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PREFACE.

'Tur growing interest attached to Spanish literature would,
perhaps, be thought a sufficient reason for laying the fol-
lowing translation before the public, were the merits of
the original work even less conspicuous, and the deficiency
it seems fitted to supply in our language less sensibly felt.
Tt iy, indeed, extraordinary that no similar work has
hitherto appeared in a country, where the subject of which
this history treats has, in the instances in which it has
been partially explored, invariably been found a rich source
of pleasure and instruction. But the information hitherto
collected from the literary stores of Spain, however satis-
factory on partigular points, is, from its nature, detached
and incomplete, and seems calculated to increase rather
than to diminish the desire for such a connected and com-
prchensive view of the whole subject, as Bouterwek has
exhibited in his General History of Mogern Literature.

The following volume is extracted from a work, entitled,
Geschiohte der Poesie und Ber redgambkeit seit dem finde der
dreizelinten Jahrhunderts, (History of Poetry and Llo-
quence from the close of the thirteenth century,) in which
Boute-wek: has taken an historical and critical survey of
the literaturg of the principal nations of Kurope. The
work consis§ of twelve volumes, published at different
periods at GRttingen; the first volume having appeared
in 5, angNthe last, which contains an index to the
whole, in 1819 * The volume here transted is the third
of the Germayf original.

! Thisy i m itsatnrn, is only o smnall part of o very exiensive work the
general tilé of which is, Geschichle der Kunst und Wissenschaften svil



viii PREFAQE,
1 [} .

If it be admitted that there remains in Fmglish lite-
rature a vacant place which ought to be occupied by a
work of this kind, it is not apprehended that the means
now resorted to for filling up the chasm will be, disap-
proved; at least the translator is not aware that any better
sdurce could have been found for supplying the deficiency.
In vain, she is persuaded, would any substitute be sought
for in French, much as that language abounds in works
of criticism.  Sismondi, in his Litterature du Midi de
I Europe, implicitly adopts the judzments passed by Bou-
terwek on Spanish and Portuguese literature; and, indeed,
with respect to that part of his subject, he says very little
of importance that is not directly borrowdd from the
German eritic.'  "The Essai sur la Litterature Espagnole,
published in Paris in 1810, and which appears to have
been well received by the French public, is a gross pla-
giarism. Tt is, with some slight additions, mercly the
translation of an anonymous English work, entitled, Letters
Srom an English Traveller in Spatin, the epistolary form
being dropped, and the materials transposed for the pur-
pose of concealing the theft.? The work of Bouterwcek
belongs, however, t6 a superior class.  'T'o say that the
author has treated his subject with great perspienity and
precision, would be to express only a small portion of his
merits.  Extensive and laborious as his inquiries have
evidently been, his judgment in the management of his
materials is still more remarkable than the indefatigable
research with which they must have heen obtaineds e

.
der Wiederhevstellung  derselben s an das Ende des achtzenten
Jahrhunderts, von cner G sellsehaft gelehrler manner ausgearbeitet.
(History of Aits and Learning from their 1estoration to the end of the
eighteentl century, by a <ociety of learned men.)  Different authors have
ench taken o part in this reat litetmy enterprisee whiclg may be said 1o
form an encvelopedia, though not on the usual plan of § dictionmy.

' There as also w French tanslation of Bouterwfh's volume on
Spanish hiterature, which, as far as it goes, is correet fad well executed
m point of style; \-ut notwithstanding that the Sridtor affpcas to
e been eapable ol doing justice to the work, it is geeatly nmtlated.

* Letters from an English Traveller in Spainy o0 VRS, on the Oriqin
ard sP'rogress of Poctry on that kingdom, London, 1€81.—"This book
was writteray Mr. Dillon, author of ¢ Travels through Spain,; « Histony
of Peter the Cruel,” &e.
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has not confined himself to a meré narrative of the pro-
gress, and 'an exemplification of the beauties and de-
formities of the literature of which he is the historian.—
The philosrphic spirit which pervades his eriticism was
not to be circumscribed within such narrow bounds, e
seeks in the structure of society, the habits of the people,
and the influence of events, for the causes of the intel-
lectual phenomena he has to describe; and he examines,
with great candour and impartiality, the effects of mis-
government and arbitrary institutions on poetic genius
and literary taste. Impressed with this favourable opinion
of the work, the translator has endeavoured to give a true
representation of its contents. In undertaking the trans-
lation, her wish was to preserve the ch.uacter of the
original, as far as possible, under an Iinglish dress.  She
began the task with an anticipation of its difficulty, and
she ends it with a consciousness of the indulgence of which
her labours stand in need; but at the same time with the
hope that she may not be found to have altegether failed
in the object she had in view.

The subdivisions of the following volume corres-
pond with periods marked out by certain revolutions in
taste, producod Dy the rise of eminent writers, or by other
influential circumwstances.  These epochs in literary cul-
tivation form convenient resting places for the student,
and contribute to exhibit, in a clear point of view, the
circumstances by which the advancement of polite learning
has beep accelerated or retarded.  The .specimens, which
are m¥merousy and a great portion of which are selected
from very scarce works, Torm a valuable collection for the
use of the literary student, and cannot fail to prove highly
acceptable to the more advanced lovers of Spanish lite-
rature? For a general and comprehensive knowledge of
that literaturq they will be found amply sufficient, and to
those who wi:"1 to pursue its study more in detail, they
will afford m'sst useful assistance. In such a course of

areat .alyantage may also be derived from the
numerous biblicgraphical notes which the ‘author hag in-
troduced, and »hich arve therefore scrupulously retained
in the trapslation. . . c



X PREFACF.

.

Frederick Bouterwt‘ak, the author of this work, was born
on the 15th of April, 1766, at Okr, near Gosldr, in Lower
Saxony.  In early life he devoted himself much to the
reading of poetry and works of imaginationy and it was
not uvtil he had passed through a course of study at the
Carolinum, in Brunswfck, that his mind took a direction
to more serious and solid pursuits.  ITe first turned his
attention to jurisprudence, hut, in the second year of his
academic earcer, he relinquished that study, at the sugges-
tion of some of his friends, who recommended him to
cultivate his talent for poctic composition.  1le published
some poems, and a romance entitled Graf® Donemar : the
latter was published at Giittingen, in the year 1791,

Bouterwek quitted Gittingen in 17873 but neither in
Hanover nor in Berlin, (whither he went, accompanied by
Gleim’s recommendation) did he mecet with the success he
had anticipated. e soon after returned to Gittingen,
where, having become convineed of the misdireetion of his
previous efforts, he tarned his thoughts to philosophy and
the history of literature, subjects which he investigated
with unremitting zeal.  Ilis active mind led him to take
an intexest in all questions of philosophic interest, and he
beeame an enthusiastic disciple of Kant, on whose system
he delivered lectures at Gottingen, in the year 1791, 1In
1802 he was appointed ordinary professor of philosophy at
the above-named university; and in 1806, he obtained the
honorary title of court counsellor.  TTe died on the 9th of
August, 1828. - .

Bouterwek’s philosophic speculations mhy be said to
have commenced with Kunt, and ended with Jacobi.  1is
swork, entitled « Ideen zu cinen allgemeinen Apodiktik,”
was superseded by his ¢ Lehrbuch der Philosophijschen
Wissenschaften,” and his « Religion der Vernuntt.” "These
works, together witi his « Asthetik,” raised eainst him a
host of tormidable adversarice.  But the whrk by which
-he has earned lasting reputation, is his “ (reschichte des
neueren Poesie und Beredsamkrit,” of whigliNhe foll. . ing
“listory of Spanish. Literature” forms a phurt.

. N
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INTRODUCTION.

GENERAL VIEW OF THE ORIGIN OF ROMANTIC LITERATURE
IN THI» KINGDOMS O SPAIN AND PORTUGAL.

‘WaeN modern refinement began, during the thirteenth
century, to cmerge from the rudeness of the middle ages,
that part of Kurope which geographers have called the
Pyrenean Peninsula, and which, according tq its present
political division, forms Spain and Portugal, contained
four Christian kingdoms and some Mahometan principa~
litics, also comprehended under the title of kingdom. More
than five lmndred years had elapsed 8ince the battle of
Xerez de la Frontera;! and the Moors, who, by the result
of that conflict, obtained dominion over the greater part
ol Spain and Portugal, were, by the repeated victories of
the Christians, in their turn driven back to the southern
extrgmity of the country, and were obviously not destined
to maidthin themselves much longer even in that quarter.
During these five centuries of almost uninterrupted
warfare between the race of Moorish Arabs and the
Christians of ancient European descent, both parties,
notwithstanding that their reciprocal hostility was influ-
enced by fanat) réism, had mutually approximated in mind
and in manners. The intervals of repose, which formed
short links in the chain of their sanguinary conflicts,’
'o.};ged some opportunities for the interchange of the
arts of' peace, andl they were soon taught té feel for each
other that involuntary respect which the brave can never
withhold from brave adversaries. Love ddventures, iB whigh-

b
! Fought in 712,




2 . NTRODUCTION,

the Moorish knight ar‘l Cuoristian lady, or the Clristiin
knight and Moorish ]a(.y, respectively participated, were
not of rare occurrence. The Arab, who, in his native
descrts, had not been accustomed to impose on women half
the dgspotic restraints to which the sex is subject in the
harems of Mahometan cities, was soon disposed to imitate
the gallantry of the descendants of the Goths; and still
more readily did the imagination of the Christian knight,
in a climate which was far from being ungenial, ¢ven to
African invaders, acquire an oriental loftiness. Thus
arose the spirit of Spanish knighthood, which was, in
reality, only a particular form of the general chivalrous
spirit then prevailing in most of the countries of Europe,
but which, under that form, impressed in mi equal degree
on the old European Spaniard an oriental, and on the
Spanish Moor a Kuropean character.

In the first period of this long contest, the Arabs carried
learning and the arts to a degree of cultivation far beyond
anything known in the Christian parts of Spain. Those
wild enthusiasts learned, on the European soil, to estimate
the value of civilized life with a rapidity as astonishing as
that which distinguished the social improvement of their
brethren, whom they had left behind in Asia, under the
covernment of the caliphs.  Before the era of Mahomet,
their language had been cultivated and adapted to poetry
and eloquence, according to the laws of oriental taste. In
Spain, it soon acquired, ¢ven among the conquered Chris-
tians, the superiority over the barbarous romancs or
dialect of the country, which was then governed by no
rule; for in the eighth, century; when the Moors pene-
trated into Spain, the Visigoths, who had been masters of
the territory since the fifth century, were not yet com-
pletely intermixed by matrimonial alliances with th: Pro-
vincials, or desc :ndants of the Roman subects; and the
new national language, which had grown out of a corrupt
TLatin, was still the sport of accident. The conquered
Christians, in the provinces under Moorish dominio,
fergot their romance. They became, mdeed S0 habxtuated
to the Arabic, that, ficcording to the testimony of a bishop
of* Cordova, who lived in the ninth century, out of a
thousand Spanish Christians, scarcely one was fo. be found
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'.:é‘pablc of repeating the Latin tyrms of prayer, while
many could®express themselves it Arabic with rhetorical
clegance. and compose Arabic verses.!

But the Christians who had preserved their indepen-
dence, descendjng from the mountains of the Asgurias,
began to repel the invaders, and®in proportion as they
cxtended their conquests, a wider ficld was opened for the
Spanish tongue. 1t remained, nevertheless, long barren
and rude, and was destined to receive many additions from
the rich and elegant Arabic, before it attained the copious-
ness requisite for the wants even of common life.

The tircumstances, however, under which the dialects
of the severgl provinces existed, did not present those
facilities for an improved national language, on the prin-
ciple of the Italian Folgare illustre, of the age of Dante,
which would have cnabled a poet of Dante’s genius, had
such then arisen in Spain, to form out of them one general
literary language for all the Christian states of the Penin-
sula. It happened, singularly enough, that about the
beginning of the thirteenth century, the three principal
idioms spoken trom the coast of the Atlantic to the Pyre-
nces, and from the Bay of Biscay to the Mediterranean,
were represénted by three kingdoms perfectly independent
of each other. The Castilian prevailed exclusively only
in the Castiles and Leon, the latter of which was perma-
nently united to the former in the year 1230. The Por-
tuguese was spoken both by the court and the people of
l’ozlsﬁ,"‘_‘vgl. In the kingdom of Arragon,s the language in
general use wdas the Catalonian, a dialcct nearly the same
as the Provencal or Linlosin of the south of France, but
differing greatly both from the Castilian and the Portu-
guese. This language also extended to the little kingdom
of Nivarre, bpt it was there spoken only by the nobles,

1 This remark, from the Zndiculy luminoso of Bishop Alvaro of Cor-
dova, is noticed in the preface to Du Cange’s Glossary, and is repeated
by Velasquez in his History of Spanish Poetry, Dieze's edition, page 3.
= Spegiso Bichhorn's Allyememe Geschichte der Cultur und Latteratur,
vol. i p. 121, The details of the history of Arabic pbetry in Spain cax-
not be comprebended in a bistory of Spanish® and Portuguese poetry.
The bibliographic erudition on the subject of Arabic poetry, whjch
Dieze has,dn.plaxed in his ‘remarks on Velasquez, docs notsbelony to
the subject 4t this work.

B2
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who were of French or@hsp'mo Gothic origin. The great
body of the population in Wavarre spoke the andient Canta-
brian, called Baskian, Vaskian, or Biscayan, which still
exists in the Pyrences and in the Spaninlupm\'iuce of
Biscay.

« The trouble will be répaid if a glance be now cast on the
map, in order to distinguish, with somewhat more precision
than is usually thought necessary, the respective domains
of the three principal dialects of the Spanish tongue; for it
is difficult, if not impossible, to form any opinion on the
contest maintained between the Spaniards and the Tor-
tuguese relative to the value of their respective languages,
and the influence these languages have had on the polite
literature of both countries, without a knowledge of the
ecographical boundaries, which, previously to the political
divisions, scparated the Portuguese trom the Castilians,
and the latter from the Arragonese. In these questions
the Biscayan language is of no consideration, as it has
only an accidental and unimporiant connexion with the
other Spanish dialects, and, beside~, bears not the most
remote resemblance to them.!

The anutilated Iatin spoken along the Mediterranean
on the Spanish shore, from the Pyrences as far as Murein,
appears to have resolved itself, hetore,the period of the
Avrabian invasion, into the same language which extended
castward from the Pyrences through the whole of the
south of France to the Italian frontiers, and which, accord-
ing to the most remarkable of its provincial fou_;. v
ealled the C ATALONIAN, the VALENCIAN, thetLivosiK, and
the Provencar. Of all the torigues spo]\cn in ‘modern
Furope, this language of the coasts was the first culti-
vated. In it the Troubadours sang, and their lays had all
the same character, whether .uldr(\sed to tly: Italiam, the
Freneh, or the Spaniards.  From Catalonla it probably
spread along the chain of the Pyrenees.  The kingdom of
Arragon became, after the restoration of the Spanish
romance in th;}t quarter, its sccond country; for gk -

.

~

! Velasquez, Dieze, add other authors, furnish information on the
hiskary of the Biscayan linguage and poetry. This language, with the
pm-tly to which it may lmw given bivth, had no influeyee ‘on literature
beyond its own territory, and appears to bave had very little ‘even there.
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both it and the poetry of the Treubadours were particu-
larly favoured by the princes and the nobles. But at the
very period of the decline of this poetry, the kingdom of
Arragon was united to the Castilian dominions. Another
kind of poetry, in the Castilian language, then ostained
encouragement, and the seat of "the government ot tha
united kingdoms was permanently fixed in Castile.  The
encrgetic development of literary talent among the Cas-
tilians, the hold romantic character of that people, and the
ardent spirit of national pride which prompted them to
make the most of all their advantages, soon banished the
ancient and, in other respects, highly esteemed dialeet of
Arragon, Cataloniy, Valencia, and Murcia, {rom literature,
law, and the conversation ot the superior classes of socicty.
Finally, towards the middle of the sixteenth eontury, the
Castilian became, in the strictest sense of the word, the
reigning language of the whole Spanish monarchy.!

The Castilian tongue, (Lenyuu Castellana,) now called,
by way of distinetion, the Spanish, doubtless had its
origin before the Moorish conquest, in the northern and
midland parts of the Peninsula. How far it had originally
spread towards the south, it would pot now bes casy to
determine; but it came down {rom the Asturian moun-

»

I Hlow sensibly the neglect of the Catalonian or Valeneian tongue,
alter the nmon of the hingdoms of Arragon and Castile, was feli i the
vtovinees which belonged to the former, may he seen hrom the passage
gt >d by Thaehhown, nohis AWy, Gesche der Culowe Latl | vol. i age
P207% e Seuolano’s Histny o) Valencia, But® the pleasmg Lavanege
of the Troubadows was doubtless very defeetive,  Fwould othery se
have Deen difficnlt to have maile the Cataloman poets <o saon proselytes
to the Castilian diadeets, especially as, hesides the difference of Tangneagze,
the natural jealousy hetween the Arvagoman and Castilian provinees
wus sgrong cnrm{;)v'lo mamfest itself by poliaeal effects even in the

cighteenth centigfy.  The mnpeifection of the Troubadom plinseology
may have been fhutly owing to its fluctuations, and the vanous forns 1t
sssumed, m the several dideets.  ‘The ditlerence of the dialects appears
particululy evident on compaimg the real Proviagan of the rench
.'i'roub:ulours with the Valencian, called Liseua Vanpiscnasa ‘Hhe
WWliet of the Provengal Troubadours may, withou} wuch difiiculty, be
translated by conjecture, 1f the reader be acquamnt@d wigh French and
Italien 5 but the meanmg of the Valencian (-n{mut be so easily guessed
aty even with the additiona] knowledge of Castian, — As « proof of shys,
it will be wetficjent to peruse n passage of the Libie de & Do, of
Meown Tthats, Monsieur, instead of the Ca~tilan Don, Janme |Jumes |
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taing with the warriorg who boldly undertock to recover
the country of their fathers. [t first resumed its sway in
the kingdoms of Leon and old Castile; where it is still
spoken in the greatest purity.! It then followed, step by
step, €nc fortune of the Castilian arms, until it finally be-
came the established language of the most southern pro-
vinces, where its progress had been longest withstood by
the Arabic. More recently cultivated than the C'atalonian,
it cannot be doubted that it owes to that dialect a part of
its improvement; but the elevated expression of its long
full-toned words, soon stamped on it the character of quite
a different kind of romance. The abbreviation of the Latin
words, which gave the Catalonian language a striking
resemblance to the French, was not agreeable to the genius
of the Castilian, which, in consequence of its clear sonorous
vowels and the beautiful articulation of its syllables, had,
of all the idioms of the Peninsula, the greatest affinity to
the Italian. Amidst the euphony of the Castilian syllables,
the car is, héwever, struck with the sound of the German
and Arabic guttural, which is rejected by all the other
nations speaking languages in which the Latin predo-
minates.* ‘

Rowg, veprmted in Valenem, 1735, i to. Thg author is one of the
Tast pocts who wrote in the Valencian dialeet, and the whole didactic
pocm, 1 ~o it may be called, is composed 1 short verses of the following
description :

Yo com absent Mort civilment,
Del mon Sivint, . Ja per Ia gent - 47
Aquell inguint ' Desconegut,
Aconortat, I 'Per tots tengut .
Del apartat ‘ Con hom selvatge
Dant lu del peu, ‘ Temnt ostatge, &e. &c¢
i

Vell jubileu . .
Owing to the diffeience of the dialects, a foroignor‘)ight. by & <hort
residence in Madrid, learn to express himeelf in Ca%tilian with more
flueney than it 1s spoken by a great part of the inhabitants of the Arra-
goniun provinees.

Y At least sueh is the opinion of Gregorio Mayans v Ziscar, given iv
Lis work, known wader the title of Orsgenes de la Lengua Espadioon,
part i. page & .

2 1t has long been @ generally received opimon that the foreible aspi-
ratyn which the Spanish shaes in common,with the German and Ara-
bie, i~ soffly owing to the misture of the latter with the CataMan, This
opinion is adopted naturally emough by the Spaniards, who are not
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The romance, out of which the present Portu"ucse lan-
guage has grown, was probably spoken along the coast of
the ° Atlantic long before a kingdom of Portugal was
founded. 'Fhough far more nearly allied to the Castilian
dialect than to the Catalonian, it resembles the lagter in
the remarkable abbreviation of words, both in gramma,
tical structure and in pronunciation. At the same time it
is strikingly distinguished from the Castilian by the total
rejection of the guttural, by the great abundance of its
hissing sounds, and by a nasal pronunciation common to
no pLop]e in Europe except the French and the Portuguese.
In the Sp.m1~.h provinee of Galicia, only pohtlca]ly sepa-
rated from Bortugal, this dialect, known under the name
of Lingoa Galleye is still as indigenous as in Portugal
itself, and was at an early period so highly csteemed, that
Alphonso X, king of Castile, surnamed the Wise, (£
Sabio,) composed verses in it.  But the Galician modifi-
cation of this dialect of the western shores of the Peninsula
has sunk, like the (‘atalonian romance ofs the opposite
coast, into a mere provineial idiom, in consequence of the
language of the Castilian court being adopted by the
]ufrlx(,r claq%s in Gralicia.! Indeed, t}le Portuguese lan-

aware of the mﬂuonop which the German guttural must have had over
their langnage ; but the Germans, who know the nature of their mother
tongue, ought to recollect that the same Arabic words which are
strongly aspirated by the Spaniards, are pronounced by the Portuguese,

ough eqnally natnrahzed among them, with a hissing sound. Besides,
howadoas it happen that the ¢ before k and 5, which is a gnttural with
the Germans, has the same sound with the Castilians, though it iy
never so.pronounced by anysother people whose Ianguage appears to
have risen on the rums of that of ancient Rome ”  I'he Germanic pro-
nunciation of the Visigoths, which was doubtless preserved in the
mountains of Casti'e, would afterwards be easily confounded with the
Araln®  The Cfstilinn conversion of o mto GE, also resembles the
change which t.';nu. place in German of o into ok, Let, for instance,
the Spanish Cverro and PuesrLo be compared with the German
Konrrer and PoBET.

1 The Portuguese language would perhaps be less depreciated by the
yIpaniards, if it did not 1emind them of the valgar idiom <poken by the
Gahieian wate r-carriers in Madrid, On the contrary, $he Portuguese think
the Castilian langnage inflated, and at once hursh and ‘ected.  Botl
nations are ag little disposed to come to an ggreement on the merits of
their rcqym‘mo langnages as the Danes and Swedes are regarding théfirs
for the Ax.mh.m'nml Portuguese are, like the Danich and Swedish, only
two conflicyng fhalects of llw eame tongne, The Swedes aduut that the

- L] »
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guage, which in its prcsc,nt state of improvement must no
longer be confounded With the popular idiom of Galicia,
would have experienced great difficulty in obtaining a
literary cultivation, had not Portugal, whichs even in the
twelfgh century, formcd an mdependent -kmrrdom, con-
stantly vied in arts ad in arms with Caatlle, and during
the sixty years of her union with Spain, from 1380 to
1640, zcalously maintained her particular national cha-
mcter.1

Dumsh lunguage execeds thewr own in softuess, though they consider
that sofiness disagreeable, and the harsher Swedish more sofforous on
account of the greater abundance and fulness of its vowel sounds; thus,
precisely in the same manner, do the Spanimds pondemn the softness of
the Portuguese tongue. ‘T'he chision of the letter 1. in a gieat number of
Portuguese words, a5 1 (oR, PA¢o, for color, palucio, and the remuk-
able change of . into R, as in branco, brando, for blunco, Llando, me
peculiarities of that langnage to which foreigners do not easily 1econeile
themsclves,

1 The first essays towards a history of the Portuguese language, and
an inttoduction to Portugnese orthography, were published in Lishon at
the time when Portugal was a Spanish province.—Duarte Nunez de
Liao, the author of both works, was a statesman and magistrate.  (/e-
sembargador da Camara da Supplicacai.)  'The former s entitled Ori-
gem da sLingoa Portygueza, lash. 160G, in 8vo. It 1s dedicated to
Philip 111, king of Spam, who 1, ]m\wwl, on this occasion merely nd-
dressed as ])mn Phelipe 11, de Portugal.  In the preface the author
states his other, but older work (Orthographia da Lingoa Poytugueza,
Lisb, 15706, in 8vo,) to be the first of the kind. 'The Portuguese have,
however, for two centuries laboured with as little snccess us the Germans,
to introduce uniformity of orthography into their language. The cor-
vertible »M and A0 appear to have been so early selected to denotgehe
French nasal tone which occurs in numerous final sylkbles, tha? Nunes
de Laao found it necessary to acquiesce m ghe enstom, according to which
the same word might be very differently written, as nagad or nagam, nai
ov nam, pronounced nearly as nasscony and naong, with the Ireinch
sound of on, hon. But it surely could not have beea very difticult to dis-
possess the totally unnecessary and barbarous u in A and Ziume (from
the Latin wnus and wpa) of the place it had assumed}as it is now ba-
nished from elegunt Portnguese orthography. ‘Trifles of this hind pre-
sent more materinls for reflection than a first view gives reason to expect.
When the orthography of a conntry continues to be an object of reform,
that nation is delicient in a certain degree of refinement, the attninmeng
of which has eithey been missed, or the right pursuit of wlich is but just
commenced, slndeed, what necessity is there for the Irench, Ttaluns,
Spamards, and Portuguese, wiiting the same sound, occuning in the
saife word, in four different ways, as for example, batadle, Imllm/lm,
batella, b@alha 2 ool
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After accurately distinguishing these three principal
idioms of tfe romance, which formed the early spoken
and written language of thc Peninsula,! it will be more
readily perca'ved why the Catalonian and Limosin poetry
could not maintain itself in competition with the. Sganish
and Portuguese, which were of more recent growth, and
why the poetry of Spain and that of Portugal have, from
their first rise, preserved nearly the same “character and
passed through the same periods of splendour and decay.
The Catalonian poetry was, from its origin, inseparably
united ith the language of the Troubadours, throughout
its territories, from the Italian to the Castilian frontiers.
Whilst the Caurs d’ Amour, the festal meetings, and various
other gallant exhibitions prevailed, in which the Gaya
Ciencia, or joyous art, of those bards of love and chivalry
flourished, and in which the bards themselves bore a
brilliant part as masters of the cercmonies, the language
and the poetry gave reciprocal importance to each other.
When, however, the romantic spirit had exhausted itsclt’
in these modes, when another sort of gallantry came into
vogue, and finally, when a more cultivated style of poetry,
entirely new to Spain, was introducgd from Italy, and
propagated with the Castilian language, the poets of Cata-
lonia, Arragon, and Valencia, bogan to write verses in
the new manner, and to disown their mother tongue in
their compositions. This literary phenomenon, which has

epoch only in the sixteenth century, cannot be attri-
buted to political dependence alone: fore hitherto the an-
cient national poetry of the Castilians had contined foreign
to the inhabitants of th¢ Arragonian provinces, ( indivi-
dual imitators excepted,) even after those provinces were
united with the, Castiles. But when the Arragonese, in
their%eal to v % with the Castilians in the reform of their
ancient poetry, began to write verses in the Castilian lan-
wuage, their success was facilitated by the old standing
..'re]ationship between the old Provencal poetry, the sister

! \mhmg can be more improper than to follow lfu Conge, ( Glossds.
practs o 31 <q.) m dividing the culygare wdiomc’of the present 1mhabitants
of the l’uem an Penmesula jnto the ( Yastellanyim, Lonosinem, and | ws.

LRI P ‘,



10 INTRODUCTION.

. 1
of the Limosin, and the Italian: the latter in the sixteenth
century became the model of the Spanish‘and Portu-
guese.!

The ancient Castilian poetry was as closely allied to
the Bortuguese and the Galician, as it- was distinetly
separated from the Limosin. The Troubadours had, it is
true, chaunted their lays at the courts of Castile and Por-
tugal, but the national taste in both kingdoms preferred
different accents, and other mctrical combinations: in
short, it was accustomed to another kind of poetry of its
own creation. No Troubadours were needed in these
countries; for the common national poetry, which was
unknown to the Arragonian provinces, formed a connect-
ing tie for the Castilians, PPortuguese, and Galicians, as it
was the faithful mirror of their genius and character.
However much the Castilians might dislike the Portuguese
tongue, and the Portuguese, in their turn, the Castilian,
their poctry continued ecssentially the same; and the
languages of both countries deviated, at all times, far
more from the Limosin romance, than ever they differed
from each other. Besides, the old Galician idiom,
scarcely distinguighable from thce old Portuguese,? was
originally a favourite with the Castilians, and when
it ceased to be a literary language, the. political conflicts
of the Spaniards and the Portuguese did not destroy the
poctical harmony of the two nations. The Castilians,
indced, constantly maintained the opinion, that the Portu-
gucse language *was incapable of giving appropfiate
expression to heroic sentiments; but the Pbrtuguese con-

1 A purticular account of the Limosin poetry, even in its last period,
which 15 late enongh to come into the division of time called the Iatter
ages, does not belong to the history of modern pd-ry. Tt ought to be
treated as the Jast part of the chivalrous poetry of th%'niddlc ages.—See
the notices 1 Velagnuez and Dicze, p. 45, and the still more instiuctive
sketeh of the history of Tamosim poetry, in Fichhorn's Gesch. der Cult.
a. Latt. vol, . po 1238,

2 That the Portuguese and the Galician were originally not to be dis-
tingwished fiom cpch othier, is expressly stated by that attentive observel
of the formsgf hnd native language, Nunes de Liad, who says, As quaies
ambas, (namely, the Pofuguese and the Galician tongues) erad antigu-
angale quast huma mesmic nas palurras, e diphthongos, e promuncracan,
que as omras parles de Hespanha nao teme—Origem fa Linjoa Portu-
Juesd, eap. Vi
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tradicted thjs assertion, not merely by words, but by
deeds.!

The old Castilian, Portuguese, and Galician poetry was,
under its owh peculiar forms, more popular and strictly
national, than was the Provengal, qr than the Itali:® has
ever been. It was not destined to be recited in courtly
circles, in the presence of lords and ladies. It arose
amidst the clang of arms, and was fostered by constantly
reiterated relations of warlike feats and love adventures,
transmitted from mouth to mouth; while almost every one
who either witnessed or shared those feats and adventures,
wished to give them traditional circulation in the vehicle
of easy verse.» So,common was the practice of composing
verses, among all ranks, particularly in Portugal, that the
historian, Manuel de Faria y Sousa. thought himself, at a
later period, justified in calling every mountain in that
country, a Parnassus, and every fountain, a Hippocrene.?
The poems, called romances, tovk their name from the
national language; and it is probable that the same name
was at first given to all kinds of amatory and heroic bal-
lads, the taste for which, however rapidly those produc-
tions increaged and sapplanted each other, appears tv have
been insatiable. To mark with critical precision the
limits of the ditferent species of poetic composition, was
never contemplated by the authors of the romances, but
they very carefully distinguished, in their national verse,
sdgeral kinds of measure and forms of rhyme, which dif-
fered widely from the Provencal and Limosin. IHaving
touched on this subjeet, it will, perhaps, be most conve-
nient here to introduce a bricf description of the nature
of the verse common to the ancient Castilian, I’ortu-
guese, and Gali~iin poetry.

! Velusques, who felt this thought fit when he read the Lusiade de
Camocs, to pay a particnlar comphiment to the wthor, at the expense of
the Portuguese Iangnage ; for, after delivering the same opiion on that
language which is entertune I by most Spamards, he very clegantly
dds: ¢ the muses thought sthevwise when they }pnku throagh the
mouth of Ciunoens,” .

2 Cuda fucate de Poirtugel y cada monte son. Hippocrenes y Par-
nassos, says Yannel de Faria v Sonsa, in his Epilome de lns Hestoryrs
Portuguesgs | 'agher Sarmiento, a Spanish author, whom na‘ional pre-
judice does fidtgfvent from doing justuce to the Portnguese, mentions
this ob~envatipn th his instruegive Memorwes para la Poesia Espaiola. .
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Of the metrical compositions common tg the ancient
Castilians and Portuguese, the most pecubiarly national
were the reEpoNnDILLAS. All verses, consisting of four
trochaic feet, appear to have been originally domprehended
unde® the name of redondillus,! which, hvwever, came at
slength to be, in preference, usually applied to one parti-
cular species of this description of verse.  To a people so
romantic and chivalrous, and at the same time so fond of
their national poetry, as the Spaniards and Portuguese,
nothing could be more agreeable than verses of this sort,
which, in languages such as theirs, could be composed on
the spur of the oceasion, and which to the charm of sim-
plicity add the beauty of a sonorous harmony.? It is diffi-
cult to suppose that the redondillas have been formed in
imitation of bisected hexameters, as some Spani<h authors
have imagined.® They may, with more probability, be
considered a relic of the songs of the Roman soldiers,
which were doubtless often heard in these countries, and
which must have left recollections casily communicated by

' The word 1s used i this extensive sense by Sarmento in his /e
weortds, o as the book is sometimes ealled, Obras posthumas, parte i.
p. 168 % Anthors me e fiom bemg agreed 1espeeting the origim of the
term redondillas, (according to the Portuguese orthography, redondilhas 'y
But is not the word more naturally devived fromes edondo (yound), than
from a small town ealled Redondo ? Jostead of redondillas, these com-
posittons are sometimes waned sedondllos, the word tersos being under-
stood.  In German, they mght be ealled rogelverse (erveular verses.)

't might not be diflicult to find an English nume tor these verses 41y
as appropiate as this? German one. Owr old word Roundelay hias been
nsed for this pmpose, and 15 found opposite to £ d$udilla, in the cwr -
tiest Spanish and English dictionaties * 1t 15 so given in Minsheu's,
“impiinted at London, by Ldm. Bolhtant, 1599 "  But for the sake of
precision, the Spanish term is preferable, and it has accordingly been
adopted in tlns translation. By the Freneh, Speesh Redondillas are
called Rondelettes, ov Rondewur, See La Nowvelle Methode E\f"m/nolr,
&e—T. R

¥ Shall it be said that there is. in the Genmnan language, no kind of
verse which unites to <o much grace a eharacter so traly popnlar!  Let
Burger's Nachifeicr der T enus be considered, before this be determined.
fiven the Fsthonian serfs, on the coust of the Baltie, chaunt theif
~smple ballads in%he sume measure.  Proof of tlns may be seen on
reference to Peter's Naclswchien von den Esthen, vol. iv. p. 69.

