fernan Gonzilez, the cclebrated founder of the indepen-
dence of Castile. The Poema de Ferndn Gonzdlez bears the
same relation to San Pedro de Arlanza as the Poema de
mio Cid bears to San Pedro de Cardeiia.

The next poet to assume the mantle of Berceo was Juan
Rufz, archpriest of Hita. The greatest of the early Cas-
tilian poets, little is known of him beyond what can be
gathered from the autobiographical passages of his work.
He seems to have been born at Alcald de Henares about
1283 and to have spent his life in the district of Madrid. He
was imprisoned, for what cause we know not, by the arch-
bishop of Toledo, and presumably this put an end to his
archpriesthood. At any rate, he no longer held the office in
1851. He died somewhere about the middle of the century.
According to his own description, he was broad shouldered
and muscular and had a thick hairy neck. His hair was
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black and his face was a combination of heavy lips, long
nosc and ears, with a pair of small, bright eyes gazing
humorously from under dense eyebrows. Much may be
learnt about his character from his work, which shows him
to have been a lover of wine and women, but a shrewd
observer and a humorous, though sharp-tongucd, critic of
manners.

His only known work is a poem of 1728 stanzas in the
cuaderna via and is cntitled El libro de buen amor. It is
a narrative poem on whose main theme of a journcy
undertaken by the poet is hung much humorous deserip-
tion of persons of various kinds, chiefly of the lower classes.
Hence, Ticknor has compared the archpriest with Chaucer.
But the Spaniard had not the breadth of vision or the depth
of learning and expcrience of life of the Englishman. The
autobiographical part of the work is undoubtedly one of the
early shoots of the later rogue story. Added to it arc a
number of parables in the Eastern manner, a paraphrase of
Ovid’s drs Amoris and another of the old Latin play de
Vetula, a burlesque poem, two long allegorics, some satires,
lyrics, and digressions on moral subjects. Thesc elements
are not original, but come from very varied sources. Juan
Ruiz, however, was no more a mere imitator than Shakspere
was, and whatcever he touched, he made it his own and
transposed it in a brilliant manner to suit his own purposes.
The literary device, afterwards used by Boccaccio and
Chaucer, of hanging a number of tales on a central theme,
was of Eastern origin. English rcaders will remember its
occurrence in the Arabian Nights.

To the modern mind the portions of El libro de buen amor
which deal with morals are insufferably dull, but Juan Ruiz
realised the danger of large doses of didactic matter and he
relieved them by sandwiching them in between lighter and
less serious passages. How forceful and vivid was his
narrative style will be seen from the following :

Estude en esa cibdat, ¢ espendi mi cabdal,
Non fallé pozo dulce nin fuente perenal,
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Desque vi que la mi bolsa que se paraba mal,
Dije : ‘ Mi casilla e mi fogar, cient sueldos val.’
Torné para mi casa luego al tercer dfa,
Mas non vine por Lozoya, que joyas non traia ;
Coidé tomar el puerto que es de la Fuentfria,
Erré todo el camino, como quien lo non sabia.
Por el pinar ayuso fallé una vaquera,
Que guardaba sus vacas en aquesa ribera ;
‘ Homillome ’, dije yo, ¢ serrana fallaguera,
Morarme he con vusco, o mostradme la carrera’.
¢ Seméjasme ’, diz, ¢ sandio, que ans{ te convidas ;
Non te llegues a mf, ante te lo comidas ;
Sinon, yo te faré que mi cayada midas,
Si en llcno te cojo, bien tarde la olvidas’.
Como dice la fabla, del que de mal nos quita,
Escarba la gallina e falla su pepita ;
Probéme de llegar a la chata maldita :
Diéme con la cayada en la oreja fita.
Derribéme la cuesta ayuso, e cai estordido ;
Alli probé que era mal golpe el del oido :
¢ ; Confonda Dios ’, dije yo, ¢ ciguefia cn el ejido,
Que de tal guisa coge cigoniiios en nido !’ (st. 973-978)

The management of the fables and their use as illustra-
tions of the narrative will be secn in the following story of
the dog and its reflection :

Por la cobdicia pierde el home el bien que tiene.
Coida haber mas mucho de cuanto le convicne,
Non ha lo que cobdicia, lo suyo non mantiene,
Lo que contecio al perro, a estos tal les viere.

Enstemplo del alano que llevaba
la pieza de carne en la boca

Alano carnicero en un rio andaba,
Una picza de carne en la boca pasaba,
Con la sombra del agua dos tantol semejaba,
Codiciéla abarcar, cayosele la que levaba.
Por la sombra mentirosa e por su coidar vano,
La carne que tenfa perdiéla el alano.
Non hobo lo que quiso, nol fué cobdiciur sano,
Coid6 ganar, e perdié lo que tenia en su mano.
Cada dfa contcce al cobdicioso atal,
Coida ganar contigo, e pierde su cabdal.
De aquesta rafz mala nace todo el mal :
Es la mala cobdicia pecado mortal. (st, 225-220)
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The lyrical portions of the poem must be left over till the
next section, where they will be dealt with in their proper
place.

The mester de clerecia was now adopted by a purely
didactic writer, whosc name is unknown, but who produced
a short collection of maxims which professed to be Pro-
verbios en rima del sabio Salomén, rey de Israel. More
important is the work of the Jewish Rabbi Sem Tob, who
between 1350 and 1369 dedicated to Pedro el Cruel his
Proverbios morales. These take the form of a poem of
686 stanzas writtcen, not in the cuaderna via, but in a four-
lined stanza of scven-syllabled lines riming alternately.
Here is scen perhaps the first sign of the disuse of the
cuaderna via in the more ambitious forms of poetry. The
following specimen will give an idea of the form as well as
of the matter of Sem Tob’s work :

57. Lo que uno denuesta 59. Farian dos amigos
Veo otro loarlo ; Cinta de un anillo
Lo que éste apuesta En que dos enemigos
Aquel otro afearlo. No meterfan un dedillo.
58. El que arroja la langa 60. En lo que Lope gana
Parescele bagarosa ; Pelayo enpobrese ;
Pero al que alcan¢a Con lo que Sancho sana
A la por presurosa. Domingo adolege.

The style of the Proverbios is concise (see, for instance, the
last two lines of stanza 57), and thc matter is wise rather
than poetic. Ruiz’s Libro de buen amor contained in its
didactic parts a good many maxims and aphorisms, and
this use of sententious sayings has remained a characteristic
of Spanish literature, reflecting one of the traits of the
people. But in the Proverbios de Salomén and in the poem
of Sem Tob the collection of popular saws, which was
destined to beccome a definite genre in Spain, made its
appearance for the first time.

We now come to the last of the poets of the mester de
clerecia. This was Pedro Lépez de Ayala, Grand Chancellor
of Castile, whose life, as Fitzmaurice-Kelly has put it, was
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a real romance of feudalism. Born in 1832 of noble
parentage, he entered the household of Pedro el Cruel in
1858 and quickly reccived promotion. In the revolts
against don Pedro, he supported that monarch until 1366,
when it became apparent that his interests lay on the side
of the usurper don Enrique de Trastamara. He was,
however, captured by the Black Prince’s troops at the
battle of Najera, but did not remain long in captivity.
On the assassination of don Pedro in 1369, Ayala was
appointed to high posts by don Enrique, and the royal
favours continued under that prince’s successors. At the
battle of Aljubarrota, in which the Portuguesc finally
checked Castilian aggression, Ayala was taken prisoner and
remained for fifteen months imprisoned in an iron cage in
the castle of Oviedes. He was ransomed in 1387 and on his
return to Spain became a member of the Council which
governed the kingdom during the minority of don Enrique
III. In 1398, he was appointed Chancellor, an office which
he held until his death in 1407.

During his captivity in Portugal from 1385 to 13887,
Ayala whiled away his time by writing a poem known as
El rimado de palacio. It is a dircct descendant of Ruiz’s
poem, being a collection of discourses in the cuaderna via,
with a number of lighter lyrical picces interposed. Analysis
reveals four parts, of which the first is religious, treating of
the doctrine of the Trinity and the essentials of Christianity,
together with such medieval themes as the seven deadly
sins. Probably this part was written during the author’s
captivity, for it not only contains references to his state,
but is pervaded by a pessimistic and despondent tone not
found in the rest of the poem. The second part, from which
the poem takes its name, is political and deals with matters
of government and other subjects of interest at court.
Written in a grave and didactic style, it reflects the
statesmanship of the author and proves him to have had
no little poetic feeling, as the following quotation will

show
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270. Todas estas riquesas son niebla e rocio,
las onrras e orgullos, ¢ aqueste loco brio,
échase ome sano e amanesce frio,
ca nuestra vidra corre como agua de rio.

275. Sienpre deue el consegero desir al rey verdat,
e sienpre lo inclinar a faser piedat,
e todo tienpo lo guarde, non faga crucldat,
ca clemencia es en reycs muy loada bondat.

277. Segunt disc Valerio en el su libro mayor,
la virtud que en los reyes es mas noble e mejor,
es perdonar al caydo toda culpa e error :
desto muchos enxicnplos mostré nuestro Sennor.

278. Amar a quien te ama, non es de agradescer ;
mas sy te algo yerra e te fue fallescer,
tu le deues perdonar e a Dios en gracia auer,
que te da tienpo ¢ logar, que asy lo puedas fer.

The third part consists of a number of lyrics, usually not
in cuaderna via. This part will be treated in the following
section. The fourth part is a moral treatise and comprises
about half the poem. In it is expressed the wisdom of an
intclligent man of the world whose wide experience has
placed him in touch with the leaders of society.

The Rvmado del palacio invites comparison with the
Libro de buen amor. Their likenesses are great, as may be
gathered from what has already been said. Their
differences depend on two fundamental dissimilarities in
the authors. Juan Ruiz was a man of the people, lived
among the people, and shared their pleasures, vices, and
limited outlook. Ayala, on the other hand, sprang from one
of the noblest families of Castile and passed his life in the
atmosphere of good breeding and refinement. This
difference in station and refinement is reflected by the
poems in the same way as the Knight’s Tale of Chaucer was
designed to reflect its supposed narrator’s refinement in
contrast with the coarseness and vulgar wit of the wife of
Bath. Secondly, Ayala had no sense of humour. This i
shown by the simple way in which he states his desertio’
of don Pedro and explains it as convenient to his persorn
interests. Juan Ruiz, on the contrary, had a keen sense
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humour which made him esteem even vice, provided it was
neither ridiculous nor dull.

With Ayala the mester de clerecia ends, unless the tedious
paraphrase of Innocent III’s de Contemptu Mundi, known
as Kl libro de miseria de homne, is regarded as belonging to
it. The verse used in the poem is no longer the pure
cuaderna via, but a variant having in imitation of the
popular metre sixteen syllables to the line. Attacked on
the one hand by the popular measures of the joglares and
on the other by the courtly lyrical forms of the trobadores,
the heavy cuaderna via was destined to pass away as soon
as poctic composition became fashionable among the upper
classes. Even in Ruiz’s and Ayala’s work signs of its
decay are evident in the employment of other measures for
their lyries, and Sem Tob definitely rejected it. But with
the end of the 14th century and the approach of the
Renaissance, the last traces of the mester de clerecia and its
verse forms disappeared for cver.

The Lyric.—The Spanish lyric in its ecarliest form con-
sisted of popular songs used on special occasions. Thus,
there wefe the canciones de mayo alluded to in the Libro de
Alejandro and other early poems, but of which no specimen
remains. More fortunate, however, were the cantares de
vela, for an example survives embedded in Bereeco’s Duelo
de la Virgen. 'The origin of the type is perfectly clear, for
its antecedents were watch-songs composed in Vulgar
Latin. Berceo’s poem is worthy of attention, for it is the
earliest national lyric extant in Castilian. It has a vigour
and swing absent from the conventional Razén de amor,
and the triple eya velar which preludes the song reminds
onc of the glorious triple Alleluias which introduce some of
the English hymns in the Ancient and Modecrn collection.

i Eya velar! j eya velar!  eya velar!

Velat, aliama de los judios,
i eya velar !

Que non vos furten el Fijo de Dios,
{eya velar !
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Ca furtarvoslo querran—
i eya velar !—

Andres e Peidro et Johan :
i eya velar !

ete.

Other forms, whose existence is indicated by later songs,
are connected with the harvest, Christmas, midsummer, or
some other festival. Most important are the various types
of love-songs. These fall into two chicf classes, the cantigas
de ledino and the cantigas de amigo. Both deal as a rule
with walks in the country, but in the former a lover
reproaches his mistress for her cruclty or infidelity. It is
supposed to get its name from leda (== alegre) which often
occurs in the refrain.  Similarly, the cantiga de amigo took
its name from the recurrence of amigo. In it a love-smitten
maiden usually complained of her parents’ harshness and
declared her intention of running away on a pilgrimage.
Both classes were dance songs, and they somctimes
abandoned the conventional subjects and spoke of the
dance itself or cven of hunting or the sca. A special form
was known as the guayado, because of the recurrence of '
phrase ; guay amor !

For some unknown recason lyrical poctry d
freely in Galicia than in Castile, and there i
thinking that the Gallego-Portuguese dial
time to be regarded as the proper vehic!

As far as can be secn, the Castilian lyr’
inferior to the Galician, though Mené
covered some differences in techniq
Portuguese form was more lyrical and
more or less parallel in sense and run
The Castilian, on the other hand, +
began with a thematic short -
expanded in the subsequent str

part of the 18th century, the (

came into contact with the
Provence and was influence”’
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As the influence of Provengal poetry plays an important
part in Spanish literature for some three hundred years,
it seems advisable to pause for a moment to give an
account of that poetry.

As carly as the 10th century favourable geographical
and political circumstances had given rise to a little state in
the south of France more or less on the same strip of
territory as had been occupied by the ancient Roman
province of Gallia Narbonensis. Here in a quiet back-
water of the turbid stream of European politics, the people
had preserved a good deal of the old Roman civilisation
and, freed from the troublous times around them, had
devoted themselves to the cultivation of poetry. It had
become the fashion for gentlemen to aim at poetic accom-
plishment as well as at distinction in arms, and a knight
was expected to be able to composc a ballad in praise of his
lady-love as well as to defend her honour with the sword.
A delicate and refined literature of lyrical verse came there-
fore into existence. In it both ideas and expression were
highly conventional, and the main object of skill was to

'~ @0od use of the complicated types of metrical forms.

"-al conditions brought Provence into close
"1 Cataluiia, and the latter could not but be
s neighbour. As early as the 12th century
distinguished person than Alfonso II, who

v from 1162-96, addressing some coblas,
lady, and there were, of course, many
royal trobador who imitated Provengal

209 and 1229, however, the cultured
was rudely exterminated as a result of

de, and the very fountain head of its

t off. Numbers of poets fled for

Pedro II and Jaime el Batallador

tinued to practise the art of Gay

r system of lyrical composition.

ury the upper classes in Aragon

h the ideas thus introduced
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and perfectly familiar with the accompanying lyrical
forms. So readily had the exotic system been absorbed
indeed, that in 1324 Ramén Vidal de Besal, a Catalan
gentleman, won the first prize at the poetic contest held
that yecar in Toulouse. More than that, the Gay Saber
was officially introduced into Aragon by Juan I in 1890.
Poetic contests, known as floral games, were held annually
at Barcclona and afterwards at Tortosa, and the number of
Catalan poects of the Provencal type grew very large. A
canctonero, or anthology, collected about 1460 includes
works by the most considerable authors, of whom Jaime
March (c. 1370) and Ausias March (1460) were the best.
Just too late for inclusion in the cancionero was Jaime
Roig, who died in 1478. The school continued for some
time after this, but it gradually disappeared beforc the
advance of Castilian and by 1550 it was practically gone.

The absence of Castilian lyrics of the first part of the
13th century does not permit the immediate cffect of the
Provencal-Catalan influence on Castilian to be estimated
with any approach to accuracy ; but the three cancioneros
of Gallego-Portuguese poctry that survive are plain
evidence of profound influence. Generally speaking, the
modifications involved were the introduction of poetry as
a fashionable art among the upper classes ; the use of a
more impersonal tone, of vaguer and more abstract ideas,
and of a vast number of poetic commonplaces; and the
establishment of new poetic forms. Two forms especially
seem to have, become popular, viz. the vagueira and the
servenlesigg The former related an epcounter between a
travellerﬁually the poet himself, and a country maiden
pasturing cows in the high valleys of the sierras. In
Gallego-Portuguese it came to be known as a villanesca or
villana. The serventesio dealt with political or moral
subjects and was almost always satirical. In Gallego-
Portuguese it assumed several forms, each having a different
name, agd some of them being a comic or burlesque
treatmént of the subject. The genuine satire was termed a
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cantiga de cscarnto or cantiga de maldectr, while the less
serious pieces were cantigas de joguete certeyro, cantigas de
risuelha, or cantigas de burlas. The Gallego-Portuguese
poems are notably more vulgar in conception, cruder in
treatment, and rougher in composition than their Provencal
originals.

The influence of Provence scems at first to have reached
Castilian poetry through the medium of Gallego-Portuguese.
A scries of 420 Cantigas a la Virgen have been preserved, in
which that influence first appears in the works of a Casti-
lian writer. The dialect used, however, is not Castilian,
but Galician. The Cantigas have until recently been
universally attributed to Alfonso el Sabio, who is supposed
to have intended them to be sung perpctually in the church
of Santa Maria de Murcia, where he wished to be buried.
Of late Alfonso’s authorship has been challenged, but on
insufficicnt evidence. Assuming that he did write the
poems, the fact that a Castilian king, who wrote other
works in his own tongue, should have composed lyrics in
another dialect and intend them to be sung in the district
of yet a third speech is certainly a literary anomaly and
somewhat of a puzzle. Yet Alfonso is by no means the
only Castilian poet who used the Gallego-Portuguese
dialect, and one may suppose that his reasons for using it
were its position as the usual vchicle for lyric poctry and the
greater facility it gave for the imitation of Gallego-Portu-
guese forms.