3 Among others, Swrnsento, who, in support of this opinion, quotes
some velges from Virgil, for example: Infer viburng eypressi—Ton-
deatr barba cadebat, &e.  These verses have, 1t is ln\", eight syllables,

f

but not four trochwce feet. < .
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the Romanized natives to their Z'onqu'erors, the i"isigoths.‘
In such verses, every individual could, without restraint,
pour forth the feelings which love and gallantry dictated,
accompanied ,by his guitar; for no greater attention was
paid to correctness in the distinetion of long and gghort
syllables than in the rhyme. When one of the pocn('.
narratives, distinguished by the name of romances, was
sung, line followed line without constraint, the expression
flowing with carcless freedom, as feeling gave it birth.
‘When, however, romantic sentiments were to be elothed
in a popular lyric dress, to exhibit the playful turns of the
ideas unfler still more pleasing forms, it was found advan-
tageous to introduce divisions and periods, which gave
rise to 1'errular strophes (estancias and coplus). Lines
were, for the sake of variety, shortened by halving them;
and thus the tender and impressive melody of the rhythm
was sometimes considerably heightened.  Seduced by the
example of the Arabs, something excellent was supposed
to be accomplished when a single sonorous and unvarying
rhyme was rendered prominent throughout all the verse.
of a long romance.¢  Through other romances, howcever,

.
' Tow does ft iappen that none of the Spums‘x anthors have tuken
notice of the ancrent songs sung by the Roman soldiers, thongh thaoy
are evidenty redondilfis 2 Suetomus has preserved some remunhable
examples of these songs; and the <ame measure ocems after the
deeline of Tatin poetiy, paticnluly in ome pious verses of Praderiu .
wyich are quoted by Sanmiento.
=After exsunining Arabie veises, wiitten in the Luropeun manvier, n
cannot be dflicnltgeven for persons unacquainted with the languace, to
form an idea of the influence which the monotome rhymes ot ti:e Moor,
had on thé old Castilinn Tomanees. Sce, for example, the foilowst g
»ssage of the howan:

Wa sciamsi, va dhiohaha,
¢« Val Kamau eda talaha,

Van nahari, eda giallaha,

Val Lali eda jagseiaha.

But the Spunish ear 1equired some vaiiety, and accordingly preferied a
pwedominant to a single unchanging 1thyyme.  Thes in the romance *—
.

Media noche era por hilo;

Los gallos querian cantar,

Donde Claros con umores

No poda reposar,

Quanto may grandes sospiios
Que el ampr se hazia dar, &e. &e.
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1t
pairs of rh;rmcless verses were allowed "to glide amidst a
variety of thymed ones. At length, at a later period, it
was observed, that, in point of elegance, the redondilla
was improved, rather than injured by the changes pro-
duccg when, instead of perfect, imperfect rhymes, or
JSounds echoing vowelstbut not consonants, were heard in
‘the terminating syllables. Ilence arose'the distinction
between consonant and dassonant verscs, which has been
cultivated into a rhythmical beauty unknown to other
nations.! Thus varied, and yet ever simple, the redondilla
has been still more valuable to Spanish and Portuguese
versification, than the hexameter was to the poctry of
Grecce and Rome. It has even b(.comc the prevailing
measure of dramatic poetry.

The period of the invention of the redondillas was also
nearly that of the dactylic stanzas, called versos de arte
mayor, because their composition was considered an art of
a superior order. They had their origin, according to
some authoritics, in Galicia and Portugal.>  This metrical
form is, however, found in scveral 01 the most ancient
Castilian poems.  As the inventors of these stanzas were
ignorant of the true principles of prosody, the degree of
attention paid to purity in the rhythm of the dactyles was
even less than in the rhymes of the redondillas. It was
thought sufficient to deal out cleven or twelve syllables,
and the dactylic measure was left to accident. This may
account for these verses falling into disuse, for the prp-
gressive improvement of taste, which allowed the red0n-
dillas to maintain their original consideration, was not
reconcilable with the half dancing, half hobbling: rhymed
lines of the versos de arte mayor.

<

v Such ronas asonanies as occar in the words aS/e and pord, dolor
and corazon, me easly recogmsed,  But from some old Spanish
romuanees, it appears that the return of the sume consonants somctimes
supplies the place of an assonant rhyme ; for example, when the words
baxo, crucifixo, enojo, &ec. follow each other ut short intervals.

2 Sce what is stated by Surmiento, p. 191, from an old letter of the
narquis of SantiBna, of which more particular notice will <oon le
taken in this=work. .

3 The Spanish und Rortuguese wversos de arte mayor very nmeh
reSemble _some of the English popular ballads, with 1eguid to their
measure.. There i, however, in the rudest of the Sk % and Portu-
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Besides the above national mbdes of rhythm and rhyme,
common to @astilians, Galicians, and Portuguese, the form
of the sonnet was also known in the west of Spain and
Portugal long before the imitation of Italian poetry was
thought of in those parts of the Peninsula. 1t had Jpubt-
less been acquired through the intdrvention of Provencal,
and Limosin poets.  But the character of the sonnet was
not sufliciently popnlar for the old Spaniards and Portu-
aucse, and they were never fond of that Kind of poetic
composition. Not less adverse to the taste of the country
was the long protracted alexandrine. Monkish rhyme-
sters, who forced their imitations of Latin doggrel on the
nation, introduced this kind of verse into the Spanish
language, in the thrteenth or perhaps even in the twelfth
century, but certainly at a period anterior to its appear-
ance in any other modern tongue. It soon, however, sunk
into disesteem, and was neglected.

guese strophes of this kind, more real 1thythm than evew m the modein
popular songs of the English.  An old politieal song, by Juan de Mena,
commenees thus :—

Como el, que duerme con ln pesada, )

Que quiere y no puede jamas acordar,

Mas si lo puede a la fin desechar,

(ueda Jumente con el desvelada, Ke.
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FROM THE END OF THE THIRTLENTH TO TUE COMMENCI-
MENT OF THE SIXTEENTH CLNTURY.

PROBABLE PLRIOD OF THE FIRST ROMANCES.

‘Tur origin of Castilian poetry is lost in the ‘obseurity of
the middle ages.  The poetie spirit which then awoke
in the north of Spain, was donbtless first manifested in ro-
mances and popular songs. Rodrigo Didz de Virar, called
Kl Campeador, (the champion,) and still better known
by the Arabic title of the Cid, (the lord or lmdm‘)
assisted in founding the kingdom of Castile for his prinee,
Ferdinand I. about the year 1036; and the name and the
exploits of that favourite hero of the natign were probably
velebrated during his own age in imperfect redondillas.
"That some of the many romances which record anecdotes
of the life of the Cid may be the offspring of that period, is
a conjecture which, to say the least of it, has never been
disprawed; and indeed, the whole character impressed
upon Spanish poetry from its rise, denotes that the era
which gave birth to the first songs of chivalry must be
very remote.  In the form, however, in which these
-7pmances now exist, it does not appear that cven the
oldest can be referred to the twelith, fdr less to the
vleventh century.! o

.

»

1 \umn(-)no hus written af great length on the ongm of the Sastlian

u)u.uu,m, bult ) anformation Le gives is more copious than <atr fue-
as C
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POEMA DEL CID. K

Some examples of Old Castilian verse, which are held
to bg.more ancient than any known romance or ballad in
«that language, have bebn preserved.! Of these, the thymed
chronicle, of the Exile and Return of the Cid, (Poema del
Cid, ¢l Campeador,) is considercd the oldest.  This
chronicle can scarcely be called a poem; and that it could
not have been the result of a poctic essay made in the
spirit of the national taste, is evident, from the nature of
the verse, which is a kind of rude alexandrine. It is the
more diflicult to speak with any certainty respecting its
age, as there also exists a very old ptose account of the
Cid, corresponding in all the principal facts with this
rhymed chronicle.  Though it may be true that the author
lived about the middle of the twellth century, as his editor
Sanchez supposes, still it is not with this work that the
history of Spanish poetry ought to commence.  As a phi-
lological euriosity, the rhymed chronicle is highly va-
luable; but any little poetry there may be in it, must
be copsidered as a consequence of the poetic character
of the nation to ‘which its author belonged, and of the
intrinsic interest of the subject. The events are narrated
in the order in which they succeed each other, and the
whole work scarcely exhibits a single mark of invention.
The small portion of poetical colouring with which the
dryness of  the wrelation is occasionally relieved, is the
—_ - -4 - -

tory. it would require the most laboribms investigation, joined to the
highest ettienl sagaeity, to penetrate the obscurty i which this part of
the lustory of literature is involved.  Ilow, indeed, can it be ascertuined
to what age a ballad belongs, the author of which is unknown, and
which, in the progressive improvement of the langnnge and the hational
tu-tey has been, without scruple, altered by the singers ?

t These monuments of old Castuliun rhyme were little known antil
rescued from oblvion in 1770 by the publication of the Coleccron de
Pocsias Castellanas Anteriores al siglo XT7, by D, Tomas Antenio
Sanehers o work yhieh, in respect to plnlology, is certunly very mert-
rovions.  The collection, however, appears to terminate with the third
volome, (Madeid, 1789) which contains the Poema de Alexvandro
Wagno. "1'he first volunte contains the celebiated letter of the Margms
«e Suntilana on the ancient Spanish poétry, then for the first time
punted, with o commentary by the publisher, full of ph{lvivlgicnl learning.

R}

.
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result of the chivalrous earnestness of the writer’s tone,
and of a few happy traits in the description of some of
the situations.!

*
POEMA DE ALFXANDRO MAGNO.

’

Still less of the character of poetry belongs to the fabu-*
lous chronicle of Alexander the Great (Poema de Alexan-
dro Magno), respecting the origin and age of which the
Spanish critics are far from being agrecd. Whether it
be, as some pretend, a Spanish original of the twelfth or
thirteenth century, or as others assert, the translation of a
French work of the same age, in verse, or, what is still
more probables a versified translation of a Latin legend,
with the manufacture of which some monk may have
occupied his solitary hours, are questions which a writer
of the history of Spanish poetry cannot, with propricty,
stop to discuss, cven though alexandrine verse should, as
some suppose, have taken its mame from this chronicle.
Next to stringing together his rhymes,® the tvhief object
of the author probably was to clothe the biography of
Alexander the Great in the costume of chivalry. Ac-
cordingly, hg relates how the Iufante Alexander, whose
birth was distingnished by numerous prodigies, scemed,
while yet a youth,n ITercules; how he was taught to read

1 Far example, in the following puassage, which Satmiento lhas also
quoted ; the language, too, diflers less from the present Spanish
tI®s, than in many other parts of the work.

De Jps sus ojos tan fueirtemente lloumdo.
Tornaba ln eabegp, ¢ estavalos eatando.
Vio puertas abiertay, ¢ uzos sin canados,
Alcandaras vacias sin pieles ¢ sin mantos
1 sin fujcones, ¢ sin azores, mudados.
Sospird mio Zid; ca mucho avie giandes cnidados.
I*ablo mio Zid bien, e tan mejorndo :
Grado a4 ti, Seior Padre, que estas en alto.
Esto me han envuelto mis enemigos malos, &e.
2 Ile states at the buginning of the woik the importance he placed
m the lubour of the rhyme, which he seems to have particnlaly valued,
beeause he made four lines always 1hyme togetier m guceession :—
Mester trago fremoso, no es de juglaia,
Menter es sen pecado, ca es de deiceia,
Lablar curso ¥imedo por la quaderna vie
Sler silabas cantadus, ca es grant maestyie,
c2
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in his seventh year; how he then every day learned a
lesson in the seven liberal arts, and maintdined a dally
disputation thercon, and many other wonders of this sort.!
Alexander’s officers are counts and barors. The real
histoy only feebly glimmers through a grotesque com-
«pound of puerile fictions and distorted facts. Iut per-
haps this mode of treating the materials is not to be luid
to the account of the versifier.

GONZALO BERCEO.

Prayers, monastic rules, and legends were compos
Castilian alexandrines, at a very remote period:—the
earliest were probably written by Gonzalo Bereco, a Bene-
dictine, about the middle of the thirteenth century.
Spanish authors have made the dates of the birth and
death of this monk objects of very minute research, and
have exerted great industry in recovering his rude verses.?
In this field, however, the poetical historian can find
nothing worth gleaning.

ALP!I()‘ISO X.; HIS LITERARY MERITS—THE ROMANCES OF
NicorLAS AND ANTONIO. .

The names of several carly writers of rude Castilian
verse are recorded by ditferent authors. A notice, how-
ever, of the literary merits of Alphonse X., surnamed
the Hise, by which is meant the learned, forms the mont

.

1 Bl padie avii, afios metiole a leer, ¢
Diole & maestios ornadossde seso ¢ de <aber, |
Los megores que pudo in Greein escoger,
Que lo <opiessen en las Vi artes emponer
Aprend de lus vii. artes cada &a licion
De todas cada din facin disputacion, &e. «

< Suamiento wnd Sanchez may be consulted vespeeting these ing s,
Some notices on the sume topics are also to be found m Velusgoez.
{1ad Baceo composed verses on temporal subjeets, it is probable that
the Spanish wrters would not have disputed with so much zeal on the
merits of his Ife., It is cwions, that the pious author himed1f cail’
lus verse prose. Yhe passage rus thus :—

Quiero fur Jn prose in Roman paladino,
* In qual suele el prueblo fablar a su veemo,
Ca non <o tun ldrado a fur otio latid. ‘
Lien valdia, como creo, vy vaso de bon vino.
.
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suitable commpencement for a fxistory of Spanish poetry.
This sovereifn, who was a very extraordinary man, for
the age in which he lived, was ambitious, among his vther
distinctions, of being a poet. Scarcely any romance or
song of true poetic feeling can be gttributed to hirps but
he loved to embody his science and learning in verse..
He disclosed his Alchymical Scerets in the dactylic stanzas
called versos de arte mayor. Alchymy was his favourite
study; and if his assertions in verse may be relied on, he
several times made gold, and in times of difficulty turned
his power of plOdllCln"‘ that precious metal to his own
advantage. His verses are, in some degree, harmonious,
and 1ngcmously constructed; but no trait of poetic
description enlivens the dry and uninteresting precepts he
details.! It is not, therefore, on account of his rhymes
that Alphonso the Wisc deserves to be placed at the head
of the Castilian poets. His claim to oceupy that station
can only be founded on the attention he devoted to the
cultivation of the Castilian language. This attention,
which is easily recognised even in his unpoetic verses,
could not fail to prove a most powerful incitement to emu-
lation, since_the example was set by o king possessing a
reputation for learning which was ﬂatterlng t0 the national
pride. 'The greater purity and precision thus introduced

! Having stated that he learned his art from an Fgyptian, whom be
~igvited from Alexandria, Alphonso adds :—

La piedra que Haman philosophal *
SalAa fucer, e me In enseio,

. Fizimoslo juntos, despues solo yo;
Con que muchas veces crecio P\i caudal.

‘Il:e chemical presariptions have a very quaint effect, as dehivered in
the daycing measure of these verses, viz.—

Tomad el mercurio assi como sale

De minas de tierra con limpia pureza.

Purgadlo con cueros par la su maleza,

Porque mas limpieza en esto mi cale.

E porque su peso tan solo se iguale,

Con doze onzas del dicho compuesto,”

En vaso de vidro despues de ser-puesto.

Otra materia en esto non vale. R

"This extfuct may also serve as au example of the rhythmical facility
displayed in the verses of Alphfnso.
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into the dialect of Castile and Leon, enabled the poetic
genius of the nation to unfold itself with increasing
vigour and freedom. But the benefits which Alphonso
conferred on the Spanish language and literiture did not
stopsierc.  The Bible was, by his command, rendered
vinto Castilian; and a paraphrase of Scripture History
accompanied the translation. A general Chronicle of
Spain, and a Ilistory of the Conquest of the Holy Land,
founded on the work of William of Tyre, were also
written by order of Alphonso. Finally, he introduced
the use of the national language into legal and judicial
proccedings. No direct interest was, however, taken by
that sovercign in the improvement of the pcpular Castilian
poetry. Ie probably thought it too destitute of art and
learning to deserve much consideration. It appears to
have been on this account, and not from vanity, that he
favoured the Troubadours assembled at his court, in
whose more clegant verse his praises were unceasingly
proclaimed.!,; Tlis influence had an extensive operation;
but his death, which happened in the year 1284, was no
loss to the national bards of Castile, who still sung their
romances in obscurity.

The history of Spanish poetry continues barren of names
until towards the end of the fourteenth century; and yet,
according to all literary probability, the greater part of
the ancient Castilian romances, which have, in the pro-
gress of time, been collected, and have undergone more 6x
less improvement, were composed at a much earlicr period.
One Nicolas, and an abbot named Antonio, are¢ mentioned
as celebrated writers of romances in the thirteentli century,
anterior to the reign of Alphonso X.*  Dut until the
period of the invention of printing, no fegard was paid by
the learncd, or by those who wished to be considered
learned, to popular ballads; and when the attention of
men of letters vegan at last to be directed to the old

v Historre générale des Troubadours, tom, ii. p. 2555 tom, iii~
P, &e. kS

* Sarnnento !Pfel\ the oldest Castilian romances to the thirteenth
century, but only lnpoths'tuu.ll), and with the explicit declaration, that
ccrtainly none were to be found in the forne in which they then existed.
Respecting the Nicolus and the Anfonio de los Romances, dec the notes
of Dieze on Velasques, p. 116, Y ,
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romances, the, authors were cither forgotten, or no trouble
was taken td preserve or recover their names. With a
view, therefore, to the convenience of historical arrange-
ment, a particular account of the ancient romance poctry
of Castile may be postponed until the period must Jp re-
corded when the first instance of literary publicity was
given to it. In the meanwhile, some little known though
not unimportant memorials of the state of poetical and
rhetorical culture in the fourteenth century, may here be
brought to recollection.

’ ALPHONSO XI.

That the example of Alphonso X. operated powerfully
among the grandees of Castile, cannot be doubted; and to
its influence must, in a great measure, be attributed the
encouragement given to the cultivation of knowledge by
Alphonso XL That prince, amidst all the troubles of his
busy reign, maintained the character of a protector of
learning, and endeavoured to distinguish Rimself as a
writer in his native tongue. In the accounts of his labours
given by Spanish authors, he is stated to have composed
a General Chronicle in Redondillas,! which is eithér lost,
or still remains buricd in some of the old archives of Spain.
Iowever slight may be the merits of this work, in a
poetical point of view, it is rendered interesting by the cir-

~glunstance, that the king chose for the rhythmice structure
of his narrative, the easy flowing verse of the romances,
instead of the stiff monkish alexandrines, and the ungrace-
ful daetylic stanzas. ‘This brought the redondillas more
into favour. Alphonso XI. also caused books to be written
in Castilian prose,,among which were a kind of peerage,
or register of the noble families of Castile, with an account
of their hereditary estates and possessions, and a bunting
book, (Libro de Monteria,) in the composition of which
several persons assisted. Though rhetorical art might
derive no advantage from these books, they contributed to
give congideration to the national dialect; and to incite
persons of rank to engage in literary pursuits.

’
! See tlie Bibliotheca Hispana Vetus of Nicolas Antouin, mder the
bead of Alphonso XI, and Sarngento, p. 305,
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EARLY CULTIVATION OF CASTILIAN PROSE $—~DON JUAN
MANUEL; HIS CONDE LUCANOR; HIS ROMANCES.

L]

Jut the most valuable monument of the cultivation of
Spa¥€h- literature in the fourteenth century is 151 Conde
“L.canor, a book of moral and political maxims, written
by Don Juan Manuel, a Castilian prince. This Don Juan
was one of the most distingudished men of his age.!  1le
was deseended, in a collaters il line with the reigning family
ol Castile, h'om King Ferdinand IIL, usw: nlly called the
Samnt. He served his sovercign, Alphonso Nel,, with
chivalrous fidelity, and, by the Judicious policy of his con-
duct, retained the Iavour of that prinee, whd certainly had
reazon to regard him with jealousy.  After he had distin-
euished himself by a number of honourable and gallant
deeds, Alphonso appointed him  governor (adelentado
mayor) of the country bordering on the Moorish kingdom
of Grenada.  In this station he became the terror of the
hereditary ctiemy of Castile.  1lc made an irruption into
Grenada, and defeated the Moorish king in a great battle.
After this brilliant victory, he alw'tys acted one of the
first parts in the Sinternal troubles of Castile, and during
twenty years conducted the war against the Moors. 1c
died in 1362, leaving behind him some Of the ripest fruits
of his experience in ‘his Count Lucanor. A Spanish book,
so full of sound practical good sense, of a character sp
truly unostentatigus, and clothed in a simple, homely, but
fur from inanimate garb, could scarcely be expected to
belong to the fourteenth century.s  In estimating the merit
of this work, it ought also to be recollected that, at the
period in which it appearcd, the taste far the wild tales of
chivalry, called romances, had begun to prevail.  Amadis
de Gaul, the prototype of all subsequent knight-crrantry
romances, had then obtained general circulation. There

A sensible and well digested biography of this plinco by Gonzale

d" Agote y \lolum, nwriter of the sixteenth century, is ]nch\( d to B/

¢ nll:ll' Lucanor, % tirst edition of which Aigote superintended.  The

work is not ensily procused even in Spain. Noes de los mas commuune

suys Surmiento.  Tn the Kbrary of the university of Gottingen there 1s a

wp\ of the edition: Madnd, 1642, $to. The first edition ofEl Conde
Lucanor was printed at Sealle, in 1575,
v
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is, however, ig the Count Lucanor, no trace of romantic
extravagance; none of the dreamy flights of an irregular
imagination; for in every passage of the book the author
shows himsclf a man of the world, and an observer of
human nature. In the course of bjs long experiense he
had formed maxims for the conduct of life which he was
desirous of pursuing. Ile gave to many of these axioms
a laconic expression in verse; and, to impress them the
more foreibly, invented his Count Lucanor, a prince con-
scious of too limited an understanding to trust to his own
judgment in cases of difliculty. lle gives the count a
minister,” (conscjero,) whose wisdom fortunately supplies
the deficiency.of ljis master’s shrewdness.  When the
count asks advice of his minister, the latter relates a story,
or sometimes a fable. The application comes at the close,
and the narrative is the commentary of the verse or
couplet with which it terminates.  In this manner forty-
nine moral and political tales are told. They are not of
equal merit; but though some are inferior tp others, the
difference is not great, and they have all the same rhe-
torical form. Sometimes it is the idea that gives the
chief interest, sometimes the execution. , Among the ver-
sified maxims are the following:—

“If you have dene something good in little, do it also
in great, as the good will never die.”!
“IIe who advises you to be reserved to your friends,
Srishes to betray you without witnesses.””
¢ Hazard not your wealth on a poor man’s advice.”
« He who hds got a good seat should not leave it.”™
¢ Ile who praises you for what you have not, wishes to
take from you what you have.”
This last axiom“is deduced from the well-known fable
>
¥ Si algun bien fizieres, que chico assaz fuere,
I'azlo granado; que el bien nunea muere.
2 Quien te conseja encobrir de tus amigos,
Fugaiiar te quiere assaz, y sin testigos.
3 No aventures mncho tu riqueza 2
Por consejo de ome que ha pobrcz 1
4 Quien bien see, non se lieve.

+ % Quien te alabure con lo que non has en u,
Sabe, que quicre gelever lo que has de tt
» que q 7 3 1
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of the fox and the raven. It is curious tp observe the
resemblance between the unconscious artldss simplicity
with which Don Juan Manuel relates his fable, and the
finely-studicd simplicity with which the clegant La Fon-
taine¢ells the same stgry. 'Who would expect to find in
s an old Spanish book of the fourteenth century, the same
knowledge of the world and mankind as distinguished the
refined age of Louis XIV. 7!
This work appears to have been prescrved without
alteration, as it was originally written. It is only occa-

b As this work is as scarce as it is curious, to extract tlfe whole of
the first tale may perhiaps he agreeable to the reader.

“ Fablava un din el Conde Lucanor con Patromo sulonsejero, en esta
manere.  Patronio, vos sabedes que yo soy muy eagador, y he fecho
muchas cagas nuevas, que nunea fizo otro ome, y aun he fecho y ajin-
dido en los capillos y en las piguelas algunas cosus muy aprovechosas,
que nunca fueron fechas, y aora los que quieren deziv mal de mi fublan
en esenrmo en algnna manera, y quando loun al Cid Ruydias, o al
Conde Ferrand Gonzalez, de quantas lides que fizieron. o al santo y
hienaventurado Rey don Ferrando, quantas buenas conquistas fizo, loan
a mi, diziendo que fiz muy buen fecho, porque afindi nquello en los
capillos y en las piguelas. Y porque yo entiendo, que este alabwmnento
mas s me torna en denuesto, que en alabumiento, ruego vos que me a
consejefies en que makera faré, porque no me esearnezegn por la buena
obra que fiz,  Senor Conde, dixo Pationio, pura que vos sepades lo que
vos eumple de fazer en esto, plazeme ya que sopjessedes 1o que contes-
€10 nun moro, que fue Rey de Cordova,  El Conde 1n preguntd como
fuera aqueilo; Pattomo le dixo assi.

*Iluvo en Cordova un Rey Movo, que Intve nombre Alhaquime, y
como quier gue mantenia bien assaz su Reyno, no se tiabayo de fuze
otra cosa honrada, wn de gran fama, de las que snefen y deven fazer
Tos Reyes.  Ca non tan solamente son los Keyes tenudos de guandar
sus Reynos, mas los que buenos quierey ser, conviene que fales obras
fugan, porque con derecho acrecienten sus Reynos, v fagan en guisa,
que en su vida sean muy mas loados de Ins gentes, y despues de su
muerte finquecn buenas fazniias de las obras qme ellos ovieren fecho.
K este Rey non se tiabajava de esto, si non de comer, y de folgum, y de
estar en su casa vicioso; v aeaescio, que estando un dia que taman
ante el un estormento de que se paguvan mucho los moros, que ha
nombre Albogon, ¢ el Rey paro mientes, y eutendio que non faza tan
buen son como era meunester, y tomo el Albogon, y aiiadio en el un
forado a Ia parte de ynso, en dereeho de los otros forudos, y dende en
adelnute fazian el Afbogon muy mejor son que fasta entonces fazu 14
comoquicra que aquello, era bien fecho para en aquella cosa, pero que
non era tun gran fecho ¢cemo convenin de fuzer al Rey. I las gentes
i munega de escaunio comengaron a loar aguel fecho, y deziun quando
flamavan a alguno en Arabigo, Pahedezut Alhaquime, que quiere dezir:
este es el afiadimiento del Rey Albaqudye. Esta palabra fue sonada

- [
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sionally that the difference of the language in single words!
betrays the officious industry of some transeriber. In a
short preface, the author gives a candid explanation of the
object of this &ollection of tales.

Don Juan Manuel was also the amthor of a Chromicle
(Chronica de Espana); the Book of the Sages (Libro de
los Sabios); a Book of Chivalry (Libro del Caballero);
and several other works in prose of a similar nature.? It
appears that these works are now lost, though they were
preserved in manuseript in the sixteenth century. A col-

tanto por 1w tierra, fasta que lo ovo de oir ¢l Rey, y pregunto, porque
dezian las geutes agueste palubra. 19 counquier que ge lo quisieran
negar y encubrir, tdnto les afincd, que ge lo ovieron a dezir. I desque
esto 0y6 tomd ende gran pegar, pero como era muy buen Rey, non
quiso fuzer mal a los que dezian aquesta palabra, mas puso en su
coragon de facer otro anaduniento, de que por fuerza oviessen las gentes
aloar el su fecho,  F entonee porque la su mezquta de Cordova non
e acabada, anndio en ella aquel Rey toda In labor que hi menguava, y
acabola, Y esto fue la mejor, y mas complida, y mas noble mesquita
que los moros avian en Espaie.  Foloado Dios es gora Iglesw, y
Hamanla Santa Mua de Covdova, y ofresciola el sapto- Rey (lon Ier-
nando a Santa Marm quando gand a Cordova de los Moros. I desuue
aquel Rey ovo acabado Ia mesquita, y fecho aquel tgnn buen nn.uhmi:-mo,
dixo, que pues fasta entonees lo avian 2 escarnio, r.a(mymulo]c del anadi-
miento que fiziera en el Albogon, que tenia que de alli adelante le
avtian a loar con 1azon del aiindimiento que fiziera en ln mezquita de
Cordova, 'y fue dc&pm-s muy loado: y el loamiento que fastn entonees

le faztan esemnesciendole, findod despues por loa, y oy dia dizen los
\Inms quando quieren loar algnn buen hecho :—Tste ey el aindmiento
e Rey Alhaquuime. |5 vos, Sefior Conde, si tomades pesar, o cuidades
que vos loan por esctrnescer del atiadimento, que fez.stes, en los eapillos,
y en las piguelas, yoen lus otras cosas de eagn que vos fezistes, guisad de
fazer algunos fechos granados ouobles que les pertenesce de facer a los
grandes omes B por tuerga las gentes avean de loar los viestros baenos
feehios, asst como loan aora por esearnio en o1 afiadinmento que fezstes
delacagn. 13 el Conde fovo este por buen consejo y fizolo wswi, ¢ fullose
dello nay bien.  F porque don Juan entendio gque esta era buen ex-
emplo, fizolo eserivir en este libro, y fizo estos vercos, qne dizen assi:

*Rialgun hien fizieres, que cluco asuz fuere,
I'azlo granado, que ¢l bien nunca muere.”

! Thas in the first stories the old word ome stands for howln e, but
in those towards the end of the collection it is changed to homhrr.

? Aigote y Molima enumerates the prose wor]\q of l)on Juan in the
before- mentioned hiograply. He notices the poems in un appendix to
his edition, of El Conde TLucanoy, entitled Discurso sobre la poesil
Espaitola, "Iwough the appendix occupics only a few pages, it contans
many mteresting observations. £,
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lection of Don Juan Manuel’s poems also existed at that
time, according to the express testimony ‘of Argote y
Molina, who published £ Conde Lucanor in the sixteenth
century, and intended likewise to publish the poems. He
calla¢hem coplas; agd they certainly were not alexan-
drines. After this testimony, it can scarcely be doubted
that some of the romances and songs aitributed, in the
Cancionero general, to a Don Juan Manuel, have that
prinee for their author.! DBut if such be the fact, then

U The following  manee, which is inserted withont interpunctuation,
as it appears in the criginal, muy serve for aspecimen of thdse to which
the name of Don Jaan Manuel is attached. It is certainly not the
worst of its ki d; nd must have found its way by some lucky acor-
dent into the € newo ero qeneral, which contains scarcely any nartative
rvomanees, Tt i als  found in another Cuncionero de Romand es, undes
the title of Ko e de Don Juan Mannel,

Gritando va el eavallero
publicando su gran ma!
vestidas 10pas de luto
aforrados en sayal

por los montes sm camino
_con dolor y sospirar
Nlorando a pie descal¢o
Jjurando de no tornar
adonde viesse mugeres
por nunca se consolar
con otro nuevo cuydado
que le hiziesse olvidar

la memoria de sun amiga
que murio sin la gozar
vat buscar las tierras solas
para en ellus habigar

en una montain espesa
no cercana de lugar

hizo casa de tristura .
qu'es dolor de la nombrar
d'una madera amarilla |
que llaman desesperar
paredes de canto negro

y tambien negra la cal

las tejus puso leonadas
sobre tablas de besar

el suelo hizo de plomo
pérque es pardillo metal
las puertas chapadas dello
por su trabajo mostrar

y sembro por cimhgl suelo
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how many of ,the similar romances still preserved may,
considering the greater antiquity of their form, be yet more
ancient!

SATIRICAL POEM OF JUAN RUIZ, ARCII-PRIEST OF HYBA.

Don Juan Manuel had for his contemporary the author
of an allegorical satire, written in Castilian alexandrines,
or in a kind of verse which may be called doggerel. The
result of the researches of the Spanish eritics ascribes this
very singular work to Juan Ruiz, arch-priest of Ilita, in

sceas hojas depaaral

cado no se esperan bienes
esperanga no ha destar

en Il(]lll'.\lll cuasn eseula

que hizo para penar

haze mas estrecha vida

que los frayles del paular
que duermen sohe surniientos
y aquellos son su maniar
1o que lora os lo que beve
aquello torna a llorar

no mas d'unu vez al dia
por mas se¢ debilitar

del color de la madera
reando una pared pintar
un dosel de blanca seda
en alle mando parar

y de muy blanco alabastro
hizo labrar un altar

con canfora betamado

de raso blanco el frontal
puso el balto de su amiga
en el para le adorar

¢l cuerpo de plata fina

el rostro era de cristal

un brial vestido blanco

de damasco singnlar
mongil de blanco brocado
forrado en blanco cendal
sembrado de Junas lenas
sefial de casta final

en la cabrga le puso

una corona real N
guarncada de castaiias
cogidas del castaial

1o que di/)' Ja castafia
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Castile.! This writer evidently posséssed a lively imagi-
nation, Ile has pérsonified, with great drol'lcry, Lent, the
Carnival, and Breakfast, under the titles of Dona Qua-
resma, Don Curnal, and Don Almuerzo; and these and
othgg personages ar'(i‘ﬁ)laccd in a very edifying connexion

« with Don Amor.

¢ object of the satire is thus appa-

- e

es cosu muy de notar

lag cinco letras primerns
el nombre de la sin par
murio de veynte y dos afios
por mis Iastima dexar

La su gentil hermosura
quien quel sepa loar

qu'es mayor que la tristera
del que In mando pintar

en lo qu' el passa su vida
es en la siempre mirar
ceiro la puerta al plazer
ubrio la puerta al pesar
abrio la para quedarse
PEro 1o pari tornar,

.
All the songs xthibuted to Don Juan Manuel in the Cancionera hase
a form and struct ue, whieh render 1t probable that they beleng to the
age innwhich £ ('l:‘"((t' Laueanor was written 3 one, for example, begins
[l

thus

Quien por bien <ervir aleanza
Vivir tiiste y desumado,
Fiste tal

Deve tener continnza,

Que le tracra este cuydado

A mayor mal.
.

.
Aunother, which belongs to the class called Tillanw cos, possesses moic

poetical ment.