The Cantigas are in a variety of metres and treat their
subject in divers ways. Their central theme is the Blessed
Virgin, but while most of them are narrative and relate
miracles after the manner of Berceo’s Milagros de Nuestra
Sefiora, others are purely lyrical expressions of praise and
thanksgiving. Many of the ideas are taken from the
Speculum historiale, a vast collection of semi-religious
tales compiled by Vincent de Beauvais. The poems
undoubtedly belong to the Gallego-Portuguese school, yet
there are traces of other influence in them. Alfonso’s
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friendship with Jaime of Aragon brought the Castilian king
into touch with the Provengal-Catalan school, and some of
the Cantigas bear definite traces of this more direct influence
of Provencgal forms. At the same time, Julidn Ribera, who
sees an Arabic origin for everything in early Spanish
literature, claims that most of the pocms are written in
imitation of Andalucian forms. But, while it is possible
that Arabic influence may have been at work, this claim
seems extravagant.

Alfonso also composed in Castilian a few lyries like
Sefiora, por amor de Dios, and he is therefore next in suc-
cession to Bereeo in the list of known poets who developed
the lighter forms of verse. His immediate successor was
the Archpriest of Hita. As was said above, El libro de buen
amor is interspersed with lyries of various form and subject.
Some of them arc Loores, Gozos, or Duelos de Santa Maria
and are direct descendants of Alfonso’s Cantigas. The fol-
lowing is a good cxample :

En ty es mi speranga,
Virgen Santa Marfa ;
cn sefior de tal valia
es rason de aver filanga.
Ventura astrosa, cruel enojosa,
captiva, mesquina,
porqué cres safiosa, contra mi tan dapnosa
e falsa vesina ?

Non se escrevir, nin puedo desir
la coyta estraia

que me fases sofrir, con deseo bevir
en tormenta tamaiia.

Ete.

The thematic short stanza at the beginning is charac-
teristic of the Castilian lyric and is in a different metre
from the rest of the poem. It is octosyllabic and rimes
a, b, b, a. The stanzas in the body of the poem are usually
arranged in six lines of six syllables each, riming a, a, b, a,
a, b, but to save space they have been rearranged as above.
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Of Ruiz’s profane lyrics, the following is typical of the
cantica de serrana or serranilla, which is the Castilian form
of the Gallego-Portuguese villanesca :

Cerca la Tablada,

la sierra pasada,

fallem’ con Aldara
a la madrugada.

Encima del puerto
coydé ser muerto
de nieve e de frio
e dese rosio

e de grand elada.
A la decida

di una corrida
fallé una scrrana
fermosa, lozana,

e bien colorada.

Dixe yo a ella :

* Homillome, bella .

Dis : ¢ Tu que bien corres,
aqui non te engorres,
anda tu jornada’.

The thematic stanza again appears. It has four mono-
rimed lines, while the stanzas that follow have five lines
each, riming a, a, b, b, a. The conventionality of the
subject will be seen by comparing this poecm with the
narrative passage quoted on page 21. The occurrence of
the greeting ¢ homillome * in both pieces will be noticed as
a poetic commonplace.

Exigencies of space forbid further quotation, but Ruiz
also composed villanescas in the Gallego-Portuguese manner,
and he gives an example of the cantigas de burlas, which,
as has been said, was the descendant of the Provengal
serventesio. Ruiz calls the poem a troba cazurra and in it he
gives a thematic couplet and ends every stanza with a short
line. Some of the picces are in cuaderna via, even some of
the cantigas ; though as a variant one or two have a short
thematic stanza and an extra half-line riming with the
thematic stanza at the end of each verse. Two lyrics in
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plain cuaderna via deserve mention, La propiedad que el
dinero ha and Las propiedades que las dueiias chicas han.
They are essays in verse and deal with the subject in a light
and humorous vein. At a later period the name dictado
or decir was given to such compositions.

Finally, there are two short lyrics coupled together
under the title of Como los scolares demandan por Dios.
The second, as being the shorter, may be quoted :

Sefiores, vos dat a nos
escolares pobres dos.
El Sefior de parayso,
Christos, tanto que nos quiso
que por nos muerte priso,
mataron lo judios.

Murio nuestro Sefior
por ser nuestro saluador.
Dadnos por el su amor,

si el salue a todos nos.

Acordat vos de su estoria :

dad por Dios en su memoria.

Sy el vos de la su gloria :
dad lymosna por Dios.

Agora en quanto byuierdes,
por su amor sienpre dedes
e con esto escaparedes

del infierno e de su tos.

Here again is seen the thematic half-stanza with which
the last line of each succeeding verse rimes. This form has
been compared by Julidn Ribera with certain Arabic
poems in the Andalucian cancionero of Abencuzman and
has been seen to be similar in form to the type of lyric
known as the 2éjel. Hence Ribera concludes that Ruiz was
influenced by the Moorish poems, not directly, but through
Gallego-Portuguese originals. Several of the Archpriest’s
other poems show the same form, whose Andalucian
provenance, nevertheless, seems far from proven. It is
equally possible for the 2éjel of the Spanish Moors to have

been imitated from the Christian literature, especmlly as
3 L.
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the form is not known elsewhere in Arabic, but is very
similar to types which come from Provence.

Although comparatively few poems have survived from
this period, it must not be thought that only a few were
composed. The influence of Provence had brought the
arte de trobar into fashion among the upper classes in Spain,
and, encouraged by Alfonso el Sabio and Jaime el Batal-
lador, it had indeed taken possession of the nobility. The
very nature of the poems, slight in themselves and often
written for an occasion, prevented the majority from
surviving, and no doubt we owe the preservation of the
Cantigas and the lyrics of Ruiz to the fact that they
belong to ambitious works which were thought worthy of
being written down and kept. Perhaps Alfonso’s rank also
helped to save his Cantigas, for we find a single poem by his
grandson, Alfonso XI, surviving amid the general disap-
pearance. The first stanza of this poem is worth quoting,
since it exemplifies a poetic form not yet illustrated :

En un tiempo cogf flores

del muy noble paraiso,

cuitado de mis amores

e d’el su fremoso riso !

e siempre vivo en dolor

e ya lo non puedo sofrir,

mais me valera la muerte

que en el mundo vivir.
Yo con cuidado d’amores
vol'o vengo ora dizer,
que ha d’aquesta mi senhora
que muicho desejo aver.

The subject is a reproach addressed by the poet to his
lady for her coldness. There is no thematic stanza, but an
estribillo, or refrain, recurs after each strophe in the Gallego-
Portuguese as distinct from the Castilian manner. The
lines are octosyllabic and the rime-scheme is complicated.
The failure of three of the lines to join in the rime gives us
the first trace of blank verse in Spanish.

The next great lyric poet after Ruiz was Pedro Lépez de
Ayala. His Rimado de palacio, as has been said before
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resembles the Libro de buen amor in containing a number of
Iyrics. In subject these are not unlike those of Ruiz. In
place of the cantigas de serrana of the earlier poet, there are
cantares on more serious themes; the Loores, Gozos, and
Duelos are replaced by Cantares a la Virgen ; while the
contemplative lyrics like Las propiedad que el dinero ha are
represented by dictados. In treatment there is much
difference. Ruiz is full of coarse wit and humour expressed
with the vigour of the lower classes, while Ayala is more
refined, more prosaic perhaps, but lofticr in sentiment, and
he obviously writes for an audience of the upper classes.

In Ayala’s work four main developments are noticeable.
Rufz’s favourite type—that attributed by Ribera to the
influence of the zéjel—occurs very rarely and only in modified
shape, and the varicty is greater. In the cantares the com-
monest form is one in which a half-stanza begins the poem
and is repeated after each strophe as a refrain, thus showing a
fusion of the Castilian and the Gallego-Portuguese systems.

Sennora, estrella lusiente,
que a todo el mundo guia,

guia a este tu siruiente
que su alma en ti fia.

A canela bien oliente
eres sennora conparada,
de la tierra del oriente
es olor muy apreg¢iada.
A ti fas clamor la gente
en sus cuytas todavia,
quien por pecador se siente
clamando Santa Maria.
Sennora, estrella lusiente,
que a todo el mundo guia,
guia a este tu siruiente
que su alma en ti fia.

Two more stanzas complete the poem.- The lines are
octosyllabic in this poem, but in others the number of
syllables varies. Sometimes the refrain contains fewer
syllables than the stanzas themselves. The metre of the

dictados is as a rule a development of the cuaderna via,
D
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having six lines of fourteen syllables in which a second rime
is introduced in lines 4 and 6. One such poem, called Una
oracién, is preluded with a thematic couplet. The most
important development, however, is scen in the Deytado
sobre el cisma de Occidente, where the linc of twelve syl-
lables replaces that of fourteen, the number of lines is
increased to eight, and the simple rime-scheme of the
cuaderna via abandoned for a more complicated system.
The following stanza is a sample :
Oy sont veynte e ¢inco annos conplidos

que, mal pecado, comengo la ;isma,

e non veo los pringipes por ende sentidos,

asi como deuen maguer que bautisma

resgiben ende ; nin vale la ¢isma,

nin otros bienes que avemos avidos :

e asy se gasta la eglesia misma

por la nuestra culpa dando gemidos.

A knowledge of the foregoing old Castilian verse-forms
is necessary to the proper understanding of the develop-
ments which took place in the subscquent period, and
accordingly the various types have been described at length.
The section may be fitly concluded with a table showing
the different forces which acted on the Spanish lyric up to
the end of the 15th century.

Iberian songs ? Old Latin tradition
l | |
Castilian Gallego-Portuguese  Provencal
I
Moorish 2éjel ?  Cantares de vela Cantigas de amigo,

etc. (Eya velar) ete.
| —

Alfonso’s Cantigas

Ruiz and Ayala.
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Prose.—The difficulties which confront the literary
historian in tracing the origin of the Spanish lyric do not
apply to prose. Roman tradition was quite definitely the
source. Among the independent Spaniards after the
Moorish conquest monkish houses here and there kept
national diaries very like our own Old English Chronicle in
their bald entries. For centuries they were written in
Latin, but in the 12th century some, like the Anales
toledanos, began to be composed in Romance. Meanwhile,
mozarabic scholars had preserved in the south a large
measure of Roman literary tradition, and their learning
was fostered by the Cordovan caliphate. As soon as San
Fernando’s conquest of Andalucia had restored these
scholars to the Spanish nation, the northern and southern
lines of development fused together to produce improved
chronicles on the one hand and on the other various didactic
works of an Eastern cast, but in Castilian. Writers like
Lucas de Tuy (d. 1249) and Rodrigo Jiménez de Rada
composed in Latin historical works of a somewhat higher
order than the carly cronicones, while other authors began
to test the Castilian instrument in works like Las flores de
filosofia, a book of maxims, and El libro de los doce sabios,
a treatise for the instruction of princes. Both works bear
obvious marks of Moorish influence, while two others,
Bocados de oro and Poridad de poridades, are dircct imita-
tions, and Ll libro de los buenos proverbios is a translation
from the Arabic. These arc all crude first attempts, but
they preparc the way and indicated the three lines, the
chronicle, the collection of Moorish tales, and the moral
treatise, along which Castilian prosc was to develop for
two centuries.

In the middle of the 18th century the influence of that
great nurse, if not father, of Spanish literature, Alfonso
el Sabio, began to work. While his predecessor was yet
alive, Alfonso set himself to codify the laws of Castile. His
first attempt seems to have been the drafting of the
charter granted by San Fernando to the newly won city
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of Cérdova. The resulting document is known as the
Fuero Juzgo. Its clauses were enacted in 1241, but the
version due to Alfonso is slightly later. The prince next
tried to reduce the chaos of local customs to some semblance
of order and general plan. Three rough sketches, El
septenario, El espejo, and El fuero real (1255), seem to have
been made in the order given, and between 1256 and 1265
Alfonso at length drew up the famous code of Las siete
partidas. The importance of this work can hardly be
overestimated, forming as it does the basis of the legal
system not only in Spain, but also throughout Spanish-
America and in parts of the United States. The actual
authorship is doubtful, though in all probability a com-
mittee of authors were responsible. Alfonso’s directing
mind, if not his hand, is plainly visible throughout, making
this legal code not only a great digest, but also a literary
work of primary historical importance. The ordinances
included are not a bare statcment of law : reasons for their
necessity are given and discussions on their ethical character
are frequent. Moreover, the extent of treatment goes
beyond what is usual in a legal code, for morals are dealt
with and even such questions as the education of princesses
are touched upon. Were Alfonso’s fame dependent on this
work alone, it would be safe; but, as it is, Las siete partidas
claims for him a place among the world’s great lawgivers.

No less important is this learned king as a patron and
practitioner of science. At his court he assembled a body
of men deep in the scientific lore of the time. Most of
these were of Eastern origin or training, and through them
Alfonso introduced into Europe the Science of the East,
which at that time was far in advance of that of the West.
This Eastern learning was given to the world in Los libros
de astronomia, a work consisting of three parts : a catalogue
of the stars, a treatise on the use of astronomical instru-
ments, and a collection of astronomical tables. That much
of the work has not yet been superseded indicates its real
value.
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A further activity imposed by Alfonso on his body of
librarians and scientists was the translation of various
foreign works. His nephew, don Juan Manuel, states in
his Libro de la caza that Alfonso caused translations to be
made of the Koran, the Mishna, the Talmud, and the
Cabala, and it is generally believed that a version of the
]_3ible was also made. These works are all lost, but two
others remain : the Lapidario and Calila ¢ Dimna. The
former, translated from the Arabic in 1241, is of slight
importance; but the latter had far-reaching -effects.
Originally a collection of Indian tales brought together
about 550 A.p. by the physician of Chosroes I, king of
Persia, and turned into Arabic about the year 750, it was
translated into Spanish in 1251. Its Castilian title is
really that of the first tale, which is also the longest and
most interesting. The stories nearly all have animals as
their characters and bear a kind of likeness to Kipling’s
Jungle Books.

The translation of Calila ¢ Dimna led Alfonso’s brother
don Fadrique to turn into Spanish El libro de los engafios de
las mugeres, a work also known to western Europe in
another version as Dolopathos. Its importance lies in its
introduction into Spain, and thus indirectly into Europe
generally, of the Kastern device of presenting a collection
of tales held together by the light framework of a main
theme. We have already noticed its adoption in El libro
de buen amor, and we shall see its popularity extended by
don Juan Manuel. Boccaccio’s Decameron and Chaucer’s
Canterbury Tales finally naturalised the device in Europe.

The king’s example further resulted in the production of
another Eastern imitation, Barlaam y Josafat, a version of
the story of Buddha in which the original is changed out of
all recognition. More important was the_composition of
El gran conquista de ultramar, which, though largely a
rehash of Eastern tradition, contains in the episode of the
Caballero del Cisne the germs of the future romances of
chivalry. For modern readers the chief interest in the
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episode will lie in its being the source of Wagner’s
Lohengrin. A somewhat similar work, El caballero Cifar,
by an anonymous author was another forerunner of the
chivalresque novel.

We have not finished with Alfonso’s contributions to
literature, however. Early in his reign he conceived the
idea of a history of Spain and setting his scholars to work
he produced the Grande e general estoria de Espafia, known
shortly as the Crdnica general. This chronicle consists of
four parts, the first two of which deal with the history of
the ancient world and were probably compiled by the
committee of scholars. The third part describes the Moorish
invasion and the Reconquest and is largely composed of
matter drawn from the old epics. Part 1V, which relates
the events of the reigns immediately preceding Alfonso’s, is
more reliable as history and more interesting as literature.
Certain parts of it have been thought by critics to bear the
personal touch of the king’s hand.

The Grande ¢ general estoria sct a fashion of chronicle
writing. Besides a number of recastings of the Estoria,
cither as a whole, or in part to form works like the Crénica
de Castilla and the Crénica del Cid, Jaime ¢l Batallador,
king of Aragon and Alfonso’s friend, caused an account of
his own reign to be written. Alfonso XI, who in more ways
than one carried on the work of his grandfather, had the
Estoria continucd up to the beginning of his own reign in
1312. From his time onwards it became the custom to
appoint official chroniclers to write up the events of the
previous reign, and the practice lasted till the 16th century.
A notable composition of the present period was that of
Pedro Lépez de Ayala, who has alrcady been mentioned as
the author of El rimado de palacio. The work deals with
the reign of Pedro el Cruel and, though unofficial, is the
principal source of information about the usurpation of don
Enrique de Trastamara, the Black Prince’s campaign which
ended at Néjera, and the tragic death of the king. The
writer played a leading part in most of the incidents which
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he describes, and his stirring narrative is the high water
mark of early Castilian prose.

The first disciple of Alfonso X in prose literature was don
Juan Manuel, son of the infante don Pedro Manuel and
consequently a nephew of the wise king himself. Born in
1282 and losing his father in childhood, he was brought up
in his uncle’s household and there imbibed the literary
influence which was to react so powerfully later on. Unlike
his uncle, however, he was a man of action. At the age of
twelve he became a soldier and campaigned against the
Moors. High posts fell to him in quick succession, until in
1320 he became regent for the minor Alfonso XI. The
young king’s dissatisfaction with his kinsman subsequently
led to don Juan’s rebellion, and civil war lasted for several
years. In the end, don Juan was defeated, but was after-
wards reconciled with the king and made commander-in-
chief of the army operating against the Moors, a post which
he held up to his death in 1349.

During this active life it is a wonder that don Juan
found time for literary composition, yet he was the author
of no fewer than fourteen works, some of which are of
considerable length. Towards the end of his lifc he had
them all transcribed on to a single MS. and added a preface
giving a list of his books and his reasons for writing them.
Yet, in spite of his precautions, five of his compositions
have been lost. The most important of the survivors is
El conde Lucanor, a collection of tales strung like beads on
to supposed conversations of Count Lucanor and his hench-
man Patronio. The book comprises fifty ensiemplos, or
illustrative tales, of which the following typical specimen
will give a better idea than any amount of description.

Ensiemplo XXXIX _
De lo que contescié a un omne con la golondrina
et con el pardal
Otra vez fablava el conde Lucanor con Patronio, su consejero, en
esta guisa : ¢ Patronio, yo non puedo escusar en ninguna guisa de
aver contienda con uno de dos vezinos que yo he, et contesce asi que
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el mas mio vezino non es tan poderoso, et el que es mas poderoso non
es tanto mio vezino. Et agora rruegovos que me consegedes lo que
faga en esto’.—‘ Sennor conde, dixo Patronio, para que sepades
para esto lo que vos mas cunple, seria bien que sopiesedes lo que
contescio a un omne con un pardal et con una golondrina ’.

E el conde le pregunta que commo fuera aquello :

¢ Sennor conde, dixo Patronio, un omne era flaco et tomava
grand enojo con el rroydo de las vozes de las aves et rrogo a su
amigo quel’ diese algun consejo, que non podia dormir por el rroydo
quel’ fazian los pardales et las golondrinas. Et aquel su amigo le
dixo que de todos non le podia desenbargar, mas que el sabia un
escanto con que lo desenbargaria del uno dellos : o del pardal o de
la golondrina. Kt aquel que estava flaco rrespondiol’ que commoquier
que la golondrina da mayores vozes, pero porque la golondrina va
ct viene et el pardal mora sicnpre en casa que antes se querria parar
el rroydo de la golondrina maguer que ¢s mayor porque va et viene
que al del pardal que esta sicnpre en casa ’.

‘Et vos, sennor conde, commoquier que aquel que mora mas
lexos es mas poderoso, consejovos yo que ayades ante contienda
con aquel que con cl que vos esta mas acerca aunque non sea tan
poderoso ’.

E el conde tovo esto por buen consejo ct fixolo asi et fallose
ende bien.

Et porque don Johan se pago deste enxiemplo, fixolo poner en
este libro et fizo estos viesos que dizen asi :—

Si en toda guisa contienda ovieres de aver,
Toma la de mas lexos aunque aya mas poder.

El conde Lucanor is of the utmost importance. It
became widely known in Europe and was responsible for
the spread of the device of threading tales together on a
main theme. Moreover, it gave to Europe many of the
tales, among them the story which Shakspere afterwards
used in the T'aming of the Shrew. Its educational tenden-
cics were widely imitated, notably in Macchiavelli’s Prince
and Guevara’s Dial of Princes. But above all, it is impor-
tant as the direct ancestor of that typically Spanish inven-
tion, the rogue story.

In addition to a couple of redactions of the Grande e
general estoria, don Juan’s minor works consist of a number
of didactic treatises like El tratado de Sania Maria, El
libro del caballero y del escuedro, El libro de los estados, Las
maneras de amor, and El libro de los castigos, the subjects
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of which are more or less indicated by the titles. But he
also set the fashion of writing technical books on sport,
producing in the Libro de la caza and the Libro de armas the
forerunners of the modern English Badminton series.
The fashion was continued by don Alfonso XI in his Libro
de monteria, a trcatisc on hunting, and by Ayala in his
Libro de caza.

The prose work of the period closes with Ayala. Besides
the Libro de caza just mentioned and the chronicle described
above, this author followed up Alfonso X’s policy of trans-
lating important foreign works. In his choice of texts his
intercsts are clearly visible. Livy’s History of Rome,
Guido Colonne’s T'rojan War, and Boccaccio’s de Casibus
Principum betray the statesman, while the Ethics of St.
Gregory, the de Summo Bono of Isidorus, and the Consola-
tion of Bocthius no less indicate the philosopher. His
versions show the freedom permitted by the Middle Ages
and arc adorned by his own lofty style which discloses
Spanish prose in a stage of adolescence at a time when
that of England and France was in its infancy.

SucGEsTIONS FOR FURTHER READING

Further rcading may be had in Ticknor’s History of Spanish
Literature and in vol. i. of the Antologia of Menéndez y Pelayo.
For the texts, consult Poetas castellanos anteriores al siglo av,
by Toméas Antonio Sanchez, which is a complete collection of
Spanish poctry from the Poema de mio Cid to Ayala, omitting
Alfonso’s Cantigas. The works of Juan Manuel will be found
in vol. 51 of the Bibl. de Aut. Esp.



CHAPTER III

THE PERIOD OF PREPARATION
(1400-1530)

THe 15th century was a period of preparation and
experiment in Spanish literature. At its opening, prose and
poetry followed narrow lines whether in the popular heroic
compositions and folksongs or in the educated verse of the
mester de clerecia or in the managcable, if clumsy, style of
chronicle and hunting manual. During its course, experi-
ment after experiment was made, and invention followed
invention. When native sources failed, other literatures,
both Classical and new, were tapped. Poctry modified the
old forms and tried a host of new ones, rejecting and
adapting until the poet had at his command a useful variety
of metres. Prose at the same time made itself more supple
by exercise. Consequently, by 1530, if little first-class work
had been produced, at least the instrument of style had
been prepared, and new paths laid out in both poetry and
prose.

Although Spanish literature had never been on the whole
spontanecous, yct up to the beginning of the 15th century
there had always been a great body of popular poetry to
offset the mass of lcarned writings. Now, however, the
songs of the joglares completely died out, and authors
became highly conscious of their art. Patrons of literature,
like Juan II of Castile and Enrique de Villena, established
circles in which ideas were exchanged, sifted, and tried.
Literary criticism made its appearance for the first time.
Villena’s Arte de trobar, Santillana’s Carta al Condestable de
Portugal, Juan del Encina’s Arte de poesia castellana, and

Antonio de Nebrija’s Gramdtica castellana set forth fully
44
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the aims and methods of writers and incidentally left a
record of contemporary literature which enables the
clearest picture of it to be formed.

Various forces were at work to make this an age of great
development. The introduction into Spain of the art of
printing was not the least of these. By facilitating the cir-
culation and preservation of literature, it led to the sifting
out of the good from the bad and to the provision of models
for would-be authors. Furthermore, a concentration of
literary cffort was achieved by the recognition of the
supremacy of the Castilian dialect over the Galician and
Catalan, which passed gently out of existence as literary
media. Ever-increasing intercourse with Italy brought in
a new influence at a time when that country was in the first
vigour of the Renaissance. Bringing with it the vogue of old
Classical models and of the schools of Dante and Boceaccio,
Italian influence provided both the training necessary to
improve the technique of Spanish poetry and the inspiration
needed to rouse the trobador school from its torpor of conven-
tion. Finally, the encrgy of the nation, which had formerly
been more or less absorbed by the wars of the Reconquest,
was now free to expend a part of itself on literature.

The Romances.—At the beginning of the period, popular
poetry had not yet died out. In his Carta al Condestable
Santillana speaks of persons ¢ que sin ningtn orden, regla
ni cuento, fagen estos romanges e cantares de que las
gentes de baxa e servil condicién sc alegran’. In spite of
the critic’s disapproval, these romances remain one of the
most attractive, original, and vivid forms of Spanish
literature, and the traces of Germanic spirit which they
retain have made them popular in England since the time
of Scott. Narrative in part, and in part lyrical, they consist
of a varying number of lines of sixteen syllables joined by
the same assonance throughout and having a strong
medial cesura. In many ways they resemble the popular
English ballads on Robin Hood or the Border forays,
though some of them show a superior art and refinement.



46 A HISTORY OF SPANISH LITERATURE

The romance stands as a remarkable refutation of the now
exploded theory that epics like the Iliad and Beowulf grew
out of a patchwork of ballads, for here in Spain the ballad
was clearly the outcome of the epic. The early epics were
divided into metrical sections, each of which had a single
assonance. Quite naturally there was a tendency for breaks
in the narrative to coincide with these metrical changes of
gear, and the uniformly assonanced parts bccame para-
graphs. This stage had been reached when the Poema de
mio Cid was composed. ‘It was but a step from this for the
metrical divisions to become self-sufficient accounts of
single incidents. Finally, since the complete story was
known to all, the joglar confined himself to the most
interesting parts, and the epic became a mere collection of
poems on the more striking episodes of the legend. This
stage is exemplified in the series of romances on the
Cid, Fernan Gonzilez, the Infantes de Lara, and don
Rodrigo.

Once the self-contained nature of these epic fragments
had been established, the joglar found no difficulty in
extending his range of subject. The spurious hero Bernardo
del Carpio was invented as an offset to the French Roland,
and various historical incidents, especially the events of
the reign of Pedro el Cruel and of the closing scenes of the
Reconquest, were naturally adopted for treatment. The
romances fronterizos—on the last theme—are among the
best of the kind, the most famous being those beginning
De Antequera partié el moro, and Pasedbase el rey moro.
As the joglar’s knowledge of literature increased and his
search for novelty widened, tales of chivalry like those of
the Carlovingian cycle and the Arthurian legend were
requisitioned for use, and En Paris estd dofia Alda, a
pathetic description of the receipt of the news of Roland’s
death by his betrothed, is the best on these subjects. As
the century wore on, the romances became fashionable
among the upper classes, and courtly poets began to write
them. The poems were therefore influenced by the art of
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the trobador, lost their heroic tone, and became more
delicate and refined. These later characteristics are par-
ticularly evident in romances like Fonte frida and its com-
panion Rosa fresca.

As the romances were not written down at first and have
survived in late cancioneros, they are in almost every case
anpnymous and their exact date of composition cannot be
determined. Internal evidence, which is chiefly of a
linguistic nature, justifies the conclusion that none of the
existing poems were composed before 1400. Among the
poems themselves, some are clearly carlier than others in
subject and workmanship, but this does not always mean
that the romance of ruder construction was necessarily
written before others of more artistic character. While the
joglar continued for some time to compose his rough pieces,
more refined poems were being written by pocts of the
trobador school. A few appear in the Cancionero de
Stiiiga under the name of Carvajal or Carvajales. In the
hands of these courtly poets, the romance in time became
changed out of recognition, and the so-called romances of
Goéngora do not belong to the old popular form at all.

From their nature the romances are extremely varied in
quality, but the best of them deserve inclusion in any
anthology, however select, of Spanish poctry. They are
peculiarly national and reflect accurately and in a pleasing
manner the society of their age. The carliest of them are
fresh, vigorous, and sincere, while even the later ones
preserve an interest that is often lacking in the more con-
ventional work of the trobador school. After the clever
verses of the courtly poets one turns to them with the
feeling of relief experienced on exchanging a work on logic
or economics for a good novel.

So important are these poems that one or two typical
specimens will now be analysed, one of the series on the
Infantes de Lara being chosen to represent the earlier
type. According to the legend, Rodrigo de Lara married
in 985 a certain dofia Lambra. At the wedding Gonzalo,
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youngest son of Gustos, sefior de Lara, offended the bride,
who thereupon plotted the downfall of Gustos and his
seven sons, the Infantes de Lara. Bringing about the
imprisonment of Gustos by Almanzor, the great Chamber-
lain of Hixem II, she persuaded the Infantes to attempt a
rescue. Through the treacherous guidance of her husband,
the young men fell into the trap sct for them by the Moors
at her instigation and they were all killed together with
their ayo, Nuiio Salido. Their heads were then taken to
Almanzor. Here our romance takes up the story. Almanzor
summons Gustos into his presence and asks him to recog-
nise the heads. A painful scene follows in which the father
apostrophiscs the lifeless faces of the ayo and his sons.

Péartese ¢l moro Alicante vispera de Sant Cebridn ;
ocho cabezas llevaba, todas de hombres de alta sangre.

Sabelo el rey Almanzor, a recebirselo sale ;

aunque perdié6 muchos moros, piensa cn esto bien ganar,
Manda hacer un tablado para mejor las mirar,

mando traer un cristiano quc estaba en captividad.
Como ante sf lo trujeron empezoéle de hablar,

dijole : ¢ Gonzalo Gustos, mira quién conoceras ;

que lidiaron mis poderes cn el campo de Almenar :
sacaron ocho cabezas, todas son de gran linaje ’.
Respondi6é Gonzalo Gustos : ¢ Presto os diré la verdad ’.
Y limpiandoles la sangre, asaz se fuera a turbar ;

dijo llorando agramente : ¢ ; Condscolas por mi mal !

la una es de mi carillo ; las otras me duelen mas !

de los infantes de Lara son, mis hijos naturales ’.

Asf razona con ellos, como si vivos hablasen :

¢ 1 Dios os salve, el mi compadre, el mi amigo leal !

¢ Adénde son los mis hijos que yo os quise encomendar ?
Muerto sois como buen hombre, como hombre dec fiar’.

The abrupt, arresting beginning is characteristic of the
romances, especially the earlier ones like Helo, helo por do
viene el infante vengador and Arriba, canes, arriba. The
first lines are often superior to the rest of the poems and,
moreover, are generally used as titles of the pieces. The
verse will be seen to be rough: the second half-lines
contain seven syllables nearly as often as eight; the
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number of stresses, of which there should be three in each
half-line, varies from two to three ; and the elision of vowels
in hiatus is irregular. Besides, the assonance in a is broken
in two places, while in line 15 the sense is run over the
metrical cesura. The narrative, however, is well con-
structed, though it is obviously meant for an audience
acquainted with the subject. This is clearly shown by
the allusive reference to Almanzor and by the omission to
explain who is meant by el mi compadre. Almanzor’s
reception of the heads is plainly related, but the introduc-
tion of Gustos merely as un cristiano is weak. It is interest-
ing to us, however, as showing that in the contemporary
Spanish mind the division of peoples was based not on
nationality, but on religion ; that the antithesis of Moor
was not Castilian or Spaniard, but Christian. The words
of Almanzor are the rough, hcroic expression that dis-
tinguishes the earlier romances and contain a horrid, cruel
cynicism. The reply of Gustos is disappointing. One
would expect a sublime retort or the utter silence of grief.
The subsequent apostrophe is better and expresses in a
poctic manner the relation between Nufio and his lord.
In the rest of the poem, which has been omitted and which
contains similar addresses to the Infantes, much skill is
shown in the avoidance of repetition. In thc end Almanzor
is moved to pity for his captive and softens his treatment.
Other romances relate how Gustos wins the love of Alman-
zor’s sister and has by her a son, Mudarra, who in course of
time avenges the fate of his father and step-brothers.

The later development of the romance is illustrated in
Fonte frida.

Fonte frida, fonte frida, fonte frida y con amor,

do todas las avezicas van tomar consolacién,

sino es la tortolica que estd biuda y con dolor.

Por allf fuera a passar el traydor de ruisefior :

las palabras que le dize llenas son de traicién :

—Si td quisiesses, sefiora, yo serfa tu servidor.

—Vete de ahi, enemigo, malo, falso engaiiador,

que ni poso en ramo verde, ni en prado que tenga flor ;
8.1, E
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que si el agua hallo clara, turbia la bebia yo ;

que no quiero haber marido, porque hijos no haya, no :
no quiero plazer con ellos, ni menos consolacién.
Déxame, triste enemigo, malo, falso, mal traydor,

que no quiero ser tu amiga ni casar contigo, no !

It must be understood that this poem is not necessarily
later in date of composition than that on the Infantcs de
Lara. It merely represents a later development in spirit
and technique on the earlier poems of which the Infantes
de Lara is the representative. Here there arc no rough
encounters of heroic personages, no deeds of violence,
expressed in the plain, sincere language of the earlier type.
Instead, we notice a refined spirit, a narrative of a society
in which intrigues of love are a main interest. The idcas
are more sophisticated, the expression figurative. 87 el
agua hallo clara, turbia la bebia yo, says the injured lady, if
the stream of love seems clear and smooth, I find it dark and
rough. That is a thought which could not be found in the
earlier romances. Nor could the rather frigid conceit of the
birds resorting to the fountain for consolation. The whole
produces the impression of a delicate and pretty piece of art.

As regards technique, the pocm is nearly perfect. Its
assonance is faultless, while the verses (with the exception
of the last, which is short) have their quota of sixtcen syl-
lables and two stresses in each half-line. It may thus be
taken as typical of the versification peculiar to the romance.

The Trobador School of Poetry.—While popular inspira-
tion concentrated its expression in romances, lyrical poetry
in general gradually assumed the characteristics of
Provence. The efforts of ENRIQUE DE VILLENA (1384-1484)
led to the establishment of a Court of Love and to annual
contests similar to those at Toulouse, and pocts increas-
ingly paid more attention to form and less to matter.
There was a definite breach with the mester de clerecia, and
the cuaderna via passed out of use. Poetry became almost
exclusively strophic. Although the lyrical forms and
subjects of the school of Ruiz and Ayala were not rejected,
yet developments took place on the Provengal lines. The
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results were that, while the poems composed were con-
ventional in manner and expression and commonplace in
subject, a large number of metrical forms were tried out and
suitable types produced ready for the use of the masterly
hands of the poets of the next century.

Villena’s patronage of literature was continued by Juan 11
of Castile. This king, who like his great ancestor Alfonso el
Sabio had too much love for literature to be a strong ruler,
occupied the throne during one of the most troublous times
in the history of his country. Yet he surrounded himself
with poets and men of letters and did much to foster
literature and more especially the development of poetry.
Himself a moderate poet, his claim to mention here lies
in his patronage at a critical time. Among his followers
the noblest seem to have occupied their leisure hours in
writing poetry, while his opponents ever found in literary
interest a ready path for return to his favour.

One of the important results of Juan’s patronage of
literature was the practice of collecting anthologies of verse
which included, besides the works of contemporary authors,
short head-notes and brief critiques giving much informa-
tion about the poets and their aims and methods. These
anthologies were known as cancioneros. The earliest of
them, the Cancionero de Baena, was compiled in 1445 for
the use of the king himself. This was closely followed by
the Cancionero de Stifiiga, and about 1500 a collection of
romances and other pieces formed the Cancionero de
Ferndndez de Costantina. The most comprehensive was
the Cancionero general edited by Hernando del Castillo in
1511. Other cancioneros were subsequently published,
but none deserve mention except the famous Romancero
general (1600-14), which in spite of its name contains no
genuine romance. It is owing to these anthologies that so
much of the poetry of this period has survived.