[t commences thus :—¢

Muerto es yu, mucrto, Sefioia,
1 triste que en ley de Amor
firn voestro servitor,

La muerte pudo matalle,
Pues le distes veasion,
Pero no pudo quitalle
De teneros aficion.
O pena sin redemcion,
Que pena el tiiste amador
Fon los infiernos de Amor.

U sarmiento only bifiefly notices Juan Ruiz, and Nicolas Antonio br
#ntirely oveilooked him.  But Velasquez gives a long extract frem hus

work.
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rent, but the execution is as unshlful as the langua,,e is
rude. Onlya part of the work has been preserved.'

He, however, who has to record the development of
true poetic ganius, must hasten from this and other ex-
amples of monastic humour and rugged versificatigg, in
ordgr to speak with something like historical precision of
the romances and other lyric compositions which form the
real commencement of Spanish poctry.

ACCOUNT OF THE ORIGIN OF THE SPANISH POETIC RO-
MANCES AND SONGS—RISE OF THE PROSE ROMANCES
OF CINVALRY — ORIGINAL RELATIONSIIP OF POETIC
ANXD PROSE. ROMANCES.

The history of the Spanish romances and songs, the un-
kuown authors of which live only in their verses, begius
to uequire some degree of certainty about the latter half
of the fourteenth century.?  In the absence, however, of
that particular information which would be desirs ll)l(’ it
becomes necessary to tahe a view of the tons of tluukmﬂ
of the Spaniards of that age, so as to con. fect a gcnornl
idea of their literary culturc with those Zattered notices
which must gupply the place of & more systematic acéount,
It will here be recollected that the cultivation of Spanish
literature received 4t its commencement a national poctic
impulse.  In constaut conflict with the Moors, and ac-
auainted with oriental manners and compositions, the
Spauiards felt ghe proper distinction between poctry and

VAsa -1»c(‘inwn‘l») whieh justice will be rendered to the author, 1t
way be saficient to quote the following passage, which s printed by
Velasquez, Don Amor says i—

Iintrada desjuar esma visme para Toledo ;

Cunde estar vieroso, plasenteio e ledo.

Falle 'y gran sontidad, ¢ fisome estar quedo.
Pocos me recibieron, nin me ficieron del dedo.
Estaba en un paliwcio pitado de Almagra.

Vino a me mucho Duefin de mneho aguno magra
Con muchos paternosties e con oracion aga, &e.

2 The celebrated letter of the Marquis de Dantillada, which muet he
more paiticule:Jy noticed hereafter, contributeg1ts paut m illustrating
the lustory of thes ponod. Mueh, howeves, ds not to be Jeunad from
the Lotter 1l The commentary on 1t by Sanchezon the finst, volunie
of the before wentioned Coleceagn, is far more mstructive.
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prose less readily than thit distinction was perceived by
any other people oh the first attempt to give'e determinate
form to their literature. Popular songs of cvery kind
were probably indigenous in the Peninsula.q The patriotis
bpw.lrds, like many\other ancient nations, were fond of

. preserving the memory of remarkable events in ballads.
They also began, at a very carly period, to consider it of’
importance to record public transactions in prose. The
c¢xample of their learned king, Alphonso X., who caused a
collection of old national chronicles to be made, gave birth
to many similar compilations of the history of the country.
But historical criticism, and the historical art, were then
cqually unknown.  As the giving to an ageredited fact a
poctical dress, in a song fit to be sung’ to a gnitar, was not
thought inconsistent with the spirit of genuine national
history, still less could the narration of a fictitious story as
a real event in history seem hostile to the spirit of poctry.
Thus the Aistorical romance in verse, and the chivalric
romance in prose, derived their origin from the blending
of the limits u{ epic and historical composition. The history
of the Spanish' yoetical romance is therefore intimately in-
terwqven with t\e history of the prose chivalric romance.

‘Whoever may have becn the author of Amindis de Gaul,

his genius lives in his invention. That work soon ob-
scured, even in France, all the other histories of knights-
errant written in Latin or French, by many of which it
had been preceded. From the very careful researches g
various Spanisl, and Portuguese writers, 3t appears that
the name of the real author of the first or genunine Amadis
was Vasco Lobeira, or, accordintg to the Spanish ortho-
graphy and pronunciation, Lobera, a native of Portugal,
who flourished about the end of the shirteenth century,
and lived to 1325. But it is probable that, befow: the
period at which the work obtained its highest ce!«-'n-lty
both in Spain and France, it had  passed thr ounh the hands
of several cmendators, and it is thercfore mnposslblo to
know how much of the book, as it now exists, belongs to
the original &uthor, and how far it is indebted to the
labours of Spanisk or French editors.! From these eir-
L]

1 Wisoever wishes to become acquainted with the controversies on the
cirly literature of knight-errantry, chowd resoit to Njeolas Antenio, and

P .
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.
cumstances too, it appears that the work could scarcely ba
generally known in Spain before the 1giddie of the four-”

enth century; and its influence on tlxynutional literaturg
Must, on that account, have been the greater; for it woulc
be operating with all the force of fiovelty, precisejypfat
the ¢ime when the poctic genius of the nation was rising
into youthful vigour. What other book could have pro-
duced an cffect so fascinating on the minds of the Spanish
nobles, as Amadis de Gaul? Its monstrous perversions
of history and geography did not disturb the illusion of
readers who knew little or nothing of either of those sub-
jects. The prolixity of the narrative gave as little offence
as the stiff formality of the style. Indced, the virtucs of
Gothic chivalry appear more pure as they shine through
the formal stateliness of the narration. The author has
borrowed nothing from the Arabian tale-tellers, except
the attraction of fairy machinery. This was, however, a
powerful charm, and it gave an epic colouring to the
Amadis, which, joined to the pathetic descriptions of ro-
mantic heroism, produced an influence overgfhe imagina-
tion and feelings of the age which no ij{:er work had
possessed. The moral character of the pl:i and execution
is strangely bDlended with a peculiar kind of delicately
veiled licence, which appears to have very well accorded
with the spirit of Spanish chivalry. While the gentle
knights, amidst innumerable adventures of love and
Loroism, observe as the chief law of chivalry the most
inviolable fidelity in all situations to females as well as
to men, they and the ladies with whom they have pledged
their faith; by a secret betrothing, live together without
scruple before marriage, as husband and wife. Buta
picture, so true and’glowing, of the noblest heroic feelings
and tke most unshaken fidelity,—circumscribing with no
anxious care the boundaries of love’s dominion, yct ad-
mitting no offensively indecorous or immoral trait,—dis-
playing the enthusiastic flights of an imagination often
exalted beyond nature, but redeemed by an ingenuous

»

rompare what e says with Eichhorn's learned view of the subject, in-
cluding the necessary references, in his dlly. Gesch. der Cult. u. Latl. .
theil i. p. 136, &e. Nunez dé Liag, in his Origem da Lingoa Yortu-
queza, also entions Lobeira as the author of Amadis d2 Gaul.

. ' « D
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fnplicity of description with wlich even 3 refined taste
thust be delighted,,—well deserved at the time of its ap-,
pearance that favode which it continued for ages to enjoy.
It is obvious that mqre of Spanish than of French features
entgrginto the chara(xcr of the chivalry exhibited in this
work. ‘The romantic sclf-torment of Amadis on the Exiie
pobre (barren rock) is one of the strikini Spanish traits.
Even the name Beltenebros, given on this occasion by a
pious hermit to the disconsolate knight, contributes to
prove that the work is not of French origin: for the
Freneh paraphrastic  translation, Le beau tenebrewr, is
not only in itself very iusipid, but poor Amadi¥ appears
quite ridienlous when made to pronounce jt from his own
mounth as his name.! ’

When the Amadis, after being widely circulated, be-
came the object of numerous imitations, the particular
account of which may he left to the explorers of literary
curiosities, it was no longer possible for the prose romance
of knight-errantry and the ballad romance to disown their
relationship."\At that period the romance poetry obtained
a consideratiol, which it had not previously enjoyed.
Songs formerly\disregarded were mnow carcfully noted
down. Those poetic romances, the materials for which
are taken from histories ol knights-errant, are among the
oldest of the Spanish ballads preserved in the ancient
language and form. Some are imitations from the Spanish
Amadis, others are translations from the French; and is
mzy here be observed, that the Spaniards #nd the French
possessed at this period a body of romdntic literature,
which was throughout its whole extent nearly the same
to both countrics. With the old poetic romances, derived

.

! Che merit of the Amadis was not overlooked by Cervantes, %in the
sudement passed on Don Quinote’s hibrary, the curate wishes to con-
acum this work fitst of all to the flumes, becanse, being the puent of all
the books of knight-crrantry 1 Spain, it was thevefore the grear cause
of Don Quixote’s muladv : hat the barber, or rather Cervantes, speaking
i that charneteegsnys, ** No, fiiend 3 for 1 have hemd it remamhed that
the Amadis s thethest book of the and ever written ; it ought therefore
to be spured a8 a peculecr spcermen of art.”  Whoever may be desirous
Qf making the Amadis refappenr in a state capable of bemng relished in
the preeent timeg, must, above all things, take care to prescyve the in-
genuous <implicity of the style, o the work will be wholly difigured.
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from books of chivalry, are closely cqnnected the mos
ancient of the historical ballads founde§l on the history of
&e country. The latter, it may be prgSumed, soon trans
sed their namonal tone and charactfr into the forme
But it was not until after they had given to cach othe
n,mgrocul support, that the historical romance found a
place’in Spanish literature. Nubsequently, they mutually
declined trom the height of their common celebrity, and
finally sunk again into the obscurity attached to pieces of
mere popular recreation. In this way, however, they
have retained an oral currency among the common people
down to the present age. Spanish crities notice them
brietly, as it afyaid of dcprccmmllr the dignity of their
literature by dwelling on the antiquated and homely eflu-
sions of the poetic genins of their unlettered ancestors.
But a people free from this prejudice, capable of admiring
simple and natural, as well as learned and artificial pocetry,
and who set little or no value on the latter, when it
eutirely separates itself trom the former, will be disposed
to render justice more impartially to th;:) old Spanish

romances.!
¥

THE DIFFERENT KINDS OF POETIC ROMANCE.

The romances composed on subjects derived from the
fictions of chivalry, which have been preserved in the col-
aetiong, differ in the old forms of the language, and in the
primitive mode of repeating a single rhymeo, otten a mere
assonance, from the romances of a later date, though even
these have long since beeh ealled old.  Amadis de Gaul
appears to have contributed very little to this kind of

LTI titles of all the collections of vomancees need not he given hete,
\ considerable pmt of them may be found in Velusquez, with ad-hitons
vy Dieze, (p. 442, &e.) and Blankenbwng's Zusatzen zu Sulzer’'s Wos
teobuche. 1 have before me several collections, which contaiu some of
the oldest romunces 1 am acquuinted with,  The best of thiese collee-
tsons 15 entitled : Cancronero de Romances, en que estau recopiiados lu
wayor parle de los Romances Castellanos, e hasta aqoie e fan
compuesto, Nuevamento lonn"xdn Y aitadido en e hos parles. Amnveres,
1700, 8vo. T the well known Romancere geweral. none of the precess
wlich detive then materials ‘from knight-errantry romunees are to be
found.
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lisllad.! The gremer number and the longest of the
réumances are taken ~rom the fabulous adventures of Charle-
ngagne and his Pamdins. In them we again meet with
thi twelve peers oftkrance, who figure in sthe poems of
Boyuwlo and Ariosto,cwith the addition of Don Gayferos,
the Moor Calaynos, and other poctic characters, to whom
the Spanish public were the more ready to grant an histori-
cal existence, inasmuch as the chivalric history of Charle-
magne’s Palading (who are represented to have fought
like the Spaniards against the Moors) was held in great
respect as a supplemental part of Spanish national history.
In progress of time, however, the romance of the Moor
Calaynos gave risc to a proverb, employed to denote

' Phe following 1omance, derived trom that work, gives an artless
description of the sufferings of Amadis ou the barren rock . —

Fn la selva esta Amadis
el leal enamorado
tal sida estava haziendo
quul nunea hizo Chri-tiano
cilicio trae vestido
a sus earnes apretado
con diciplinas destruye
sucuerpo muy delicado
Hagido de las heridas
¥ en su sefiota pensando
1O S8 CONOCE en su gesto
segun lo tine delgado
de ayunos y d’ abstinencias
andava debilitado
la barva trae erecida
deste mundo se ha apartado
las rodillas ticue én tierra
v en su coragon echado
con gran humildad os pide
perdon si awvia eirado
al alto dios poderoso
por testigo ha publicado
y acordado se le avia
del amor suyo passado
que a~<1 le dernbo
de su sentido y estado

+ con estas grandes passiones
gmortecido ha quedado
el 1aas leal amador
que en el mundo fuc ‘hallado.
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verses in an ¢ld exploded and vulgar §tyle.! 'The ball
of the Cond® Alarcos, who with his Jwn hands strangl
his lady in satisfaction to the honour.fand in obedience
$he commands of his king, appears # have had its orifin
in some romantic work of chivalry.J This and two®Jther
ro}'l\anws which relate how the youthful Don Gayferos
avenged the death of his father, ave among the best to
which knight-errantry has given birth; though, in the
remaining specimens of this kind of ballad, the poetic
genius of the age occasionally displays itself in all its
enerfretlc sxmphclty The authors of these romances paid
llttl(. regard to ingenuity of invention, and still less to
correctness of «execytion. When an impressive story of
poetical character was found, the subject and the interest
belonging to it were seized with so much truth and feel-
ing, that the parts of the little picce, the briet labour of
untutored art, linked themselves together as it were spon-
tancously, and the imagination of the bard had no higher
office than to give to the situations a suitaple colouring
and effect. This task was performed wiout study or
ctfort, and the situations painted more or fess suceessfully,
according ta the inspiration, good or bau, of the moement.
These antique racy eftusions of a fertile poetic imagina-
tion, scarcely conscious of its own productive power, are
nature’s genuine offspring. Lo recount their easily reco-
gnised defects and faults is as superfluous, as it would be
impossible, by any critical study, to imitate a single trait
of the noble simplicity which constitutes their highest

charm.? .

! Avcnrdmg to Sarmiento (p. 22M), it is usual to say, Este no vele
las coplas de Calwnos, Butat is not therefore to be wfenred that the
ancient romance of that name is the worst of its hind.

2 [ will be suflicient to cite, in support of this opimon, the romance
of the Conde Alarcos, which 1s, besides, distinguished from most of the
other romances by gieater richness of composition. It opens i a very
sinple manner with a deseription of the sorrow of the Tufanta Solesa,
who, after being secrctly betrothed to count Alurcos, hus been aban-
loned by him.

Retraida esta la Infanta

Bien assi como salia, .

Viviendo muy descontiuta
- De I vida que tenia,
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\ The simplicity gof the old historical romances is still
ore remarkable. iThey form altogether a mere collectior
. anccdotes of SpAaish history, from the invasion of the
oors to the periogwhen the authors of tthe romancees
flomrgshed.  Neitherhthe materials nor the interest of the
situations owe anything to the invention of those sipple
bards. They never ventured to embellish with fictitious
circumstances, stories which were in themselves interest-
ing, lest they should deprive their ballads of historical

Vienda yu que se pnsava
"
T'oda 1n tlor de su vida.

At length, after count Alareos has been long mariied, the forsake»
prineess diseloses her seduction to her futher.  This seene is strongly
painted, but not overcharged : the hing is transported by rage and m-
dignation ; his honour appears to him so wounded, that nothing but the
death of the counteds can be a suflicrent satisfuction. e has an nte:
view with the count, addresses Inm courteously, 1epresents the ease to
him with chivelrous dignity as a point of justice and honour, and con
cludes by categoricully demanding the death of his lady. Thas the
development of the story commences in a manner whiel, though most
singular, 15 perlhps not unuatural, when the ideas of the age to wlich
the composition Blongs are considered.  The count conceives himself
bound, as a man of* gonour, to gne the hing the satisfaction he desires.
He promises to comply with his demand, and proccods on his way
home. ‘There is a touching simplienty in the picture which is heie
drawn :— .

Lloiando se pate el Conde,

Tlorando, <in alegria,

Llorando a In Condessa,

Que mas que a si Ia queria,
* Tloraba tambien el Conde

Por tres hijos que tenia,

El una c1a de tets,

Que la Condessa lo eria,

Que no querin mamar,

De tres amas, que tenia, '

Sino ern de su madre.

The pathetic interest now rises gradually to the highest pitch of
tragic horror. T'he ~ountess, who receives her husband with the
wonted marks of affection, in vain inquires the cause of his melancholy.
He sits down to supper with his family, and again we have a situation
puinted with gendine feeling, though with little art:—

i‘vmose el (‘onde a lu mesa,
No*cenava, ni podia,

Con sus hijos al costado,
Que muy mucho los queria.
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credit. In the historical romances, thegstory displays nong

of those entanglements and devclopr|ents which disti
uish some of the longer romances of fhivalry. They a'p
Nmple pictures of single situations. A'he poetic repres¢fi-
t:)&i'on of the details which give ettecf to the situatip-d is
alivost the only merit belonging to the narrators, and they
empioyed no critical study to obtain it. In this way were
thousands of these romances composed, and they are partly
preserved, partly forgotten, without one of their authors

Tieho se sobre los hombros,
Hizo, como se dormin,

De lagrimas de sns ojos
Tada In mesa cubria.

Tlie apparent fatigne of the count induces the countess to accomprny
him to his apartment.  When they enter, the count fastens the dooi,
relates what has passed, and desires his lady to prepaie for death.

De morir aveis, Condessa,
Autes qne amenesca el dia.

She begs him to spare her only for Ler children’s #ke. The count
desires her to embrace for the last time the Younist, whom she has
brought with her into the room asleep i her arms.

) Abrazad este chiquito,
Que aquesto es el que os perdia.
Beso me de vos, Condessa,
Quanto pesar me podin.

She subnits to her hard fate, and ouly asks for time to say an ave
maria. 'The count desires her to be quick. She falls on her knees,
and pours forth a biief but fervent prayer; she the:. requests a few mo-
ments more delny, that she muy once more give suck to her infant son.
‘What modpern poet would have thought of introducing so exquisite a
touch of nature” 'I'he count forbids her to wake the child. The un-
fortunate lady forgives her husband, but predicts that, within thirty dnys,
the king and his daughter will be snmmoned before the tribunal of the
Almigaty. ‘I'lic count strangles her.

F.chole por la garganta
Una toca que tenia,
Apreto con los dos manos,
Con la fuerza que podia.
No le afloxo In garganta,
Mentre que vida tenia.

In the conclusion, the fulfilment of the unfurtunate countess’s pro-
phecy is briefly related. On the twelfth day the princess died, on the
twenticth the king, and on the thirtieth the count himself expired.
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rcquiring the repygation of a great poet. It was regarded
ather as an insf{ance of good fortune than a proof of
alent, when the Yauthor of a romance was particular]
ccessful in paintiNg an interesting situation. In generj,
thy, gfforts of theséywriters did not carry them beyand
mediocrity, but mediocrity was not discouraged, for itde-
pended entirely on accident, or, perhaps, some secondary
causes, whether a romance became popular or sunk into
oblivion. It would require a separate treatise to discuss
in a satisfactory manner, the degree of merit belonging to
these national ballads, the immense number of which defies
calculation. Many little, and upon the whole, Yery unim-
portant specimens are still worthy of preservation, on
account of some one single trait which each exhibits.
Others, on the contrary, excite attention by the happy
combination of a number of traits in themselves minute,
and of little value. A third class, again, is distinguished
by a sonorous rhythm not to be found in the rest. Un-
fortunately, no literary critic has yet taken the trouble to
arrange thesu. pieces in anything like chronological order.
Until this be duyne, it cannot be discovered how the histo-
rical romance gradually advanced from its original rude-
ness to the degree of relative beauty it ultimately attained.
It could not, however, rise to classic, perfection, as that
kind of composition never acquired the rank or considera-
tion of classic poctry in Spain.

Among the most ancient historical romances are several,
the subjects of which have been taken frem the earliest
periods of Spanish history, anterior to the age of the Cid.
Like the romances derived from' the prose works of chi-
valry, they have only a single rhyme which interchanges
with blank verse, and which is frequently lost in a simple
assonance.! The romances of the Cid, of which more than
a hundred still exist, are either of a more recent date, or
have, at least, been in a great measure modernized.? In
some, a series of regularly arranged assonances may be

1 Those in thd Cancionero de Romances are of tlus kind.  (See
p. L)

2 Sarmiento counte® one hundred and two romances relative to the
Cid, in one collection. Only some of them are in<erted in the Koman-
cere general, interspersed among others.
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perceived.! Qthers are divided into stfnzas, with a burd
L]
! In the following romance, for instance, the assonance is very sh
+Yully managed.

Fizo hazer al Rey Alfofio
el Cid un solene juro,
delante de muchos Grandes,
que se hallaron en Burgos.
Mando que con el viniessen
doze cavalleros juntos,
para que con el jurussen,
cada qual uno por uno.
Por 1a muerte de su Rey,
que le mataron seguro,
en el cerco de Zamora,
a traycion junto del muro.
Y ‘quando en el templo santo
estuvieron todos juntos
levantose de su escario,
» ol Cid aquesto propuso.
Por aquesta santa casn
doude estamos en de ayuso,
que fabledes la verdad,
de aquesto que aqui os pregunto »
Si fuystes vos Rey la causa,
o de los vuestros alguno, ¢
cn la muerte de don Sancho
tengays In muerte que tuvo !
Todos responden Amen,
1sas €l Rey quedd confuso,
pero por cumplir el voto,
respondio, lo msmo juro.
Y con la rodilla en tierra
por fuzer su cortes uso,
el Cid delante del Rey,
as~1 le faplo safiudo.
S1oayer no os besa In mano,
«abed Rey que non me plugo,
vati aora o0s ln besme
~era de mi giado, y gusto.
Aquesto que aqui he fablado
1o ha fecho agravio a ninguno,
porque lo devo a don Sancho
como buen vassallo <uyo.
Pero sino lo fiziera
que darta vo por injusto, .
v no por huen cavallero,
me tuvieran en el mundo.
Y «i ha parecido mal *
a los de vuesso consulto,
en el campo los aguardo,
con mi espada, y langa ¢n puiio

-
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yaepeated at the cloge of each.! In the greater part, how-
pver, the rhyme ylmost wholly disappearsy and only an

:cidental assonanag occasionally occurs. This form alsc
_ 2evails in most of wie romances founded on the history £
the, Moors.  Their yumber is very great; possibly th:y
arc more numerous than those derived from eventd of
Spanish history; and this abundance might well excite ax
much astonishment in the critic as it has given offence to

1 Of this kind is the following romance, in which the (id takes leave
of Xitaena. It 15 obviously one of the more modern.

Al maima, al armue conavan

los pifuros y atambores,

guerra, fuego, sangre dizen .

suas f"qllnll()ﬁl)% clamores :

el ('1d apresta su gente,

todos se ponen en orden

quando lorosa y humilde,

le dize Ximena Gomes:
Rey de mi alma, ¥ desta tierra Conde.
porque me dexas ® donde vas, a donde ?

3 Que <1 eres Marte en la guerra,
zeres Apolo en la Corte,
Uonde matas bellus damas,
como alla Moros feroces, .
Ante tus ojos se postran,
v de rodillus se ponen
los Reyes Movos, y hijas,
de Reyes Christinnos nobles,
Rey de mi alma, &e.

Ya truecan todos los guerras,
Por luzidos morriones,
por arneses de Milan,
los blandos pechos de Londres,
las calgus por duras grevas,
por mallas guantes de flores
nmas nos otros trocaremos
las almas y coragones.

ey de mi alma, &e.

Viendo las duras querellas,
de su querida consorte,
no puede sufrir el Cid,
que 1o la consuele y llore.
* Fnxugad seiiora, dize,
log,2jos hasta que torne :
ella mirando los suyos,
supena publica a vozes.
Rey de mi alma, &c.
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some orthodox Spaniards.! But eveh the Spaniards gf
old Castilianeorigin found a certain gpetic charm in tfe

Toriental manners Sof the Mogrs. On ghe other hand,
‘Buropean chwalry, in so far as it Avas adopted by 1e
ovors, became more imposing from fits union with ogigatal
Io\ury, which favoured the display of splendid armour,
\waving plumes; and emblematical ornaments of cvery
<ind,  The Moorish principalities or kingdoms were even
ore agitated by internal troubles and acts of violence
an the Christian states; and in the former, particularly,
wien different races powerfully opposed each other, the
liveseot’ celebrated warriors were most fertile in interesting
ancedotes.  The Christian warriors, it also appears, had
suflicicnt generosity to allow justice to be done, at least to
the distinguished leaders of their encmies, who are de-
scribed in an old romance as gentlemen, though infidels.*
Besides, all these romances, whether of Muorish or Spanish
history, whether more ancient or more modern, present
nearly the same unsophisticated character and the same
artless style of composition.  The subjec? is generally
founded on a single fact.  Thus, for example, Roderick,
or Don Roedrigo, the last king of the Goths in Spain, be-
fore the Moorish invasion, takes flight after his total over-
throw, and bewails his own and his country’s fate. This
was sufficient for a romance.? The Cid returns victorious

A zealous orthodox author speaks with much warmth on this sub-
Jjecet m a 1omance which commences, * Tanta Zay dn. y Adalifa.” Among
other things he \ﬁ)%

Renegaron a su ley

. Los 1omancistes de Espafia,
Y ofrecieron a Mahoma
Lo primiicios de sus gracias.

2 Caballeros Gianadinos,
Aunque moros, hijos dalgo.

3 Las huestes de don Rodrigo
desmayavan y myan,
quando en la octava batalla
sus enemigos vencian,
Rodrigo dexa sus tierras
y del real se salia,
solo va el desventurado
que non’lleva compaiiia
el cavallo de cansado
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trom his exile, alights from his horse before a church, and
"elivers a short enprgetic soliloquy; this again forms the

. dar no se podia,
camitht por donde quiere
que no le estorva la via

el rey va tan desmay ado
que sentido no tenia,
muerto va de sed y hambre
que de vella era manzilla
yva tan tiuto de sangre
que una brasa pareein
las wmas lleva abolladas
que eran de gran pedreria,
la espada lleva hecha sieria
de los golpes que tenia.
¢ almete de abollado

en la cabega se hundia
la cara llevava hinchada
del trabajo que sufria,
subiose encima de un cerro
al mas alto que veya,
dende alli mia su gente
como yva de vencida
d’allt nura sus vanderas
y estandartes que tenia,
como estan todos prsados
que la tierra los cubiia,
mira por los capitanes '
(que ninguno parescia,
wmira el campo tinto en sangre
Ia qual arroyos corrin
¢l niste de ver aquesto
‘gran manzilla en si tenia
Horando de los sus ojos
desta manera dezia, '

Ayer cra Rey d'Espaiia

oy no lo soy de una villa,
ayer villus y castillos
0y ninguno possey,
ayer tenia crindos
y gente que me servia
0y no tengo unu almena
que pueda dezir que es mia,
desdichada fue la hora

v desdichado fue aquel din

en que naci y Lerede

* 2@ {an grande sefioria
pues lo avia de perder
todo junto y en un dia
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whole subject of a romance.! In otheif, with equal sin

plicity of stoty, the king joins the hahds of the Cid ant

® 0 muerte porque 1o vienes
A llevas esta alma min
de aqueste cuerpo mezquino
pues se te ugmd(‘ccrm 2

! This is one of the best compositions of the kind.

Vitorioso buelve el Cid

a san Pedro de Cmdeiin,

de Ins guerras gue ha tenido

con los Moros de Valencia.

Las trompetas van sonando,

por dar avico que llega,

o) entre todos se serialan

los relmehos de Babieca

E1 Abad, ¥y monjes salen

a recebmlo ala puerta,

dandy alubangas a Dios,

» al Cid mil enorabuenas.

Apeose del ealvallo,

Y antes de entrar en la Iglesia,

tomd el pendon en sus manos,

¥ duze desta nanera.

Sali de ti templo santo

desterrado de mi tierra,

mas ya buelvo a visitarte

acogido en las agenas.

Desterrome el Rey Alphonsa,

porque alla en Santagadea

le tome el juramento

con mas ngor qne el quisiera.

Las leyes eran del pueblo,

Jue no excedi un punto dellas,

pues comto Ieal vassallo

saque a mi rey desospecha.

O embidiosos Castellanos,

quan, mal pagays Ia defeunsa

que tuvistes en mi espada,

ensanchando vuestra cerca.

Yeys aqui 09 traygo ganado

otro reyno, ¥ mil fronteras,

que os quiero dar tierras mias

aunque me echeys de Ias vuestras.

Pudiera dezirlo a estraiios,

mas para cosas tan feas

soy Rodrigo de Bivar

Castellano a lns derechbas.

»

T'he condluding Line :—Castellano alas derechas, (the Castiluh as he
ought to be, ) i3 a description of the Cid, which was well adapted to produce

an impression on the hearts of thie people to whom it was addressed.
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fration for the mdyriage of the lovers —The Cid lays
asyle his armour and\puts on his wedding galments, whic

aredminutcly described from the hat to the boots.—At }:
tournament, the Moorish knight Ganzul enters the lists
on a fiery steed; the beautiful Zayda, who has been un-
faithful to him, once more yields up her heart to her lover
and confesses to the Moorish ladies who sarround her the
cmotion which she experiences.! — The Moorish  her)s
Abenzulema, who has filled the prisons with Christ’in
knights,? being exiled by his jealous prince, tukes Teave
of his beloved Balaja.?  Such is the naturerof a countless

1 The following i the commencement of this romance :—
De los tnofeos de amor

M corondas sus sienes,

mny gallmdo entra Ganznl

a jugar cafins it Gelves,

en un hovero furioso,

que ol wyre en sucurso excede,
) ensupujinga v origor

un leve freno detiene,

La lilnea de los pajes

es roxa, moruda, y verde,
divisit eictta v colores ,

de La que en su nlma tiene :
todos con langas leonudas

en corredores ginetes,
adornados de penachos,

o 3 de costosos juezes: '
el mismo e trae Ja adarga, !

en quicn un fenix jfarece,

que en vivas Thimas se abrasa,

Noen eenza se l"(‘.\lll‘l\t';

Ta letra <1 bien me acuerdo,

dize: Es inconveniente .
poderse dissimular

¢l facgo que amor enciende, &e.

2 E1 que pobld las masmorras
De Christianos Caballeros.

3 e sabjoined eascage foums the latter pat of this romance.

. Lt hermosissinia Balaja,
. “que llorosa en su aposento
' s sinrszones del Rey
le paguvan sus cubellos
comp tanto estruendo oyd
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number of thgse ballads. In general,Jthe ornaments o}
$he armour, amd the device of the knigl't, which must har,
monize with these ornaments, are minutely describeqy
Were an artis# of genius to study thege interesting situgs
tidns, he would open to himself a new field for histqrical
amting.

There is a kind of mythological romance in which the
h§roes of GGreece appear in Spanish costume, which may
by regarded as an imitation of the species already de-
styibed.  The history of the sicge of Troy, having been
cloyed in the garb of a chivalric romance, it followed, as
a mater of course, that the Grecian heroes should be ex-
hibited as knights-crrant in the poctic romances. It is
obvious, on cxaminalion, that most of these mythologieal
romances are very old.! Even Christianity is made to

a un valeon saho coriendo,

v emnndeeida Te dixo,

dando vozes con silencio :
Vete en paz, que no vas solo, ,
voen mi ausencia ten consuelo,
que yuien te echo de Neres,
ro te echura de mu pecho:

[T eon lavista vesponde,

Yo ome voy, v oo te deso.

I los agravios de Rey

para tu firmeza a pelo,

Con esto passo Ia calle,

los s atras bolviendo

dos il vezes v de Andujar
tomo el caunimo derecho, ’

1 Such, for cxample,as the followany ludicrous desetiption of Hocto's
funeral . —

En Ias obsequias de Heetor
ol la reynn Troyana
con la linda Poheena
v ocon otras muchas damas
tambien estuvan los Griegos
<imo Achiles que taltava
que fue a ln postre de todos
» cnel tempo se assentava
fiontaro la reyna Flena
que por Heetor lamenti va
Lutando su hermosuia "n
con gran cuydado pensavn
<1 Menelno no fuern
rey Griego la conquistara
jHua casse con ella
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‘
ntribute to this )md of composmon, and gnecdotes from
1¢ Bible are relati:d in the favouTite romance form; as,
;v example, the lamentation of King David on the death
ok his son Absalom. ' .

/
I

9 !
CASTILIAN POETRY IN THE TUIRTEENTI{ AND FOURTEENTII
CENTURIES. ' /

In ancient Spanish poetry the strictly lyric romandJ
does not form a different class from the narrative romanci .
On the contrary, these two kinds are inseparably cod-
founded. In like manner, no cssential distinctiqq begwéen
what was called a eancior (song) and a lyric romance was
cstablished either in theory or in practite. A custom
prevailed of classing, without distinction, under the gencral
name of romance, any lyric expression of the feelings
flowing, in the popular manner, in a string of redondillas,
without distinct strophes, and in that respect resembling
the greater part of the narrative romances. When, how-

scgun era muy logann

y assi triste y pensauvo

no podia echar 1a habla

quando miro a Policena

en la coragon le pesara, &ec. -

1 Con ravin esta el rey David.
rasgando su coragon
sabiendo que alli en In lid
le mataron a Absalon
cubriose la su cabega

' y subiose a un mirador
con lagrimas de sug ojos
sus cnnas regadas son
hablando de la su boca
dize esta lamentacion .
o filv mi filr mi
o filt mi Absalon
que e¢s de In tu hermosurn
tu estremada perficion
Tos tus cubellos dorados
parecian rayos de sol
tus ojos lindos azules
que jacinta de Sion

_ _o,manos que tal hizieron

. enemigos de razon, &ec.

Any ‘person who in those times was capable of mn.kiné redondilla
verses, must have found it very easy to produce such romances as this.