Little is known of the poets, or trobadors—as they called
themselves—of the early 15th century. Perhaps the most

representative figure among them was Macfas. Only a
22
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few poems of his have survived and they are all mediocre,
but literature has placed a halo of romantic legend round
his name, and we give his story as an illustration of the
spirit of the age. According to one version, Macias was in
the suite of Enrique de Villena and, falling desperately in
love with a married lady, aroused a burning jealousy in
the husband through his compositions addressed to her.
The platonic element so usual in trobador love does
not seem to have existed in this case; at any rate, the
husband did not think so, and he complained to Villena,
who as Grand Master of the Order of Calatrava threw
Macias into prison. Even this misfortune did not cure the
unhappy poet of his love, and he continued to spend his
time in making songs about his passion and in singing them
in his prison. One day the jealous husband happened to
pass the prison and, worked up to a frenzy of rage by the
songs of the poet, thrust a spear through the bars of the
cell and slew the unfortunate lover. The story was at once
seized upon by two of the leading poets of the day, the
Marqués de Santillana and Juan de Mena, and worked up,
doubtless with much poetic exaggeration, into a tragic
episode. The imagination of writers of later times has often
been fired by their narratives, and the fate of Macias has
become one of the great themes of Spanish literature.
Lope de Vega used it for the plot of his drama Porfiar hasta
morir, while in the 19th century the story was revived by
Larra in his drama Mactas and also in his novel of El doncel
de don Enrique el Doliente. Undoubtedly too it suggested the
main plot of Gutiérrez’ Trobador.

The chief poet of the time, however, was don Iiiigo
Lépez de Mendoza, MARQUES DE SANTILLANA. Born in
1898 of noble parentage, he belonged to a family which for
two centuries distinguished itself in literature. A man of
his rank could not avoid being embroiled in the political
troubles of his day, but, although he was hostile to the
powerful favourite, Alvaro de Luna, he remained loyal to
the king and fought on his side at Olmedo, being rewarded



THE PERIOD OF PREPARATION 58

for his services in that battle with the title of marquis.
He died in 1458. Devoted to poetry, he was widely read
in the literatures of his own country and of France. His
theories of the literary art are laid down in the Carta al
Condestable de Portugal, which has been mentioned above
and which he addressed to that nobleman as a preface to a
collection of his own works.

In his early years Santillana wrote lyrics in the manner
of Rufz and Ayala, but influenced by the Provengal-
Catalan ideas fostered by Villena. An examination of one
of these pieces will show this trobador poetry at its best.
It is a serranilla and has been selected not only because it
is the best of Santillana’s work, but also because a com-
parison with Rufz’s serrana quoted above is instructive.

Moga tan hermosa
non vi en la frontera
COmMO una vaquera
de la Finojosa.

Faciendo la via
del Calatrevefio

a Sancta Maria,
veneido del sueiio
por tierra fragosa
perdf la carrera,
do vi la vaquera
de la Finojosa.

En un verde prado
de rosas e flores,
guardando ganado
con otros pastores,
la vi tan gragiosa
que apenas creyera
que fuesse vaquera
de la Finojosa.
Non creo las rosas
de la primavera
sean tan fermosas
nin de tal manera,
fablando sin glosa,
si antes sopiera

de aquella vaquera
de la Finojosa.

Non tanto mirara

su mucha beldad,
porque me dexara

en mi libertad.

Mas dixe : ¢ Donosa’,
(por saber quien era)

¢ ¢ donde es la vaquera
de la Finojosa ?°’

Bien como riendo

dixo : * Bien vengades ;
que ya bien entiendo
lo que demandades :
non es deseosa

de amar, nin lo espera,
aquessa vaquera

de la Finojosa.’
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Two features strike the reader at once: the conven-
tionality of the subject, which has been treated twice
before by Ruiz and scores of times by others, and the
lighter and more lyrical quality of the verse as compared
with its antecedents of the last period. The old thematic
stanza is there, but a remarkable development of Ayala’s
method of repeating the thematic stanza after each
strophe is seen in the repetition of only a line and a half.
This gives the lyrical effect of the refrain without the encum-
brance of a whole stanza which does not quite fit in with
the sense of the preceding strophe. The most remarkable
quality of the piece is its simplicity, for not a single poetic
conceit or artificial trope occurs in it. Parts of it bear a
faint resemblance to the English folksong ¢ Where are you
going to, my pretty maid ? > but the short lines of the
Spanish poem give it a lightness which is absent from the
English counterpart. The trobador has undoubtedly
triumphed here over conventionality, and few lyrics in any
language are as sweet as this serranilla.

Besides this and other serranillas, Santillana also com-
posed wvillancicos, or poems on rustic love, canciones,
decires, cantigas de amigo, serveniesios, and recuestas, or
flytings between poets and written in dialogue. It is
impossible to give specimens of these, and the reader must
seek them in collections of Santillana’s works. There he
will notice above all the great variety of metres used as
compared with the few employed by earlier poets. But
with rare exceptions the verse is artificial, for the Pro-
vencal-Catalan source had become stagnant, and a new
flush of inspiration was nceded to freshen the stream of
Spanish lyrical verse.

The necessary stimulus came from Italy. Internal
dissensions and the shackling inheritance of an effete Latin
literature had long prevented the growth of vernacular
compositions in that country and caused her to be sur-
passed by France and Spain. Italian poetry first appeared
in the 18th century in the Marca Trivigiana in the north
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of the peninsula, but it was Provengal verse transplanted,
and the poets, of whom Sordello is the best known, actually
called themselves frovatori. Somewhat later in the same
century a breach between Frederick II and the Pope led to
the encouragement by the former of the establishment in
Sicily of a native school of poetry on the model of the
Provengal and in opposition to the Latin traditionalists
of the papal entourage. Spreading afterwards to Bologna
and other cities of the mainland, the new school steadily
developed until the genius of Dante (1265-1321) placed it
on a firm and permanent national footing. His work was
inimitable, but two later writers of the same school,
Francesco Petrarca (1304-74) and Giovanni Boceaccio
(1818-75), reached more measurable heights and at once
became the media through which the spirit of the Renais-
sance then in progress in Italy was widely spread through
Europe. Chaucer in England and the Pléiade in France
were deeply influenced. Hence, it is not surprising to find
that Spain was also affected.

There were indeed special reasons why Spain should
recact more than any country to Italian influence. The
centuries of war with the infidel Moors had imbued the
Spaniards with a spirit of Christian fanaticism that natur-
ally produced a great respect for the homeland of the head
of the Church. Added to this, the Spanish and Italian
languages were sufficiently alike for the peoples to be able to
understand each other and for literary forms to be transfer-
able with ease from one to the other. Spain too was casting
the eye of political ambition eastwards and the kingdom
of the two Sicilies, which in 1282 had received a Spanish
dynasty, was annexed by Ferdinand the Catholic in 1479.

It was rather to be expected, then, that the stagnating
waters of trobador poetry should be sweetened by contact
with the fresh Italian sources. But the true spirit of the
Renaissance was not yet caught and the influence of Italy
did not exert its full power until a later period. Spanish
poets for the most part missed the higher things in Italian
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literature and imitated it in the more trivial outward forms.
Thus, the dream motif of the Divina Commedia, though not
new in Spain, became a commonplace, while the allusions
to classical Latin authors and to the legends of Greece and
Rome were used, often inaccurately, to trick out poems
with tawdry and useless ornament. Italian metres, too, were
adopted, as for instance the sonnet form and the ottava rima,
while the longer Spanish verses like the arte mayor became
fashionable owing to their resemblance to the longer Italian
types, and the old Spanish short verses were discarded.

Italian influence was first introduced by Francisco
IMPERIAL, a cultured Sevillian of Genoese extraction and a
remarkable linguist. His Decir a las siete virtudes has the
Dantesque allegorical manner and consists largely of ideas
culled from the Divina Commedia. The new fashion was at
once taken up and applied to shorter poems by ALoNso
ALVAREZ DE VILLASANDINO, a man of dissolute habits,
but with a facility for versifying which he used chiefly for
approaching the favour and charity of grecat men. His
works fill the major part of the Cancionero de Baena, which
is sometimes called by his name.

Villasandino’s works are important chiefly because of
their influence on Santillana. This poet in his later days
gave up the trobador style and adopted the Italian fashion.
His works thus produced consist in the main of forty-two
sonnets ¢ fechos al itdlico modo’ and three long poems: La
defunsién de don Enrique de Villena, an extravagant eulogy
in which abound classical allusions ignorantly used and in
bad taste; La coronacién de Jordi, an appreciation of
Jordf’s poetry in the allegorical style ; and La comedieta de
Ponza, his chief work, whose name betrays its Dantesque
origin. The theme of the poem is the naval battle which
was fought in 1485 near the island of Ponza and in which
the kings of Aragon and Navarre, together with don
Enrique of Castile, were captured by the Genoese. The
poet sees in a vision the mother and wives of the captive
princes in consultation with Boccaccio, author of de
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Casibus Principum, on the subject of the fall of great men.
News of the disaster at Ponza arrives, and the ladies are
overwhelmed with grief. But Fortune appears and consoles
them with prophecies of the future greatness of their family.
The poem is dull and overloaded with ill-digested learning.

The strain of Santillana’s later work was taken up by his
younger contemporary, JUAN DE MENA (1411-56). Some
of this poet’s carly work was in the trobador style and
appears in the Cancionero de Baena. Other picees written
under Italian influence are included in the Cancionero de
Stufiiga. But none of these lyrics are of any value, for
Mena did not have Santillana’s lightness of touch. He soon
took to the heavier style of Francisco Imperial and produced
Los siete pecados mortales on the lines of the Decir a las
stete virtudes. 'The poem has no merit and is a tedious and
lengthy metaphysical discussion of an allegorical war
between Reason and Man’s Will. Mena’s next piece, La
coronacién, was a eulogy of Santillana, who is supposed to
be crowned on Mount Parnassus for his public and poetic
merits. The use of Dantesque ideas and phraseology is
so recurrent that, in view of the satirical vein which runs
through the poem, the composition has been thought by
some to have been intended as a parody.

Mena’s principal work and the one by which his reputa-
tion must stand or {all is El laberinto de Fortuna or, as it is
often called, Las trescientas. The machinery of the poem is
strictly Dantesque. Providence finds the poet lost in a
wood and takes him to a point of vantage whence he can
see the wheels of Fate—the whirligig of time, as Shakspere
called them—turning and bringing before the poet’s eyes
the shades of distinguished men. Many of the descriptions
of these persons are without merit and the opportunity
thus created was used for a good deal of fulsome adulation
of the king and the most powerful courtiers. A French
critic has said that the poem is unreadable, and he was not
far from the truth. Its dullness and obvious efforts at
artistic effects are intolerable. The best passage is the one
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relating the fall of the Conde de Niebla, an obscure con-
temporary hero who perished gallantly in an attack on the
Moorish fortress of Gibraltar. Some of the stanzas are
quoted so as to give an idea of the style of the Italianists
of this period :
160. Aquel que en la barca parece sentado,
Vestido, en engaiio de las bravas ondas,
En aguas crueles, ya mas que no hondas,
Con mucha gran gente en la mar anegado,
Es cl valiente, no bien fortunado,
Muy virtuoso, perinclito conde
De Niebla, que todos sabeis bien adonde
Di6 fin al dia del curso hadado.
161. Y los que lo cercan por el derredor,
Puesto que fuesen magnificos hombres,
Los titulos todos de todos sus nombres,
El nombre los cubre de aquel su sefior ;
Que todos los hechos que son de valor
Para se mostrar por si cada uno,
Cuando se juntan y van de consuno,
Pierden el nombre delante el mayor.

The verse-form consists of double redondillas of eleven-
syllabled lines riming abba, acca ; deed, dffd, and having a
ceesura after the fifth or sixth syllable with two stresses in
each half-line. The stanzas, or coplas, number 297, not 300
as the secondary title of the poem implies, with an appendix
of twenty-four more prescribed by the king. The metrical
correctness is great, for in forging the instrument used in so
masterly a fashion by their successors the courtly poets of
the Portico aimed at accuracy as well as variety of form.
One of the blots on Mena’s style—illustrated in the passage
quoted by the use of the word perinclito—is his addiction
to needless ‘ink-horn terms’ and other borrowings.

Exigencies of space forbid more than a nominal reference
to Pérez de Ribera, Pérez de Guzman, Antén de Montoro,
Alvarez Gato, Hernén Mexia, Juan de Padilla, and other
minor poets whose works fill the cancioneros, and we must
pass on to the two Manriques. GoMEzZ MANRIQUE (1412 ?—
90) was a nephew of Santillana and like his uncle took part
in the political disturbances of his age. His lyrics are
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preserved in a special cancionero, but they are just the kind
of thing turned out by the score at this time. The death
of his uncle led to his composing an elegy in the Dantesque
manner of the Comedieta de Ponza, but his chief work is
Los consejos, a philosophical poem addressed to Diego
Arias D4vila on the instability of fortune and the vanity of
the world. His selection for special mention is largely due
to his influcnee on his nephew.

This was JorRGE MANRIQUE (1440-78), who spent his
life and lost it in the troubles connected with the succes-
sion of Isabel the Catholic. The author of some fifty poems
in the contemporary style, he is known solely on account of
his Coplas a la muerte de su padre or shortly, as they are
usually called in Spain, Las coplas de Manrique. The poem
is one of the world’s noblest elegies and is worthy to be
ranked with, if not above, the Lycidas of Milton, the
Adonais of Shelley, and the In Memoriam of Tennyson.
Written in a stanza of the poet’s own invention, the Coplas
show a decp and sincere feeling of loss coupled with a philo-
sophical sense of resignation proper to the noblest disposi-
tions. Here for the first time Spanish poetry reaches the
real heights of Parnassus. Lope de Vega declared that it
deserved to be written in letters of gold, and Longfellow
has left a noble rendering for the English reader. The
original can be found in any anthology of Spanish verse,
but a few lines are quoted to mark the standard to which
Spanish poetry attained at this period :

Este mundo es el camino Este mundo bueno fue
para el otro, que es morada si bien usassemos del
sin pesar ; como deuemos,
mas cunple tener buen tino porque, segun nuestra fe,
para andar esta jornada es para ganar aquel
sin errar. que atendemos.
Partimos quando nascemos, Y aun aquel fijo de Dios
andamos mientra biuimos, para sobirnos al cielo
y llegamos descendio
al tienpo que fenescemos ; a nascer aca entre nos,
assi que quando morimos, Y a biuir eneste suelo

descansamos. do murio.
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Manrique’s Coplas combine the philosophy of the Moors
with the learning of Italy. Sénchez de Talavera’s elegy
on Ruy Diaz de Mendoza and the works of Martinez de
Medina provided many of the ideas, but the main influence
was exerted by G6émez Manrique. But if originality of
thought is not one of the qualities of the Coplas, Manrique’s
claim to greatness lies in his extremely beautiful expres-
sion of thoughts that must occur to nearly every man once
in his life.

Didactic and Satirical Poetry.—Five poems do not fit in
with the conventional subjects of the period, but deal with
matters which were rather closer to real life. The first is a
didactic work, Los proverbios de gloriosa doctrina e fructuosa
ensefianza, written by Santillana at the request of Juan II
for the instruction of his son, who afterwards became
Enrique IV. It consists of a hundred doggerel stanzas,
of which the following is a typical example :

17. Si fueres gran eloquente,

bien ser4 ;
pero mas te convenra

ser prudente,

que el prudente es obediente
todavia
a moral filosofia,

y sirviente.

Each stanza contains a proverb and is furnished with a
note of explanation in prose. Many of these notes were
written by Pedro Diaz de Toledo, who himself compiled a
collection of maxims from Seneca. The Proverbios are
directly descended from Sem Tob’s work and drew their
matter from the Bible, from various classical writers, and
from a number of other sources.

The other poems are satirical. The Doctrinal de privados,
also the work of Santillana, contains fifty-three stanzas in
double redondillas of lines of eight syllables. It is supposed
to be the confession of the famous Alvaro de Luna made to
a priest and to the crowd at his execution in 1458 and con-
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tains bitter condemnation of the discredited favourite.
Such an attack on a dead man was hardly worthy of
Santillana’s character. Even more dastardly were the
Coplas del Provinctal, an anonymous work which merely
slings mud at the distinguished men of the day. It pic-
tures the Court as a religious house, of which the author
himself is the superior and vents his spleen on the courtiers,
who appear before him in the garb of members of the house.
It begins as follows :

El Provincial es llegado
a aquesta corte real,

de nuevos motes cargado
ganoso de decir mal.

Y en estos dichos se atreve,
y si no culpenle a el,

si de diez veces las nueve
no diere en mitad del fiel,

More legitimate was the ; dy! ; Panadera!, supposed
to have been the work of Juan de Mena. It is a kind of
cantiga de escarnio and is directed against the rebel nobles
who made such a feeble effort at resistance in the battle of
Olmedo. Each stanza holds seven octosyllabic lines and
the refrain which has given the poem its name. The rime-
scheme is abba, acca.

Lastly, there is a medieval survival known as La danza de
la Muerte. Composed about 1425, it is an imitation of the
famous Danse Macabre which is painted with illustrations
on the walls of the vaults under the church of Saints
Innocents in Paris. The vanity of things and the levelling
up of the classes by Death form the teaching of the poem.
Ecclesiastics and laymen are taken in pairs, beginning from
the pope and the emperor and going down to the bottom of
the social scale. The Spanish version differs from the
French by the addition of a head-note in prose and of a
Jewish rabbi and a Moorish alfaqui to the characters. The
dialogue between the Pope and Death is as follows :
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Dise el Padre Santo : | Ay de mi triste ! | Qué cosa tan fuerte!
1 E yo que tractava tan grand prelasia
Aber de pasar agora la muerte
E non me baler lo que dar solia !
Beneficios e honrras e grand sennorfa
Toue en el mundo pensando beuir :
Pues de ti, Muerte, non puedo fuyr,
Bal me Thesucristo e la birgen Maria.

Dise la Muerte : Non bos enojedes, sennor padre santo,
De andar en mi danc¢a que tengo ordenada.
Non bos baldr4 el bermejo manto :
De lo que fezistes abredes soldada.
Non vos aprouecha echar la crusada,
Proueer de obispados nin dar benefigios :
Aqui moriredes syn faser bolli¢ios.
Dangad imperante con cara pagada.