¢
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ever, the composition was divided into little strophes, oy
goplas, it was ensually called a cancion, a tcrm employed
in nearly the same indeterminate sense as the word sons
in English, orYied in German, but not corresponding with
\thb Italian canzone. The same name, however, same
pfterwards to be applied to lyric pieces of greater research
nd more elevatéd character, if they were divided into
s¥ophes. Compositions in coplas must have been common
infSpain about the middle of the fourteenth century; for
tlle traces of their origin lead back to the ancient Spanish
cuswQm of accompanying such songs, in the true style of
nation®l ffoetry, with dances. The saraband is one of
those old national dances, during the performance of which
coplas were sung.  [flence there is a Spanish proverb de-
noting antiguated and trivial poetry; and it is said of
verses that ¢ they are not worth as much as the coplas of’
the saraband,” in the same way as the romance of Calainos
i3 quoted proverbially.! But many lyric compositions,
preserved in the collections of the most ancient of the
pieces known by the general name of romances, are pro-
bably of older date than those in coplas which appear in
the Canciongros. 'They have, like the older romances,
only a single rhyme, alternating with assonances and blank
verse; but, independently of this proof, their old language,
which corresponds so naturally with the ingenuous simn-
plicity of their character, is sufficient to mark their anti-
quity.?

1
VY No vale las coplas de la Sarabanda, 1s wa proverb of precisely the
same siguifigation as—No vale las coplas de Calamos, wcecording to
Satmiento.  See the remark, page 37, The two proverbs have pro-
bably been confounded, for the 10mance of Calzinos is not i coplas,
2 The following s one of those preces which may be regarded as un-
translafible :—
Rosafiecca Rosafiesca
tan garrnla ) con amor
quando Y'os tuve eu s biagos
no 09 «abia servr no
y 4gora que os serviii
no 0s puedo Yo averno.
Vuestia fue la culpa amigo "
vaestta fue que mig no .
. « mbiastes me una carta
con un vaestio servidor
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‘t 'The Castilian lyric poetry seems tohave begun to confer
reputation on those who cultivated it in the latter half ¢t
the fourteenth century. The marquis of Santillana, who
lived in the first half of the fifteenth century, relates that
his grandfather composed very good songs, and, amocng
others, some, the first lines of which he quotes.! Accord-
ing to the statement of the marquis, a Spanish Jew, name ¢
Rabbi Santo, celebrated as the author of maxims in verye,
flourished about the same time. 1le also informs us, tl
during the reign of John L, from 1379 to 1390, Alfoyso
Gonzales de Castro, and some other poets, were estep.ned
for their lyric compositions. But all these”nafies, so
honoured in their own age, were forgotten in the com-
mencement of the fifteenth century, when, under the reign
of John 1I., there arose a new race of poets, who outshone
all their predecessors.

POETICAL COURT OF JOHN II.

Spanish authors make the reign of John II. the com-
mencement of an epoch in their poetry. But though

y en lugar de recandar
el dixera otra razon
qu’ erades casndo amigo
alla en tierras de Leon
que teneys muger hermosa
3y hijos como una flor,
Qnuien oy lo dixo sefiora
no os dixera verdad no
* que yo nunca entre cn Castilla
ni alln en tierras de Leon '
simo quando era pefjueiio
que no sabio de amor.

A piece, which is a companion to the above, commences thus-
Fontefrida, Fontefrida,
Fontefrida, y con amor,

Do todas lus aveciens
Van tomar consolacion, &e.

The liction on which this second song is founded, notwithstand
ing its nativc beauty, uppenrs a very absurd faney to the naturalist, as 1t
describes o nightingale wooing & turtle dove.

b Fizo assa2 buenas canciones,” says the marquis of Santillana, in
his antiqnateu $nanish, speaking of his grandfather. Tle remaining
notices which le gives of the origin of Spanish poetry commumecate
nothing, in addition to what has been alrendy, mentiomed, on those
points respecting which information is desirable.
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some poetic essays of greater magnitude than had previously
sbeen undert#ken, were then produced, still this period
ought really to be regarded only as that in which the
ancient poety received its last improvement, and not as
constituting a new era. 'The old national muse of @astile
,continued the favourite of many of the grandees of the

ingdom, who, in imitation of Alphonso X., were ambitious

{ uniting the reputation of learning to the fame of their

octry, but who had more true poetic feeling than that
monarch. These noble authors thought they could acquire
lifWe honour by devoting attention to the composition of
romafices; properly so called, but preferred distinguishing
themselves bysimparting to lyric poctry a higher degree
of art in its forms, and more ingenuity of invention. As
a consequence of this taste, they evineed a partiality for
allegory; and ingenious difficulties and subtilties of every
kind were the great objects of their labours.  Their best
works are some compositions in which they seem uncon-
sciously to have allowed nature to speak, angl these speci-
mens possess about the same value as the anonymous
romances. They brought the dactylic stanzas (versos de
arte mayory again into vogue, becausc such artificial
strophes had a more learned air than the easy flowing
redondillas. Mythological allusions and moral sentences
were, with these authors, the usual substitutes for true
poctic dignity. But barbarous as was their taste, nature,
which they wished to renounce, sometimes wrought so
powerfully within them, that she triunfphed over the
pedantic refinéinent to which they had surrendered their
understandings—and the graceful facility of the popular
manner occasionally peeped out in their writings. In this
way the ancient national poetry became amalgamated with
worl®s distinguished for laborious efforts of art, and ulti-
mately attained a higher degree of consideration. There
resulted, however, no revolution in the literature of Spain;
and it cannot be said that the authors of the age of John
IT. formed an epoch, unless it be for having introduced,
with more success than Alphonso X., learning”and phi-
losophy into the sphere of poetry, and fo1 lLiaving, besides,
by their.united endeavours, given to the ancien# lyric
forms of their native language, the improvement which,

. * e EZ2
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consistently with t‘he spirit of the age, they were capable
of receiving, and which finally brought them to their
highest state of perfection.

But this period of brilliant improvement in the ancient
natidual poetry of Spain is, in another respect, more
memorable than the writers on Spanish literature appear
to have regarded it. During the whole interval, the
Castilian monarchy was convulsed by internal troublef.
Even in the last ten years of the fourteenth century, the
powerful barons of the kingdom had almost wrested the
sceptre from the hands of John I, and Henry ITL. Under
John II., the celcbrated patron of poetry, who reigned
from 1407 to 1454, the monarchy was 1forc than once
menaced with destruction. The grandees sported with
the royal prerogatives, and John II. had not suflicicnt
firmness of character to render his authority respected.
In the difficult situations in which he was involved, he
derived, in a certain measure, his security from his love
of literature, which yielded a valuable return for the
favours he had bestowed. It won and preserved for him
the attachment of many of the most considerable noblemen
of the country, who formed around him a pnetical court,
which was not without its influence on public affairs. It
would not be easy to find, in the histery of states and of
literature, another instance of a similar court, with the
members composing it, at once poets, warriors, and states-
men, surrounding and supporting a learned sovereign, in
spite of his feebleness of character, during u period of civil
commotion. 'T'his phenomenon proves the supremacy of
the poetic spirit at that time in Spain, since it Was not to
be subdued even by the spirit of political faction, always
sadverse to poetry, and at that time particularly powerful.

.

THE MARQUIS OF VILLENA.

Previously to the period when the poets had rendered
the court of John II. the most brilliant society of the age,
an emirent nrobleman, the marquis Enrique de Villena,
was distify sighed for his literary efforts. He sought to
adorn_his erudition with the lyric. graces of the Limosin
Troubadours, who had then attained their highest and final
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celebrity at the court of Arragon; and 1’)y uniting learning
afid poetry, he cndeavoured to adapt both to the Castilian
taste. He seemed called by birth to the performance of this
task; for he whs descended on the paternal side from the
kings of Arragon, and on the maternal from those ofeCas-
tile. 1lis reputation for metaphysical and natural knowledge
was so great, that he came at last, in that ignorant age,
to be regarded as a magician, and on that account he and
his books were never mentioned but with horror. His
talent for poetic invention, however, won the admiration
of many of the poets of the age of John I, and, among
others, of the marquis de Santillana and Juan de
Mena. ]

"T'he marquis of Villena was the author of an allegorical
drama, which was performed at the court of Arragon in
celebration of a marriage, and which may, therefore, be
supposed to have been written in the Limosin rather than
in the Castilian language. Among the characters stated
to have been introduced in this drama, are Justice, Truth,
Peace, and Clemency.! Rhetorical and poctical competi-
tions were instituted at Toulouse, in the year 1324, under
the name of, the Floral Games, to foster, by prizes and
gullant ceremonies, the troubadour spirit. This institu-
tion, which was soon after imitated in Arragon, was trans-
planted by the marquis of Villena to Castile, but the
result of that enterprise was not successful.?> The mar-
quis died at Madrid in 1434. A work supposed to have
been printed at*Burgos in 1499, under tifc title of Los
trabajos de Hercules (The Labours of Hercules), used
formerly to be quoted as one of his poems; but from
more recent investigations, it appears that this sup-~
posed poem was a mythological tale in prose.> A trans-
lation®of the AEneid by the marquis, is besides mentioned,
but that work appears also to be lost. A kind of art of
poetry, which he wrote under the title of La Gaya Cien-
cia, has been more fortunate; for it has been partially
preserved, and is still regarded with respect Jas tlf oldest,

! Ser Velasquez, page 302. . B
? See Sarmiento, page 347.
3 Yee the observations of Sarmiento, page 332,
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work of the kind in the Spanish language.! .This treatise,
however, does not deserve to be called an Art of Poetry,
except in a very limited sense. It must have been in-
tended as a work of instruction, in the first place, for the
marqtis of Santillana, to whom it is directly addressed,
and in the next, for the other members of the Institute of
the Gay Science, (El Consistorio de la’ gaya Ciencia,)
which the marquis of Villena had formed in Castile. In
conformity with this object, the author relates the history
of the Institute; endeavours to prove its utility; takes that
opportunity of expressing his opinion on the abjcet of
poetry in general, and concludes with laying down the
principles of Castilian prosody. These principles appear
to have been particularly useful with reference to the con-
flict then subsisting between the Castilian and Limosin
tongues. Among his general observations on poetry, the
marquis of Villena says—¢ Great are the benefits which
this science confers on civil society, by banishing indo-
lence, and employing noble minds in laudable pursuits:
other nations have, accordingly, wished for and established
among themselves schools of this science, by which it has
been diffused over different parts of the world.”? It is
obvious that this active nobleman was full of zeal for the
improvement of the poetry of his country, and for the
honour of that art which was cultivated with method and
dignity in the Arragonian provinces, but which in Castile,
where it was left to itself, appeared to stand in need of
direction and encouragement. The difference between
science and art was not more, clearly perceived by the
marquis of Villena than by the other poets anil men of
learning of his age; and to distinguish the Castilian forms
of romantic poetry from the Limosin did not appear to
him necessary. Thus, while his labours contributed to

1 An extract maue from this treatise of the marquis of Villena, by
Gregorio Mayaus, may be found in the Origines de la lengua Espafiola,
tom. ii. p. y21. The whole work probably exists in manuscript in
Spanish Kprariesy

2 Tanto .; el provecho, que viene desta dotrina a la vida civil, qui-
tando ocio y ociipando los generosos ingenios en tan honesta investi-
'gacion. que las otras naciones desearon.y procuraron haver entre si
escuela desta dotrina, y por esso fue ampliada por el mundo en diversas
partes.—The measure of this sonoroug period must not be overlooked.
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hejghten the,respect in which the poetic art and liberal
p?:'suits weresheld, they had only an indirect influence on
the improvement of Castilian poetry.
.
THE MARQUIS OF SANTILLANA; HIS POETICAL WQRKS;
HIS HISTORICAL AND CRITICAL LETTER.

After the death of the marquis of Villena, his pupil,
Don Inigo Lopez de Mendoza, marquis of Santa Juliana,
or Santillana, appeared at the head of the brilliant society
of poets who adorned the court of John II.  Whenever a
marquiz of Santillana is mentioned in the history of
Spanish literature, without any more particular descrip-
tion, this nobleman is meant. ~ He was born in the year
1398. Iis eclevated rank, and great fortune, joined to
the military and political talents which distinguished him
from youth upwards, placed him in a situation in which
he was called upon to perform a principal part among the
nobles of Castile. His intellectual culture was based on
the philosophy of Socrates; and his strict morality pro-
cured him no less celebrity than his sound understanding
and love of science.! This uncommon union of rank, influ-
ence, character, talent, and learning, could not fail to
render the marquis of Santillana highly respected; and
he was indeed regarded as so extraordinary a man, that
foreigners are said to have undertaken journies to Castile
for the sole purpose of secing him. Ile was greatly
csteemed by king John, who, during the civil wars, con-
stantly receivea from him, in return, the homage due to a
protector, of learning, thoagh the marquis was not always
of that prince’s party.  After the death of John IL, in
the latter years of his life, this eminent man assisted with
his cgunsels Henry IV., under whom the regal authority
in Castile was subsequently almost annihilated.  He died
in the year 1458.

‘T'he marquis of Santillana possessed no uncommon share
of poetic talent; but he studied to give to the poetry of his

! Temporum iniquitate sublimi virtute superata, Ronorpd vite ac
bonum nomen fallacibus delinimentis omnibus, quat mognim quamque
fortunam velut pedissequi comitantur, preeferébat, says Nicolas Antonio,
who at the Same time refers to the Chronicles, from which he hid drawn
his inforination respecting the marquis of Santillana
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age a moral tenaency, to extend its sphere by allegorical
invention, and to adorn poetic description with the stores
of learning. Two poems, in which he has best succeeded
in realizing thesc objects, are also the most celebrated of
his works. The first is an clegy on the death of the
marquis of Viller:a;! a Iyric allegory in twenty-five dactylic
stanzas, constructed according to the ancient form. The
idea is very simple, and the commencement of the piece
brings to recollection the fuferno of Dante, of which it is
probably an imitation.? The peet loses himself in a desert,
and is surropnded by wild and frightful animals; a3 he ad-
vances, hears dismal tones of lamentation, and finally dis-"
covers some nymphs in mourning, who bewsil the loss and
chaunt the merits of the deceased marquis of Villena. On
this poem, which does not discover much ingenuity of
invention, the marquis of Santillana probably expended
all his stock of learning. Ilc cites as many deities and
ancient authors as the naturc of his work will permit him
to notice.”  Such a displuy of c¢rudition had never before

1 'T'his elegy i- inserted, along with other poems by the marquis, in all
the editions of the Cancionero general, mimediately after the <pirtual
poems.  No complete collection of the woiks of this celébrated man has
yet been prnted.

2 That the marqus had 1ead Dante can scareely be doubted, for hie
quotes lum 1m this poem :—

Assi conseguimos de aquella manera,
Hasta que Hegamos en somo del monte,
No menos cansados que Dante Acherogte,

$ "Thus the two following stanzas arve crowded wita the names of au-
thors, ancient and modern, with the view of showirg the loss which
Spanish litevature sustained by the death of Villena - —
Perdimos n Flomero que mucha honorana
este sacro monte do nos habitamnos
perdimos a Ovedio el que coronamaos
del arbol laurco gque muchos am-wa
Perdimos Fforacio que nos invocasva
en todos exordios de su poesia
assi disiminuye la nuestra valin
que antiguos tiempos tanto prosperara,
v . Ferdimos a Leio y a Mantuano
>{;Mucrobio, Valerio, Salustio, Magneo
pues uo olvidemos al mord Agneo
de quien se loava el pueblo Komano
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been seen in ,the Castilian language. No genial poetic
Dirit is to bes traced in this lyric allegory, except in the
descriptions and in some other scattered passages, but the
verse is not d&stitute of harmony.! The other consider-
\ able poem of the marquis consists of a series of guoral
.reflections, occasioned by the unfortunate fate of Don
Alvaro de Luna; the favourite of John II. The marquis
called this work Kl doctrinal de Privados, (the Manual of
Favourites.) It must be regarded as the carliest didactic
poem in the Spanish language, unless that title is to be
given tg any series of moral maxims in verse, The work,
which “1s ‘divided into fifty-three stanzas in redondillas,
receives a poetic colouring from the manner in which the
shade of Don Alvard is introduced confessing his faults,

Perdimos a Julio y & Casaliano
Aluno, Boecw, Petrarcha, Fulye neso
Perdimos a Dante, Geafre, Tereniro
Juvenal, Estacwo, y Quintiliano,

b Stanzas like the following show what might have heen expected of
the marquis of Santillana hud be cultivated his talent for poetry under
more favourable circumstances :—

Mas yo a ti sola me plaze Hamar,
8 cithara dulee, mas que In d' Orfeo;
que tu sola ayuda, no dudo, mas creo
mi rustica mano podia ministiar.
O Biblioteca de mortal cantar,
fuente meliflua de magna eloquencia,
infunde tu grande y sacra prudencia
en mi, porque yo pueda tu planto esplicar.
A®tiempo a la hora suso memorado,”
assi®como nifio que suean de cuna,
no se talsamente, o si por fortuna,
me vi todo solo al pie de un collado,
Salvatico, espesso lexano a poblado
agreste desierto y tan cspantable,
que temo verguenza, no siendo culpable,
quando por extenso lo aure recontado.
No vi lu cmvera de gentes cursada,
ni rastro exercido por do me guiasse,
ni persona alguna a quien demandasse
consejo & mi cuyta tan desmesurada ;
Mus sola un. senda poeo visatada .
al medio de ayuella tan gran espessura,
bien comno adarmento subienten altura
de rayo Dianéo me fue demostrada.
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and uttering those moral truths which the guthor wished
to impress on the hearts of the restless Castilians.! He
was less successful in his love songs composed in the
Castilian manner, to which he unfortunately thought a
new  dignity would be given by rendering them the
vehicles of learned allusions. Ile possessed, however, the
art of reconciling this pedantry with a pleasing style of
versification.? A kind of hymn which he composed under
the title of Los Gozos de nuestra Seiiora, (the Joys of
our Lady,) has been preserved, but it possesses no poetic

¥ Don Alvaro de Luna begins to speak in the first stanz > :=
Vi tesoros ayuntados
por gran daiio de su dueiio.
Assi como sombra o suerio
son nuestros dins contados :(—
Y si fueron prorogados
por sus lagrimas algunos
desto no vemos ningunos
por nuestros negros pecados.
Abrid abrid vuestros ojos,
~ gentios, mirad a mi,
quanto vistes, quanto vi,
funtasmas fueron y antojos.
Con trabajos con enojos
usurpe tal sefiorin,
que si fue no ern mia
mas endevidos despojos.
Casn, casa, guay de mi!
campo a campo alleguc
casa agena no dexc,
twato quise quanto vi. o
Agora pues ved aqui,
quunto valen mis riques as
tierras villas fortalezas
tras quien mi tiempo perdi.

<

 An example of this occurs in a song commencing as follows :—
Antes el rodante cielo
tornara manso y quieto,
v sera piadoso Aleto,
y puvoroso Metello.
Que yo jamas olvidasse
tu virtud,
wda mia y mi salud,
1, ni te dexasse.
Cesar afortunado
cessura te combatir,
y haian desdezir
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merit.! He also wrote a collection of proverbs and maxims
n’\vrerse, for the use of the prince royal of Castile, who
afterwards ascended a tottering throne under the title of
Henry IV.2 Mowever low a critical examination might

- reduce the value of these works, still the marquis of @an-
tillana deserves to retain the place assigned to him in the
listory of Spanish literature by his contemporaries, by
whom he was generally admired, as the ¢ represcntative
of the honour of poetry.”

Among the literary remains of the marquis of Santil-
lana, the critical and historical letter is particularly re-
markable. ~ This letter, which is frequently mentioned in
the early accouhts of Spanish poetry,? is instructive in
various respects. It affords the means of accurately ob-
orvmg the infancy of Spanish criticism in that age, for

al Lrianudes armado—
Quando yo te dexarc,
ydola mia,
ni la tu philosomia
olvidare ; &e.
! It commences thus.
' Gozate, gozosa, madre,
gozo de la humanidad,
templo de la Trinidad,
elegida por dios padre,
Virgen que por el oydo
concebiste,
gaude, virgen, mater Chyisti,
oy nuestro gozo infinido ! »
o (Gozate, luz reverida,

segun el Kvhngelista

por la madre del Baptista

anunciado la venida,

de nuestro gozo Sefiora

que trayas *

vuso de nuestro mexins

gozate pulehra y decors, &e.

in this way the Gozate is repeated through a series of stunzas.

2 Dieze, in his remarks on Velasquez, erroneously refers to the pub-
lication of Gregorio Mayans, for the proverbs in verse; but only the
original proverbs, without »ersification, (refranes qu! diceu”las viejas
tras el huego,) as collected by the marquis, are given in-cue second vo-
lume of that work, p. 179. ;he greater part deserve to be better known.
but many of them are unintelligible to foreigners.

3 See the note, page 14.
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the marquis has added to the letter a collection of his inge-
nious maxims, (decires,) and of his poems for Don Pedro,
a Portuguese prince. From the embarrassment evinced by
the marquis when he attempts to give the "prince an ac-

cour of the rise of Castilian poetry, it is obvious that,

with respect to the real origin of that poetry, less was
understood at that time than is known at’ the present day.
Poetry, or the gay science, is, according to the marquis of
Santillana, ¢ an invention of useful things, which being
enveloped in a beautiful veil, are arranged, exposed, and
concealed according to a certain calculation. megsurement,
and weight.”!  Thus, allegory appeared to him to belong
to the essence of poetry. e could scarcely have imbibed
this opinion from Dante. In Spain, as well as in Italy
and France, the idea seems to have emanated from the
monkish cells, when endeavours were made to unite poetry
with philosophy, and to make the poetic art the symbol of
knowledge, in order to ensure to it estimation among the
learned. The allegorical spirit which pervades the half
Gothic poetry of that period, is therefore inseparably con-
nected with the characteristic origin of modern poetry.
The marquis of Santillana would have come to a totally
different conclusion had he taken an unprejudiced view
of the genuine national poetry of his country. Dut he
imagined he was laying down a principle which would
ennoble that poetry when, according to his theory, he
held allegory to be indispensable. Without scruple, there-
fore, he confounded the (‘astilian and Limosin poetry
together in one mass. Respecting the origin of the
former, lie entered into no investigation. Ile commences
the history of poetry with Moses, Joshua, David, Solomon,
and Job,? gives a copious account of the changes which
the art of the troubadours had undergone in the Arragonian

! 14 que cosa e§ la poesia, que en nuestra vulyar (there is something
equivocal here, for the term referred to was not vernacular in the Cas-
tilian ]nmgmge) llamamos Gaya Sciencin, sino un fingimiento de cosas
utiles, ¢ veladas con muy fermosn cobertura, compuestas, distinguidas,
escondidas, por cbrto cuento, peso, ¢ medida.

2 He appesits to St. Isidore, whom he cites as a guarantee for this
~rigin of poetry :—Isidro Cartagins, santo Arzobispo Hispalense, as<i
lo prueon y testifica, e quiere, que el primero que fizo rythmos y canto
en metro hay sido Moysen, y despues Josue, David, Salomon, y Job.
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provinces, and, adds a notice of some of the carliest Ga-
kfian and Pomtuguese poets. Among the Castilian poets,
he mentions king Alphonso and some others, without
saying a syllalfle on the subject of the ancient romances.

JUAN DE MENA.

Juan de Mena, who is Dby some writers styled the
Spanish Ennius, ranks as a poet in a somewhat higher
scale than the marquis of Santillana, though he was less
favoured by fortune, and was not distinguished by so
many various merits as the latter. He was born in Cor-
dova, about thesyear 1412. In that southern district of
Spain, which but a short time before had been recovered
from the Moors, the Castilian genius was doubtless very
rapidly naturalized. Juan de Mena, though not descended
from a family of rank,! was not of mean origin, and at
the early age of three-and-twenty he was invested with a
civil appointment in his native city. IIis own inclination,
however, prompted him to the pursuit of phifosophy, and
particularly to the study of ancient literature and history.
From Cordoya he went to the university of Salamanca.
But in order more nearly to approach the source of ancient
literature, he undertook a journey to Rome, where he
zealously prosecuted his studies. Enriched with know-
ledge, he returned to his native country, and immediately
attracted the notice of the marquis of Santillana, and
shortly after of&king John. Both received-him into their
literary circles With distinguished approbation. The mar-
quis of Santillana attached himself with more friendship
to Juan de Mcna than to any other poet who enjoyed the
favour of the king, although their political opinions did
not abways coincide. The king nominated him one of the
historiographers, who, according to the custom which had
been kept up since the time of Alphonso X., were appointed
to continue the national chronicles. Juan de Mena lived
in high favour at the court of John II., and was a constant
adherent of the king. He died in 1456, at *Guadilaxara,
in New Castile, being, then about, forty-five years of

. * °
! Honeste condidions. says Nicolas Antomio, spcaking of lus family.



62 HISTORY OF

age., The marquis of Santillana erected 3 monument to
his miemory.

From the history of Juan de Mena’s hf'o, it might be
expected that his endeavours to extend the boundaries of
Castilian poetry would be made under the influence of
Ttalian taste, more or less of which he may be presumed
to have adopted, and on his return introduced into his
native country. DBut no Italian poet, save Dante, appears
to have produced any remarkable impression on him. In-
deed, with the exception of Dante and Petrarch, therc
was at that period no Italian poet of classic cons.deration;
and in the first half of the fifteenth century, Italian poetry
suddenly declined.  Sonnets were still infavour through-
out the whole of Italy, but Juan de Mena continued faithful
to the old forms of the Castilian poetry, perhaps from a
feeling of national pride. Ile certainly did not imitate
the sonnet; and even from Dante himself he copied neither
metrical form nor style. In allegory alone he followed
the footsteps of the IFlorentine poet. His most celebrated
poem is, the Labyrinth (el Labyrintho), or, the Three
Hundred Stanzas (las T'recientas), an allegorical historical
didactic work, in old dactylic versc (versos de_ arte mayor).'
Ilad the Labyrinth proved what, according to the idea of
the author, it was intended to be, it would have becn
proper, merely on account of that single work, to com-
mence a new epoch of Spanish poetry with the reign of
John II. But with all its merits, which have been highly
extolled by seme authors, and which arc.certainly by no
means trivial, it can only be regarded as a mere specimen
of Gothic art.2 It belongs to the period which gave it
birth, and it bears no traces of the superiority of a genius

1 Only the supplement to this poem is contained in the Cancrone .
yeneral.  The poem itself was probably too long to be included in that
collection. 1Fowever, in the editions of the collected works of Mena
(for instance, that which T have now before me, intitled—7Z0dus lus
obras del fumosissimo poeta Juan de Mena, dc. Anveres, 1552, 8vo.)
which Dieze notices, it fills the greater portion of the volume, and is
accompenied by.a copious commentary by Fernan Nuiiez.

? The emphatic praise bestowed on this poem in Dieze’s observations
on Velasquez, (page 16%,) uccmdmg to which Juan de Mena « maun-
tains, fo his advantage o comparison with all the poets or all ages,
sufficient to prove Dieze's deficiency in sound eriticism.
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which might bave ruled the spirit of thé age. Yoy
dlena formedsthe grand design of executing in &s work
an allegorical picture of the whole course of human life.
1lis intention%was, to embrace every age, to immortalize
great virtues, to stigmatize with opprobrium great gices,
and to represent in striking colours the irresistible power
of destiny.! But the poetical invention of Juan de Mena
was subordinate to his false learning. The three hundred
stanzas of which the poem consists, are divided into seven
orders (ordenes), in imitation of the seven planets, the in-
fluence of which, according to Juan de Mena’s doctrine, is
wisely prcéseribed by Providence. To represent this in.
fluence figuratavely, Mena resorted to a most insipid and
grotesque invention?  After invoking Apollo and Calliope,
and earnestly apostrophising Fortune,? he loses himself, in
imitation of Dante, in an allegorical world, where a lady
of marvellous beauty appears to him, and becomes his
guide. This lady is Providence:* she conducts him to
three wheels, two of which are motionless, while the third
is in a state of continual movement. These wheels, as
may readily be conjectured, represent the past, the present,
and the future. Iluman beings drop down through this
mill of time. The centre wheel turns them round. Each
has his name and destiny inscribed on his forehead. While

U The second stanza contains the theme, but it is very imperfectly
oxpressed :—
Tus, easos fullaces, Fortuna, cantamos ,
Lstgdos de gentes que gias y trocas,
Tus muchas mudansas, tus firmesas pocas,
* Y las que en tu rueda quexosos hallamos.

¢ Menn ashs leave of Fortune to give her & reproof:

Dame licencia, mudablg Fortuna,

Porque yo blasme de ti'lo que devo.
Then, in well turned antitheses, he allows her a sort of regularity

which contiadiets jteelf :—

Que tu firmeza es, no ser constante,

Tu temperamento es destemplanza,

Tn mas cierto vrden es desordenanza, E‘c.
* Providerce appears as a beautiful young damsel :—

Una donzells tan mucho hermdsa,

¢ Que ante su gesto es loco quien osa
Otras beldades loar de mayores.
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the wheel of the present is revolving with all the existing
human race, it is controlled astrologieally inr its motion by
the seven orders, or circles of the seven planets, under the
influence of which men are born. Whethel or not these
circles are perceptible on the wheel itself, is not clearly
stated. To this description succeeds, in the order of the
seven planets, a long gallery of mythological and historical
pictures, presenting abundant fruits of the poet’s ex-
tensive Yeading. This grotesque composition is inter-
spersed with individual passages of great interest and
beauty, though none of the traits call ta mind similar traits
in Dante. The most glowing passages of the lyric, didactic,
and narrative class, are those in which Juan de Mena
gives utterance to the language of Spanish patriotism.!
He is particularly successful in the description of the death
of the count de Niebla, a Spanish naval hero, who at-
tempted to recover Gibraltar from the Moors; but through
ignorance of the return of the tide, fell a sacrifice to the
waves, because he preferred perishing with his men to
saving himself singly.? But particular attention is be-

1 1n the fourth stanza a patriotic flight seems to promise the recur-
rence of similar passages:
Como que creo, que fossen menores,
Que los Africanos, los heclios del Cid ?
Ni que feroces menos en lu lid
Futrassen los nuestros que los Agenores T &e.
On another occasion the author addresses an imvocation (o his native
city Cordova: :‘
O flor de saber y eaballering
Cordova madre, tu hijo perdona,
$i en los cantares, que agora pregona,
No divulgart tn sabiduria, &c.

4 2 From the following stanzas, the degree of talent possessed by Juan
de Mena for the poetical description of natural objects, without allegory,
may be faiily estimated :
Bien comc medico mucko fuinoso

Que trae el estilo por mano seguido

kn cuerpo de golpes diversos, herido

Luegv socorre alo mas peligroso,

Assi aquel pueblo maldito safioso

Sintiendo mas daiio de parte del Conde’

Con todas sus fuergas juntando responde M

Alli do el peligro mas era dafioso.
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stowed on Don Alvaro de Luna, the favourite of the king;+
who is introduged in this poem with great pomp, under
the constellation of Saturn.! When Juan de Mena wrotce
this poem, and%hus proclaimed the glory of De Luna, the
- latter had not yet fallen, and the energy of his charsgter
seemed to promise, as the poet prophesied, that he would
ultimately triumph over all the Castilian nobles who had
excited the hostility of the country against him. Xing
" John, as may naturally be supposed, is in Juan de Mena’s
Labyrinth complimented on every suitable occasion. A
genealogy of the kings of Spain forms the conclusion of
the poem; 4nd thus were the Spaniards made to feel a

- —_——

Alli dispn‘rm an bombardas y trnenos
Y los trabucos tiravan ya luego
Piedras y dardos y hachas de fuego
Con que los nuestros hazian ser menos.
Algunos de Moros tenidos por buenos
Langan temblando Ins sus azagayas,
Passan las lindes palenques y rayas,
Doblan sus fuergas con miedos agenos.

Mientra morinn y mientra matavan
De parte del agua ya crecen Ias ondas
Y cobran las mares sobervias y hoadas
Los campos que ante los muros estavan,
Tanto que los que de alli peleavan
A los navios si se retrayan,
Las aguas crescidas les ya defendian
Tornar a las fustas que dentro dexavan,

' When the poet, ,in his ideal world, sees Don Alveso, by a singular
fancy he pretends nqgj to know him, in order that he may question his
guide (Providence) respecting him, in imitation of a similar passage
in Homer :—2 .
Tn, Providencia, declara de nuevo,

Quien es aquel Caballero, que veo,
Que mucho en el cuerpo parece a Tydeo,
E en consejo a Nestor el longevo.

Among other things, Providence replies :—
Este cavalga sobre la Yortuna
Y doma su cuello con asperas riendas,
Y aunque del tenga tan muchas deprendas,
Flla no le osa tocar dé ninguna. ’
Miralo, miralo en platica alguna,
Con ojos humildes, no tanto feroces!
*Como, indiscreto, y tu no conoces
Al condestable Alvaro de Luna?
. .

» F
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kind of national interest for th¢ whole work, which in
some measure subsists, at least among theircwriters, at the
present day. Even in Juan de Mena’s time, the learned
solecisms with which he endeavoured to elevate his poetic
langaage were uncommon.! But other essential faults,
such, for instance, as Aristotelian definitions in verse, were
then esteemed great beauties; and the Gothic and fantastie
hyperboles in praise of king John, with which the poem
opens, and which almost dismay the reader at the outset,
were not at that period considered unpoetic.?

ng Jolin, however, was not satisfied with thz torrent
of praise poured upon him from De Mena’s Labyrinth. The
king, with critical gravity, signified his wish that the poet
should add sixty-ﬁve stanzas to the three hundred he had
already written, so that by making the number of stanzas
correspond with the number of days in the year, the beauty
of the composition might be heightened. The sixty-five
new stanzas werc also to have a political tendency, with
the view of recalling the rebellious nobles to their alle-
giance. Jnan de Mena procceded to the preseribed task;
but he could produce no more than twenty-four additional
stanzas, (coplus afadidas.) They arc contained in the
Cancionero yeneral.

Another work of Juan de Mena, very celebrated at the
period when the poet flourished, is his Ode for the Poetical
Coronation of the marquis of Santillana.? That Mecxnas

! For instance, the word longevo in the verses qhioted above,
2 Tle opening stanzas may be regasded us a poetic prefa(e or dedi-
cation ; but they gain nothing by that.

Al muy prepotente Don Juan el Segundo,
Aquel, con quien Jupiter twvo tal zelo,
Que tanta de parte le Hraze del mundo,
Quanta a si misme se haze en el cielo;
Al gran & Espaiia, al Cesar novelo,

Al que ¢ con fortuna bien afortunado
Aquel, con quien cabe virtud y reynado,
A el las rodillas hincadas por suelo.