Prose.—If for Spanish poetry the fiftcenth century was
a period of preparation, in prose it saw an even grcater
development. While poetic effort resulted in only one
superlative piece, the Coplas de Manrique, and a few
trobador trifles, prose style almost perfected itself, and its
writers showed a power of invention the want of which
was stifling the poets. The chronicles, rising as high as
such a cramping form would allow, gave birth to a number
of kinds of historical works and to the historical romance,
which in its turn begat the novel of chivalry. If most of
these works are now to be read for their historical interest
only, yet a period that boasts the production of Genera-
ciones y semblanzas need not depend for its glory on its
invention of the modern novel alone.

The advance of prose was largely due to historical cir-
cumstances. Spain had been a nation in arms for seven
hundred years, and her population had developed a military
frame of mind. Finding herself strong after her exertions,
as an athlete after his training, she applied to literature
and especially to the record of military deeds that energy
which her wars with the Moors had instilled into her, but
which the Granadine kingdom was now too weak to occupy
fully.
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But there was another cause of progress. The reverence
for learning which the wise Alfonso had established had
become a tradition with the kings and leaders of the nation.
Enrique de Villena, himself a mediocre dilettante in
poetry and prose writing, emulated the practice of his
ancestor Alfonso X and set himself to the study of science.
His own results—a treatise on the evil eye and other pseudo-
scientific subjects—were of no value, but he kept alive the
tradition of learning. His non-scientific prosc works are
also a continuation of the lines traced out by his pre-
decessors. An Arte cisoria, or art of carving at table, is
this curious man’s development of the treatises on hunting
by Juan Manuel and Ayala, while his Trabajos de Hércules
is in a way a descendant of the Caballero Cifar, modified
by a false allegorical trcatment suggested by Italian writ-
ings. A linguist of wide competence, he carried on Ayala’s
task of translating forcign works, adding prose versions of
the Zneid and the Divina Commedia to the alrcady existing
stock.

The tradition of scholarship was maintained after Vil-
lena’s death, and the list of translations from classical
and modern litcratures is too long to give in detail. We
will confine ourselves to Pérez de Guzman’s selection of
Sallust’s letters, the same author’s historical works by
Francisco Vidal de Noya, Plutarch’s Lives (1491) and
Josephus’ History of the Jews (1492) by Palencia, Aristotle’s
Ethics by don Carlos de Viana, the Golden Ass of Apuleius
by Diego Lépez de Cortegana, and the Admphitryon of
Plautus by Francisco Lépez de Villalobos. Of works done
into Spanish from other modern languages there were the
anonymous versions of the Decameron and Fiammetta
which appeared in 1496 and 1497 respectively, and Pe-
trarch’s T'rionfi (1512) and Dante’s Inferno (1515) were soon
added to the list, while Honoré Bonnet’s Arbre des Batailles
was rendered by Diego de Valera.

Prose style is more easily learnt from a study of foreign
models than poetry is, for as a rule exotic versification will
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not fit the native tongue and lengthy experiments must be
made, while the rules for prose writing in one language will
among European idioms do for any other. The influence
of classical writers, and historians in particular, soon made
itself scen in Spanish prose, and beside the homely style of
the chronicle writers a loftier vein was soon apparent,
imitated from the works of Livy, Sallust, and Tacitus.

The period saw an increase in didactic prose works.
Some were collections of fables and apologues after the
manner of El conde Lucanor. Such, for instance, are El
libro de los exemplos by Clemente Sancho de Vercial and the
anonymous Espéculo de los legos. Others are manuals, as
for example, El jardin de las nobles doncellas, a work written
by Martin de Cérdoba spccially for the use of the then
youthful Isabel the Catholic. But the majority were of
wider appeal and intended as works, and not mercly
manuals, of philosophy. The great ALvaro pe Luna
himself dabbled in this kind of literature and wrote Ll
libro de las virtuosas e claras mujeres. 1t is divided into
three parts, dealing respectively with women of the Old
Testament, of Classical literature, and of Christendom in
general. The writer’s chivalrous purposc was to enhance
the social position of women. Unlike all the prose works
mentioned before in this chapter, it may still be rcad with
pleasure. The greatest didactic work, however, is La
visién deleytable by the bachiller Alfonso de la Torre. An
exposition of contemporary philosophy, it is divided into
two parts, the first of which lays down in an allegorical
manner the principles of philosophy, while the second deals
with their application and discusses the problems which
occupied the thinkers of the day. In the abstraction of its
philosophy as well as in its apologues is seen the influence
of the Moors.

Three books which appeared, one in Castile and two in
Cataluria, after the middle of the century continue in prose
the satirical tone of Juan Ruiz. The first in time was El
libre de les dones by the Catalan FraNcEs DE EXIMENIZ.
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As the name implies, it treats of women and in fact it
attacks them and describes their faults and weaknesses.
The theme was taken up in Castilian by MARTIN DE
ToLEDO, archpriest of Talavera, who drawing his matter
from Eximeniz and Juan Ruiz, applies his satire somewhat
in the spirit of the latter. His work, which has gone under
various names, is now usually called EIl corbacho, and,
théugh pretending to be a satire on men and women,
follows the attack made by Eximeniz upon the latter.
The third was by the Catalan poet JaiME Roie, whose
Libre de Consell is just a variant of the other two. It has
been thought that all three were undertaken as a counter-
blast to the work of Alvaro de Luna.

We have mentioned the letter written by Alfonso el
Sabio to Guzman el Bueno and we have referred more than
once to that addressed by Santillana to the Constable of
Portugal. Letter writing became frequent during the
15th century, and, as might be expected of men who trans-
lated the letters of Cicero and Sencca, the writers took
great pains in the composition of the epistles and in pre-
serving them when written. The style is often frigid,
formal, and artificial, and the letters are more interesting
for their contents than pleasant to read. The three
principal writers whose correspondence has been preserved
are Diego de Valera, Pérez de Guzman, and Hernando del
Pulgar. The latter’s are especially interesting for the
information they give about the events which passed at
the court of the Catholic sovercigns.

Had these works concluded the list of Spanish prose in
the 15th century, they would be evidence that the language
had become an efficient instrument for literary purposes.
But they were in truth just minor products, mere literary
lumber to be cleared away first ; and the important things
are yet to be mentioned. These are chronicles and the
various forms of prose writings springing therefrom.
This period was the harvest time of the prose chronicle

which we have traced from its beginnings in the monkish
8.L, r
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Latin diaries and the official records of the kings of Castile
down to the work of the gran canciller Ayala, Ayala’s
chronicle ended with the reign of Enrique III in 1406, and
the writings of the new period begin with the Crénica
abreviada or valeriana by Dicgo de Valera, who has been
mentioned for his letters and as a translator. It is an
abridgement of the Grande e general estoria and shows but
little advance, if any, on the works of the previous age.
The turbulent reign of Juan 1I (1406-54) provided stir-
ring matter which put a fresh vigour into the chronicles.
The Crénica de Juan II is an interesting document and
offers lively pictures of the political intrigues and civil
strife of the time. Both the poet Juan de Mena, who was
the official historiographer of the reign, and Pérez de
Guzman, a nephew of Ayala, have been thought to be its
author, but modern research has thrown great doubts on
the claims of either writer. With the reign of Enrique IV
the liveliness of the chronicle is increased by a spirit of
partisanship which, though it diminishes the historical
value of the document, adds to its vigour and interest.
The reign boasts two chronicles, one by Diego Enriquez del
Castillo and the other by Alfonso de Palencia, the trans-
lator. Castillo was the king’s chaplain and councillor and
was therefore in a position to give a full and accurate
account of the events of the troublous times. Unfortunately,
his papers fell into the hands of his enemies and were lost,
and he was forced afterwards to write from memory.
Moreover, the final text was prepared in the following
reign, when the author’s enemies were in the ascendant.
Hence, it is full of ambiguities and is marked by a tone of
timid restraint. For that reason it is no counterblast to
the chronicle of Palencia, who admittedly supports the
party of the would-be usurper Alfonso, but, being under no
restrictions, writes in a sincere and convincing style.
Following the practice which had now become established
in Castile, don Carlos, prince of Viana, who has been men-
tioned above as a translator of Aristotle, wrote a Crénica
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de los reyes de Navarra. Of little merit as literature, the
work marks an advance in historical composition, since it is
the first of the chronicles to quote documentary evidence.

By now chronicle writing was no longer regarded as a
dull record of events, but as an opportunity for propaganda
and for literary distinction. Accordingly, the reign of
Ferdinand and Isabel is described by several works,
though only two are of any value. The first is by Andrés
Berngldez, chaplain to Diego Deza, archbishop of Seville,
and a friend of Columbus. The chief importance of his
work lies in the author’s use of the discoverer’s private
papers, a fact which gives great authority to the passages
concerning the voyages to America. The second chronicle
is by Hernando dcl Pulgar, the official historiographer of
the Catholic Sovereigns. It is partial and untrustworthy,
showing the symptoms of the disease which was shortly to
kill chronicle writing. Aftcr Pulgar, the chronicles are
merely servile adulations of the kings and are valueless
either as history or as literature.

In the meantime, however, the recognition of the literary
possibilities of the chronicle had caused an important
development. Instead of writing a general account of a
contemporary reign, literary aspirants began to specialise
on particular events and later even passed on to narratives
of travel, biographies, and historical portraits of leading
men. The first category includes two books, both of which
are not only peculiar in form to Spanish literature, but also
living documents of the spirit of the age of Juan II.
Presently we shall have to deal with the fantastic novels
of chivalry and we shall wonder on what basis of fact the
seeming-wild imaginations of their authors worked. It
will be well, therefore, to give a full account of the narrative
of El paso honroso in order to show how little removed from
ordinary life were the apparently chimerical adventures of
the fictitious heroes of whom we shall hear later.

Suero de Quifiones, a young man of noble family, had
declared himself love’s prisoner to a certain lady and had
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vowed to wear an iron collar until he had broken three
hundred lances in knightly encounter to her honour. To
secure the opportunity of breaking the lances, he adver-
tised far and wide that he together with nine companions
would hold the bridge of San Marcos de Orbigo, near Leén,
against all comers for a month. His family stood the cost
of entertainment for the challengers who should appear,
and the king gave his countenance to the affair. No fewer
than sixty-eight knights answered the fantastic defiance
and appeared to do battle with the ten champions. Seven
hundred encounters took place, in which over three hundred
spears were broken, thus fulfilling the vows of the young
Suero. An Aragonese knight was slain and all but one of
those who took part in the encounter were wounded. At
the conclusion of the tournament the combatants all
proceeded to the cathedral of Le6n, where a thanksgiving
service was held.

The serious purpose of those who took part in the affair
was so great that an official notary, Ruy Rodriguez de
Lena, was commissioned to write a record of the incidents.
Digan que fueron burla las justas de Suero de Quitiones, del
Paso, said Don Quijote in answer to his friends who regarded
his passion for knight errantry as a symptom of madness ;
and certainly it is clear from the Paso honroso that the
Sorrowful Knight was not so much out of the ordinary as
out of date in his ideas. Froissart’s Chroniques, though a
century earlier than the Paso, contain no incidents of
such fantastic chivalry. Yet here we have a dry-as-
dust notary recording the events in a tone of official
sobriety. The tournament lasted from July 14 to August 9,
1434, and de Lena’s account was written at Orbigo
immediately afterwards. Over a century later, in 1588,
the official narrative was abridged—and some say spoilt—
by Juan de Pineda. Unfortunately, the style in which the
chronicle is written is unattractive, and no later prose
writer has undertaken to retell the story. The Duke de
Rivas and the poet Maury attempted the theme in poems
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after the manner of Scott’s Marmion, but they were not
conspicuously successful.

One feature of the Paso honroso remains, viz. the side-
lights which it throws on the religious spirit of its day.
The knights who took part heard mass daily ; yet when one
of them was slain, the Church denied him its burial,
charging him with sinful rashness. Another of the knights
who escaped with his life vowed in a spirit of thanksgiving
never. again to make love to nuns. How fantastic! But
how interesting !

The second work of the kind is in dark contrast to the
Paso and shows the treachery, turbulence, and meanness
to which medieval chivalry could descend in its worst
moments. When the barons of Castile threw the kingdom
into a turmoil and filled the country with armed bands,
matters camc to such a pass that some sort of peaceful
settlement scemed necessary. Accordingly, in 1439 a
conference was proposcd at Tordesillas. But neither side
would trust the other’s faith, even the king being suspected
of possible treachery. Finally, it was decided to entrust
the conduct of the meeting to Pedro Fernandez de Velasco,
known as el buen conde de Haro, who belonged to no party.
To him was given supreme power for the time being over the
king himself, and the conference was held under his safe-
guard. When it was over, the conde de Haro wrote a semi-
official account of the affair. This record, which is known
as El seguro de Tordesillas, is a plain, sincere statement of
what occurred. Like the Paso, however, it is couched in an
unattractive style; but its historical value is of course
considerable.

From the narrative of particular events the passage to a
record of a voyage is an easy one. Between 1408 and 1406
Ruy GonzALEz DE CLAvIJO and two companions were on
an embassy from Enrique III to Tamerlane, the great
khan of Samarqand. On his return Clavijo wrote an
account of his voyage under the title of Historia del gran
Tamorlan, e Itinerario y enarracién del viage y relacién de la
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embarada. Travelling through Gaeta, Messina, Rhodes,
Chios, Constantinople, Trebizond, and Tehran, the writer
spent two months, September to November of 1404, at the
court of the khan in Samarqand, where he was feasted by
Tamerlane himself and his queen. The book, which is
not unlike the narrative of Sir John Mandeville, describes
the places and peoples visited by the author and relates
the customs and festivities at Samarqand. Unfortunately,
the writer’s observation suffered from extraordinary
mirage, and, though he may be acquitted of deliberate lying,
he must be taxed with crass ignorance and childish credulity.

Another work of the same kind came from the pen of
PEDRO TAFUR, a member of the household of Luis Gonzélez
de Guzmain, Grand Master of Calatrava. During an interval
in his campaigns against the Moors, the writer undertook a
voyage lasting from 1435 to 1439 through the Mediter-
ranean and in various central European countries, and on
his rcturn wrote dndangas e viajes por diversas partes del
mundo avidos. The work is unfinished, but what exists
shows Tafur to have been an accomplished writer. His
account is the first travel book of modern times, and his
narrative is easy and charming. Starting from Sanlicar,
Tafur visited Ceuta and Malaga, passing thence to Genoa.
After a round of the cities of northern Italy, he went to
Jerusalem, stopping at Cyprus and Cairo on the way.
From the Holy City he went on to Constantinople and
thence through Grecce, Germany, Flanders, and Austria.
For his day he was a much-travelled man, yet he shows
neither the credulity of Clavijo nor the desire to retail
travellers’ tales.

The letters and other fragmentary accounts left by
Columbus of his great voyages of discovery naturally fall
into our account at this point ; but they belong rather to
the narratives and reports of Cortés and other explorers
and conquerors in America than to the half-fantastic and
unscientific tales of this period. The documents prove the
great explorer to have been a visionary who believed that
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he had a mission from God. As literature, they serve to
show how far Castilian prose had advanced during the
century.

The next development of the royal chronicle was the
biography. In earlier times crénicas particulares, like
that of the Cid mentioned in the last chapter, had becn
written ; but they had retained the character of national
history. Now an extension of the form appeared in the
shape of narratives of the stirring lives of individuals of no
great importance to the kingdom at large. The first of
these deals with a Pero Nifio, conde de Buelna, who
lived a life of daring and varied adventure which carried
him to the recognised goal of the hero of fairy stories—
marriage with a princess. From campaigning against the
Tunisian pirates, he turned to a raid on England, where he
burnt the seaport of Poole and took Jersey and Guernsey.
After an affair of romantic intrigue in France, hec returned
to the Moorish wars in Granada, where his dashing spirit
cver led him into hazardous deeds. In the end he married,
in spite of much opposition, dofia Beatriz, daughter of the
infante don Juan. No man of letters himself, he engaged
the poet Villasandino to write the verses which he addressed
to dofia Beatriz, and to record his exploits he employed his
loyal follower, GUTIERRE Dfaz DE GaMEz. Of this humble
author nothing is known beyond what his modesty allows
him to mention in his work. His book is known as El
victorial or La crénica de Pero Nifle. Begun some-
where about 1481, it recounts Nifio’s life from 1879 to
1446, where it stops, perhaps becausc the dashing soldier
had decided to settle down to a more sober and peaceful
career. The author treats his hero as a model of chivalry
and, we may imagine, exalts him somewhat about his true
worth. Moreover, there is no slavish reverence for facts.
Like E! gran conquista de ultramar, the work introduces
much legendary matter, connecting it in a strange way with
real events. In truth, for these medieval people who were
just emerging from the dark ages there were so many
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strange things that they readily swallowed tales which a
modern child would reject with ridicule. Yet, need we
charge them with a deficient sense of criticism ? Digan que
fueron burla las justas de Suero de Quifiones, del Paso ; and,
if the fantastic deeds of heroes like Suero and Pero Niiio
were historical, why not the legends of Brutus and other
fabled knights ? .

The style of El victorial is lofty and shows the muse of
history beginning to rise on wings not yet full grown
perhaps, yet giving promise of future strength. It is
certainly one of the books of the period which can be read
with pleasure even in modern times, though it is long-
winded, and its trailing, complex sentences make it difficult
reading. Its reflections on the characters of the English,
French, and Spaniards are of great interest and point to
considerable powers of obscrvation on the part of the
writer.

Don Alvaro de Luna naturally forms the subject of a
special chronicle. Written within a few years of the
favourite’s execution in 1458, it is of doubtful authorship,
though it has been attributed now to Antonio Castellanos
and now to Alvar Garcia de Santa Marfa. It is marred by
careless chronology, especially in the details of the early
years of don Alvaro, and it is partial to its hero. In fact,
the hero’s grandson and namesake regarded it as a vindica-
tion of his ancestor’s memory and caused it to be printed
in 1546. If its style is more conversational than that of
the Victorial, it is nevertheless clear, concise, and sincere,
and it provides interesting reading for the historian.

In the closing years of our period we find a number of
chronicles of the life of Gonzalo Fernandez de Cérdoba,
called el Gran Capitin. None are of any literary value,
however, except the Breve parte de las hazafias del Gran
Capitén by HERNAN PEREZ DEL PULGAR, a distinguished
follower of the Great Captain and not to be confused with
the courtly author of the chronicle of Ferdinand and
Isabel. The work is not a complete biography, but deals
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mostly with Gonzalo’s Moorish campaigns. It is a rough,
though masterly, sketch of its hero.

The preceding works are all chronicles in form and are
narratives of deeds with only occasional sidelights on the
characters of the actors. We now come to a book in which
the sketching of character is the main object. Its author,
FERNAN PfrEz DE GUzMAN, was a nephew of the Chan-
cellor Ayala and an uncle of Santillana. Born about 1376,
he lived until 1460, passing through the troubled ycars of
Juan II. Having been imprisoned by Alvaro de Luna, he
rctired from public life and gave himself up to letters.
Besides the translation of some of Seneca’s letters men-
tioned above, an anthology of maxims culled from various
sources, and a number of mediocre poems, he wrote a work
entitled El mar de historias, to some extent in imitation of
the Mare historiarum of Giovanni della Colonna. It is a
collection of portraits of great men and consists of three
parts : the first of emperors and other Christian princes,
and the second of saints and sages. In these the writer
rises in no way above the standard of other chroniclers,
but in the third part, entitled Las generaciones y semblanzas
y obras de los excclentes reyes de Espafia don Enrique 111 e
don Juan 11 y de los vencrables perlados o notables caballeros
que en los tiempos de estos nobles reyes fueron or, as it is
shortly called, Generaciones y semblanzas, the author climbs
to the greatest heights of literary style and historical art
reached up to that time not only in Spanish, but indeed in
any modern European language. His portrait gallery of
contemporary figures is no mean tale of gossip and intrigue.
Fitzmaurice-Kelly says : Pérez de Guzmdn es un Plutarco ;
aunque menos grande, pertenece ala misma familia intelectual :
es un maestro de retratos. .

The description of Enrique III el Doliente will give an
idea of the writer’s style. It should be compared on the
one hand with the specimen of early prose quoted on
page 41, and on the other with the selections from authors
of the next period (see pages 96 and 104). The most notice-
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able improvements on early style are greater clearness
arising largely out of a more skilful use of pronouns, less
clumsiness in handling subordinate clauses, and a tightening
up of the syntax. The unending sentences, which make
early prose so difficult to read, have been cut up; but a
conjunction usually opens the following sentence, and
there is no sign of periods in the arrangement.

Cuando 11ég6 a los diez e siete afios, uvo muchas y grandes enfer-
medades que le enflaquecieron el cuerpo e le dafiaron la complexién ;
e por consiguiente, se le daii6 ¢ afe6 el semblante, no quedando en
el primero parecer : e aun le fueron causa de grandes alteraciones
en la condicién ; ca con el trabajo e la afliccién de la luengu enfer-
medad, hizose mucho triste y enojoso. Era muy grave de ver ¢ de
muy aspera conversacion, ansf que la mayor parte del tiempo estaba
solo e malenconioso : e al juicio de muchos, si lo causaba la enfer-
medad o su natural condicién, mas declinaba a liviandad quc a
graveza ni madureza. Pero aunque la discrecion tanta no fuese,
avfa algunas condiciones con que trahia su hacienda bien ordenada
e su rcino razonablemente regido: ca él presumia de si que era
suficiente para regir e gobernar. E como a los reyes menos scso y
esfuerzo les basta para regir que a otros hombres, porque de muchos
sabios pucden aver consejo, e su poder es tan grande, especialmente
de los reyes de Castilla, que con poca hombredad que tengan, seridn
muy temidos, tanto que ecllos hayan presuncién e no se dejen
gobernar de otros; ansi él fué muy temido. E junto con esto ¢l
era muy apartado; ca ansf como la mucha familiaridad e llaneza
causa menosprecio, ansi el apartamiento ¢ la poca conversacion hace
al principe ser temido. Elavia gran voluntad de ordenar su hacicnda
y crecer sus rentas e tener el reino en justicia. E cualquier hombre
que se da mucho a una cosa, necessario es que alcance algo della :
cuanto mas el rey, que nunca le fallecen buenos ministros e oficiales
para aquel oficio en que él se deleita. . . . Lo que negar no se puede,
alcanz6 discrecion para conocer e elegir buenas personas para el su
consejo : lo cual no es pequeiia virtud para cl principe.

The cxample of Pérez de Guzman was immediately
followed by HErRNANDO DEL PULGAR, the courtier who was
responsible for a chronicle of the reign of the Catholic
Sovereigns. He was not a soldier, but spent his whole life
at the courts of Juan II, Enrique IV, and Isabel, to the
last of whom he was greatly attached. His assembled
correspondence, consisting of thirty-two letters addressed
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to distinguished contemporaries and published under the
title of Letras, is an important historical document. But
his fame as a writer depends chiefly on his Claros varones de
Castilla, a portrait gallery in the style of Pérez de Guzman
and containing twenty-four biographical sketches of
important men of the time. Like his model, he bases his
style on classical writers, Sallust in particular. He was a
man of kecn obscrvation and distinguished essentials with
unerring acumen, describing them in a terse and pointed
style which marks him out as the sccond prose writer of the
age.

The last historical writer who will be mentioned is
ALFoNsO DE PALENcIA (1423-92), who has alrcady been
named as the author of a chronicle of the reign of
Enrique IV. A long sojourn in Italy imbued him with an
allegorical vein which he indulged in La guerra y batalla
campal de los perros contra los lobos and in El tratado de la
perfeccion del triunfo militar. The former, written in 1456,
was a satirical account of the baronial feuds of the time,
though the facts are so veiled in allegory as to be unintel-
ligible to us. The latter, written two years later, aims at
exalting the merit of the Spanish soldier and discusses his
qualities relatively to those of other European troops.

The practice of chronicle writing did not expand by
merely branching out into various forms of historical
literature : it soon developed into fiction. As we have
seen, the traveller Clavijo and the biographer of Pero Nifio
drew no hard and fast line between fact and fable, but
allowed their imaginations to add embellishments to the
truth. The idea of composing a chronicle based on his-
torical matter, but inflated with ill-founded legend and
pure fiction seems to have occurred to two persons simul-
taneously, for in 1443 were written two books of this
description, the Crénica sarrazina (or Crénica de don
Rodrigo) and La atalaya de las crénicas. Both deal mainly
with the Moorish invasion. The former pretends to have
been written by certain Saracen authorities, but is really
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Primaleén and Polendos, and the exploits of his grandson
Platir. Palmerin de Inglaterra, which was published in
1567, is the best of this series, the rest of which are un-
important. Mcanwhile, the invention of stories uncon-
nected with any series began, and a most incredible amount
of rubbish was written. The religious spirit of the nation
showed itself typically in the composition of the ludicrous
and, to a Protestant, profane Caballeria celestial.

Before Amadis appeared in novel form, the Catalan
JoHANNOT MARTORELL had written three parts of a prose
story purporting to be dcrived from an English original.
A fourth part was added by Juan de Galba, and the whole
was published at Valencia in 1490 under the title of Libre
del valeros e strenu cavaller Tirant la Blanch. A Castilian
version appeared in 1511. The first part proves the
influence of the legend of Arthur by placing its sccne in
England and by making definite allusions to the Round
Table cycle. From the second part onwards, however, the
writer gives up his British influence and bases his narrative
on the history of medieval Greece remodeclled to suit his
purpose. The hero of the tale, after performing wonderful
deeds and experiencing marvellous adventures, defeats the
Turks and the Sultan of Egypt and is rewarded with the
hand of the heiress of Greece, dying dramatically in the
midst of the wedding feast. It was owing perhaps to the
influence of this work that the scenes of the chivalresque
novel shifted from the original ground of northwestern
Europe to that of Greece : in fact, became a product of the
Mediterrancan race rather than that of the Alpine peoples.

Most of the novels of chivalry fall within the next period
by their date of publication, but they have been treated
here for compactness’ sake and because none of those
published after 1530 are of any importance. Taken as a
whole, the type of work is a failure, and modern critics
have little good to say of it. But so popular did the novels
immediately become in their own day that the wiser heads of
the nation began to fear the effects which such extravagant
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works might have on the masses, and a regulation forbade
their introduction into the American colonies. An attempt
was even made to check their circulation in Spain, but with-
out success until the disease ran its course. In the end, the
extraordinary craze was ridiculed out of existence by the
genius of Cervantes. Nevertheless, it must be remembered
in, estimating the importance of the novel of chivalry that
Don Quijote is the crowning work of this literary form, and
some credit must be given to a kind of work which resulted
in the production of one of the world’s greatest books.
The Drama.—It has already been shown that the
Spanish drama had a popular origin in autos played at
various religious festivals. Although no copies of the words
have been preserved, there is every rcason to suppose that
in Spain, as in England and France, mystery and morality
plays were represented throughout the latter part of the
Middle Ages. A section of the Siete partidas rebukes the
license of some of these popular dramas and thus implies
their existence in the third quarter of the 13th century.
The only indication of what the plays were like is given in a
manuscript preserved in the Biblioteca Nacional and
published in the series of the Biblioteca hispdnica in 1901
under the title of Coleccidn de autos, farsas, y coloquios del
siglo XVI. The pieces included are anonymous and
undated ; hence, some of them may have been composed
before the 16th century. At any rate, they show that the
popular drama consisted of rude dialogues on biblical
subjects, lives of saints, and thecological or doctrinal
themes—in fact, that thcy were much the same as the
popular plays of the Middle Ages in England and France.
This popular drama had no future until it was taken up
by the educated classes, and the first sign of such a move-
ment was the composition by Gémez Manrique, the poet, of
La representacion del nacimiento de Nuestro Sefior. It is a
simple piece and deals with the birth of Christ and the
visit of the shepherds. Manrique seems to have had no
idea of founding a national drama, but wrote the piece for
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the use of the convent of Calabozanos, where his sister was
a nun. His play is therefore no more than a reflection of
the popular drama.

After the Reconquest had proceeded far enough for order
to be restored, and when men began once more to turn to
literature, there was some dabbling in imitations of Latin
dramatic models. In his Carta al Condestable Santillana
says that his grandfather Pedro Gonzalez de Mendoza had
composed scenes after the manner of Plautus and Terence.
Later, translations like that of the Amphitryon already
mentioned were made by Villalobos and others. There is
no suggestion, however, that these classical imitations and
translations were intended to be acted, and for some time
an interesting feature of the literary drama in Spain was
that it was meant to be read.

In the meanwhile, however, the drama had been coming
into fashion among the nobility in another way. The
practice of interspersing recitations between the courses of
meals in great men’s houses, whether it was a survival of
Germanic custom from the time of the Visigoths or a spon-
taneous invention, existed during the 15th century, and
the juego de escarnio, cantiga de burla, and the scmi-dramatic
recuesta seem to have been the favourite kinds of poem used
for the purpose. By the time of Alvaro de Luna such inter-
ludes had definitely assumed a dramatic form and were
known appropriately as entremeses. It was no doubt for
such a purpose that the Coplas de Mingo Revulgo were
composed. This is a satirical dialogue between Mingo
Revulgo (the lower classes) and Gil Arribato (the upper
classes) on the political and social affairs of the nation under
Enrique IV. It contains no dramatic action, but no doubt
amused its audience by its clever, pointed satire. The
authorship has sometimes been attributed to Robrico
Cota DE MAGUAQUE, the writer of the more dramatic
Didlogo entre el amor y un viejo, the theme of which is the
ridicule attaching to an old man in love.

Up to this point the drama was in the embryo stage.
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But at the end of the 15th century the three lines of
development,—the popular representation, the classical
imitation, and the entremés—converged into one in the
works of JuaN pEL EnciNa. This author, who has been
called the father of the Spanish drama, was born in Sala-
manca in 1469. At the age of twenty-five he entered the
household of the Duke of Alba, but afterwards became
choirmaster in the pontifical chapel at Rome. Taking
orders, he held various ecclesiastical offices, ending his life
as prior of the cathedral in Leén in 1529. Although a
musician, he was always attracted by literature and has
left several poems, the chief of which are the T'rivagia,
describing his journey to Jerusalem, and the Triunfo de la
fama, an effusion on the happy ending of the Reconquest.

While in the service of the Duke of Alba, he wrote several
representaciones and églogas for the entertainment of the
Duke and his family. These picces, which number cleven
in all, are therefore the descendants of the entremeses,
while the name égloga given to most of them betrays
Virgilian influecnce. On the other hand, their subjects,
La nocke de Navidad, La muerte de Cristo, La resurreccion
de Cristo, La noche postrera de Carnal, indicate their rela-
tion with the popular mysterics. Some, however, have a
distinct flavour of the juego de escarnio and one is actually
called a recuesta. The character of Gil is reminiscent, too,
of the Coplas de Mingo Revulgo, though the treatment is
mild and religious. The pieces are all in verse, of various
metres, and most of them end with a villancico, or semi-
religious lyric.

After his sojourn in Rome, Encina set off on new lines
which were destined to have far-reaching effects on the
Spanish drama. In a farcical piece called El auto del
Repelén he produced the forerunner of the comic dialogues,
known as pasos, and other short pieces which were after-
wards established by Lope de Rueda; and in two other
plays—La égloga de Pldcida y Vitoriano and La égloga de

Cristino y Febea—he developed the intrigue and introduced

8L a
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into Spain the fashion of dramatising courtly tales which
were popular in the Italian novelle. Pldcida y Vitoriano is
the most dramatic and the longest, being divided into
eight scenes. The lovers Plicida and Vitoriano quarrel,
and the latter goes off vowing ncver to see his lady again.
Plicida in despair kills hersclf. Meanwhile, Vitoriano is
miserable on account of his break with her and returns to
make up the quarrel. Finding Plicida dead, he is just
about to kill himself, when Venus appears, stays his hand,
and with the help of Mercury brings Placida back to life.
The lovers are then reconciled for ever. The story is a
simple one, and is told in a novelesque rather than a
dramatic way ; but the piece points out the road for future
dramatists to take.

The first to follow the new paths was GiL VICENTE, a
Portuguese gentleman, whose works are sometimes in
Castilian, at other times in his own language, and not
infrequently in a strange mixture of both. His object in
writing the plays was to please the Queen of Portugal, a
Castilian princess ; and no doubt this lady’s origin, together
with an attempt at realism, explains the linguistic mixture
in the dialogues. His plays are twelve in number, of which
half are in Castilian. He was a skilful lyricist and a
lover of Nature, but he was also a master of biting satire.
He painted manners well and showed some depth of philo-
sophy in his plays. Besides being the founder of the
Portuguese drama, he advanced the Spanish by introduc-
ing in his Comedia de Rubena (1521) an explanatory preface
which was afterwards to develop into the loa, and he
invented the stage device of magic.

Meanwhile, the school of Rodrigo Cota had been
developing and had produced in Calizto y Melibea, or, as it
is usually called, Celestina, one of the best received of
Spanish works. Of uncertain authorship, it consists of
twenty-one scenes in prose and bears marks of the influence
of El libro de buen amor. Calixto employs Celestina—
another Trotaconventos—to procure him the love of
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Melibea. Celestina is subsequently murdered, and Calixto
is killed by accident. Melibea thereupon commits suicide.
The plot is far more complicated than this short account of
it suggests, but it is well handled. The piece was never
intended for acting, however. It is grossly vulgar in
thought and expression, exceeding in this respect the poem
of Ruiz; and its warm reception is an emphatic com-
mentary on the manners of the time. An edition was
printed in London the very year Romeo and Juliet was
written ; hence, it is not unreasonable to suppose that the
likenesses between the two plays were due to the influence
of the Spanish piece on Shakspere. Though its dramatic
influence was at first small in Spain itself, its great popu-
larity led to continuations like those of the novels of
chivalry, and in later times the theme has been retouched
again and again.

The table below summarises the lines on which the
development of the drama took place.

Religious autos (13th century)
Imitations of Plautus

and Terence (14th century)
Entremeses (15th century)

Mingo Revulgo (1472)

Celestina (1499) Juan del Encina
(Works pub. 1496)

Torres Naharro
(Works pub. 1517) }

The lines of development now joined together in the
works of BARToLOME DE ToRRES NaHARRO. Of this writer
little is known, except that he was at first a soldier, but,
being captured by Algerine pirates, became a priest and
settled in Italy. Besides some poems, he wrote plays,

which were collected in 1517 in a single book called Pro-
G2
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palladia, i.e. the first fruits of wit. The volume begins with
a manifesto of the author’s ideas of the dramatic art. His
most important precepts are that plays should have five
acts and between six and seven characters. He defines
the unity of action and asserts it to be to a play what the
rudder is to a ship. These principles he put into practice
in some seven pieces which fall, by his own classification,
into two classes : comedias a moticia or those reproducing
life, and comedias a fantasia or those on imaginary subjects.
To the first class belong the T'rinellaria, depicting life
below stairs in a cardinal’s household, the Soldadesca,
dealing with the disorderly life of a recruit in the papal
army, Jacinta, and Himenea, the prototype of the comedia
de capa y espada and the first play in which the afterwards
favourite motive of the pundonor makes its appearance.
The plot is worth relating. A certain lady, Febea, makes
an appointment with Himeneo. But her brother overhears,
and, surrounding the house after the lover’s arrival, is
finally dissuaded from killing his sister to save the stain
on his family and consents to a marriage between the
couple. Serafina and Trofea belong to the second class,
the latter being allegorical. Naharro’s plays are at times
wooden, at others extravagant, but they are far ahead of
anything of the same date in England and France, and they
prepare the way for the great things that were to follow
in the next period. Walking in the footsteps of Encina,
he advanced dramatic technique, definitely establishing
the comedy of intrigue. His description of character is
better than that of his predecessors, for he aimed at
making his personages consistent with both plot and scene.
This attempt at realism led him into the error of making
foreign characters speak in their own language, a pro-
ceeding which has ludicrous results at times. He was the
first to introduce the motive of the pundonor, which was to
play such an important part in the next period.