3 Thi% poem&s not to be found in the Cancionero general, but it is
included in the Obras, mentioned in the note, page (2. Juan de Mena
. gave it the absurd title of Calamicleos, compounded from the Latin
calamitas and the Greek cheog. Tt was 'sfterwards called, simply, La
Coronacion.
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sometimes viedswith him in the composition of ingenious
questions, or ®tnigmas and their answers, which were
versified by bqth in dactylic stanzas.! His other poems
are, for the most part, love songs, in the style of the age,
‘and, according to the perverted taste of the poet, loftled
with mythological learning. In the course of this work,
further notice will be taken of these songs, together with
.other amatory poems of the same period. During the
last year of his life, Juan de Mena.was engaged in a moral
allegorical poem, which, however, he did not complete.
It was entitled a Treatise on Vices and Virtues, (Zrac-
tado de Vicios y Virtudes.) 'The author intended in an
epic poem to represent the ‘more than civil war” which
the will, instigated by the passions, wages against rcason.?
The will and reason are in the end personified.

To collect biographical notices of the other pocts and
writers of verse who enjoyed the favour of king John II.,
and whose works are partly contained in the Cancionero
general, or to give an extensive account of their produc-
tions, is a task which must be resigned to the author who

1 Most of these questions were not very difficult to answer; for
instance, the following, which is preceded by three introductory stunzas
an a very courtly style :— .

Mostradme gual es aquel animal,
que luego se muevo en los quatro pies,
despues de sosticne en solos los tres,
despues en los dos va muy mas ygual.
Sin ser Yel especie quadrupedal
el curso®que hizo despues reytera
assi que en los quatro &aquesta manera
fenece el que nace de su natural,

Del hhombre se halla ser gran enemigo,
porque lo hiere do nunca sgspecha,

y donde mas plaze menos aprovecha
tanta pongoiia derrnma consigo.

Dad vos Seiior pues un tal castigo,

o de virtudes tal arma que vista,
porque alomeyos punando resista
contra quien tiene {2 guerra comigo.

3 The poem comménces thus :—-‘

Canta tu, Christiana musas,*
La mas gque civil batalla,
Que entre voluntad se halla
}’ Tazon, que nes accusd.

F 2
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lLias ‘made this depértment of Spanish literature his par-
ticular study. As to poctic value, the #ritings of all
those anthors are in the main similar; ang it may there-
fore be presumed that it will prove more instructive to
confider works $o ‘nearly related to each other under the
comprehiensive view of gencral eriticism, A few notices,
however, of men worthy of more particular remembrance,
may precede the eritical comparison of their works.!

PERLZ DE GUZMAN, RODRIGUEZ DLL PADRON, AND OTIIER
SPANISII LYRIC POETS OF THE AGE OF JDNN II,

Fernan Perez de Guzman was held in*no trifling con-
sideration at the court of John IL* ITis family, one of
the most distinguished in Castile, was related to most of’
the other great families in the country. As a poct, he
studied to combine the peculiar tone of moral and spiritual
poetry with that of the old romances. Ilis “ Representa-
tion of the Four Cardinal Virtues,” dedicated to the mar-
quis of Santillana, which consists of sixty-four strophes
or couplets, is versified in redondillas, as are also his Ave
Maria, hiz Pater-noster, and his other spiritual songs.

Rodriguez del Padron scems likewise to have been held
in some csteem at the court of John II. Ilis family name
is not known, neither are the dates of his birth and death,
but he is named El Padron after the place of hLis na-
tivity, a little townin Galicia. It is remarkable that in his
poctry he dropped his Galician idiom and adopted the
Castilian. Besides the rcputation he Obtained by his
poetic productions, which arc chiefly love songs, he is
celebrated for his friendship with the Galician poet, Macias,
whose name properly belongs to the history of Portuguesc
poetry. The tragical deafh of Macias, who fell a sacrifice
to his romantic susceptibility, made such an impression on
Rodriguez del Padron, that he shut himself up in a Domi-
nican cloister, which he had erected at his own expensc.
I1Ie beeame a monk, and terminaged his life in that convent.

Alonzo de'Santa Maria, duted itso Alonzo de Carta-
gena, wrote love songs, probably in his youth, and then

1 Nleolas Antonio, whom Dieze follows in his remarks on Velasquez,
is the authority for these notices. .
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devoted Limself to spiritual affairs. - He died archbishop
of Burgos, in she year 1456. - ) "

Several othey poets, whose works help to fill the Can-~
cionero general, also lived in the reign, or rather under the
anticipated domination of queen Isabella, who, in the &ear
1465, vouchsafed to her almost dethroned brother,
Henry IV., the little authority which, as a nominal king,

 he retained till his death in 1474. At that troubled
period, Garci Sanchez de Badajoz sang his impassioned
and glowing songs of love; and at the same time flourished
Gomez Mgnrique and Jorge Manrique; the latter was
nephew to the former. Both owed the consideration they
enjoyed no less’to their poetical works than to their high
and pure Castilian descent. A Bachelor de la Torre, of
whom nothing further is known than what his own songs
express, lived at the same period.

OF THE CANCIONERO GENERAL, AND THE DIFFERENT
KINDS OF ANCIENT SPANISH SONG!

Between the works of the above poets, all of which are
to be found in the Cancionero genreral, and the other
poems contained in the same collection, whether their
authors lived in the first or in the second half of the fifteenth
century, there is a very striking resemblance. This col-
lection, so remarkable in its kind, may thercfore be
regarded as a single work, which, together with a portion
of the Genera? Romance Book (Romanctro general),
embraces nearly all the Gastilian poetry of the fifteenth
century. °No other remains of Spanish poetry, belonging
to the same age, are sufficiently important to be brought
into comparison with this natiogal treasure. It may not,
then, be improper to introduce here a few particulars res-
pecting the history of the Cancionero general. Of the
Romancero general some further acconnt must hereafter
be given.

The bibliographt t‘g‘.es{{elating to the collections of
Spanish poetry,/ to b¢ Yund in the worls of various
authors, readily explain why many*old Spanish poems

rad=pames{ of poets have been either totally lost, or are®
still onty preserved in manuscript, in a way which renders
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them foreign to literature. It appears that, having been
withheld from the press, on the introduction of printing
into Spain,! they were forgotten as soon as pther collections
were made known by means of that art.  In the reign of
Jola II., Alphonso de Baena, who himself wrote in verse,
prepared a collection of old lyric pieces, under the title
of Cancionero de Poetas Antiquos.  ‘This collection,
though still preserved in the library of the Escurial, was
never printed;? but a list of the pocts whose works are
contained in it has appeared, and includes names which
do not occur elsewhere.  Alvarez de Villgpandino is
mentioned as a particularly excellent ¢ master and patron
of the said art,” namely, poetry. Sanchez Calavera, Ruy
acz de Ribera, and others, of whom, besides their names,
nothing clse is known, are also cited. It is not very pro-
bable that Alphonso de Bacna’s collection was the origin
of that which subsequently appeared under the title of the
Cancionero general.  Of this celebrated collection it is
merely knpwn that it was originally produced by Fer-
nando del ('astillo, at the commiencement of the sixtecnth
century, and within a short period frequently augmented
and reprinted. Fernando del Castillo began his collection
with the poets of the age of John II.  IIe did not, how-
ever, take the trouble to carry on the series in chrono-
logical order through the fifteenth century. He places
the spiritual poems before the rest, and he then gives
the works of several poets of the reign of John 1L,
mingled witlr others of more recent date, but so arranged,
that the productions of each .author scem to be kept
distinct.  Other poems, however, follow under‘particular
heads, partly by the same and partly by different
authors, whose names are sometimes mentioned and some-
times not: there are also 4 few Italian sonnets, and some
coplas in the Valencian language. In proportion as the

' In the beginming of the sixteenth century, Spanish books were
rinted in Seville by German prin'ers. At _the end of an edition, pro-
ga‘bly the first, of the proverbs colitgr>* by "'lh?.’ arquis of Santillana,
(see page 59,) are the following words, “wideh M-ans y Siscar has re-
printed :—Aqui se ucaber los rcfmncs—lmpnmxdo en la muy noble y
leul civdad de Sevilla por Jacobo Cromberger, Aleman, aiiq 1508,
2 On this subject Nicolns Antonio’s Bib. Hisp. Vet., lib.>x. cax. G, may
be compared with Velasquez and Dieze, p. 165.
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collection extepded, the additions were always inserted at
the end of thesbook. In the oldest editions, the number
of poets mentigned amounts to one hundred and thirty-
six.!

A nation which can enumerate one hundred and thjrty-
six song writers in a single century, and which also pos-
sesses a great number of songs by unknown authors, pro-

_ duced within the same period, may well boast of lyric

genius; and the literary historian, before he proceeds to a
closer review of this collection, may reasonably expect to
find in it a full and true representation of the national
character. Thus the old Spanish Cancionero is even
more interestilg to the philosophic observer of human
nature than to the critic.

The Spiritual Songs, (Obras de Devocion,) at the head
of the collection, probably will not fulfil the expectations
which may be formed respecting them. It is natural to
presume that in a nation so poetically inclined, and in an
age when, for the most part, naiure was iollowed without
reference to the rules of art, poets could not "fail to view
Christianity on its poetic side. But the scholastic forms of
the existing theology crushed the genius of poetry; and
the unpoetic side of Christianity, because it was the most
learned, was .alone deemed worthy the strains of the
Spanish poets of the fifteenth century. They likewise
seldom ventured to give scope to their fancy in devo-
tional verses, because the nation was accustomed to the
most implicit faith in every dogma of the caurch, and the
recognition of the sacredness of literal interpretation was
identifie¢ with orthodoxy, long before the terrors of the
Inquisition and its burning piles were known. This rigid
orthodoxy of the Spanish Christians was a consequence of
thei® war of five hundred years duration with the Moors.
Throughout that long period the Spanish knight inva-
riably fought for religion and his country; and from the
constant hostility that prev?ed between the Christian and

e Wl
1 To this numby './they"nlnﬁ'f{! in the old folio edRion, printed with
gothic charagters,fwhich forms one of the, literary curiosities of the
library of Ggttingfn. Dieze, in his observations on Velusquez, p. 177,
gives \, partfular{ account of this, as well as of the succeeding Mditions
of the CunciXuerd gencral.



72 HSTORY OF

Mahometan ‘faiths, the Spanish Christiang were wont to
make a parade of their creed, as the Christians of the East
are accustomed to do at the present day. Hence the
strictest formality was observed in all matters connected
witk, religion; and great as was the enthusiasm of the
Spaniards in the fifteenth century, it produced few, if any,
lyric compositions containing more poetry than a common
hymn, Whether reference be made to the Twenty Per-
fections of the Holy Virgin,! (Obra en loor de veinte ex-
cellencias de nuestra Sefiora,) by Juan Tallante, who is
the author of most of the spiritual songs in the Lancionero
general ; to the play on the five letters of the name
Maria,2 by the Visconde de Altamira; ‘or to Fernan
Perez de Guzman’s versions of the Ave Maria and Puter-
noster,® which could not have been more dryly and for-
mally written in prose; we find in all the same monotony
without any poetic adaptation of the materials.

The moral poems of this collection do not weigh heavier
in the scale of poetic merit. ‘The art which the ancients
possessed of introducing moral ideas into the region of
poetry, was not attainable by the pupils of the monastic
schools. 'They allegorized either virtues or vices accord-
ing to the catalogue and definitions of the scholastic phi-
losophy; or they made common-place observations on
human life, sometimes with declamatory pomp, sometimes
with real warmth of feeling, and occasionally in agreeable
verse,  though destitute of any poetic spirit. Gomez

1 ‘With this spiritual composmon, the Cancionera general commences
The reader will have enough in the first stanza :—

Enantes, que culpa,fuesso cansada,
Tu, Virgen benigne, ya yves delante,
Tan lexos del crimgn y del semejante,
Que sola quedaste daquel libertada, &ec.

2 This silly conceit, which consists only of eight lines, commences
thus :(—

La M madre ta muestra,
Laate muudu\«‘lornr, &J.r.
LA

3 The ve begtns thus :—
Ave, preciosa Maria,
Que se deve interpretgr
. Trasmontana de la mar,
Que los mareantes guia.
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Manrique with commendable spirit addressed a didactic
poem on the Buties of Sovereigns, (Regimiento de Prin-
cipes,) in redondillas, to queen Isabella and her husband
Ferdinand of Arragon; but however valuable the truths
which he wished to impart to the royal pair, he uld
express them only in versified prose.! The moral coplas
of his nephew, Jorge Manrique, present somewhat stronger
. claims to poetic merit; they were subsequently glossed as
a National Book of Devotion, and were held in high
estimation up to a recent period.? In the moral as well as

1 In the tifird strophe Le thus addresses king Ferdinand :—
» Gran seiior, los, que creyeron
Estas conscjeros tules,
De sus culmines reales
En lo mas hondo cayeron.
Si esto contradiran
Algunos con ambicion,
Testigos se les daran.
Uno sera. Roboan,
Hijo del rey Solomon. .

2 \ new edition of Jorge Manrique's Coplas, with glosses o1 poctic
paraphrases by various authors, appeared at Madrid in 17%9. The fol-
lowing are the two first strophes, and the rhythmic structure of the rest
15 not less beautiful.

Recuerde ¢l alma dormida,
avive el seso y despierte
contemplando
come se pasa la vida,
come se viene la muerte
tan callando :
quun presto s¢ va el placer,
como despues de acordudo
da dolor,
como a nuestro parescer
qualquiern tiemnPo pasado
fue mejor.

Pues que vemds Jo presente
quan en un punto se es ido
y acabado,
si juzgamos sabiamente,
daremos lo ngs venido
pe= nasado r
7No s2 +_anéfmadie, no,
pensando que ha de durar
1o que espera, ‘
mas qic duro lo que vio
pues que todo ha de pasar

por tal manera. -
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in the spiritual songs, the character of the aation is mani-
fest. With equal warmth of feeling, with tite same disposi-
tion for light and sportive gaiety, the Gpaniards were
invariably dxstmrrmshed from the Italians by moral gravity.
Henze, they have in all times set a high value on rules of
conduct, sentences, and useful proverbs, and have never
regarded the principles of genuine rectitude as less im-
portant than maxims of worldly wisdom.

But love songs form by far the principal part of the con-
tentsof the old Spamsh Cancioneros. To read them regularly
through, would require a strong taste for compositions of
this class, for the monotony of the authors is interminable.
To extend and spin out a theme as long as possible, though
only to seize a new modification of the old ideas or phrases,
was decmed essential to the truth and sincerity of poetic
effusions of the heart. 'That verbosity which is an heredi-
tary fault of the Italian canzone, must also be endured in
perusing the amatory flights of the Spanish redondillas,
while in them Italian correctness of expression would be
looked for in vain. The desire, perhaps, of relieving their
monotony by some sort of variety, has betrayed the authors
into even more conceits and plays of words than the
Italians, but they also sought to infuse a more emphatic
spirit into their compositions than the latter? The Spanish
poems of this class exhibit, in general, all the poverty of
the compositions of the troubadours, but blend with the
simplicity of those bards the pomp of the Spanish national
style in its utmost vigour. This resemblance to the trou-
badour songs was not, however, produced by imitation: it

1 FFor instauce, the followmq passage from a song by Juan de
Menn:i—
Ya dolor dfl dolorido,
Que cor olvido cuydado,
Pues que antes olvidado
Me veo, que fullecido,
Yau fallere mi semido, &e.
Or:—
Cuydar me 1 & cuydaeh
N Lo que cuydaF F#tria,
Y cpydando en lo passado
Por mi no passa alegria.
Such plays of words are to be found througho/ut ti . whoe Can
cionero.

\
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aros¢ out of *the spirit of romantic love, which, at that
period, and for several preceding centuries, diffused over
the south of Xurope the same feelings and tastes. Since
the age of Petrarch, this spirit had appeared in classical per-
fection in Italy. But the Spanish amatory poets of tife fif-
teenth century had not reached an equal degree of cultivation;

=and the whole turn of their ideas required an impassioned

. rather than a tender expression. The sighs of the lan-
gui-hing Italians became exclamations in Spain. Glow-
ing passion, despair, and violent ecstacy, were the soul of
the Spanish love songs. The continually recurring pic-
ture of the cogtest between reason and passion is a peculiar
characteristic of these songs. The Italian poets did not
place so much importance on the triumph of reason. The
rigidly moral Spaniard was, however, anxious to be wise,
cven in the midst of his folly. But this obtrusion of
wisdom in its improper place, frequently gives an un-
poctic harshness to the lyric poetry of Spain, in spite of all
the softness of its melody. It would be noeunprofitable
or usecless task to pursue this comparison still further. But
the limited extent of this work can afford space for only a
few notices and examples.

The success of the Spanish poets of the fifteenth century
in gay and griiceful love songs, when guided only by their
own feclings, is manifest in some of the compositions of
Juan de Mena; but the charm vanishes the instant the
poet begins to display his skill and erudition,! In a love

Ld
I The commencement of one of his songs, the two fivst trophes of
which are® subjoined, is exceedingly beautiful; but in the sequel tie
Iyrie spark is extinguished by pedanygy.

Muy mas claru §te In luna
sola una D

en ¢l mundo vos na§stes,
tan gentil, que no vecistes
ni tuvistes
competidora niyguna,
Desde nifiez ¢h M cuna
p\)hraa%;_z_f;n;\,,l beldad,
] con tuntx graciosidad,
que vos doto la fortuna. «
Que assi vos organizo
y formo
V1w composicign humana,
-
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song by Diego Lopez de Ilaro, reason and the mind enter
into a prolix conversation on the value to We attached to
affections of the heart; and the thinkingsfaculty admits
reason at the expense of poetry.! In the other songs of
the £ame author, in which the mind obeys only the heart,
he is poetic in all the simplicity of passion, though in
search of wit he sometimes involves himself in obscurc
subtilties.2 The fire of passion is excellently painted, even

que Vos soys 1o mis loguna,
soberana

que la natura erio.

Quien sino vos merecio

de virtudes ser monarcha ?
Quanto bien dixo Petraicha,
por vos lo profetizo.

It would be absurd to attempt the translation of many of the speei-
mens which are necessary to the illustrution of this work; and with
respect to these liney, the tender breathing of the poctry would he
entirely lost in a literal version.

1 Reason corumences the dialogue, nd has also the last woid, she
thus addresses her opponent :—

Pensamiento, pues mostrays
en vos misma elaro el daio,
pregunt’os, que me digays
c¢amino de tanto engaiio,
do venis o donde vays
a tierra, que desconoce
muy presto la gente delln
donde nace nna querella,
¥ quien bien no le conoce
vive en ellu.

Porque en ella ay una suerte,
d’'una engaiiosa esparanga
que el plazer yos da muerte,
por do el fin ‘e su holgura
en trabajo .sf'comierle.

Do sus glexlas aleangadus,
pucsto yn ¢ ue sean seguras,
0 con quantas amarguras
hallaras que son mezclaudas
sus dulguras !

n

2 He is successful m expressing peiions. of pussion with the
emphatic truthfulness of the old Spanish writers ; us for instance in
the following concluding strophes of a farewell song . —

De vos me parto, quexando,
y de mi, muy descontento
de mi triste pensamiento.
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amidst sports of wit, in several songs by Alonzo de Car-
tavena, afterwards archbishop of Burgos;! and it seems to
rage mcessantly in the love songs of Guivara, to one of
which he lrs given the emphatic title of I Infierno de
Amores, or, the Ilell of Love.t  Sanchez de Badmjoz,
Mivivn To va Lo wdo
yuestro mal conocimentc,
Ass1 que por soly vos
vo de todos vo enemgo,
pues me parto, como digo,
mal con vos y ml con Dios,
3 mal conugo
Aunque desto «n v vadat
pocr Cilpa tengo vo,
que 1 te no se mudH,
vuesttmala voluntad
m ¢ t1udo «n lo qu esto
Por do s cuyts agota
vaestn s serm desde aqua,
pues por voy 1 vos perds
v por vos a Dios, senota,
voms aomi
PAW Lt v p ctinesque storm of passion appears under the antiquated
gub of the followrag stanzas' and with what a fantastic play of woid
th v uemtaspascd
La foca ded fuego, que alnmha, que ciege
m1 cugipo, mi alma, mi mucrte, ma vida,
do «ntialo In 1e, do toca, do llegn,
mitn y no mucre su llama encendida
Pucs que hage, trste, que todo me ofcnde *
Lo bucno v .l\lblltalo me cansan congosa,
quemnmdome «Muego que mata, qu encier o,
su fuesy que fuerga que ata, que prende,
L que prende, que suL\L.l, que tina, que afloxa
Aso vie tiste, que alcgre me halle
pues tantos pchigros me MMnen ¢n medio,
que llore que 114, que gritd que calle,
1w tengo, ni quiero, ni esphigacmedio ?
Do quicro que quicra, ne quiro querer,
pues tunto me quiere tan 1avisa plaga,
u1 se1 vo veneido, ni quiero tencet,
1 quic10 pesr, n1 quieip plazer,
u1 <e que we dign, m segqne me haga
? Lhe following are the hi. * and second strophes of 2lus song  Love
15 petined as )- hell m winch the thoughts burn.
/ Que tu, beldad fue querer’
. \ Mas o t1 que a m1 me quiero.
Tu beldad fue mensagero
de mour en tw poder
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when, like a despairing lover, he wrote his will in poctry,
thought he might avail himself of some passages from the
book of Job to express his suffering. lle divided this
strange kind of will into nine lessons, (leciones.) 'The
ideas are very extravagant, but the execution is vigorous,
and in many parts not unpoetic.! It might be presumed
that profane applications of the doctrines and language of’
the Bible would have given offence to the Spanish public,
or at least alarmed the guardians of .catholic orthodoxy.
But such was not the case. Rodriguez del Padron chose
the Seven Joys of Love as the subject of one of his songs,

I'u nubloso disfavor
me cerco sin fin eterno
d'unos fuegos qu'es amor
cuyo nombie es el mfierno.
Qu'en su encendida easa
~¢ queman mis pensaicntos,
alli montan los tormentos
mis entrafias hazen brasa.
Alli sospiro los dias,
que morir no puede lnego
alli Ins lagrimas mas
fortulezen mas en fuego.

'Ls emious composition begins like a testmnentwry mrangem nt,
and then immediately tukes a poetic turn :—

Pues Amor quiere que muera,

y de tan penada muerte,

en tal edad,

pues que yo en tiempo tan ‘nerte,

quiero ordenur mi postrer .

voluntad,

Pero yu que tal me sj:nto,

que no lo podre hazer, .

ln que causa mi tormento
pues que tiene mi poder
ordene mi te damento.

Y pues pu-ventura quiso
wis pensaun entos tornar
ciegos, vams,

10 quiero ot o paraiso,
stno mi alma ' w

en sus manos.”

Pero que lleve de claro *
la misma forma y tenor,
('aquel que hizo d'amor
don Diego Lopez de Haro,
pues que yo muero amador.
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the title of which calls to mind the marquis of Sautillana’s
Joys of the Joly Virgin; he also versified Love’s Ten
Commandments (Los diez Madamientos de Amor.)

The other kinds of lyric compositions, for example, the
laudatory poems, which are dispersed through the Gan-
cionero general, arc not distinguished by any peculiar
featurcs; but the poems under miscellancous titles in this
“edllection deserve particular attention. They exhibit the
amalgamation of a natural with a conventional style, and
thus form the model of a species of national poetry, which
has descended to the present age. Certainshort lyric poems,
usually called songs, (canciones,) in the more strict sense
of the term, are® distinguished by a peculiar character and a
decided metrical form. They have always a sententious
or an epigramatic turn.  T'he number of lines is gencrally
twelve, which arc divided into two parts. The first four
lines comprehend the idea on which the song is founded;
and this idea is developed or applied in the cight follow-
ing lines. The Cancionero general contains one hundred
and fifty-six of these little songs, some of which are the
best poems in the whole book. For this advantage they
are probably indebted to their conventional form, which
confined the romantic verbosity within narrow bounds.
These little sopgs were to the Spaniards of the fifteenth
century, what the epigram had been to the Greeks, and
what the madrigal was to the Italians and I'rench. Like
the latter, they are Jgnerally devoted to some theme of
gallantry; and thoughW)iey do not possess so kigh a polish,
yet the interest exeited\by the truth with which they
paint the character of theNage, and their ingenuous sim-
plicity, entitles them to be pked among the siweetest
blossoms of the ancient spirit ofyromance.!

' e following is by a poct named i

Gran congoxa es esyerar,
quando tardu el espe
mas quien tiene coy
POT (ArdnTs—— 4,0
no deve desespe ¥r.

Assi que vos, pensamiento,
que passays pena esperando,
galardon se va negando,
bien le siento,
mas tened vos sufrimiento.
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The Villancicos bear an immediate affinity to these
little songs. The idea which forms the subject of the Vil-
lancico is sometimes contained in two, but more commonly
in three lines. The development, or application, may be
completed in one short stanza, but often extends to several
similar stanzas. These stanzas always include seven lines.
It was, perhaps, by way of irony, that the name Villancico
was originally applied to productions of this kind; for the
spiritual mottets, which are sung during high mass on
Christmas eve, are also called Villancicos. At least, no
satisfactory etymology has yet been found for the name.
The Cancionero general contains fifty-four Villancicos, and
among them are some which possess inimitable grace and
delicacy.!

These remarkable compositions, whose origin appears
to be lost in the early periods of the formation of the
Spanish language, doubtless gave rise to the poetic gloss,
(glosa,) a kind of poem scarcely known, even by name, on
this side of the Pyrences, but to which the Spaniards and
Portuguese of the fifteenth century were particularly at-
tached, and which subsequently, cven after the introduc-

Y quiga podreys ganar
con firmeza sin dudanga
1o cierto del esparanca
que el tardar

no lo puede desviar.

! T he author of the following Villancico i/hamed Escriva,

- . .
Que sentis, coragor iio,

no dezis, £
que mal es el quesentis.

Que sentistgseaquel dia,
quando mi syliora vistes,
que perdistgs: alegria,

v descungy d(’spedistes,
como a m{munca bolvistes.
no dezis,

donde estayy que no venis.
Qu’ es d{,&-& Qi e».mi nos fullo,
coracon, quiéng agenn? °
' QU es de vos, que annque callo,
vuestrg mal tambien me pena ?
Quien os atd tal cadeng,
' no dezis,
que mal es el que sentis.
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tion of the Italian forms, continued to be preserved as
national poetry in Spain and Portugal.
The poetic glosses may, in some measure, be compared
. to musical variations. ‘The musician selects as his theme
* some well known melody, which he paraphrases or modities
into variations : in like manner in Spain and Portugal,
well known songs and romances were paraphrased or
f‘modified into new productions, but in such a manner that
‘the original composition was, without any alteration of
the words, intertwined line after line, at certain intervals,
into the new one. A poem of this kind was called a
gloss. By this operation the connexion of the glossed
poem was brokdn, and the comparison of the poetic glosses
to musical variations«s therefore not in all respects ex-
actly just. DBut the distinction between them arises out of
the different nature of the arts of music and poetry; and
it is indeed more surprising that these compositions Lave
not flourished beyond the boundaries of Spain and Yor-
tugal, than that they should have been peculiar; favourites
in those two countries. At first, the old romances were
glossed;! then, as it appears, mottos, or sentiments, (motes, )
1 These glosses, which certainly belong to the fifteenth century,
prove the siill bigher antiguity of the glossed romances. As a proof
of this, we may qugte the commencewment of o gloss of the Rosa fresca,
(see p. 4),) thougli it §§ not one of the most successful productions of
its class.
GLOSA DE PINAR.

Y os (uisc querida,
NOCLTOS,

perdida

vida

2 supiers)
#'os tuviern )
n1 aenciara )¢
agora pia que
Y porqu’ es bien qu\padezca
desta causa mi dolo
Hum'os yo sin qu’ of Ywgacn,
Losa fresca, rosa fres
Lun yarrida y con ar

Llun’os yo con vo/fplaiiida,
Nena de g, ). SO Bion,
con ef afma entris, éclda
del angustin dolorida,
que La sufrido el corngon.
Que le haze mil pedagos,
yo muero do quier que vo
pues que por mis embaragos.

> ’
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in the style of gallantry peculiar to thg age,! and, at
length, everything that was capable of ,being glossed.
There is a particular class of jeux d’esprit ip the Cancionero
general, namely, versified questions and answers, and ver-
siffed interpretations of devices (letras), which, together
with corresponding emblems, lords and ladies drew by lot
at festivals, tourneys, bull fights, &c. But these questions,
answers, and devices, are in general more whimsical than
ingenious. )

OF THE ROMANCERO GENERAL,

The latter half of the fifteenth century sgems also to have
given birth to the greater portion of those Spanish romances

Quando y'os tuve en mis brucos
10 VOS Supe Servir, no.

No porque os uviesse errado,
con pensamiento de errar,
mas si me days por culpado,
pues publico mi pecado
deveys me de perdonar.

No porque quando os servia

mi querer os desirvio,

mas porque passo solia,

Y agora que os serviria,

no vos puedo yo uver, no. ,

! The device of an enamoured kuight in “whe true Spanish style -
WITHOUT THEE | AM WITHOUT GOD, AND VITHOUT MYSKLF, was thus
glossed :— /

Mote.
Sin vos, y sin D¥$'y mi.

Grosa DE Don .]44(;3 MANRIQUE.
4

libre me vi,
diera olvidaros,
por amaros
e os conoci
sin vos y mi.
0s, porque en vos adoro

pues,que pudiera olvidaros,
yo soy el que por amgros
esto desque os conoci

sin Dios y sin vos y mi.
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which wrested, the approbation of criticism and public
favour from the older productions of the same class; and
which, thereforg, in the sequel, form the bulk of the Ro-
mancero general, or general romance book. This Romancero
of the Spaniards is so closely related to their Cancio#tro
gencral, that some account of it may not be out of
place here, though it was not printed as a complete col-
lection until the close of the sixteenth century. With
the exception of the narrative romances, the Romancero
may be considered merely as a continuation of the Can-
cionero. The poetry of the lyric pieces contained in it,
which are extremely numerous, is, both in spirit and me-
trical form, prelisely the same as that which appears in
the Cancionero, but more polished in manner and language.
The title of romance indicates no essential difference. The
narrative romances, which occupy the greater portion of
the Romancero, have, in some measure, becn characterized
in this history in treating of the old romances of the same
class; for most of them, particularly those of the historical
kind, differ little from the more ancient. But a consider-
able portion of compositions of every class have been
zontributed to the Romancero by poets of the sixteenth
zentury. 'The collectors have mingled these romances
wnd the older pnes together, without any attention to
>ritical arrangeme® or chronological order; and in no
instance is there anyymention or indication of an author.
In a history of litcravyre, it therefore becomes necessary
to speak of the Romandyo as a whole; and {dr this pur-
pose, the present is, perh:Ns, the most convenient oppor-
tunity; for, even at thc powod when this collection was
produced, the poets who wrotdwromances in the old na-
tional style, merely improved th style without essentially
terisg it. s

Among the historical romances, contamed in the Ro-
mancero, thosc in which anecdo])s of the Moorish war,
o the heroic and gallant adveatwres of Moorish knights,
wre poetically treated, seem, 1ct "the most part, to belong
to the latter half of the fifteenth century. ‘All thesc ro-
mances relate to the civil wars of Granada, the last Moorish
principality in Spain. ' The civil dissensions of Cretile
retarded for upwards of half a century the conquest of

N \J a2

-
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Granada, which was at length effected in the year 1492,
by the united power of Isabella of Castilesand Ferdinand
of Arragon. During this last period of #he conflict be-
tween the Christians and the Mahometans of Spain, the .
forraer became more intimately acquainted with the history -
of the latter. As the last blow for the deliverance of the
peninsula was now about to be struck, all that related to
the Moors was doubly interesting to the Castilians. The
two rival factions, the Zegris and the Abencerrages,
whose mutual cnmity accelerated the fall of Granada,
were especial objects of attention to their adversaries.

About this period it secems to have become a fashion
among the Spanish romance writers, to ‘select from the
events of Moorish history materials for their songs; and
in these romances the heroes of the Zegri and Abencerrage
tribes sustain the principal characters. Iven after the
conquest of Granada, the interest excited throughout
Spain by that great national event still continued; and,
doubtless, -many romances, the subjects of which are
borrowed from Moorish history, were produced in the
sixtecnth century.!

The first Spanish pastoral romances were probably
produced during the last ten years of the fifteenth century.
But no distinet traces exist of the rise of this species of

1 An accurate iden of all the romances of fhis class may be derived
from the Historia de los Vandos de los Zgd is y Abencerrages, Cubal-
leros Moros we Granada, o work well knoy/ to thosg who are acquainted
with Spanish literature. It has beey*'several tgnes printed. 'I'he
editien which I have now before me J#.isbon 1616,) seems to be onc of
the latest. On the title page, the #thor styles himself Ginez Perez de
Hita, and on that page also apger the words, Aora nuevamente sacado
de un lLibro Arabigo, The Ggfman critic, Blankenburg, is of opinion
that there is no nore reason fHy supposing this work to be a trapislation
from the Aralne, than t Don Quixote was derived from a similar
source. The word saca-o, of, the title page, by no means indicates that
it is a trunslation. The nuthor has evidently derived mueh of Lis in-
formnation, such, for instance, & tje genealogical register of the fumilies,
from Moorish sources. He ha=Tprowr®f™availed himself of an Arabic
work t. write o half true and half* fabulous history of Granada, and to
intersperse it with favourite romances. 'There is a coynterfeit edition
of this work, entitled, H&toria de las guerras civiles de Graneada, Pavis,
1660, From the French words on the margin, it is obvious that the
book must have been used in Paris in the seventeenth century, by
lemuners of the Spanish language
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poetry in Spain. In the poetry of the age of John II,
neither pastorfl names nor ideas appear, except in the
satirical poem,®entitled, Mingo Rebulgo, which will be
: hereafter noticed. Pastoral dramas are, however, to be
found in the works of Juan de la Enzina, who flourisffed
towards the close of the fifteenth century, and of whom
we-shall also have occasion to speak more at large. The
Spanish pastoral poetry seems, shortly after its rise, to
have been blended with the romantic poetry. Many of
the most beautiful narrative pieces in the Romancero
general are properly pastoral romances. It is quite im-
possible to ascgrtain correctly to what age thesc bucolics
belong;' and it has, hitherto, proved equally impossible to

t It will be sufficient to transcribe here one of these pastoral romances,
which presents a fair specimen of the better part of the rest.
Olvidada del sucesso,
del enganado Narciso,
mirando esta en una fuente
Filis su rostro divino,
el negro cabello suelto,
al ayre vano esparzido,
cefiida la blanca frente
con un liston amarillo.
Mira los hermosos ojos,
« el labio en sangre tefido
de cristalinos dientes
adorn\do y ofendido :
no se “ira el bello rostro,
por pre®:ncion que ha tenido,
imas porqt | le mueve a ello
81 desprecio Ye su amigo.
Ilala dexaa™ ¢l cruel,
sin averlo meret
por quien vale men® que ella,
y es della menos queXido.
Pareciole que enturbiqyg.
con las perlas que ha arfido
1as corrientes amorosy },
y sollogando, les dixa?
Turbias van lasvuguas madre,
1288 = .
turbias van; * ‘e
mas ellas se aclararan.
Si el agua de mi alegria
enturbin la de mis ojos,
y le ofrecén mis despojos
al alma en mi fantasia,
sospechas son, gue algun d"u.
tiempo y amor ulgharan.
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obtain any positive information respectiny the origin of
the facetious and satirical romances and Yongs, dispersed
through the Romancero general.!

Finally, the history of the Romancero general itself
still waits for bibliographic illustration; and in order to
throw any light on this subject, it would be necessary to
have the opportunity of examining the Spanish libraries
and old collections of manuscripts, and to be able to bestow

Turbias van las aguas madre,
turbias van,
mas ellas se aclararan.
Si fatiga el pensamiento,
y se enturbia la memoria,.
juntar la passada gloria
con ¢l presente tormento,
si esparzidos por el viento
mis tristes suspiros van.
Tubias van las aguas madre
turbias van,
s mus ellas se aclararan.

1 The following is wiitten in a style which was, at a later period,
much admired in France, and fiequently imitated in Germany in the
days of Hagedorn and Gleim.

Que se case un don Pelote
con una dama sin dote,
Bien puede ser.
Mus que no de algunos di
por un pan sus damefnay,
No pucde ser.

diez Mengn,
justo la venga,
5 puede ser.
\en el sermon
1 suspiros sin son,
Bien puede ser.
Mas que Yo los de a mi cuenta,
porqN s¢pan do se assienta,
Npfrenievers: .
Que ande la bella casada
bien vestida, y mal zelada,
«  DBien puede ser.
Mas que el bueno del marido
no sepa quien da el vestido,
No puede ser, &c.
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on them indefagigable attention. Of all the collections,
bearing the aommon title of Romancero general, only
two are quotedeby authors; one was edited by Miguel de
: Madrigal, in the year 1604, and the other by Pedro de
Flores, in 1614.! Another publication, however, urder
the same title, also appeared in 1604, and contains
upwards of a thousand romances and songs. It professes
to be a new and augmented collection of this kind.2 At
what time, then, was the first collection made or pub-
lished?
But thosg who may think it unimportant to inquire how
many of thesc anonymous poems, which have for ages
delighted the Spanish public, were produced in the fif-
teenth or sixteenth century, and who may merely wish to
sce a selection of the best Spanish poems in the old
national style, have oaly to turn to the Romancero general,
Many of the narrative romances which it contains rival
in romantic simplicity those of apparently older date in
other collections, and exceed them in elegancg; and still
more do a number of the songs in the Romancero surpass
those in the Cancionero general. 'Thus, the historian of
literature has additional cause to lament that, through the
absence of all chronological and bibliographical notices, he
is deprived of qven the slight satisfaction of paying a just
tribute to the mem¥yry of the authors of the best of those
romances and songsy Several of their writers well deserve
immortality, though Jey seem not to have attached much
value to fame. #If theii gongs, accompanied byethe guitar,
augerested the h&arts and c.armed the ears of their auditors,
they™¥6ught no laurels in widition to that true reward of
the poet. Yet, for this very ¥gason, in an age when the

1‘ Seéb the notices of Nicolas Antohice Sarmiento, Velasquez, and
others.

21t is entitled Romancero general 'vk] que se contienen todos los
romances, que andan impresos, nora :!m amente afiadido y enmendado,
Madrid, 1604, a quarto \.'oluu‘" eanddling about seventy sheets. The
preface is subscribed by the bookseller,Who to have piled this
work himself, , The fodos on the title page must not b8 literally” under-
stood. Not one of the romances contained,in the old Cancioncro de
Romances, (see note, puge 35,) appears in this Romancere general, which
is, in other respects, extremely copious. But the Spanish booksellers
begun at an early period to give boasting titles to their publications.
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lowest degree of poctic merit presumptuously claims
literary distinction, the task would be the anore pleasing
to do honour to thosc venerable authors, by raising
the veil beneath which their names have too long becn
con.ealed.

FIRST TRACES OF THE ORIGIN OF SPANISH DRAMATIC
POETRY IN THE MINGO REBULGO—JUAN DEL ENZINA
—CALLISTUS AND MELIB®EA, A DRAMATIC TALE,

All that now remains to be stated respecting the poetic
literaturc of the Spaniards during the fiftcenth century,
must be comprehended in a notice of their first essays in
dramatic poetry. :

In lieu of those poetic works which are styled dramatic
in the true sense of the word, and which afterwards formed
the most brilliant portion of Spanish poetry, the Spaniards
of the fifteenth century possessed merely spiritual or tem-
poral farces, written in the style which prevailed in the
middle ages, and which can scarcely be said to belong
to literature. At Saragossa, the residence of the court
of Arragon, attempts towards the improvement of dra-
matic amusements were earlier made than in the Cas-
tilian court. There, as has already been, observed, the
marquis de Villena devoted his lgfrning and inven-
tive talents to the drama. Allegongul dramas, indeed,
do not seem to have been in favour 4t the court of Castile,
notwithstanding the taste for allegAry whith distinguished
the poets of the reign of John/l. ~ A sihgular union.nf
pastoral and satirical poetry fifSt gave birth to a &pecies of
dramatic poem in the Cast@fan language.

In the reign of John II. an anonymous poct amused
himself by describingddhe Lourt of that monarch in' sati-
rical coplas. It is imppssible to account for the whim

i

which induced Lim to ti\ow his rhymes into the form of
a dialogue, and to sclec herds for his interlocutors.
The work extends to thirty-two coplas, and critics have
sometimes cldssed it among the eclogues, and sometimes
among the first satirieal productions of the Spanish poets.
Som¢ make Rodrigo de Cota the duthor of these coplas;
and others, who ascribe them to Juan de Mena, seem to
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forget that thes latter was zealously devoted to the court
party. ‘This singular composition is usually mentioned
under the title®of Mingo Rebulgo, from the names of the
two shepherds who carry on the dialogue. Supposing
pastoral poetry to have been in vogue at that period in
Spain, and particularly at the court of John IL, it would
be-casy to explain how a witty author might conceive the
. bold thought of converting a pastoral dialogue into a satire;
but in that case the ideas of a poetic pastoral existence
must have been diffused through Spain, as they were
through I¢aly. It is probable, however, that in both
countries the Jevived study of classical literature, and
particularly of Virgil’s eclogues, gave rise to the practice
of clothing modern ideas in a garb imitated from the an-
cient bucolic poctry; and it seems the cffect of mere acci-
dent, that a Spaniard should have been the first to devote
a work of this kind to the purposes of satire.!

Doubtless, neither the eclogue of Mingo Rebulgo, nor
the colloquial stanzas in the Cancionero, can properly be
regarded as the commencement of dramatic poetry in Spain.
But all these preliminary essays in dialogue are, in a lite-
rary point of view, conneccted together; and about the
close of the fifteenth century, pastoral dialogues were con-
verted into red.d{:)mas, by a musical composer, named
Juan de la Iinzinayor del Enzina, as he is styled in the
old collections of h"s works. This ingenious man, who
was born in Salamarea during the reign of queen Isa-
bella, though ikf what iear is not precisely ®nown, was
sseaallv celebrated as a pot and a musician. He travelled
to Jerusalem in company w¥h the marquis de Tarifa, and
that journey could not fail to"sore his mind with many
new ideas. Ile lived for some time in Rome in the qua-
lity Of chapel-master, or musicd} disector to pope Leo X.,
who, it is well known, affordegl great encouragement to
dramatic amuscments. But iff Rome, as well as in Pales-
tine, Juan de la Enzina still, femained a Spaniard. His
poetry imbibed no tinge of the‘Italian taste, and h¢ con-
tinued to wtite songs and lyric romances in the old Cas-

<

! More copions information, together with bibliographic notices re- o
specting the pastoral dialogue of Mingo Rebulgo, are given by Velas
quez and Dieze, page 162,
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tihan style. He also exercised his fancy in making jests,
consisting of ridiculous combinations or sheterogeneous
conceits, called disparates, which he wrotecin the form of
romances. These oddities rendered his name a proverb
inpain. He converted Virgil's eclogues into romances,
in a style of sweet and graceful simplicity, and he applied
to his patrons, Ferdinand and Isabella, the duke and
duchess of Alba, and others, the compliments which Virgil
addressed to the emperor Augustus. Accident had intro-
duced into Spain a mixture of pastoral poetry with the
drama, and Juan de la Enzina wrote sacred and profane
eclogues, in the form of dialogues, which were represented
before distinguished audiences on Christmas eve in car-
nival time, and during other festivals. They are, how-
ever, entirely lost to literature.!

1 Nicolas Antonio, Sarmiento, and Velasquez, give accounts of Juan
de la Enzina. Some of his romances and songs, which, however, pos-
sess no remarkable merit, are also contumined in the Cancionero general
and the Cancloncro de romances. One of his compositions, styled an
echo, or a song in which the rhyme is repeated in the following word,
with the effect of an echo, is inserted in the Cancionero general, as
being something peculiar. The old collection, entitled, Cancionero de
tudas las obras de Juan del Enzina, certainly contains poems fur supe-
rior to any alrcady mentioned, though perhaps they do not rise above
the poetry of his age. Velasquez quotes an edig’ .“published in 1516,
which Dieze regards as a curiosity. Indeed, oy of the greatest literary
curiosities in existence is an old folio editidn (probably the first) of
the Cancionero of Juan de la Kuzina, printed at Seville, in gothic cha-
racters, in the year 1501, by two Gerprans napied Pegnitzer and
Herbst, at the expense of two memhmf The copy to which I have
in Germany, is also jrentjae.sa

referred, which is probably the only o
in Dieze’s supplement to Velasquezg#it belongs to the ducal library at
Wolfenbuttel. Notwithstandinggfie gothic characters, the print is so
clear and neat, that in this respbct alone it is highly intcrestiug to bi-
bliographists. Juan de la Enzna's songs occupy the greater part of
the volume. One of the'?nrnm*ely-—an Apology for Women, ( Contra
dos que dicen mal de Mugerest) is remarkable for poetic truth and
pleasing versification. In this ypology for the fuir sex, the author,
among other things, says: t

Piadosas en dol:rse

De todo ageno dolor,

Con myy sana fe y amor,

Sin su fauma escurecersg,

Ellas nos hacen hacer

De nuestros bienes franquezas ;
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The dramatie romance of Callistus and Melibceea is, how-
ever, more celebrated than Juan de la Enzina’s eclogues.
It was probably commenced in the reign of Ferdinand and
Isabella; though some authors assign this remarkable spe-
cimen of popular descriptive talent and moral feelingo
the age of John 1I. The author is supposed to be Ro-
drigo de Cota, to whom the pastoral dialogue of Mingo

Rebulgo is also attributed. This dramatic romance was
continued and completed at the commencement of the
fifteenth century by Fernando de Roxas, who has recorded

+Ellas nos hacen poner
A procurar y querer

Las virtades y noblezas.
Kllas nos dan ocasion,
Que nos hagomas discretos,
Fsmerados y perfetos,

Y de mucho presuncion.
Ellas nos hacen andar
Las vestiduras polidas,
Los pundonores guardar,
Y, por honra procurar,
Tener en poco las vidas.

His imitations of Virgil's eclogues have the same metrical form as
many of his other poems. The first eclogue commences with the fol
lowing graceful stygphe :—

'Tity ‘0, tu sin cuidado
Que te estas so aqueste haya,
Bien tendido y rellunado.
Yo triste y descarriado
0 1o s¢, por do me \aya.
Ay, carillo!
"T'aites tu tu ci+amillo,
No hay que en éaq‘loja te trayga.

His pastoral dramas, both sacred and temporal, are merely eclogues in
a styl®similar to the above, only thatjthey gge written in the dialogue
form, and with remarkable lightness. ‘Ihe lust, which is of the temporal
class, commences tbus :—

Gil. Ha, Mingo, que dfs de atras ?
Pasa, pasn, acd delante!
A horas que no se ®spante,
Como tu, tu primo E[us.
Asmo, que tu pavor hiv.,
Intra! No estes revellado !
Mingo. Do me o Dios, que estoy asmado.
No me mandes entrar mas.
.
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his own name in the initials of thé introductory stanzas.!
Fernando de Roxas did not possess the forcible descriptive
powers of the unknown author, though he appears to have
fully entered into the plan traced out by the latter. Either
he"lr his precursor entitled the work a tragi-comedy. It
consists of twenty-one acts, and consequently its vast
length renders it unfit for theatrical representation. This
production may be regarded as original in a certain sense,
for there existed no work of the same kind which the
author could have chosen as his model. But in a higher
and truly critical point of view, it possesses as, little ori-
ginality as real poetic merit. Natural description and
moral precept seem to have been the great objects of
both authors. They both aimed at exhibiting a serics of
dramatic lessons to warn youth against the seductive arts
of base agents employed to promote intrigues. In order
to attain this moral end, the authors deemed it necessary
to paint in glowing colours disgusting pictures of vice, and
through a sgries of scenes, unconnected by the unities of
time or place, to exhibit in the most striking point of view
the tragical end of an intrigue conducted by a woman of
the most odious character. Owing to its moral object, the
book has found admirers in all ages, though many have not
unreasonably conccived it more advisable tg withdraw such
scenes from the eye of youth, than to plint them with the
minuteness and vivid colouring of truth. But even allow-
ing that an inconsiderate young person may have occa-
sionally béen deterred from an intrigue byrthe sad history
of Callistus and Meliboea, yet the whole drahatic tale, botk |
in the subject and execution, 8 nevertheless revoltifif to
good taste. The story is a#” follows:—Callistus, a young
man of noble family, entertains a romantic passion for
Melibeea. The yours ladk'r is also attached to him% but
her own prudence, as will as the strict observation to
which she is subject in theyiouse of Ler parents, prevents
all communication between the lovers. In this difficulty,

1 1n'the edition of 1599, whizh 1 have consulted, the work is entitled
Celestina, tragicomedia de &'ulisto y Melibea. ‘The first letter of each
of the introductory stanzas being put together, the following words are
formed :—F.1 bachiler Fernando de Rojas acabd la comedia de Calisto y
Melibea, e fue nacido en ln puebla de Montalvan.
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Callistus applies to an artful and abandoned woman, to
whom the author has given the elegant name of Celestina.
She easily devises a pretence for insinuating herself into
» the house of Melibeea’s parents, where she succeeds in
bribing the servants. The intrigue then proceeds in-fhe
most common manner, though the author thinks it neces-
saty to call in the aid of witcheraft and magic. Callistus
at length attains his object, and Melibcea’s parents discover
“the mischief when it is too late. Murder is committed
among the servants of Melibtea; Celestina’s house likewise
becomes the scene of bloodshed; the profligate woman is
herself murdergd in the most horrible manner; Callistus
is stabbed, and Melibaa closes the tragedy by throwing
herself from the top ‘of a lofty tower. Such is the ground-
work of the twenty-one acts of this tragi-comedy. It
must be admitted that the authors have painted the scenes
in the housg of Celestina in as decorous a manner as the
nature of the subject would permit. 'The profligate per-
sonages, particularly Celestina, are drawn with great truth;
and in the list of the characters their description is unre-
servedly added to their names. 'The first act, which is by
the unknown author, is distinguished above the rest by
the easy flow of the dialogue.! Considered in this point
.

1 The following speci nens may be cited. Callistus is discoursing
with his servant, concernmg his passion for Melibeea.

Ca. Mayor es mi fuego, y menor la piedad de quien agora digo.—
Sem. No me engﬂﬁg yo que loco estd aste mi aino.—Ca. Quasestas mur-
nmurando Sempronig ?—3Sem. No digo nada.—Ce. Di lo que dizes: no
temas.—Sem. Digo que como puedn ser mayor el fuego que atormentn
un hivo, que el que quemo tal wiudad y tanta multitud de gente ?—
Ca. Como ? yo telo dire: mayor es I, llama que dura ochenta ailos que
la que en un dia passa; y mayor la que quema un anima, que la que
qucm(“ cien mil cuerpos. Como de la, aparencia a la existencia, como
de lo vivo a lo pintado ; como de la sodibra «fo real: tanta differencin
ay del fuego que dizes al que me qudmu. Por cierto i el del purga-
torio es tal, mas querrin que mi esyfritu fuesse con los de los brutos
animules, que por medio de aquel y” a la glorin de los santos.—Sem.
Algo es lo que digo, a gnas ha de yr este hecho: no basta loco, sino
hereje.—Ca. No te digo que hables altxiluando hablargs ? Que,dizes ?
—~Sem. Digo dque nunea Dios guiera tA}: que es especie de herejia lo
que agora dixiste.—Ca. Porqne *—Sem. Loeque lo que dizes contrudize
la Christiana religion.— Cu. Que & mi ?—Sem. Tu no eres Christiano ?
—~Ca. Yo Melibieo soy, ¢ an Melibea adoro, e en Melibea crlo, e a
Melibea amo.
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of view alone, the work is extremely jnteresting. It
affords a fair proof that the fluent and natural style of
conversation which the dramatic poets of the north only
attained after much labour and repeated failures, arose
spoataneously in Spain, on the first attempt of a writer of
talent to make dramatic characters speak in prose.! This
tragi-comedy, as it is styled, has, however, but little rela-
tion to poetry.?

FURTIIER ACCOUNT OF SPANISII PROSE.

RISE OF THE HISTORICAL ART — EARLY PROGRESS OF THE
EPISTOLARY STYLE.

In a history of Spanish prose of the fifteenth century,
it would be improper to omit a brief notice of the
chronicles, which, in Spain, at this period, werc not
written by monks, as in other parts of Europe, but by
knights, many of whom were at the same time poets. The
custom instituted by Alphonso X. of appointing historio-
graphers to record the most remarkable events of national
history, was maintained by his successors throughout the
fourteenth century; and, in addition tg “hose historians,
who were regularly appointed and paid, there arose others
in the fifteenth century, who wrote of their own accord from
the lovg,,of fame, or for the sake of doing honour to the
parties to which they were respectively altached. Histo-
rians were never held in such high estimation in modern
Europe as they were at this tfine in Castile.

But notwithstanding the fortunate circumstances which
combined to revive the tagte for historical composition in

f

! About the same period, t,.¢ dramatic prose dialogue of Italy was
formed in a similar style, bunwith more histrionic refinement. See
vol. ii. of my History of Ilalian ‘therature.

2 The dramatic romance of Callistus and Melibcea has been trans-
lated into several languages ns a book of moral instruction. There is
an old Germali translation, Wwhich appeared at Nuraberg in 1520,
entitled the Hurenspiegel -*"The German philologist, Caspar Burth,
translated it into Latin under the title of Pornoboscodidascalus, and
styles it Liber plane divinus. It was published at Frankfort on the
Oder, in 1624.
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Spain, the noble authors of the Spanish chronicles in very
few instances rose above the vulgar chronicle style. They
faithfully adheged to the language of the historical books
. of the Bible. In nothing is their poetic talent disclosed,
except in a better choice of expression, than is to be foad
in the common chronicles, which were in general
written by monks. Spirited and adequate historical
description was totally unknown to them. They all
‘wrote in nearly the same manner. Facts were heaped on
facts, in long monotonous sentences, which uniformly
commenced with the conjunction ard. Occasionally, in-
deed, the® writers of these chronicles seem to have
made attempts to imitate the ancient historians; at every
favourable opportunity, little speeches are put into the
mouths of the characters they record; but these speeches
are given either in the language of scripture or the law.
Thus wrote the illustrious Perez de Guzman, who was
celebrated among the poets of his age; and thus wrote the
grand chancellor of Castile, Pedro Lopez de Axa]a, who is
better known than the former as an historian, in consequence
of having compiled from ancient chronicles a connected
history of the kings of Castile of the fourteenth century.!

An agrecable surprise is, however, excited in discover-
ing among these chronicles some biographical works, one
of which was Yachably written in the last years of the
fourteenth century, and another, doubtless, belongs to the
fiftecenth. These two productions deserve to be noticed, but
in a rhetorical Roint of view neither can be wc=g highly
estimated. The first is the history of count Pedro Nifio
de Buelna, one of the bravest knights of the reign of Henry
III. The author is Gutierre Djez de Games, who was the
count’s standard bearer.2 The gothic taste of the age, it

I Tifere is more facility now than forynerly .for becoming acquainted
with these old Spanish chronicles; for during the last thirty years the
greater part of them have been reprinteg. A folio edition of the copious
chronicle of Perez de Guzman was printed at Valencia, in the year
1779, with an elegance which proves the patriotic zeal of the editors :
the chronicle of Ayala was printed at M.‘lr‘d in the same year.. {‘item-
ture is indebted for this revival of the ),tthers of Sparfish History, to
the efforts of the Historical Academy of M. %rid.

2 It is not many years since this history was first published from the
manuseript. It is entitled, Cronica de Don Pedro Nifio Conllc de
Buclna, ror Gutierre Dicz de Games, su Aferes. La publica D. Eu-
genio de Llaguno Amarola, &c. Madrid, 178% in quarto.
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must be confessed, is sufficiently apparent in this history.
The chivalrous author begins by apostropluzmg the
Trinity and the holy virgin. He then regsons methodi-
cally on virtue and vice, according to the scholastic no-
tiens of morality. It is, however, easy to perceive that
the author has taken great pains to avoid the dry chronicle
style. He evidently wished to give to the history of his
hero the interest of a romance. Ile did not, therefore,
confine himself very scrupulously to historical truth, and
he has even blended fabulous. stories with his narrative.
But on the other hand he paints real events with a degree
of spirit of which no example is to be fodnd in the
chronicles; and some of his descriptions are so remarkable
for precision and accuracy of expression, that they might
be mistaken for the production ot a modern writer, if the
simplicity of the ideas did not betray the age to which the
chivalrous author belonged.!

The second of these blograp]ncal works is the history
of count Alvaro de Luna. The author, whose name is
not known, appears to have been in the count’s service,
and to have taken up the pen soon after the exccution of
that extraordinary man, to raise a monument to his
memory in defiance of his enemies.?2 The work is in fact
an apology, in which the enthusiasm of the anonymous
author for his hero carries him beyond- € bounds of his-
torical calmness and of impartiality. But this very enthu-

1 He 'g¥«~s the following description of the national character of
the French, which derives additional attraction #rom its antiquated
language :—

Los ¥ranceses son noble nacion de gente: son sabios ¢ muy enten-
didos, ¢ discretos en todas las cosas que pertenescen i buena crinnza en
cortesia ¢ gentileza. Son muy genules en sus traeres, € guarnidos
ricamente : traense mucho & lo propio : son francos ¢ dadivosos* aman
facer plnwcr a todas las gemos honran mucho log estrangeros : saben
loar, ¢ loan mucho los buenos !echos : non son maliciosos : dan pasada
4 1os enojos : non calofian & othe de voz uin fecho, sulvo si los vi alli
mucho de sus honras: son muy corteses é graciosos en su fablar : son
muy alegres, toman placer de buena mente, é buscanle. Asi ellos como
ellas son muy enamorados, é p, ceianso dello.

2 That this bwgmphmgb-:luon:cle was written between the vyeurs
]4.).3 and 1460, is proved in the preface to the latest edition, which is
entitled, Crom.va de Don Alvaro de Luna, &¢. La publica con varios
apendices Don Josef Miguel de Flores, Sccretario perpetuo de la real
Academia de la Histori . Madrid, 1784, dto.
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siasm gives the work a degree of rhetorical interest,
which is wantigg in the chronicles. Alvaro de Luna is
regarded by him apologist in his real character; namely,
as the greatest, if not the most disinterested man of hj

age in Spain; and it was the author’s intention that e
animated picture he drew should mortify and shame the
powerful party which overthrew his hero. His zeal fre-
quently betrays him into declamatory pomp. But what
other Spanish writer of that age could declaim with so
much eloquence?! He is not, however, always declama-
tory. His jntroduction, notwithstanding the lofty eleva-
tion of the ideas, possesses real dignity of expression, com-
Dined with the true harmony of prose.? His apostrophe
to truth, at the clost of this introduction, is a genuine
overflowing of the heart.3 It is true that the narrative
itself somewhat inclines to the manner of the chronicles;
but the spirit pervading the whole work is perceptible even
in the style, which, considered with reference to the period

L]

1 The following is one of his declamatory passages: it is certainly
more suited to a plulippie than to a biogiaphic work, but it is sufliciently
oratorical for the age i which it was produced :—

Oh trayeion! oh traycion! oh trayeion! Maldito sea el ser tuyo:
maldito sen el poder tuyo: ¢ maldito el tu obrar, que 4 tanto se esti-
ende, ¢ tantas fuerze- alcanza. Ol enemiga de toda bondad, ¢ adver-
sarta de toda virtud, & contraria de todos bienes! Por ti han seido des-
truidos Reynos: por ti han seido asoladas grandes & nobles, ¢ popu-
losas cibdades* e por ti son cometidas en Emperadores, ¢ Reyes, ¢
Principes, ¢ altos seriores, crueles, bravas ¢ miserables muert ¢ Quien
pudicra pensar?  Qulen pudiera creer? O qual juicio pudiera abastar
A considerar, que mn Yanto seiior, é-de tan alto ser, un tan grand, 4 tan
familiar anugo de virtudes, como era el inelito Macestre de Sanctiago ¢
insigne Condestable de Ia gran Castilla, viniesse al passo que agora aqui
contaremos ?

2 Fntre los otros frutos abundosos que la Espaiia en otro tiempo de
s1 solia %lar, fallo yo que el mas precioso de aqifellos fué criar & nudrir
en si varones muy virtuosos notables é dispuestos para cnseiiorear,
sabios para regir, duros ¢ fuertes para guerrcar. De los guales unos
fueron subidos a la cumbre imperial, otros 4 la relumbrante catedra del
saber. ¥ muchos otros merescieron por victoria corona del triunfo
resplandesciente, N . »

3 tentando $ntrar la presente obra do.yle pues tii, Verdad, eres una
de las principales virtudes yue en aqueste hwestro muy buen Maestre
siempre fecistes morads, a ti solo llamo & invoco que adiestres lagmi
mano, alumbres el mi ingenio, abundes la mi memoria, porque yo pueda
confirmar ¢ sellar la comenzada obra con el tu m‘ecioso nombre.

H
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when it was written, is remarkable for. precision and
facility.! In short this biographical chronicle, estimated
by its rhetorical merit, has, in spite of all its gothic orna-
ments and declamatory excrescences, no parallel among the
clironicles of the age to which it belongs.

Los Claros Varones, the Celebrated Men, is a work
which claims particular attention. The author is Fer-
nando del Pulgar, who filled the office of historiographer
in the reign of Isabella and Ferdinand. 'This ingenious
man was ambitious to be thought the Plutarch of his
nation. In his twenty-six short biographical sketches, he
has, however, confined himself within limits too narrow
to effect all that he was capable of; but the precision of
hig descriptions, and the purity of his style, are neverthe-
less remarkable for the age in which he flourished.?

Fernando del Pulgar is also the oldest Castilian author
in the cpistolary style; and upon the whole he may be
regarded as the first who, in the character of a states-
man and vublic functionary, formed his correspondence
in a modern language on the model of Cicero and Pliny.?

! The author thus relates how Don Alvaro de Luna, in his youth, by
the irresistible grace of his munners, had gained the love of the king,
(who was then also very young,) and the favour of the fair sex ;:—

Cu si Rey salin & danzar, non queria que otro caballero ninguno, nin
grande nin Rico ome danzase con cl, sulvo Doit?Alvara de Luna, nin
querin con otro cantar, nin fucer cosn, salvo con Don Alvare, nin se
apartaba con otro i aver sus conscjos é fablas seeretns tanto como con
¢l De Ja otrn parte que todus las dueiins & doncellas lo favorescinn
mucho. Don Alvaro era mas mirado ¢ preciado “mtre todos aquellos
que cn las fiestas se ayuntaron. T despues quaudh el Rey se retraia a
su caimarn & burlar 6 aver placer, Don Alvaro builabu tan cortés ¢ gra-
ciosamente, que el Rey ¢ todos los otros que con él eran aviau muy
grand placer. F si fublabun en fechos de caballeria, aunque Don
Alvaro cra mozo, él fabluba cn ellos, assi bien ¢ atentamente que todos
se maravillaban. 1 ayvel fué desde nifio su mayor estudio, «.atender
en los fechos de armas ¢ de cabullerin, é darse 4 ellos, ¢ saber en ellos
mas fucer qu@ decir.

2 The library of the nniversity of Gottingen contains a copy of this
searce book, printgd in Gothic characters, but the title page is wanting,
1t commences with the table of contents: Comienca la table de los
claros varanes; ordenada por “Fernando del Pulgar, £ . ‘The biogra-
phicul sketches are followed by n collection of letters ; and the whole
forms a volume with which every author who writes on Spauisk history
ougit to be acquainted.

3 The following specimen is the commencement of a jocular letter,
in which Fernando del ™ulgar begs of his physician to preseribe to him
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Those who lmve time and opportunity to peruse Spanish
manuscripts of the fifteenth century, will doubtless find
many more documents to prove the high degree of culti-
+ vation which Spanish prose had attained at that periog.
In spite of the lofty poetic flight which then characterized
the genius of Spain, and the powerful charm of the poetic
prqse of the chivalrous romances, the national gravity of
the Spaniards, when their minds were directed to facts, and
not to sports of the imagination, made them incline to
what may be termed a plain matter of fact style, in the
same degreg as the genius of the Italians, which attached
itself exclusively to beautiful forms, had been accustomed
to manifest an indiflerence to truc prose. The philo-
sophic writings of Aristotle were, in the same age, trans-
lated into bp.lms'l by a scholar whose name as well as his
work have fallen into oblivion.!

JUAN DE LA ENZINA’S ART OF CASTILIAN POETRY.

The literature of this period possesses, however, not the
slightest trace of true criticism. Though the poctical and

« remedy for the scintica, as the consolation which Cicero offers in his
vook de Senectute had no cffect on him :—

Neitor dotor Francisco Nuries fisico: yo Feinando de Pulgar escrivano
paresco ante vos: )~ go que padesciendo grand dolor de la yjada: y
otros males que asomun con In vejez quise leer a Julio de senetute parn
aver del para ellos algun remedio. Y no le de dios mas salud al alma
de 1o que yo falle en el parn miyjada.  Verdad es que da muchas conso-
laciones : y cuenta gmuchos lootes de la vejes.  Pero n Movee de
remedio para sus m'jcs. Quisiere yo fallar un remedio solo, mas por
ererto Sefior fisico que todas sus consolaciones por que el conorte
quando no quita dolor, no pone consolacion. Quise ver essomismo el
segundo libro que fizo de las quistiones Tosculanas. Do quiere provar
que cl sabio no deve haver dolor: y si lo hoviere lo puede desechar
convrgd. ¥ yo Seiior dotor como no soy gabio senti el dolor. Y
como no soy virtuoso no le puede desechar. N1 lo desechara ¢l mismo
Fulio por virtuoso que fuera: si sinticra el mal que yo sinti.  Assi que
para las enfermedades que vieneu con la vejez fullo que es mejor yr al
fisico remedindor: que al filosofo consolador. Por_ los Cipiones, por
los Metellos, y sabios, y por los Trasos, y por otros algunos romanos
ue bivieron y yiurieron en honrra quier’ provar Julio gue ln vejuz es
buena. Y por !]guum que ovieron malu postremera provare yo que es
mala. F dare mayor numero de testigos para prueva de mi intencion
que el Seiior Julio pudo dur para en prueva de la suya.

! See the notice by Nicolas Antonio in the Dibl. Hisp. Vdus, last
edition, (Madrid, 1783,) vol. ii. p. 282, .

H2
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rhetorical rules of Aristotle were known toa few scholars,
they were of little utility to writers who .cither applied
them erroneously, or considered them impgacticable. Of
the state of poetry in Spain, during the reign of Ferdi-
naud and Isabella, a correct notion may be formed from a
Treatise on Castilian Poetry, (Arte de Poesia Castellana,)
by Juan de la Lnzina. In this work, addressed to the
prince royal of Spain, the author wished to prove that he
thoroughly understood the art on which he wrote, and that’
he was not an unskilful troubadour.! The commence-
ment of the treatise might lead the reader to expect some
profound investigation. Juan de la ISnzina obscrves,
“that poetry is so excellent an art, that it ‘merits the par-
ticular favour of princes and nobles, who, being reared in
the bosom of sweet philosophy,? know how to unite the
virtues both of peacc and war; it was, therefore,” he con-
tinues, “his intention to write a theory (arte) of Castilian
poetry, which might facilitate the distinction between good
and bad.” «Ile treats of the origin of poetry among the
ancients and among the Italians, and marks the difference
between a pocet and a troubadour.  The former, he says,
is, with respect to the latter, ¢ what a composer or learned
musician is to a singer or musical performer, a geometri-
cian to a mason, or a captain to a private soldier.”™  After
all these high promises, Juan de la Enzina merely gives
an essay on Castilian prosody in a few chapters. Such is
his art 3{'. poetry. .

Thus was the poectic and also the pr:)sc literature of
Castile developed in the ancient national forms, during the
first centuries that succeeded their birth, without any
superior genius having cither raised them to higher per-
fection, or enlargdd their boundaries. Like the® Gaya
Ciencia of the troubadours, the rising poetry of Spain was

U This treatise precedes the collection of Juan de la Enzina's poems.
See note, page V0. /

2 Crindos erl” el gremio de 1a dulce filosofia. This he :‘ays in particular
reference to Ferdinand and Isabella.

3 Quanta diferencia aya del Musico al Cantor, y del Geometra al Pc-
drer8, iauta debe haver cntre Poeta ¢ Trobador, The third compa-
rison follows afterwards.