This brings to an end the period of preparation. Sur-
veying the field, one notices poetry rich in forms and
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experience, but poor in inspiration; and prose a flexible
instrument capable in a short time of being used for the
highest things. If the period of preparation was not great,
at least it has the glory of being the age which saw the
composition of the Coplas de Manrique and of Pérez de
Guzmén’s Generaciones y semblanzas.

SucGEsTIiONS FOR FURTHER READING

The origin of the romances viejos may be studied in El
romancero espaiiol, a series of lectures by Ramén Menéndez
Pidal (Hispanic Socicty of America, 1910), and a good collec-
tion of texts will be found in Spanish Ballads, by G. Le Strange
(Camb., 1920). Trobador literature is outlined in H. J. Chaytor’s
Troubadours (Camb., 1912). Reference should also be made to
Menéndez y Pelayo’s Antologia, vols. 1, 2, 8, 4, 5, 6, and 12. An
outline of Amadis is given in vol. 72 of the Coleccién de los
mejores autores antiguos y modernos (Perlado Péez y Cia, Arenal
11, Madrid).



CHAPTER IV

EL SIGLO DE ORO
(1580-1700)

IF the period just described was one of preparation, that
now to be treated was one of fulfilment. It is indeed the
Golden Age of Spanish literature. But its causes were not
national, for corresponding movements took place in
England and France, and one must look for its origin to
the development of the Renaissance. The 16th century
was an age of tremendous energy. Towards the end of the
Middle Ages the increase of knowledge speeded up, and
progress in one direction supplied the key to rapid advance
in others. Important geographical discoveries led to the
growth of a spirit of adventure and to the casting away of
the trammels of old tradition, while the opening up of the
stores of ancient Greek and Roman learning produced a
new outlook on art, literature, and philosophy and gave a
stimmulus to men of letters.

Political events provided subject matter of a depth of
interest never before known. Spain suddenly found herself
the conqueror of a New World and the leader of the nations
of Europe. As Emperor of the Holy Roman Empire, her
king settled the policy on which the destinies of many
peoples hung, while her soldiers performed deeds of valour
in three continents. In such circumstances it is no wonder
that her poets and historians found abundant inspiration
and her dramatists a field which enabled them to reach
sublime heights. .

History.—In the American sphere the historical writers
are so numerous that only a few can be mentioned here.
Columbus’ Letters, which have already been dealt with in the

86
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previous chapter, were the first narrative of exploration and
conquest in the New World. HErRNAN CoRrTES, the conqueror
of Mexico, left a similar account of his deeds in his Cortas
relaciones addressed to Charles V. Written in a brief, official
style, they have been thought to bear some resemblance to
Caesar’s Gallic Wars. His theme was treated more com-
prehensively by his chaplain Francisco L6PEz DE GoMARA
(1511-57), the second part of whose Historia general de
las Indias is really a biography of the conqueror of Mexico.
Gomara, who was for a time Professor of Rhetoric at
Alcal4, was a man of culture and wrote in a pleasing style ;
but his hero-worship allowed him to see only the virtues
of Cortés. In consequence, his version was answered by
that of a plain soldier, one BERNAL Dfaz DEL CASTILLO
(1491-1581 ?), who in his Historia verdadera de la con-
quista de Nueva Espafia (1580), tried to give the rank and
file their due share of fame. His style is verbose, but
sincere, and imbued with the simple faith of the early
chronicles.

Some writers endeavoured to give a more comprehensive
account of the Indies. As early as 1525 Pedro Martir wrote
a general description of the people and their history. In
the same year GoNzarLo HERNANDEZ DE OviEDO Y VALDES
(1478-1557) published a Sumario de la natural y g neral
tstoria de las Indias, a work which the author intended to
amplify in his Historia natural y general de las Indias. Only
a part of this appeared, and it is inferior to his Sumario.
This was a systematic work, based on facts which the
colonial governors were instructed to furnish. More
interesting is the work of BARTOLOME DE LAs Casas (1474~
1566), who, as bishop of Chiapa, set himself to ameliorate
the condition of the natives of the Indies. His two books,
Brevissima relacién de la destruccién de las Indias (1552)—
addressed to Philip II—and La historia de las Indias,
somewhat overstate the cruelty of Spanish settlers towards
the Indians and they have created great feeling against
Spain in times past ; but they achieved their purpose and
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moreover remain as a record of facts which are found
nowhere else. The last general history of the Indies was
that of Jost DE AcosTa, published in 1590. Its field is so
wide that Feijoo has called Acosta ¢ the Pliny of the New
World,” and indeed its interest is scientific rather than
historical ; but its plain and straightforward style makes it
a readable book.

Other writers devoted themselves to particular regions
of the New World. Some like Francisco Cervantes de
Salazar and Bernardo de Sahagtin dealt with the history of
Mexico ; while Pedro Aguado wrote two books on the areas
to-day occupied by the republics of Colombia and Vene-
zuela. More interesting are the works of the so-called
Inca GarciLaso DE LA VEGA, the son of a Spanish noble-
man and a Peruvian lady who was a cousin of the Inca
Atahualpa. Acquiring from his mother’s side a knowledge
not possessed by Europeans and inheriting the literary
qualities of his father’s family, he paints a picture of
Peru and its people in an interesting, though no doubt
exaggerated manner. The best of his books is his Comen-
tarios reales (1609), which is a valuable storehouse of Inca
legend and customs.

Meanwhile, the activities of the Spanish armies in Europe
gave scope to many writers. Refercnce has already been
made to the Breve parte de las hazarias del Gran Capitdn (1527)
by Herndn Pérez del Pulgar, which dealt with the invasion
of Italy under the Catholic Sovereigns. The Granadine
wars of the same period were described by Dieco HURTADO
DE MENDOzA in a work that has become a classic. Written
in the style of Livy, it set a high standard for Spanish prose
and paved the way for Mariana, de Solis, and in later times
Quintana. The following is an extract :

Mas la gente con la ociosidad, hambre y descomodidad de aposentos
comenz6 a adolecer y morir. Ningun animal hay més delicado que un
campo junto, aunque cada hombre por sf sea recio y sufridor de
trabajo ; cualquier mudanza de aires, de aguas, de mantenimientos,
de vinos ; cualquier frio, y lluvia, falta de limpieza, de sueiio, de
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camas, le adolece y deshace; y al fin todas las enfermedades le
son contagiosas. Andaban corrillos, quejas, libertad, derramentios,
de soldados por unas y otras partes, que escogian por mejor venir
en manos de los enemigos : fbanse cuasi por compaiifas sin orden
ni respeto de capitanes. Como el paradero de estos descontenta-
mientos, o es amotinarse, o desarrancarse pocos a pocos, vino a
suceder asi hasta quedar las banderas sin hombres ; y tan adelante
pasé la desorden, que se juntaron cuatrocientos arcabuceros, y con
las mechas en las serpentinas salieron a vista del campo: fué
D. biego Fajardo hijo del Marqués por detenerlos, a quien dieron
por respuesta un arcabuzazo en la mano y el costado, de que peligré
y qued6 manco. La mayor parte de la gente que el Marqués envi6
con él, se junt6 con ellos y fueron de compaiiia ; tanto en tan breve
ticmpo habfa crecido el odio y desacato.

The reader will notice the clearness, the measured
cadence, and the loftiness of expression of the passage as a
whole. It is a fine example of the attainments of Spanish
prose at this time. The writer is an artist who can call to
his aid striking metaphors like ningin animal, or pregnant
terseness as in andaban corrillos, quejas, libertad, etc., and
he knows how to round off a paragraph with a diminuendo
period.

The wars of Carlos V in Germany were related by Luis
de Avila y Zufiiga in a work which may be briefly called
Comentario and which was published in 1548. The story
of the Spanish occupation of the Netherlands was told
by Carlos Coloma. But, with the exception of Mendoza,
none of these authors rise above a humble mediocrity.

The old chronicles had died with the Catholic Sovereigns,
yet an extension of them survived till the beginning of the
17th century. Floridn de Ocampo redacted one of the
versions of the Grande e general estoria of Alfonso el
Sabio, and the redaction was completed by Ambrosio de
Morales. Histories of the reign of Carlos V were written
by Alfonso de Santa Cruz and by the better-known Pedro
Mexia, while one of the reign of Philip IT was written by
Luis Cabrera de Cérdoba and published in 1619. This date
fixes the end of chronicle-writing, even in the changed
style of the 16th century. The passing of the old spirit is
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shown by the burlesque Crénica istoria (1527) written by
Francesillo de Zuiiiga, the official jester of the court of
Carlos V.

Towards the end of the century, history began to be
placed on a more modern footing. The first work which
shows clear signs of critical sense and artistic aims was the
Anales de la corona de Aragém by GERONIMO ZURITA
(1512-80). The same method was adopted by JUAN'DE
MaRriaNa (1585-1624), a writer whose Historia de Esparfia,
composed first in Latin and then in Castilian, remained for
centuries without a rival in its theme. The original is a
monumental work, but the author issued an abridgement in
1600. Basing his style on Livy and Tacitus, Mariana
sought his facts in documents, inscriptions, early chronicles,
and all other available written sources, but he was not
always sufficiently critical in his use of early legend. His
chief virtue lies in his treatment of the Peninsula as a
united whole.

The account of Spanish historical writings during the
Golden Age closes with the works of ANTONIO DE SoLfs ¥
RivaDENEYRA (1596-1661). Following in the footsteps of
Mendoza and Mariana, he wrote a Historia de la conquista
de Mérxico in which he combined historical judgment in
selection and treatment with a concise, yet lofty style. If
his work lacks the classical virtue of the Guerra de Granada
and the comprehensive treatment of a focus of interest
which is evident in Mariana’s Historia, yet it is a worthy
example of the heights to which historical composition had
climbed in Spain during the age of her political greatness.

Didactic Works.—Meanwhile, Spanish scholarship was
fast raising its standard. The impulse came from Italy and
from Holland where Erasmus was founding a new school of
thought. An Italian education produced the great scholar
ANTONIO DE NEBRIJA (1441-1522), who, as he himself says,
was the first to teach Latin in Spain. His Latin Grammar
does not concern us, but his drte de la lengua castellana is a
landmark in Spanish literature and philosophy. Nebrija
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was also one of the chief translators and editors of Cardinal
Cisneros’ famous Poliglota complutense, or Polyglot Bible,
which contains parallel versions in Castilian, Latin, and
Hebrew or Greek, arranged in three columns. Nebrija’s
work was continued in El didlogo de la lengua (1534-86), a
work sometimes attributed to Juan Lépez de Velasco. It
is probably due, however, to JuaN DE VALDEs (?-1541),
who also wrote a Didlogo de Mercurio y Carén sharply
criticising abuses in the Church. The style is simple and free
from affectation and has been thought worthy of com-
parison with that of Cervantes.

Other writers followed a different path towards the
objective of education. ANTONIO DE GUEVARA (1480 ?-
1545) wrote a Reloj de principes, a kind of historical novel
intended to set a moral standard. The book won great
popularity not only in Spain, but throughout western
Europe. Its English version by Lord Berners (1532) under
the title of Dial of Princes is supposed to have given rise
to the literary mannerisms known as ¢ euphuism ’ from their
use by John Lyly in his Euphues. The best known passage
is the story of the peasant of the Danube, in which a German
rustic demands of the Roman senate the natural rights of
man. La Fontaine afterwards used the story in one of his
Fables. Guevara also wrote the Menosprecio de corte y
alabanza de aldea, in which life in the capital is compared
unfavourably with life in the provinces, and some Epistolas
familiares couched in an inflated style and really being
essays on various subjects, such as the privileges of old
age. A historical work, Una década de la vida de los diex
Césares, reflects contemporary interest in classical studies.
Guevara’s Reloj de principes was followed in_1640 by the
Empresas politicas of DIEGO DE SAAVEDRA FAJARDO (1584~
1648). This work contains a hundred and one essays on
the education of princes and various affairs of state. It
did not affect the popularity of the Relgj de principes,
which held its place until the publication of Fenelon’s
Télémaque. Fajardo also produced a Republica literaria,
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in which he represents himself as seeing a vision of a state
peopled by the great figures of Art, Literature, and Science.

Collections of proverbs and popular sayings were
frequently made during this period. The best of these is the
Vocabulario de refranes by Gonzalo de Correas, but Juan de
Mal Lara, who is also known as a dramatist, published a
collection in 1568 under the title of Filosofia vulgar.

The writers on religion play an important part in the
literature of the time. The greatest of them was JUAN DE
AviLa (1500-69) who has been recently canonised. His
Libro espiritual (1580), written for a nun, is an extensive
commentary on and amplification of Psalm xliv. It well
illustrates the mystic and ascetic character of the Spanish
Church. But Avila’s best work is his Epistolario espiritual
para todos cstados, a collection of letters for the guidance of
his pupils. Avila did not write for publication, but his
sincerity, depth of thought, and brilliance of style have
made his writings popular for devotional reading in Spain.
Equally popular was the Guia de pecadores (1567) by Luis
DE GRANADA (1504-88). It is in reality a collection of
sermons written in a rhetorical style, but as an ethical work
it is nevertheless sound. Other mystical writers were
Santa Teresa de Jests (1515-82), whose style is simple and
familiar, and San Juan de la Cruz (1542-91), the author
of Obras espirituales.

Two other scholars remain to be mentioned. The first
is Benito Arias Montano, a mystic who is best known as a
translator and editor of the Polyglot Bible and as the chief
collector of books for the library of the Escorial. The other
ranks with Cervantes, Mendoza, and Mariana, as one of
the classical writers of the age. This was BALTASAR
GRACIAN Y MoORALES (1601-58). El héroe (1687) belongs
to the same type as the Reloj de principes, though its aim is
moral rather than educational. Like Fajardo’s Empresas,
it attacks Machiavelli’s principles. El criticon is Gracian’s
chief work. A moral treatise, it consists of three parts
dealing separately with youth, middle, and old age. Its
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style reflects the bad taste which the conceptistas were
introducing into Spanish literature, and the success of the
book helped to establish the mannerisms of conceptismo.

The Novel.—The rise of the novel from the chronicle in the
15th century has been described, and the development of the
chivalresque form traced in the previous chapter. In the
present period, besides the later issues of the chivalresque
novel, three other kinds are found: the Moorish, the
pastoral, and the picaresque. In the first class are only
two books, the anonymous Historia del Abencerraje y la
hermosa Jarifa licensed in 1551 and La historia de los
vandos de los Zegries y Abencerrajes published in 1595 by
Ginés Pérez de Hita. They are a development from the
Crénica sarazina and the dialaya de las cronicas, which were
mentioned in the last chapter as largely fictitious chronicles.
Like their forerunners, they have a background of historical
truth, but they have a fictitious plot imposed on it.
Interesting and still readable, they represent all that was
produced of the historical novel until the influence of Scott
began to work in the early 19th century.

Both the pastoral and the picaresque novel have their
roots in Juan Ruiz’s Libro de buen amor, though each type
comes from a different element in that poem. The pastoral
novel is a development of the sentimental canticas de
serrana, which, of course, were not the exclusive possession
of Juan Ruiz. Santillana and other poets of the courtly
school composed them, while the Eclogues of Juan del
Encina enlarged the themes. The idea of amplifying
stories of rustic love and of setting them out in prose was
due to the Spanish-Italian Jacopo Sannazzaro, whose
Arcadia was the first pastoral novel. This book, which was
the original of Sidney’s work of the same name, became so
well known that even to-day its title is used to indicate
the ideal of country bliss. It was translated into Spanish
in 1549 and probably influenced the Portuguese Bernaldin
Ribeiro in his Menina e moga. Although this was not
really a true pastoral novel, yet in turn it influenced another
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Portuguese, JorgeE DE MoONTEMOR (1520-61). In the suite
of dofia Maria, the bride of Philip II, this writer became
attached to the court, remaining in Spain even after the
death of the quecn. He wrote poems, mostly in Castilian,
and translated into the same tongue the Cantos de amor
of the Catalan Ausias March. He is known to literature,
however, chiefly for his novel, Los siete libros de la Diana,
which was published in 1559. The plot is complicated.
A shepherdess Diana is loved by two shepherds, Sireno
and Silvano, and is herself in love with the former. During
his absence, however, she marries a third swain. Sireno
and Silvano in despair set off from home. On the way they
are attacked by savages, but are rescued by the efforts of
Felismena. This lady, disguised as a page, was serving
her lover Felix, as Viola serves Orsino in Twelfth Night,
and carried messages of love to his lady Celia. Celia falls
in love with Felismena and dies on being rejected. Felix,
Felismena, and the two shepherds flee away in search of the
enchantress Felicia, who entertains them and gives them a
love-potion by means of which all the entanglements of
passion are straightened out. The novel at once became
popular throughout western Europe. Shakspere used the
episode of Felix and Felismena for the plot of Two Gentle-
men of Verona, and Young translated the whole work into
English. The prose style is simple and unaffected, terse
and expressive, but the book suffers from over-senti-
mentality and its whole atmosphere is artificial.

As commonly happened with successful books in Spain
at this period, Diana was given a sequel by other writers.
Alonso Pérez published in 1564 a Segunda parte de la Diana,
a weak and worthless book. The Primera parte de Diana
enamorada, which was published in the same year by
Gaspar Gil Polo, was better received. This writer was more
skilful than Montemoér in his descriptions of the country-
side, and his verses interspersed among the episodes are
superior to those in Diana.

The next author to embark on the pastoral novel was
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MicuEL DE CERVANTES SAAVEDRA, whose Galatea was
an early work published in 1585 and hardly worthy of the
author of Don Quijote. Its plot is disjointed, and is merely
a peg on which to hang quips and clever sayings. A number
of minor novels appeared ; but the pastoral, like the chival-
resque form, had produced its best work first; and after
Digna they greatly depreciated. A few may be mentioned :
Desengaiio de celos (1586) by Bartolomé Lépez del Encino,
El pastor de Iberia (1591) by Bernardo de la Vega, Cintia de
Aranivez (1629) by Gabriel de Corral, and Los pastores del
Betis (1633) by Gonzalo de Saavedra. The artificiality of
the form caused its downfall. Its characters were highly
idcalised shepherds living in a world that never existed,
and never will exist, and at the present day the type
appears mawkish in its sentiment and ponderous in style.