F 2
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a common preperty, protected by a literary democracy,
which alloweds no despotic genius to encroach upon its
rights. Tt is dMficult to imagine what might have been the
fate of Castilian poetry, had not a new political connexign,
formed between Spain and Italy, at the commencement of
the sixteenth century, suddenly brought the Spanish na-
tiqn, as it were in mass, in contact with the Italians. At
all events, the Spaniards must, in the progress of culti-
"vation, have ceased to be satisfied with the poetry of their
old songs and romances, on their literary taste becoming
in any way more refined.
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BOOK II.

FROM THE BEGINNING OF THE SIXTEENTH TO THE LATTER
HALF OF THE SEVENTEENTH CENTURY.

t

INTRODUCTION.

GENERAL VIEW OF THE STATE OF POETICAL AND RHETO-
RICAL CULTIVATION 1IN SPAIN DURING THE ABOVL
PERIOD.

Tue union of the kingdoms of Castile and Arragon, in
consequence of the marriage of Isabella, the heiress of the
Castilian throne, with Ferdinand, king of Arragon, forms
an epoch in Spanish literature, as well as in Spanish
history. Hitherto Spain had been occupied only with her
own internal afluirs.  The monarchs contended for their
prerogatives with the powerful barons of their respective
states; and the two kingdoms waged war against each
other. The only object they pursucd in common, was the
overthrow of the Moorish principality of+ Granada, which
was enabled to resist them, as long as théir political jea-
lousy of each other counterbalanced their mutual zeal for
religion and conquest. Spain, in her detached situation
to the west of the Pyrcnees, never appeared so completely
separated from the vest of Ilurope asin the middle ¢f the
fiftcenth century. 'With Italy, Spain maintained no rela-
tions, except such as were purely ceclesiastical. A marked
change, however, took place on the union of the crowns
of Castile and Arragon, though the union of the two
monarchics was not properly consolidated until after Fer-
dinand’s death, which happened in 1516. Since the year
1492 Granada had been a Castiliah province. The poets
had no longer the feats of the Zegris and Abencerrages to
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record; and the Spanish knights had no infidels to van-
quish, unless they travelled to Africa in quest of them.
If, however, titey were successful in that quarter of the
: world, their victories did not present subjects of such
interest to the Castilian muse as former achievements hld
afforded. The love of industry and social order, which
distinguished the people of Arragon, at length extended
to Castile; and the old chivalrous spirit declined in pro-
‘portion as the use of gunpowder, at this period rapidly
increasing, became more general. The manners of the
Spaniards ,of both monarchies had now approximated to
those of the Italians; and the analogy between the Cas-
tilian and Italian languages could not fail to be remarked,
whenever opportunities for making that observation
occurred. Ferdinand soon afforded such an opportunity;
his ambition induced him to take an active part in the
transactions of Italy, and his interference was attended
with success. The victorious Gonsalvo Fernandez de
Cordova, admired as the conqueror of Granada, and a
second Cid, and surnamed, by way of distinction, El gran
Capitan, presented the crown of Naples to his sovereign
in the year 1504. 'The political union which then took
place between Spain and Italy, and which continued
longer than a century, paved the way for that influence of
the Italian poetry on the Spanish which soon after became
manifest.

About the same period when Ferdinand and Isabella
united their dontinions, they also co-operated in tfie esta-
blishment of tRat terrible tribunal, which soon became
known throughout lurope by the name of the Spanish
Inquisition, and which, to the disgrace of human reason,
exercised during two centuries and a half its monstrous
powets in their fullest cxtent. A crifty policy contrived
to render religion its instrument, in subjugating to one
common tyranny the reason and the rights of mankind;
for the establishment of regal despotism in both kingdoms
was the ggeat object of this institution, and its whole
organization corresponded with the end for Which if was
destined. The pope, who penetrated the design of the
founders, viewed their proceedings with much dissatisfac-
tion; but even the pope was obliged to support the pre-
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tended interest of the church, and-to honour Ferdinand
by bestowing on him, as a peculiar distinction, the title of
¢ Catholic King.” Thus the court of Roine contributed
to annul the privileges of the cortes of Castile and Arra-
gha, and to invest the whole powers of government, with-
out limitation, in the hands of an absolute monarch: and
thus did political artifice triumph over the energy of one
of the noblest nations in the world, at the very moment
when the genius of that nation had begun to expand, when
the promising flower had burst forth from the bud, and
was about to unfold itself in full vigour and heauty. A
simultaneous and concordant cultivation of the different
powers of the human mind was now as little to be hoped
for in Spain as the improvement of her political constitu-
tion. Under these circumstances, the literary genius of
the country could not be expected to reach that high ma-
turity of taste which always presupposes a certain degree
of harmony in the moral and intellectual faculties. Poetic
freedom was circumscribed by the same shackles which
fettered moral liberty. Thoughts which could not be ex-
pressed without fear of the dungeon and the stake, were
no longer materials for the poet to work on. His imagi-
nation, instead of improving them into poetic ideas, and
embodying them in beautiful verse, had to be taught to
reject them. But the eloquence of prose was, more than
poetry, bowed down under the inquisitorial yoke, because
it was more closely allied to truth, which, of all things,
was most dreaded. "

The yoke of this odious tribunal weighled, however, far
less heavily on the imagination than on the other faculties
of the mind; and it must be confessed that a wide field
still remained open for the range of fancy, though the
boundaries of religious doctrine were not permitted‘to be
overstepped. To suppose that the Spanish inquisition
could have entirely annihilated the poetic genius of the
nation, it must also be supposed, that at the period of its
establishment there had existed a style of poetry altogether
hostile to such an institution, and that the spirit of the
inquisition was directly opposed to the spirit of the nation.
But ¢t would be forming a false notion of the horrors of
the inquisition, to imagine that they were ever felt in
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Spain in the same manner as in other countries, and par-
ticularly in the Netherlands, where that tribunal was in-
troduced hand® in hand with foreign despotism. When
the inquisition was established in Spain, it harmonizgd,
to all appearance, that is to say, as far as orthodox faith
was concerned, with the prevailing opinions of the Spanish
Christians. It was ostensibly directed not so much
against heretics as against infidels, namely, Mahometans
"and Jews. Its operations were accordingly commenced
by waging war against those infidels, for no sect of Chris-
tian heretics existed at that period in Spain, and the in-
quisition took gare that none should be afterwards formed.
To maintain the purity of the ancient faith was the avowed
object of the inquisition; and its wrath was poured out
on the unfortunate Jews, Moors, and Moriscos, (the de-
scendants of the Moors), with the view of removing every
blemish from the faith of a nation which prided itself in
its orthodoxy. This bigoted pride was a consequence of
the contest maintained in Spain during four centuries and
a half, between Catholic Christianity and Mahometanism.
The Spanish Christians celebrated the conquest of Gra-
nada as the triumph of the church; and the inquisition,
which at first excited terror, soon became an object of
vencration with men in whose hearts religious enthusiasm
was inseparably blended with patriotism.

This view of the subject may serve to explain how it
happened in the sequel, and particularly during the reign
of Philip IT., that while, throughout all the rest of Europe,
men shuddered’at the very name of the Spanish inquisi-
tion, the Spaniards still lived under it as happily and
cheerfully as ever; and also how, from the operation of
the same cause, the ecclesiastical shackles had not a more
injufious effect on the development df the poetic genius
of the nation. The conduct of the inquisition was no
subject of alarm to those who were confident that they
never could have any personal concern with it; for the
suspicion of deficiency in Catholic orthodoxy, the ground
on which that tribunal aﬁted, was more degrading in Spain
than the most odious crimes in other countries. Before -
the establishment of the inquisition, fanaticism was so
firmly rooted in the Jinds of the Spaniards, that all scep-
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ticism in matters of religion was abhorred #s a deadly sin.
He, however, who submitted with blind devotion to the
decrees of the church, was held to have a clear conscience,
and in that sort of clear conscience the Spaniards prided
themselves. The inquisition disturbed the good catholic
as little in his social enjoyments, as criminal justice the
citizen who lived in conformity with the laws. The
Spaniard was cruel only to heretics and infidels, because
he thought it his duty to hate them; but in the ortho-
dox bosom of his native country, he was animated by
a spirit of gaiety of which the literature of Spain presents
abundant proofs. While the duke of Alba,in the Nether-
lands ruled with the axe of the executioner, Cervantes, in
Spain, wrote his Don Quixote, and Lope de Vega, whoe
himself held a post connected with the inquisition, pro-
duced his admirable comedies. The dramatic literature
of Spain flourished with most brilliancy during the reigns
of the three Philips, from 1556 to 1665, and that is pre-
ciscly the period when the Spanish inquisition exercised
its power with the greatest rigour and the most sanguinary
cruelty. Many melancholy traces of fanaticism are cer-
tainly observable in the literature of Spain during the
reigns of the three Philips; but those traces are so insu-
lated, and the painful impression which they naturally
produce on liberal minds is so far compensated by the
noblest traits of humanity, that if, after reading the works
of the Svanish poets, we turn to the perusal of the political
history of the Spaniards during the sixteeath and seven-
teenth centuries, and particularly to the history of their
transactions in the Netherlands and America, we seem to
become acquainted with two distinct nations.
Notwithstanding the gencrally prejudicial effects of the
restrictions imposeca by the inquisition on intellettual
freedom, those restrictions could not fail, under the cir-
cumstances above described, to prove in one respect
favourable to the polite literature of Spain. The poetic
genius which, at the period of the establishmeut of that
tribunal, was energetically developing itself throughout
the peninsula, was not now to be annihilated. Its strength
was ¢ven augmented by that growir g national pride, which
the union of the Castilian and Agryagonian monarchies
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fostered. Dufing the interval marked by the reign of
Charles 1., better known by his Germanic imperial title
of Charles V', which was nearly half a century,' the
Austrian and Spanish monarchies were also united, epd
Spain acquired rich possessions in a new quarter of the
world. The Spanish arms were not so victorious under
the three Philips as under Charles V. But, sacrificed as
,that gallant nation was to fanaticism and the most despi-
cable of governments, its spirit never quailed under dis-
aster, and its genius vented itself in the cultivation of
poctry, boeause it was excluded by superstition from every
grave study, except the scholastic philosophy of the con-
vent. It is also to, be considered, that the influence of
the ever debasing despotism of the Spanish government
could operate only gradually in extinguishing the energies
of national genius. The bold manifestation of the spirit
of treedom in Castile and Arragon on the accession of
Charles V. was attended with discouraging results, be-
causc the nobility and the third estate did 1fot unite in
support of their common interests. ITad that union ex-
isted, Spain would probably have presented the first model
of a constitutional, and at the same time a vigorous mo-
narchy. That honour was withheld by fate; but the
genius of the Spanish people was not so easily suppressed
as their political and religious freedom. Kings might
rule as they pleased; they might recklessly shed the blood
of their subjects, or waste the treasures drawn from
America; but Jhe people, who had yielded to despotism
only for the sake of religion, continued in their hearts to
be what they had always been, till the influence of time
consummated their subjugation. The Spanish patriot,
who fought in the cause of his king and country, was
untirthcn, in his own estimation, still'a free man. Sove-
reigns received homage in verse as well as in prose; but
a court poetry, like that which existed in France in the
reign of Louis XIV., was never known in Spain. The
kings of Spain, too, never bestowed any vegy libera) en-
couragement on the poetic literature of their country.
Charles V., honoured : ?1 Spanish and Italian poets with -
L]

Frofi the year 1516 to J555.
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some degree of attention, according to the ‘fashion of the
princes of that age; for in the sixteenth century a poet
wag accounted an extremely useful man for business of
eyery sort; but that sovereign seems to have taken a more
particular interest in Italian than in Spanish literature.
Philip IL, from his joyless throne, occasionally cast a
glance of favour on a man of talent; but restless ambition
and blind bigotry occupied his gloomy mind, and deprived
him of all susceptibility for the beautiful. His son,
Philip IIL, though of a more amiable character, was too
indolent to feel a warm interest in anything-whatever.
Philip 1V., however, did more for Spanish.literaturc than
any of his predecessors since the timg of John IL. Ilis
taste for pomp and splendour, to which Le thought-
lessly gave himself up, while decay and disorder preyed
upon the vitals of the state, disposed Lim to favour the
Spanish theatre. Calderon, whom he pensioned, was in-
debted to him for that leisure which enabled him to devote
his life to dramatic poetry. But Calderon only improved
on the labours of predecessors, who, without being paid
by princes, had produced works which did honour to the
nation, and which were approved and rewarded by the
public. Spanish literaturc owes nothing to kings, and
has only to thank popular spirit for all its brightest
flowers. The drama, thercfore, remained wholly national,
even after the imitation of Italian forms had long pre-
vailed in the lyric and epic poetry of Spain. Writers for the
stage were of necessity obliged to obey the Voice of a public,
possessing sufficient energy of character to condemn every
piece which did not render homage to the popular taste.
The whole history of the Spanish theatrec exhibits this
dominion of the public over authors; and the particular
taste of the dramatists being formed under the influence
of the general poetic genius of the nation, they very wil-
lingly, like Lupe de Vega, followed the stream, cven
though, like him, they well knew what the true theory of
their, art required. The cultivation of proser was more
completely left to the individual #aste of the authors; but
any instance of encouragemen? ffom the throne was as
unfréquently extended to that “Ufss of literature as to
poetry. Antonio de Solis, who recéived a pension from
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Philip TV. as distoriographer, for writing the Ifistory of
Spanish Ame);ica, was indebted for that honour in some
measure to hisreputation as a poet, and his various ac-
quirements, but by no means for any particular esteem Jie
had obtained on account of his talent for prose composi-
tion.

During the whole of this period, however, intellectual
talents were never undervalued, either by the kings, or
“the nobles of Spain.  In that country, as well as in Italy,
the higher classes considered it a duty to seek distinction
through lgarning, and poctry was the soul both of Spanish
and I[talian literature. Most of the Spanish poets of this

)

period, if not of noble birth, belonged, at least, to families
of consideration. ‘Ileroes, statesmen, ecclesiasties, all
composed verses, and poetry was most intimately inter-
woven with all the relations of social life. Nowhere did
chivalrous gallantry so long survive the extinction of real
chivalry as in Spain; and poetry was the exhaustless
langnage of that gallantry, whether it displaged itself in
seeret love intrigues, or at public entertainments and
festivals.  Every characteristic national amusement, as,
for instance, a bull-fight, proved an incitement to the
writing of sonnets and romances. There are found in
various Spanish poems of this period many expressions
and allusions which have reference to popular amusements,
but the poctic sense of which is only intelligible to readers
who bear in recollection the favourite diversiongs of the
nation. The mmantic intrigues which were common in
Ligh life, formell models for the intricate plots of the Spanish
comedies; but no ordinary powers of invention were neees-
sary to cnable the dramatic author to maintain on the
stage a competition with the scenes which actually occurred
in seciety. Throughout the whole @untry, singing and
dancing were essential ingredients in every amusement.
Learned musical composition had, at that time, little
attraction for the Spaniards; but wherever gaiety pre-
vailed, mugicians were not wanting, and cvery dance had
its song. -

In the meantime the dultivation of the other fine arts
afforded little aid to S%&fsh poetry, as the overwhedming
interest attached to iyin"its golden Jage directed the in-
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tellectual energies of the nation almost exclusively to that
one object. All other liberal pursuits werg consequently
left far behind.

.Spanish taste was, at this period, entirely left to form
itself, being abandoned to the influence of Italian literature,
and the authority of cminent national authors. The
Italian system of academics found little favour in Spajn.
Perhaps the jealousy of the inquisition foreboded evil from
meetings of men of letters. Be this as it may, Spanish
literature sustained little loss by the want of those insti-
tutions. The royal academy for the Spanish, language
and literature was not established until the ecighteenth
century.

The intimate union subsisting during the sixteenth and
seventeenth centuries between prose and poctry in Spain,
renders a separate history of each unnecessary. A division
may, however, be advantageously made in the whole Lody
of the polite literature of Spain at this period, thongh the
two scctions cannot form two distinet epochs.  From the
introduction of the Italian style into Spanish poetry, until
the decline of learning in the latter years of the reign of
Philip 1V., no literary revolution was experienced in
Spain. The corrupters of taste, as certain writers who
appeared in the latter half of this period are called by some
of the Spanish critics, only continued a movement, the
impulse of which had been given long before by various
authors, and particularly by the dramatic poets. Several
of these writers were contemporary wih authors who
placed a high value on classical correctness, and yet they
exercised amuch greater influence overthe generalliterature
of Spain than the latter. ‘L'o confound Calderon, who per-
fected the Spanish comedy, according to its true national
character, with thecorrupters of taste, is an idea which
could only have been entertained in the eighteenth century,
when it became customary in Spain, as everywhere clse,
to measure all productions of genius by the rules of French
criticism. But whilst Spanish poetry approximated as
closely to the Italian as the nesessary connexion of the
former with the national style ford permit, that nationul
styley with all its faults and betidstss, still maintained the
pre-eminence; and the passion” fov. Italian correctness
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again declined. This crisis in Spanish literature, occa-
sioned by the struggle between Italian refinement and the
bold eccentricity ot “the national manners, occurred in the
age of Cervantes. At that time Lope de Vega shope
with more brilliancy in the eyes of his countrymen than
Cervantes, and the party of the former gained the victory
and kept the field. A distinet view of the progress of
poetry and eloquence in Spain will therefore be facili-
‘tated, if the period of the influence of Cervantes and
Lope de Vega be made an historical resting point. It
is doubtless very remarkable, that Cervantes, who created
an cpoch 1 in the general literature of Kurope, should not
have ploduce(f sufficient effect on the literature of his
own country to justily his being regarded as the founder
of a new epoch in its literary history. An opportunity
will hereafter arise for reverting to this subject.!

1 An unpardonable neglect of chronology hias given rise to a confusion
of dates, by which this pmuul of Spanish literature hias been made to in-
clude two distinet epochs.  'This contusion is particuldily striking in
the work of Velasquez. In his third age of Castilian poetry, which he
~ommences with the introduction of the Italian style, but which onght
seally to be called the second age, he reckons all the Spanish poets, who
appear to have formed their munner after Ttalinn models down to the
reign of Philip IV.; and in the following age, which he calls the fourth,
he places Virues, Lope de Vega, and others, who flourished half a cen-
tary before,
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. FIRST SECTION.
HISTORY OF SPANISH LITERATURE, FROM THE INTRODUC-
TION OF THE ITALIAN STYLE TO THE AGE OF CFR-
VANTES AND LOPE DE VEGA.

INTRODUCTION OF THE ITALIAN STYLF.

AFrTER the complete consolidation of the monarchies of
Castile and Arragon by the accession of Charles of Austria,
the grandson of Isabella and Ferdinand, there appears to
have been, for a short time, a suspension of all literary
activity in Spain. The political convulsions which then
agitated the interior of the two united kingdoms, occupied
the public mind too powerfully to allow any interest to
attach to calmer and more agreeable subjects. But as soon
as the civil contests were terminated by the success of the
Austrian party, and the enterprising Charles, incited by
T'rancis 1., employed the force of his Spanish states to win
new dominions in Italy, the poetic genius of Spain revived
in all its pristine vigour. In the meantime, the ancient
dialect of the Arragonian provinces began to be supplanted
by the Castilian, which became the language of the state
and of public business throughout Spain. Castile was
then considered the heart of the whole monarchy. Madrid
rose to the rank of the capital of Spain, and Saragossa
sunk into the condition of a provincial town. It was,
theretore, no very extraordinary event, that a Catalonian,
whose maternal lanZuage still possessed a certain degree
of poetic consideration, should, in connexion with a Cas-
tilian, produce o revolution in Castilian poetry.

BOSCAN.

Juan Boscan Almogavér, who, in concert with his
friend Garcilaso de la Vega, iotfeduced the Italian style
into Castilian poetry, was borﬁ}é&é.?mrcelona, towards the
close of the fifteenth century. sl “elonged to one of the
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patrician families of that city, of equal rank with the no-
bility of the coyntry. Though possessing a liberal educa-
tion and sufficiént fortune to enable him to gratify his

_inclination for literary study, without regard to any
secondary views, yet he embarked on his first outset in
life for a short period in the profession of arms. He
afterwards travelled. but the countries he visited are not
mentioned in the brief notices which remain of him. If],
however, it be supposed that he went at this time to Italy,
and rendered himself intimately acquainted with the lite-
rature of that country, it appears that he was still far from
entertaining the idea of transplanting the forms and the
tone of Italian poetry into Spain. The Castilian verses
which he wrote in his'youth were all in the ancient lyric
style, which, since the time of Juan de Mena, no one had
thought it necessary to try to improve. It was not until
1526, when, after having flourished at the court of
Charles V., he had made a happy marriage, and was
settled in his native city, that a Venetian suggested to
him the idea of imitating the Italian poetry in the Cas-
tilian language. The emperor resided for some time in
Granada; and, among the foreign ministers who repaired
to his court, was Andrea Navagero, the envoy from Venice,
a man of great literary and historical knowledge, and, like
every well-educated Italian of that age, a writer of canzoni
and sonnets. Boscan, having formed an intimate friend-
ship with this minister, was taught by him to view the
Ttalian poetry and also the classical Latin in quite a new
light. The Spanish lyric poetry, which, with all its Gothic
excrescences, was still pleasing to the nation, if not so
barbarous in his eyes as in those of his Italian friend, ap-
peared to him, when compared with a sonnet of Petrarch,
greatly inferior, at least in point of goo& taste. He now
readily perceived the nature and felt the value of the pre-
cision and correctness of the great works of antiquity.
Animated by his new ideas, he fearlessly ventured to
follow the copnsel of Navagero, in spite of the menacing
clamour of the friends of the old national forms. He took
upon himself the characte:’oia reformer of the lyric poetry
of Spain, and commence? s labours by writing sonnets
in the manner of Petraythy
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The metrical structure of the sonnet ‘had long been
known in Spain;! but the genius of Castilian poetry was
adverse to that form, and the Spaniards ‘nad manifested
yery little predilection for anything like the elegant cor-
rectness of Petrarch, Boscan had therefore elevated him-
self above the literature of his country, when he perceived
that it was necessary to infuse a new spirit into Castilian
poetry before it could be reconciled to the Italian forms.
IIis friend Garcilaso de la Vega participated in this opi-
nion. But thousands of voices werc raised against the
reformers. Some insisted that preference was to be given
to the old Castilian verse on the ground of euphony; others
went further, and asserted that the ear could perceive no
distinction between the new verse dnd prose. Finally, a
third party discovered that Italian poetry was effeminate,
and was fit only for Italians and women. Boscan relates,
that this violent opposition made him reflect seriously on
the propriety of proceeding with his design; but being soon
convinced-of the futility of the reasons urged against him,
he persisted in his undertaking. His party rapidly in-
creased, and soon obtained the superiority, not indeed
throughout the whole mass of the public, but in that por-
tion of society which was most enlightened and refined.*

The other circumstances of Doscan’s life, in so far as
they are known, have little interest for the literary histo-
rian. The mature period of his life was chiefly spent in
his native city, Barcelona, or in the neighbouring country.
The urbanity of his manners, joined to Lis talent, recom-
mended him to the family of Alba, which was then one of
the most brilliant of the noble houses of Castile, and to
which the homage of the Spanish poets was from that time
constantly addressed. Boscan was for some time Ayo, or
first governor of the young Don Fernando de Alba, who
was afterwards the terror of the enemies of the Spanish
monarchy. It appears, however, that the poet soon re-
signed this employment, in order to divide his time between

1 See page 15. 1In the Cancioncro general there are some spiritual
sonnets, but they are all equally awl‘fﬂq-,d and repulsive, ,

2 The history of the opposition cvignced by Bosecan’s poetidal re-
form is briefly related by himself iﬁ&%ﬂinﬁon to the Duchess of
Soma, which precedes the second volu¥e ¥ his poems.
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study and the society of literary friends. The year in
which he died is not exactly known; it is only ascertained
that his death Rappened before the year 1544.! He pre-
. pared for the press a collection of his poems, to which hg
added those of his friend Garcilaso; but the work was not
published until after his death.?

From the point at which Boscan found Castilian poetry,
to that in which it was necessary to place it before he could
6pen for himself a new path, the distance was considerable,
and the transition was to be accomplished by a single
bound. Fgr his success in this undertaking he was in-
debted not so much to his genius as to his natural suseep-
tibility for the real beauties of Italian and ancient poetry,
(accidentally excited dt the favourable moment,) and to his
talent for the imitation of classical models, without alto-
gether discarding that tone of feeling which was properly
his own. But to estimate the full value of Boscan’s
talent, it is not only necessary to examine the works by
which he introduced the new style into Spanish poetry,
but to take a retrospective view of the productions of the
Cagtilian muse in the ancient manner. It is only by this
comparison that a just conception can be formed of the
surprise with which the Spaniards must have regarded the
bold attempt of Boscan. He was the first among his
countrymen who had an idea of classical perfection in
works of imagination; and though the greater part of his
poems fall below that standard, they all afford evidance of
his endeavours to reach it. An aspiration so entirely un-
affected and unelbarrassed, had never been manifested by
any previous Spanish poet. Between the kind of poetry
which he introduced into his native land, and that which
he abandoned, no intermediary change was visible. But

o >

1 The eighth volume of the Parnaso Espafiol, by Seduno, contains
a supplement to the biographical notices which Nicolas Antonio col-
lected under the article Boscan, and Dieze adopted in his notes on Ve-
‘lasquez. The Noticias Biographicas, which Sedano has added to the
Parnaso Espaiol, deserve, from this epoch downward, {o be carefully
consulted. .

2 The library of the universit; ¢¢ Gottingen possesses a copy of per-
haps the oldest edition of theswex] , of this author, viz., Obras de I.Ios—
can, Lisboa, 1543, in 4to, ang~nther edition published at Antwerp in
1589, in 8vo. -~ F .

12
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lest the merits of Boscan should be too hfghly rated, it is
proper to observe, that at this time a reform of the Spanish
poetry, precisely such as that to which nis efforts gave
irth, was, notwithstanding the clamour of his opponents,
desired by the more cultivated part of the Spanish public,
though, perhaps, there nowhere existed any distinct per-
ception of the wished-for object. Had it been otherwise,
Boscan must have stood alone, and the numerous poets of
his nation who have equalled or surpassed him in the
new style, never would have followed his example.

The early productions of Boscan, which form the first
book of his works, are scarcely distinguishable by any
trace of superior delicacy or correctness from the poems
of the same description contained in the Cancionero
general. 'The very title of the longest of these youthful
essays, namely, Mar de Amor (the Sea of Love), excites
an anticipation of the fantastic flights of the old Spanish
muse; and it is impossible to read the first strophe with-
out being convinced that the author still adhered to the
original character of Castilian song.! It was, however,
only at the request of his friend Garcilaso de la Vega,
who said that he reccived from these poems the same sort
of pleasure as from pretty children, that Boscan renounced
his intention of entirely suppressing them.

The second book of Boscan’s poems contains sonetos
and canciones, in the style of the Italian sonetti and can-
zoni. - All betray, in a greater or less degree, the disciple
of the school of Petrarch; but the spirit of Spanish
poetry still displays itself throughout the whole. The
language, though it successfully imitates the precision
of Petrarch, seldom attains the sweetly flowing melody of
its model. In painting the feelings, the shadows are
charged with stfonger colours than the Italian DPe-
trarchists of the sixteenth century permitted themselves to
employ. Impetuous passion, which, with higher preten-

! The first strophe runs thus :—
.

El sentir de mi sentido

Tan profundo heNevegado,
Que me tiene yd24zeifado,
Donde vivo despedy

De salir ni a pie na E-do; &e.
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sions, was, on atcount of its very violence, less capable of
commanding i}mpathy than mild enthusiasm, strikingly
distinguished Boscan’s poetry from that which was the
. object of his imitation. The contrast was farther increased,
by the constantly recurring picture of a struggle between
passion and reason. But these were precisely the traits
which disclosed the true Spanish character. It was not
individual feeling that prevented Boscan from equalling
the delicacy and softness of the Italian sonetto and
canzone; for as his biography, and still more his other
poems, show, he was a man of a very mild disposition.
But it was necessary that the language of love, to appear
natural and true to a Spaniard, should be glowing and
impetuous. At the same time, to satisfy Spanish taste,
reason was to deliver her precepts amidst the storms of
passion, to prove its force by her feebleness, and to
give to lyric composition a moral gravity which was not
desired by the Italians. In so far, however, as the
Spanish character permitted the experiment #o go, the
fascinating tone of Petrarch was very happily seized by
Boscan;' and in the expression of tender passion he has
even sometimes surpassed the Italian poet.?

1 The spirit of Petrarch breathes in the following sonnet; though it
is accompanied in the latter verses by a portion of romantic subtilty.
Solo y pensoso en prados y desiertos
mis passos doy cuydosos y cansados :
¥ entrambos ojos traygo levantados,
& ver Ro ven alguien mis desconciertos.
Mis tormentos nlli vienen tan ciertos,
Y van mis sentimientos tan cargados,
que_aun los campos me suelen ser pesados,
porque todos no estan secos y muertos.
S1 oyo hablar a ecaso algun ganado,
¥ la voz d’ el pastor da en mis oydps,
alli se me rebuelve mi cuydado,
Y quedan espantados mis sentidos,
como ha sido no aver desesperado,
despues de tantos Hantos doloridos.
* Passages quch as the following from Boscan's beautiful canzone,
Claros y frescos rios, (imitated from Petrarch’s canzone Thiare, doke ¢
Jresche acqu-,) would be sought for in vain in the writings of Petrarch
himself :— .
Las horas :sloy viendo
en ellz’y 'os momentos,
y cada cosa pongo en su $Sazon.
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The greater part of the third book of Boscan’s writings
is occupied by a paraphrastic translation of the Greek
poem of Hero and Leander. Nothing of the kind had
Reen previously known in the Spanish language. The
metrical form which Boscan chose for his translation was
that of rhymeless iambics, or an imitation of the blank
verse of the Italians. The language is so pure and ele-
gant, the versification so natural, and the tone of the narra-
tive so simple, and at the same time so clevated, that it id
impossible not to be pleased even with the prolixity of which
the influence of the taste for romantic poetry has intro-
duced into this free translation. To this granslation suc-
ceeds a poem in the Italian style, entitled a Capitulo, and
some epistles in terccts. The Capifulo, as it is called, is
a love elegy, abounding in pleasing ideas and images, but
an' the whole too much spun out, like most Italian poems
of the same kind. It has also its full share of genuine
Spanish hyperbole and amorous despair.! The best of

Comigo aca la entiendo,

pienso sus pensamientos,

por mi snco los suyos quales son:

dize m’ ¢l corngon,

y pienso yo que acierta,

ya esta alegre, ya triste,

ya sale, ya se viste,

agora duerme, agorn estn despierta:

el scso y el umor,

andan por quien la pintara mejor,

Viene me a ln memoria

donde 1u vi primero,

y aquel lugar do comence de amalln,

y naceme tal glorin

de ver como la quiero,

que es ya mejor qu’ el vella el contemplalla.

Fn elscontemplar halla

mi alma un gozo estrailo,

pienso estalla mirando,

despues en mi tornando,

pesame que dura poco el engafio:

no pido otra alegria,

sino engafiar mi triste fi
! The following passage may serve for an example :—

No oso pensar el dia y hqr-quando
mis ojos comengaron a mirarte,
su vistu‘poco a poco desmdudando :

1
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his epistles is, “ The Answer to Diego Mendoza,” who
was himself the first epistolary poet among the Spaniards,
and whom it Will soon be necessary to notice more at
. length. After the new poetical career was opened, these
authors vied in imitating the epistles of Horace; but it %
plain that the elegiac tenderness of Tibullus was constantly
present to the mind of Boscan. In his answer to Men-
doza, the descriptions of domestic and rural life charm by
their exquisite delicacy, and possess a still more powerful
interest than the moral reflections, though these are un-
affected and noble, and conceived in the true spirit of
dldactxc poetry

Entonces ¢o. o a considerarte,
¢ON peusamientos que y van y venian,
y casi no era mas de imaginarte.
Los unos blandamente me dezian,
que con mi coragon todo te amasse,
los otros se alterava y temian..
Fuerca fue en fin, que poco a poco entrasse,
a conocer mi triste entendimiento,
que cra bien que tus cosas contemplasse.
Alli se levanto mi pensamiento
haziendo su discurso en mil ojetos,
y todus sobre un mismo fundamento.

Y A certain Horatian epicurecan spirit is recognisable in the view he
takes of the philosophy of life.

En tierra do los vicios van tan llenos,
aquellos Lhombres que no son peores,
aqieellos passaran luego por buenos.

Yo 0 ando ya siguiendo & los mejores,
bastame alguna vez dar fruto alguno,
en lo de mas contentome de flores.

No quiero en la virtud ser importuno,
ni pretendo rigor en mis costumbres,
con el gloton no pienso estar aguno.

La ticria estd con llanos y con cumbres,
1o tolerable al tiempo acomodemos,

y & su sazon hagamonos dos lumbres.

Pictures of_domestic happiness, partaking both of the munner of
Horace and 'l'ibullus, form an agreeable addition to Boscan's moral
reflections, viz. :—

Comigo y mi muger sabrosamente

estt y alguna vez me pida celos,
con tal que me los pida blandamente.
| ]
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Boscan’s works conclude with a marrative poem in the
Italian style, which has no other title than that de-
noting the structure of the verse, namely, octava rima.
§ome ideas and images are borrowed from the Italian
poets; but the whole invention and the execution of the
greater part of the details belong to Boscan. The merit
of the fable, however, is not great A mythological alle-
gory, describing the empire of love, forms the introduc-
tion to a poetwal relation of a festal meeting of Venus,
Cupid, and the other inhabitants of that imaginary region.
Little Cupids are despatched all over the world, by Venus
to defend her against the reproaches of ungeasonable men,
and to make known the real blessings of love. One of
those winged envoys directs his courte towards Barcelona,
the natal city of the poet, gives a particular account of his
mission to the fair ladies of that town, and addresses to
them many gallant compliments. With the construction
of the fable of this poem, Boscan certainly gave himself
very little trouble.  1lis object appears merely to have
been the composition of a romantic picture of greater ex-
tent than a sonnet or a cancion, and to make his country-
men sensible of the charm of descriptive poetry in the
Italian manner. It is impossible not to admire the grace
and facility with which he has accomplished this purpose.
The descriptions are so animated,! and all the details so

M Comamos v hevamos sin recelos,
1a mesa de muchachos rodeada:
mochachos que nos hagan ser aguelos.
Passeremos assi neustra jornada,
agora en la cindad ahora en Ia aldea,
porque la vida esté mas descansada :
Quando pesada la ciudad nos sea,
yremds al lugar con la compaiia,
adonde el importuno no nos vea.
Alli se vivira con menos maila,
¥ 1o aurn el hombre tanto de guardarse
' el malo, o @' el grossero que os engum
Alli podra mejor philosopharse
con los bueyes, y cabras, y ovejas,
que con los que d' el vulgo han de tratarse.
13

! The description of Venus appearing, when the star which has
obtained her name rises, is thus given:—
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elegant, that the tediousness of some of the parts is amply
compensated by the happy execution of the whole. Light
plays of fancy &mbellish the lyric and romantic passages;
. and, upon the whole, this is a work which no other of thg
same kind by later Spanish poets has excelled.!