The picaresque or rogue novel traces its descent from the
comic aspects of the Libro de buen amor, through Celestina.
It came into being in the 16th century as a counterblast
to the sentimental and idealistic notions of the pastoral
novel and it therefore took a cynical view of human nature
and painted the ugly aspects of society. Wholly Spanish
in origin, it has spread to other countries, especially to
England and the United States of America. Introduced
into the former by Smollett and naturalised by Fielding,
it has found its modern exponent in Dickens. In America
Mark Twain has been greatly successful with the type,
especially in Huckleberry Finn. The rogue story is a narra-
tive, properly in the first person, of some unfortunate who
is as usually up to knavish tricks and who shows up the
weak points in the various characters with whom he comes
into contact.

The first of the type was Lazarillo de Tormes, a short
work published anonymously at Antwerp in 1553 or 1554.
In it an urchin becomes the servant one after the other of
a blind man, a priest, a beggarly gentleman, a friar, &
pardoner, a chaplain, and a policeman, on all of whom he
plays various tricks. The real object of the work was to
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depict the weakness of various classes of society, and the
author has succeeded marvellously well. Although his
selected characters are out-of-date, his pictures of them so
clearly reflect universal touches of human nature that the
book is still fresh. The style is racy and terse, adorned
here and there by alliteration and word-play. The fol-
lowing passage will give an idea of plain contemporary
prose :

Estando en esta afligida y hambrienta persecucién un dia, no sé
por cual dicha o ventura, en el pobre poder de mi amo entré un real,
con el cual vino a casa tan ufano, como si tuviera el tesoro de Venecia,
y con gesto muy alegre y risueiio me lo di6, diciendo: ‘Toma,
Lazaro, que Dios ya ua abriendo su mano : vé a la plaza, y merca
pan y vino y carne; quebramos el ojo al diablo : y mas te hago
saber, porque te huelgues, que he alquilado otra casa, y en esta
desastrada no hemos de estar mas de en cumpliendo el mes. Maldita
sea ella y el que en ella puso la primera teja, que con mal en ella
entré. Por nuestro Seiior, cuanto ha que en ella vivo, gota de vino
ni bocado de carne no he comido, ni he habido descanso ninguno, mas
tal vista tiene, y tal oscuridad y tristeza : véy ven presto, y comamos
hoy como condes.” Tomo mi real y jarro, y a los pies dandoles
priesa, comienzo a subir mi calle, encaminando mis pasos para la
plaza muy contento y alegre. Mas ; qué me aprovecha, si estd
concluido en mi triste fortuna, que ningin gozo me venga sin
zozobra ? Y asf fué este, porque yendo la calle arriba, echando mi
cuenta en lo que le emplearia que fuese mejor y mas provechosamente
gastado, dando infinitas gracias a Dios que a mi amo habia hecho
con dinero, a deshora me vino al encuentro un muerto, que por la
calle abajo muchos clérigos y gente en unas andas traian. Arriméme
a la pared por darles lugar, y desque el cuerpo pasé, venia luego
par del lecho una que debia ser la mujer del defunto, cargada, de
luto y con ella otras muchas mujeres ; la cual iba llorando a grandes
voces, y diciendo : ¢ Marido y sefior mio, j a dénde os me llevan!
| & la casa triste y desdichada, a la casa 16brega y oscura, a la casa
donde nunca comen ni beben!’ Yo que aquello of, juntéseme el
cielo con la tierra, y dije : ¢ { Oh desdichado de mi! | para mi casa
llevan este muerto !’

Lazarillo was at once banned by the Inquisition, but its
popularity caused the issue of an expurgated edition in
1578. Naturally, sequels appeared; but they are of little
value. The next writer was MATEO ALEMAN (1547-1614),
who seems to have studied at various universitics with
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equal futility. Failing to become a doctor of medicine, he
attained a small post as accountant. In 1580 he was
imprisoned for debt in the Carcel Real, whence he acquired
a wide knowledge of the criminal classes. On his release
he wrote Guzmdn de Alfarache, a longer work than Lazarillo,
in which he used his knowledge of rogues to describe the
vicissitudes of fortune of his little hero. The style is clear
and fluent, but many of the episodes are coarse and cynical.
Nevertheless, the book was a great success, passing through
twenty editions in a few years.

The tendency to moralise which is noted in Guzmdn de
Alfarache was carried to excess in Francisco Lépez de
Ubeda’s Picara Justina (1605), and Vincente Espinel’s
Relaciones de la vida del escudero Marcos de Obregén (1618),
both of which are long-winded and dull. Not so the
Historia de la vida del Buscén, which appeared in 1626, and
which generally goes by the name of El gran tacarfio.
The author was Francisco pE QUEVEDO Y VILLEGAS
(1580-1645), who, like Diego Hurtado de Mendoza, was
an important personage in the politics of his country.
Beginning life as a writer, he was driven abroad by unfor-
tunate circumstances and took refuge with the Duke of
Osuna in Sicily. As the Duke’s emissary he was in Venice
at the time of the famous Conspiracy and nearly lost his
life. Prospering under his protector, he came into favour at
court on the death of Philip III and became secretary to
the king. He was the author of many works on philosophy,
politics, and religion, and he was a poet of some distinction,
but his main output was satirical. His fame has lived
chiefly through his rogue novel, which has been through
many editions and been translated into many languages.
Its style is direct and does not suffer from the over-refine-
ment of Quevedo’s other prose works. But many of the
incidents are coarse and brutal, a failing which seems to be
inevitable in this form of literature.

The rogue novel lasted throughout the period. Among

the minor writers who carried on the tradition were Alonso
8.L. H
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Gerénimo de Salas Barbadillo, whose Hija de Celestina was
published in 1612, and whose Curioso sabio Alejandro
appeared in 1634; Alonso de Castillo Sal6érzano, who
produced four books : La nifia de los embustes, Teresa de
Manzanares, Las aventuras del bachiller Trapaza, and
La gardufia de Sevilla. The form was one of the few to
continue into the 18th century.

The Novel Perfected—Cervantes.—The paths along which
novel writing has diverged unite in MiGUEL DE CERVANTES
SaaveDrA. The genius of this great writer rose above
types and combined in his works the pastoral, chivalresque,
and picaresque tale. Moreover, he has given not only to
Spain, but to the whole world one of the greatest of literary
creations. So widespread are his fame and popularity that
a special term—cervantista—has been invented to dcnote
students and lovers of his works. This importance justifies
special treatment in a section devoted entirely to his
literary productions.

Cervantes was a close contemporary of Shakspere.
Slightly older, he died not merely in the same year, but on
the same day as the great dramatist. It is a curious fact
that two men who have excelled all others in the principal
literary forms should have coincided so closely in date.
Cervantes was a gentleman by birth, though his father had
come down somewhat in the world and was a travelling
physician. Many towns have claimed the honour of being
his birthplace, but modern scholarship has definitely
awarded the claim to Alcald de Henares. The day of his
birth is unknown, but he was baptised on October 9, 1547.
The nature of his father’s occupation made the son’s formal
education a very sketchy affair at most; but no doubt
the lad gained on his travels a knowledge of the lower
classes which was to form a large part of his future literary
capital. He must have been an eager reader, for it was
probably at this early period that he gained his wide
acquaintance with the literature of his country.

His period of manhood falls into three divisions : eleven
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years of activity as a soldier or as a captive among the
Moors, twenty-five years of struggling poverty, and eleven
years of great literary production while he enjoyed the
patronage of the Conde de Lemos.

Like so many young men of his country, he began life
by going to Italy, where he entered the household of Car-
dinal Julio Acquaviva in 1569. In the following year he
became a soldier and served in the famous tercio of Diego de
Urbina on board the galley Marquesa at the battle of
Lepanto. He distinguished himself in the great fight and
received three wounds. These did not disable him, and in
1578 he took part in the Tunis campaign in the tercio of
Lope de Figueroa, whose portrait has been painted for us
by Calderén in Ll alcalde de Zalamea (see page 155). His
distinguished services had won him a recommendation for
promotion from don Juan of Austria, and he was on his
way to claim advancement, when he was captured by
Algerine pirates. Mistaken for a man of rank and wealth,
he was held at a large ransom and for five years was unable
to redeem his liberty. His activity seems to have given
great trouble to his captors, for he was always the centre of
a sort of escaping club ; nevertheless, he appears to have
been held in some respect by the Moors. At last, in 1580,
he was ransomed by a great stroke of good luck.

Spain was at this time overcrowded with ex-soldiers, and
his claims on his country met with little recognition. At
first, he began by taking to literature. During his cam-
paigns he seems to have written sonnets from time to time.
Now he turned to prose and in 1585 he published a pastoral
novel La Galatea which has been described above. Then
he remembered the dramatic efforts of Lope de Rueda,
whom he had seen acting in his youth, and he tried his hand
at play-writing. The works which he produced will be
described in a later section. They assisted the growth of
the drama to some extent, but the author had not dis-
covered the secrets of technique which are necessary to

good plays. Moreover, dramatic writings received little
H2
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cash return, and Cervantes had married in the meantime.
His wife, a lady named dofia Catalina de Salazar y Palacios,
brought him a small dowry, but he was soon forced to
accept official employment in Sevilla at a meagre salary.
His duties appear to have been the collection of stores for the
Invincible Armada, and he seems to have performed his
duties efficiently. Unfortunately, he was no hand at keep-
ing accounts, and he got into trouble with his auditors,
being actually put into prison during the clearing up of the
matter. The loss of his employment reduced him to poverty,
and he seems to have lived in very squalid circumstances
for over ten years. The final blow came in Valladolid,
when he was actually suspected of the murder of a young
rake.

In spite of his poverty, he seems to have spent some time
in writing, and by 1604 he had finished the first part of his
great novel, Don Quijote, the publication of which not merely
brought him considerable funds, but also procured for him
a name and the patronage of the Conde de Lemos. He
therefore moved to Madrid, where he formed or renewed
acquaintance with Lope de Vega, Tirso de Molina, and
other chief writers of the day. His literary activity now
underwent a great outburst and he published work after
work. A second attempt at play-writing was a failure and
convinced him that his forte lay in prose. Like most other
writers of his day, he tended towards religion in his old
age and in 1609 he joined the brotherhood of the Esclavos
del Santisimo Sacramento. He died in Madrid on April 23,
1616.

It often happens that great writers lay little store by the
kind of literature in which they excel. Lope de Vega, the
great dramatist, did not regard his plays as literature at
41, but prided himself on his narrative poems, which pos-
terity esteems of small value. Cervantes, Spain’s greatest
prose writer, ardently desired to be a great poet. From
early manhood till the end of his life he had an itch for
scribbling sonnets and other verses, some of which indeed
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are not bad. Many were the dedicatory lines addressed to
various writers or to noble patrons, and now and again
these are successful as verse, though they do not rise to the
standard of good poetry. Some of the picces inserted in
Don Quijote are fine examples of his work. On one occasion
he even attempted a long poem, El viage del Parnaso (1614),
which contains eight cantos. It is a satirical poem in
terza rima, imitating the Viaggio in Parnaso of the Italian
Cesare Caporali, but longer than the original. It describes
the call of Apollo to all good poets to help in expelling the
bad poets from Parnassus. Mercury is sent to Cervantes
to consult him about Spanish poets and gets his opinions
about them. The work has practically no merit, and the
interest even of cervantistas is confined to the parts in which
he speaks about his own writings.

Contemporary opinion on the poetry of Cervantes was
the same as ours. A publisher refused to buy his Ocho
comedias, saying that he would have accepted them si un
autor de titulo mo le hubiera dicho que de mi prosa se podia
esperar mucho, pero que del verso nada. This frank criticism,
which has been recorded by Cervantes himself, hardly
overstates the facts, for the great writer would have been
forgotten among the crowd of petty versifiers had he con-
fined himself to poetry. Fortunately for the world he did
not. From as early as 1600, if not before, he was sketching
scenes and characters within his personal experience ; but
none of these were published as yet. The writer over-
whelmed in poverty felt somewhat bitter at his own want
of success, while works which he considered inferior to his
own products were being widely read. His bitterness seems
to have fastened on the libros de caballeria and he
determined to write a satire on them. The result was La
Primera Parte del Ingenioso Hidalgo don Quijote de la
Mancha, which was published at Madrid in 1605. The work
begins as a parody on the libros de caballeria and remains in
fact the culminating effort in that genre; but the author,
writing by inspiration and with no clearly defined plan in
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his mind, became gradually enamoured of his theme, put
his original intention in the background, and widened his
field into the universality of genius. The story, known to
all, is that of a Spanish country gentleman whose mind
becomes unhinged by the constant reading of chivalresque
novels and who leaves his home equipped as a medieval
knight to go about and right wrongs. Naturally, comic
situations arise out of the clash of madness with reality and
idealism with materialism, and in the end the knight is
taken home by his friends to be kept in safety. The book is
a string of episodes and contains long digressions on literary
criticisms, politics, and philosophy. Short stories, like Ll
curioso impertinente and La historia del cautivo—a tale
based on the author’s experiences in Algiers,—and a few
verses are included on slight pretexts in the main theme.

The popularity of the work was immediate. No fewer
than five editions were issued in the same year, and sixteen
in all appeared during the remaining eleven years of the
author’s life. Not everyone was pleased with its contents,
however, and in 1614 a certain Avellaneda, encouraged by a
vague promise of a sequel at the end of La Primera Parte,
published a second part in which the adventures of the
knight are continued in the same strain. The book has
many merits and its real quality is proved by its ability
to stand comparison with the work of Cervantes. It is a
pity that its author did not use his talent on a subject of
his own, instead of trespassing on unknown ground belong-
ing to someone else and on which he was naturally at a
disadvantage. We should like to know who Avellaneda
was, but his identity has remained one of the mysteries
of literary history.

In his foreword, Avellaneda makes a scurrilous personal
attack on Cervantes, and this, together with annoyance at
the trespass on his subject, stung the great novelist into
putting a rapid finish to a second part which he had been
working up for some time. This work was published in
Qctober, 1615, and was dedicated to the Conde de Lemos.
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There is no question in it of parodying the libros de caba-
lleria, and the plane of thought is above that of the first
part. It is not so well known abroad, where abridgements
of the adventures in Part I are issued for the amusement
of children. But it has a greater vigour and freedom of
style and better finish. Its philosophy too is deeper, and
the conceptions of the immortal characters of don Quijote
and Sancho Panza are fuller and more clearly defined.
There are still digressions on literary criticism and other
subjects, but tales do not find a place, perhaps because
Cervantes had already exhausted his stock in his Novelas
ejemplares. The end is rather hurried and shows marks of
haste duc to a desire to publish the work and overcome
Avellaneda’s rivalry ; but this does not do any real harm
to the book. The hero is killed at the end in order to
prevent further piracy by future Avellanedas.

The world has decided that El Quijote—as it is usually
called by Spaniards—is one of the great books of literature.
It has its defects, of course. The gradual growth and forma-
tion of the author’s idcas as the work developed caused the
plan to be disjointed. For this reason, the plot is indistinct
and blurred. No one thinks of El Quijote as a story, but
rather as a portrait of two characters of universal interest.
The same cause has led to the introduction of irreconcilable
facts and anachronisms. But these petty faults in detail
pass unnoticed. More serious is the defect of prolixity, a
failing which is characteristic of Cervantes, but indeed one
to which his age was peculiarly liable. One cannot help
thinking that the book would have been improved by the
omission of some of the digressions and by wise compression
here and there.

On the other hand, the virtues of the book are numerous
and prominent, far outweighing all its defects. Above all
the depiction of the characters of knight and squire, which
have placed Sancho and his master among the first dozen
great characters of fiction. Like Shakspere, Cervantes had
the knack of portraying a depth of character not found in
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any other writer, and the reader gets to know don Quijote
and Sancho as well as, or better than, he knows his living
tfriends. The high idealism and lofty principles of the
knight are in direct opposition to the practical sense and
materialism of the lowly Sancho ; and yet the two men are
complementary, the former representative of one side of
human nature, the latter of the other. Both are pre-
eminently Spaniards, but their raciness is combined with a
universality that has made them kin to the whole world.
Perhaps this quality is due to the humour which pervades
the book, for no writer has shown a greater sense of
humour than Cervantes. He has indeed shown how to
treat life, having perhaps learnt the lesson himself during
the dark days of poverty in Seville and Valladolid.

The style of the book is easy, fluent, and sincere. There
are eloquent passages, of which the following is an example:

La libertad, Sancho, es uno del los mds preciosos dones que a
los hombres dieron los cielos; con ella no pueden igualarse los
tesoros que encierra la ticrra ni el mar encubre: por la libertad, asi
por la honra, se puede y debe aventurar la vida ; y, por el contrario,
el cautiverio es el mayor mal que puede venir a los hombres. Digo
esto, Sancho porque bien has visto el regalo, la abundancia que en
este castillo que dejamos hemos tenido ; pues en metad de aquellos
banquetes sazonados y de aquellas bebidas de nieve me parecia a
mi que estaba metido entre las estrechezas de la hambre, porque no
lo gozaba con la libertad que lo gozara si fueran mios; que las
obligaciones de los beneficios y mercedes recibidas son ataduras que
no dejan campear al 4nimo libre. | Venturoso aquel a quien el cielo
di6 un pedazo de pan, sin que le quede obligacién de agradecerio a
otro que al mismo cielo !

But as a rule the tone is conversational. The language
is vigorous and picturesque, and all the descriptions are
clear. Lofty philosophy is easily blended with homely
saws. The Spanish love of sententiousness is seen in the
vast collection of proverbs, of which there are some four
hundred, and other pithy sayings and epigrams which make
the book a mine of wisdom. This feature is greater in the
second part than in the first, where the adventures and
episodes occupy the first place.
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Between the issue of the two parts of El Quijote, Cer-
vantes published a collection of tales under the general
title of Novelas ejemplares. This book, which came out
at Madrid in 1613, marks a definite stage in