If a comprehensive view be taken of the merits of Bos-
can, it will be impossible, notwithstanding the striking
faults apparent in his works, and particularly in his son-
hets, to withhold from him the title of the first classical
poet of Spain. Some of his expressions are now anti-
quated, buf upon the whole his language has continued a
model for succeeding ages. Simplicity and dignity were

 Mostrava yu su resplandor I estrella, T
Que barre de la sombra neustra suelo,
Y al su venir toda otra cosa bella
Dexava su lugar alla en el cielo :
Quando Venus salio, y al salir d' ella
Sulio el amor, y junto salid el zelo,
¥1 zelo que de amor nuce en lus cosas,
Y mus en Ins que nueen mas hermosas.

Salio con sus cabellos espurzidos,

Esta reyna de amor y de hermosura,
Su rostro blanco y blancos sus vestidos,
Con gravedad mezclrda con dulgura:
Los 0jos entre vivos y caidos,
Divino el ademan y la figura,
Como nquella que Zeuxis traslado
De lus cinco donzellas de Croto.

! Some stanzas in the speech addressed by one of the missionary
Cnpids to the ladies of Barcelona, bring to recollection a p:issage in
Tasso’s J erusalem,.ﬂmugh that poem did not then exist.

N’ us engaiie ni os trayga levantadas,

La mocedad y verde logania :

Que os hallureys despues peor burladas,
Con el tiempo que burla cada dia.

Y de suerte os vereys desengaiindas,
Que engaiiaros querrs la fantasia®

Y 1’ o3 valdra ni maiia ni consejo,

Ni miraros mil vezes al espejo.

Guardad que mientras el buen tiempo dura,
No se o3 pierda la fresca primavera:
®ali a gozar el campo y su verdura,
Antes que todo en el invierno muera:
Reposa y sossega en essa frescura,

Con el ayre que blandamente os hierra,
Y assi falsas podreys estar sefioras,
Sobre el correr d'el tiempo y de'las horas.
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never, in the same degree, and under a ferm so correct,
united with poetic truth and feeling by any previous
Spanish author. The partizans of the old-national poetry
reproached him with being an imitator; but without the
ind of imitation by which he naturalized in his language
a taste for the literature of Italy and the ancient classics, it
would have been impossible for Spanish poetry to have
gained that field in which it afterwards competed with the
Italian. That he did not obtrude upon his countrymen a
kind of poetry irreconcilable with the genius of their lan-
guage and national character, is evident from the rapidity
with which the new taste spread over the whole of Spain,
and extended into Portugal, and also from its duration in
both kingdoms. The poetic innovators at whose head
Boscan stood, were certainly reprehensible, in so far as
they wished to banish entirely the ancient Spanish style,
which was also, in its own manner, susceptible of classical
improvement. But it is doubtful whether the partisans
of that style would have thought of perfecting it after clas-
sical models, had not the disciples of the Italian school
unexpectedly shown the high cultivation of which Spanish
poetry was capable under new forms. This Boscan first
made manifest, not by critical reasoning, but by example;
and his modesty contributed not a little to attract to his
party the more liberal minded of his countrymen. Ilad he
commenced his reform by trying to put down the old style
with theoretical argument, or egotistical declamation, he
would only have rendered himself an okject of ridicule;
for the public he had to deal with was not indisposed to
improvement, but would not submit to have lessons read
to it magisterially.
After Boscan, his friends, who participated in the fame
of that reform to which he led the way, are justly entitled
to the next place in the history of Spanish poetry.

GARCILASO DE LA VEGA.

The first® Spanish poet who followed the example of
Boscan was Garcilaso de la Vega, a young Castilian, de-
scended from a family of consideration in Toledo, and born,
according to the statements of different authors, cither in
1500 or 1503. Hs poetic talent was early developed,
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and he had alrendy written several lyric pieces in the old
Spanish style, when he formed an acquaintance with Bos-
can, which sood ripened into friendship. ‘The character
. of the poetry of the ancients and of Italy was then seep
by him in a new light. He proceeded with ardour to the
study of classical models, and of Petrarch and Virgil in
particular. The improvement of pastoral poetry in his
native tongue, appears to have been his first object. But
it was his lot to follow the restless profession of arms; and
the wars of Charles V. carried him abroad, and dragged
him from cpuntry to country. In the year 1529, he dis-
tinguished himgelf in the Spanish corps which was at-
tached to the imperial armypopposed to the Turks. While
in Vienna, he becamé involved in a romantic intrigue, be-
tween a near relation of his own and a lady of the court.
The imperial dignity, it appears, was supposed to be com-
promised by this intrigue, and Garcilaso was punished for
his interference by imprisonment in an island of the Da-
nube. There he composed oneof his canciones, in which he
bewails his destiny, but at the same time celebrates the Da-
nube, and the countries through which it flows.! Ilis im-
prisonment probably was not of long duration. In the
year 1535, he served in the adventurous expedition of
Charles V. against Tunis, in which he won glory, and re-
ceived wounds. In Naples and Sicily he devoted, as far
as circumstances would permit, his moments of relaxation
to poetry. He execrated war, and exerted all the powers
of his imagination in painting the charms of Arcadian
pastoral life, but still remained a soldier.? It may be pre-
sumed, however, that his military talents were not incon-
siderable, for when the imperial army, in the year 1536,
penetrated into the south of France, Garcilaso de la Vega,
who tould then be only thirty-three, or* at most thirty-six
years of age, commanded eleven companies of infantry.
That campaign, which did not terminate so fortunately as it

"wDanubio, rio divino
Que por fieras naciones
Vas con tus claras ondas discurriendo, &e.

2 In Lis elegy on Boschn, he thus apostrophizes Mars :—
O crudo, o riguroso, o duro Marte,
De tunica oubferto de diamante
Y endurecido siempre en toda parte, dc.

»
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commenced, was the last to Garcilaso, and severed him
from the world in the bloom of life. The emperor in
person ordered him to take by assault a foft, the garrison
of which harassed the army in its retreat. Guarcilaso
cxecuted the command with more gallantry than prudence.
He wished to be the first to scale the walls. He attained
his object, but was struck with a stone on the head, and
thrown down from the ramparts. Being mortally wounded,
he was removed to Nice, where, a few weeks after he died.

It would be difficult to discover, from the works of Gar-
cilaso, that the author had spent a considerable portion of
his short life in camps, and had died in the. bed of military
honour, the victim of his courage; for he approaches even
more closely than Boscan to the tenderness of Petrarch.
The general tone of his poetry is so soft and melancholy,
that it is only by occasional characteristic traits that the
Spaniard is recognised; but it must be confessed that when
such passages do occur, the exaggeration is striking
enough.! In his sonnets, which are not numerous, the
imitation of Petrarch is obvious; but he sometimes be-
trays that affectation of wit which was still in Spain
regarded as an ingenious manner of expressing vehement
and profound passion.? One, however, exhibits through-

1 The edition of the Obras de Garcilaso de la Vega, Madrid, 1765,
8vo, published by an anonymous editor, contains impartial and correct
remarks on the beauties and the defects of the author’s poetry. The
preface, which is written with patriotic feeling, is also worthy of
perusal. .

2 In the following sonnet, the dull and affected close forms an un-
pleasing contrast to the fine commencement :—
’ La mar en medio y tierras he dexado
De quanto bien, cuitado, yo tenia:
Y yendome alejando cada dia,
Gentes, Costumbres, lenguas he pasado.
Ya de volver estoy desconfiado ;
Pienso remedios en mi fantasia :
Y el quelmas cierto espero, es aquel dia
Que acabari la vidn y el cuidado.
Do qualquier mal pudiera socorrerme
on veros yo, seiiora, O esperallo,
Si esperallo pudiera sin perdello.
Mas de no veros ya para valerine,
Sino es morir, nigun remedio hallo :
Y si este lg es, tampoco podré habello.
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out a delicacy of style and sweetness of manner, equalled
by few pieces of the same kind in the Spanish language.!
He was not eqially successful in seizing the character of
. the Italian canzone, of which he, as well as Boscan, w
an imitator. His reputation rests chiefly on his pastor
poems, which therefore deserve to be more particularly
noticed.

Since the rude dramatic eclogues of Juan de la Enzina,
pastoral poetry had made no progress in Spain. But
Garcilaso de la Vega, who imitated Virgil and Sanazzar,
happily united the romantic character with the correctness
of the ancientg: thus his eclogues, though only one of
them can be regarded as a masterpiece, surpass all Italian
poems of the kind, tlose in the Arcadia of Sanazzar alone
excepted. The Neapolitan sky appears to have had the
same influence on Garcilaso as on Virgil and Sanazzar;
and he seems to have regarded Naples as his poetical
country. 'The first of his eclogues is by far the most
beautiful, and marks an epoch in Spanish pastaral poetry.
The whole composition has the metrical form of an Italian
canzone. * The invention is very simple. In the four intro-
ductory strophes, in which is interwoven a dedication to the
viceroy of Naples, Don Pedro de Toledo, marquis of Villa-
franca, the author describes, with all the simplicity proper
to genuine pastoral poetry, the meeting of two shepherds,
Salicio and Nemoroso, who alternately pour forth their

11t is as follows :g—
O duleds prendas, por mi mal halladas,
Dulces y alegres, quando Dios queria !
Juntas estays en lu memoria mia,
Y con ella en mi muerte conjuradas.
Quien me dixera, quando las passadas
Horus en tanto bien por vos me via,
Que me haviais de ser el algun dia
Con tan grave dolor representadas !
Pues ¢n un hora junto me llevastes,
Todo el bien, que por terminos me distes,
sLlevadme junto el mal, que me dexastes.
Si no, sospechar¢, que me pusistes
En tantos bi , porque d tes
Verme morir eatre memorias tristes.
When stripped, however, of the pleasing versification, tke ideas 1f the
last lines appear somewhat studied and far-fetghed. ,
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feelings in melancholy strains. * These° elegiac songs
alternate one with the other uninterruptedly, and the rela-
tion subsisting between them gives to the whole lyric com-
position a due consistence and unity. This is all the plan
of the eclogue. But the glow of enthusiastic feeling, the
happy choice of expression, and the harmony of versifica
tion so completely satisfactory to the ear, to be found in
almost every line of these songs of sorrow, cannot fail to
charm the admirers of elegiac beauty. Accordingly, the
Spanish critics are nearly unanimous in pronouncing this
eclogue one of the finest works in their langyage. The
subject of the first song is the infidelity—of the second,
the death of a mistress: the latter appears to be founded
in fact. But Garcilaso would have better secured the
sympathy of the more scrupulous Spanish reader, had he
entirely passed over the cause of the lamented fair one’s
decease. The lady, whom he describes as a pastoral nymph,
lost her life, it seems, in childbed; for an apostrophe of
the complaining shepherd to Lucina indicates plainly
enough the nature of her death. But is the affected
delicacy which takes offence at a trait so truly natural and
pathetic, worthy the attention of an author? In the first
strain, in which the shepherd Salicio deplores the infidelity
of his mistress, the interest appears to be raised as far as
it is possible to carry it.! Passion is here elevated to the

1 The following two strophes are from the lament of Salicio :—
Por ti ¢l silencio de la selva umbrosa,
Por ti la esquividad y apartamiento ‘,
Del solitario monte me agradaba :
Por ti 1n verde hierba, el fresco viento,
E1 blanco lirio y colorads rosa,
Y dulce primavera deseaba.
Ay! quanto me engafiaba,
Ay! quln diferente era,
Y quan de otra manera
Lo que en tn falso pecho se escondia !
Bien claro con su voz me lo decia
La sinjestra corneja repitiendo
Le desvetura mia.
Salid sin duelo lagrimas corriendo.
Quantas veces durmiendo en la floresta
(Reputandolo yo por desvarfo)
Vi mi mal entre sueiios, desdichado !
Sofiaba que en el tiempo del estio
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highest pitch, and then lost in a most affecting self sacri-
fice.! But the song in which Nemoroso laments the death
of his mistress dven surpasses the former in elegiac force,
perhaps because it possesses greater tenderness. In re-
tracing his recollections, the mourner draws a series ot
melancholy pictures which have an indescribable charm.
The beauty of the poem rises with the description of the
beauty of the departed shepherdess.? Nemoroso relates

Tlevaba, por pasar alli la siesta,

A beber en el Tujo mi ganado:

,Y despues de llegado,

Sin Tber de qual arte,

Por desusada parte,

Y por nueva camino el agua se iba:
Ardiendo yo con la calor estiva,

¥l curso enajonado iba siguiendo
Del agua fugitiva.

Salid sin duelo lagrimas corriendo.

-

Mas ya que & socorrerme aqui no vienes,
No dexes el lugar que tanto amaste ;
Que bien podras venir de i segura.

Yo dexaré el lugar do me dexaste :

Ven, si por solo esto te detienes.

Ves aqui un prado lleno de verdura,

Ves aqui una espesura,

Ves aqui una agua clara,

En otro tiempo cara,

A quien de ti con lagrimas me quexo.
Quiza aqni hallaras, pues yo me alejo,
Al que todo mi bien qnitarme puede;
Que ppes el bien le dexo,

No ¢s mucho que ¢l lugar tambien le quede.

? Do estan agora aquellos claros ojos,
Que llevaban tras si como colgada
Mi anima do quier que se volvian ?
Do esta la blanca mano delicada
Llena de vencimientos y despojos, 2
Que de mi mis sentidos le ofrecian ?
Tos cabellos que vian
Con gran desprecio al oro
Como 4 menor tesoro,
Adonde estan ?  Adonde el blanco pecho ?
Do 1a coluna que el dorado techo, ’
Con presuncion graciosa sostenia ?
Aquesto todo agora ya se encierra,
Por desventura mia,
En la frie, desierta y dura tm-nb
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how he carries in his bosom a lock of Fkis Elizas hair,
from which he is never separated; how, when alone, he
spreads it out, weeps over it, dries it with his sighs, and
then examines and counts every single hair. This passage
1s unexampled, either in ancient or modern poetry.! Occa-
sional imitations of Virgil have been pointed out, but they
harmonize so complctely with the romantic spirit of the
poem, that were it not for the particular references which
critics have made, they would in general cscape the notice
of even the most erudite. The poem, as a whole, is evi-
dently the genuine effusion of the author’s soul. Materials
of an affecting but prosaic nature are, by his art, con-
verted into the most graceful and impressive poetry.

As Garcilaso only imitated the aneients by the intro-
duction of certain ideas and images, and not in the struc-
ture of his eclogues, he considered himself at liberty to vary
their form at pleasure. But here his good taste abandoned
him. The second and longest of his cclogues is an un-
natural mixture of heterogeneous styles. An unfor-
tunate shepherd deplores his unsuccessful love. Another
shepherd joins him, and their conversation proceeds uncon-
strained, in a romantic pastoral tone; but it is impossible to
discover any reason for the changes which take place in the
verse. Tercets are succeeded by rhymeless iambics, after
which the tercets reappear, and are followed by the syllabic
measure of a canzone. The simple dialogue suddenly
becomes dramatic. The fair huntress, whose indifference
is the subject of the first shepherd’s lament, appears upon
the scene. The lover seizes her and refuses to let her go,

1 Una parte guardé de tus cabellos,
Fliza, envueltos en un blanco paiio,
Que nunca de mi seno se me apartan:
Descajolen, y de un dolor tamaiio
Enternecerme siento, que sobre ellos
Nunea mis ojos de llorar se hartan,
Sin que de alli se partan,

Con suspiros calientes,

Mas que la llama ardientes,

Los enxugo del llanto, y de consuno
Casi los paso y cuento uno & uno:
Juntandolos con un cordon los ato:
Tras esto el importuno

Dolor e dexa descansar un rato.
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unless she swears to listen to his addresses. She makes the
required vow, and, when at liberty, flies. The despair of
the shepherd thtn becomes frenzy; and a third shepherd,
who has in the meantime appeared, discourses with the ong

" who first joined the unhappy lover, on the means of restoring
him to reason. The author seizes this opportunity to con-
vert his eclogue into a most unseasonable eulogium on the
house of Alba. One of the shepherds recommends the aid
of a physician named Severo; which name is assigned to a
learned friend of Garcilaso and the Alba family. Nothing
more is necgssary, according to the critical conception of the
author, to warrgnt a poetical digression from his account
of the merits of the physician, to the history of the house
of Alba, which he dethils in iambic blank verse.

In the third and last of Garcilaso’s eclogues, the genuine
pastoral character is resumed. The lyric dialogue in oc-
taves, or Italian stanzas, pleasingly harmonizes with the
tender description of amatory sorrows given in this poem.

Garcilaso made essays in other kinds of poetryy but with
less success. An elegy, written to console the duke of
Alba for the death of his brother, is an imitation, or rather
a translation, of an Italian poem by Frascatoro, and is at
once cold and verbose. More of interest belongs to an-
other elegy which is addressed to Boscan, and which the
author wrote at the foot of Mount Etna. Mythological
recollections excited by that classic ground, mournful
complaints of the miseries of war, and tender anxicties for
a beloved object i the poet’s native land, diffuse a charm
over this elegant® poem, which is, besides, remarkable for
comparisons and images full of novelty and truth.!

Garcilaso is also the author of a small epistle, in which

! Como acontece al misero doliente,
Que del un cabo el cierto amigo y sano
Le muestra el duro mal de su acidente,

Y le amonesta que del cuerpo humano
Comience & levantar & mejor parte
1 alma suelta con volar liviano ;
Mas la tierna muger, de la otra parte,
No se puede entregar al desengailo,
Y encabrele del,mal la mayor parte:
El, abrazado con su dulce engailo,
Vuelve los ojos 4 la vos piadosa,
Y alégrase muriendo con su dafi®:
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he has endeavoured to seize the true Horatian tone. Itis
not sufficiently important to deserve particular notice, but
it is easy to recognise in it the fine tact ‘of this author,
from whom the critic, however severely he may judge his
faults, cannot withhold the title of the second classic poet
of Spain.

DIEGO DE MENDOZA. .

The third classic poet, and at the same time the first
classic prose writer of Spain, is Don Diego IIurtado de
Mendoza,! a native of Granada, where he was born in the
beginning of the sixteenth century, but in what year is
not known. Descended from one of the first families of
the country, he had before him the prospect of high
honours, which, as he was one of five children, his parents
destined him to reach through the church. Being educated
for the clerical profession, he reccived what was then con-
sidered a learned education. DBesides the classical languages
of antiquity, he acquired the Hcbrew and Arabic. "At
the university of Salamaneca, be studied scholastic philo-
sophy, theology, and ecclesiastical law. While yet a
student, he was the inventor of the comic romance or
novel, for it was at Salamanca that Le wrote his cele-
brated work, the Life of Lazarillo de Tormes. Having
become as conspicuous for vigorous and sound under-
standing as for wit and learning, the emperor Charles V.,
who perceived that his talents might be employed with ad-
vantage in public business, drew him from his studies.
He had not long left the university when he was appointed

Asi los guito yo de toda cosa,
Y pdngolos en solo el pensamiento
De Ia esperanza cierta O lastimosa.
En este dulce evror muero contento ;
Porque ver cluro, y conocer mi estado
No puede ya curar el mal que siento;
Y acabo como aguel que en un templado
Baiio metido sin sentido muere,
« Las venas dulcemente desatado.

1 In the title of the edition which I have perused of his ‘Olras,
(Madrid, 1610, in 4to.) the word “ Hurtado” is omitted, and he is
catlad simply Diego de Mendoza; but the Mendozas are so numerous
in Spanish literature, that it is necessary to observe all he distinctions
in their names. '
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imperial envoy*to Venice. He availed himself of the op-
portunities which this situation afforded to cultivate an
intercourse with learned Italians, and to obtain an intimate
knowledge of the spirit of Italian literature. Before his
departure for Italy, he appears to have formed an ac-
quaintance with Boscan; but he was patriot enough not
to despise the old Spanish poetry. Though he loved the
Italian poets, he preferred the ancients, and in particular
Horace, who, like himself, a man of the world, might oc-
casionally assist him in his journey through the slippery
path of poljtical life; and certainly few poets could have
divided themselves betwcen literature and politics with as
much dexterity as Mendoza. He was, however, far from
being a scrvile courtier. His low opinion of diplomatic
dignity is stated somewhat too frankly, in one of his
epistles, in which he exclaims, O these ambassadors!
What ninnies they are! When kings wish to cheat, they
begin with us. < Qur best business is to take care that we
do no harm, and indeed never tc do or say anything, lest
we run the risk of making ourselves understood.” The
ambassador of a prince of such deep dissimulation as
Charles V. might naturally enough form an unfavourable
opinion of his office; but he who could speak his mind in
this manner, cven when at his post, must have retained
some of the spirit of old Spanish freedom.

The emperor made no mistake in the choice of his am-
bassador, of whose turn of thinking he doubtless was not
ignorant, but on«he exercise of whose talents he knew he
could rely. He considered him the fittest person who
could be selected to go to the council of Trent, and one
who could recommend, in a pleasing manner, the truths
he wished to be told to the assembled fathers in the name
of tl® Spanish nation. This commisstbn Mendoza cxe-
cuted to the satisfaction of the emperor. The speech which

1 O embaxadores, puros majaderos,
+ Que si los reyes quieren engafar,
Comiengan por nosotros los primeros.
Nuestro mayor negocio es, no dafiar,
Y jamas hacer cosa, ni dezilla,
Que no corramos riesgo de enseiiar.
The passage is in the epistle commencing :
Que hace el gran sefior de lo®Romanos.

X 2
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he delivered before the council in 1545 ¥as highly ad-
mired, and Charles was convinced that it was impossible
to confide the affairs of Italy to better hands. In the year
547, Mendozu appeared at the papal court, then the centre
of all political intrigues, as imperial ambassador, and in-
vested with powers which rendered him the terror of the
French party in Italy. The emperor at the same time
appointed him captain-gencral and governor of Sienna,
and other strong places in Tuscany. He was ordered to
humble the pope, Paul III, cven in Lis own court; and to
repress, by force, the movements of the restless Floren-
tines, who still hoped, under the protection of France, to
shake off the yoke of the Medicis. A man of less firm-
ness of character would have been totally unfit for such a
task; but the terrible energy with which Mendoza per-
formed it, exasperated in the highest degree the opposite
party, and more particularly the Florentines. The re-
peated insurrections in Tuscany could not be suppressed
without measures of great severity, and Mendoza was con-
sequently detested as a tyrant by all Italians who were not
reconciled to the introduction of Spanish garrisons. In
Sienna he was constantly exposed to assassination; and on
one occasion, a musket ball directed against him killed the
horse on which he rode. Ilis intrepidity, however, was
not to be shaken, and he continued to administer his diffi-
cult government until Paul 1I1. died, and was succeeded
by Julius 1IL, a pope inclined to the Spanish party. The
new pope, wishing to bestow on Mendoza 4 particular mark
of respect, appointed him gonfalonier, or standard-bearer
to the church. In this character, Mendoza marched against
the rebels in the ecclesiastical territories, and made them
submit to the pope.

Thus did a Spdnish poct, alike feared and admired, go-
vern Italy for the space of six years. During this stormy
period of his life, Mendoza composed verses, visited the
Italian universities, purchased Greck manuscripts, and
collected a large library. Since the days of Vetrarch, no
friend of literature had shown so much zeal for the acqui-
sition of Greek manuscripts. He:spared no pains nor ex-
pende to procure them even from Greece, and-sent special
messengers for that purpose to the convent of Mount Athos.
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He availed hinself of a service he had rendered to the
Ottoman sultan, to obtain supplies of corn for the empty
granaries of Vehice, and of manuscripts for his own library.
. Many a Greek work came first to the press from his valug
able collection. 'Whoever wished to promote the study of
ancient literature, found in him a friend and protector;
and to him the learned bookseller, Paulus Manutius, dedi-
cated his edition of the philosophic writings of Cicero, to
the study of which Mendoza was particularly attached, and
for the correct publication of which he even made eritical
observations on the manuscripts.

Literature and politics, it appears, did not afford suffi-
cient occupation for this extraordinary man. He chose also
to engage in affairs “of gallantry; and, according to the
manners of the age, gave to such pursuits, at least in
verse, the character of romantic passion. His personal
appearance, however, was not calculated to recommend
him to the fair sex; for his biographers state that he was
far from handsome, and that the glance of his fiery cye
was more repulsive than agrecable. But Mendoza was
active, accomplished, and in the possession of power; and
the favour which these advantages obtained for him with
some Roman ladies, was numbered among the offences
with which his enemices loudly reproached him. The re-
peated charges brought against him made at last an im-
pression on the emperor; and that monarch, who had
begun to contemplate the resignation of his crows, and
who was now desirous of establishing tranquillity in his
states, thought fit, in the year 1554, to recal this too rigid
governor to Spain.

The latter part of the history of Mendoza’s life is not
uniformly related by his biographers. According to
some; he retired to the country, devoted®himself to poetry
and philosophy, and appeared very seldom at the court of
Philip II.  Others assert that, though he no longer
retained his former influence, he continued a member of
the council &f state under Philip IL, and was gresent with
that monarch at the great battle of St. Quintin, fought in
the year 1557. This much is certain, that he was soon
after engaged in an adventure at the court, which, for a
man of his age and knowledge of the yorld, was of a very
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singular nature. An altercation arose in the palace between
him and a courtier, who, according to Mendoza’s own decla-
ration, was his rival in the affections of a laly. This man,
whose name is not mentioned, in a fit of violent exasper-
ation, drew a dagger; upon which Mendoza seized him,
and threw him from a balcony into the street. What after-
wards became of his antagonist is not recorded; but Men-
doza’s conduct was the subject of serious animadversion,
and the grave Philip regarded it as a high offence against
the dignity of his person and his court. He was, however,
content to inflict a moderate punishment, and yperely con-
demned Mendoza to a short imprisonment. The old
statesman occupied the period of his imprisonment in the
old Spanish style, namely, in composing lamentations
on the unkindness of his mistress;! and these romantic
ctfusions do not appear to have been considered by his
contemporaries as absurd and ridiculous at his time of
lite.  But the sorrows expressed in his amatory ditties
did not dmive the venerable lover to despair; for when he
was soon after set at liberty, though still exiled from
court, he observed with the eye of a politician the insur-
rection of the Moriscos, or converted Arabs of Granada;
and when the insurrection broke out into a formal war,
he noted down all the remarkable events, and afterward
detailed them in an historical work, which has obtained
for him the name of the Spanish Sallust. He availed
himself of this opportunity to collect a great number of
Arabic manuscripts.  Observations om the works of
Aristotle, a translation of the Mechanics of that philoso-
pher, and some political treatises, were, it appears, the last
of his literary labours. He was thus actively and use-
fully employed until his death, which happened when he
was upwards of stventy, at Valladolid, in the year'l575.
He bequeathed his collection of books and manuscripts to
the king, and it still forms one of the most valuable por-
tions of the library of the Escurial.? .

A\ They aredo be fonnd among his poems with these :itles :—*Carta
en redondillas, estandv preso.”— Redondillas, estando Preso por una
pendencia que turo en palacio.” .

?&he best life of Meudoza is that which precedes his Guerra de

Granada, Valencie, 1776, in quarto. The notices in the fourth volume
of the Parnaso EspasioBare also copious and useful.
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A detailed atcount of the life of this distinguished man
cannot be regarded as a biographical excrescence in a his-
tory of Spanishi Literature; for in no other poet’s life and
. works is the real Castilian spirit of the age of Charles V.
so clearly displayed as in those of Diego de Mendoza.
The universality of his literary talent will be best under-
stood, when it is known with what energy, precision, and
facility he accommodated himself to, and controlled the
circumstancesin which he happened to be placed throughout
all the practical relations of life. That remarkable trait of
his mind, ,namely, the constancy with which, instead of
abandoning one species of mental activity for another, he
continued during his whole life, from youth to extreme old
age, to unite in his person the poet, the man of letters,
and the statesman, gives reason to expect that his works,
however differing in kind, will be found to possess a cer-
tain common character.

Diego de Mendoza did more for the poetic literature of
his country than his countrymen seem to hase acknow-
ledged. Spanish writers, it is true, place him next in
rank to Boscan and Garcilaso de la Vega, among the
poets who introduced the Italian style into Castilian
poetry. But they cannot pardon the harshness of his
versification in those poems in which he adopted the
metrical forms of Italy. Rendered fastidious by the
rhythmical harmony which a Castilian ear can never
dispense with, the Spaniards have held in very  trifling
estimation the ecpistles of Mendoza; though those com-
positions, in a striking manner, extended the boun-
daries of Castilian poetry. As a writer of epistolary
poetry, he might justly be styled the Spanish Horace, if
his tercets flowed as smoothly as the hexameters of the
Latin poet. Making allowance, howewer, for the want of
that pure harmony and that didactic delicacy in which
Horace is inimitable, Mendoza’s epistles may rank among
the best productions of the kind in modern literature.
With the éxception of Boscan and Garcilasg de la Vega,
no previous Spanish poet had evinced any trace of ‘that
Horatian spirit with which this author was endowed. In -
the collection of Mendoza’s poems, these epistles are merely
called cartas (letters.) Some of thgm are of a romantic
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cast, and overloaded with tedious  love complaining.
But the rest, like Horace’s epistles, are didactic, full
of agreeable but sound philosophy, precide and yet un-
gonstrained in expression, and rescued from the mo-
notonous effect of moral instruction by a happy inter-
change of precepts, images, and characters. A masculine
understanding, which clearly penctrates all social rela-
tions, and a noble spirit, which estimates the blessings
of life according to their real value, diffuse over these
epistles a charm at once serene and attractive. Some
of the most beautiful, for example—that adgressed to
Boscan, which is best known, and which, on account of
the answer, is printed among Boscan’s poems—were com-
posed in Italy during the more early”part of the author’s
life. But in estimating the poetical works of Mendoza,
chronological arrangement is of little importance, for as a
poet he preserved equality from the commencement to the
close of his carcer. His epistle to Boscan is in part an
imitation ef that of Horace to Numicius.! The latter half,
however, belongs exclusively to Mendoza. In this portion
of the epistle he presents to his friend the outline of
the charming picture of domestic happiness, to which
Boscan himself, in the answer already mentioned, has
given a higher finish; and the taste which can overlook
the beauty of this picture on account of want of smooth-
ness in the versification, must be depraved by the affecta-~
tion of.refinement.?  Another epistle, addressed to Don
1 It commences thus :— i
El no maravillarse hombre de nada
Me parece, Boscan, ser una cosa,
Que basta a darnos vida descansada; &ec.

2 The commencement relates to Boscan’s wife ;e
Tu la veras Bosean, y yo la veo,
Que los que amamos, vemos mas temprano,
Hela, en eabello negro, y blanco arreo.
Ella te cogcra con blanda mano
Las raras ubas, y la fruta cana,
Dulces, y frescos dones del verano.
Mifa que diligencia, con que gana
Viene al nuevo servicio, que pomposa
Esta con el trabajo, y quan ufana.
En blanca leche colorada rosa
Nunca para su amigo vi al pastor
Mezclar, & pareciesse tan hermosa.
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Luis de Zuhigd, contains an ingenious and striking com-
parison of the gharacter of two heterogeneous and equally
unwise classes” of men: the one wholly attached to the
vulgar pleasures of the moment, and stupidly indifferent tg
the affairs of the world;! and the other, on the contrary,
cheated by restless cares and anxieties out of the enjoy-

El verde arrayan tuerce en derredor,
De tu sagrada frente, con las flores,
Mezclando oro immortul a la labor.
Tor cima van, y vienen los amores,
Conlas alas en vino remojadas,
Suenan en el carcax los pussadores.
Remedie quien quisiere las pissadas
De los grandes, que ¢l mundo governaron,
Cuyas obras, quiza estan olvidadas.
Desuelese en lo que ellos no alcangaron,
Duerma descolorido sobre el oro,
Que no les quedara mas que llevaron.
Yo Boscan, no procuro otro tesoro,
Sino poder vivir medianamente,
Ni escondo la riqueza, ni la adoro.
Si aqui hallas algun inconveniente,
Como discreto, y no como yo soy,
Me desengaiia luego incontinente,
Y sino ven conmigo adonde voy.

Quantos ay don Luys, que sobre nada
Haziendo sumtuoso fundaumento,
Tienen la buena suerte por llegada.

Cansansg con un yvano pensamiento,
Hecfian sus conjeturas, y razones,
Hazen torres vazias en el viento.

Ensanchan al pensar los coragones,
Creen tener en puiio la fortuna,

Y toman por el pie las ocasiones.

Como los simples niiios que en la cvga,
No saben conocer otro cnydado,
Sino contar las vigas, una a una,

Ansi passan la vida en descuydado,

Y ternan por el mismo, sin mas duds,
*E1 tiempo por venir con el passado :

Mas si el viento delante se les muda,
Y arranca las arenas del profundo,
No por esso haran vida sessuda.

No les podra quita: hombre del mundo
El comer el dormir, el passear,

LI tenerse por solos sin segund®.
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ment of the present.! Tn these epistles, Mendoza unfolded
the result of his experience, as the Infante Juan Manuel
did a century and a half earlicr, in his Count Luca-
«or, though in a totally different manner. Mendoza’s
style is that of an accomplished man of the world, formed
in the school of the Latin poets.

His sonnets possess neither the grace nor the harmony
essential to that species of composition, and they owe their
existence to the amatory spirit of the age rather than
to the poetic inspiration of the author. Though Men-
doza composed in the Italian manner with less facility
than Boscan and Gareilaso, he felt more correctly than
they or any other of his countrymen, the difference be-
tween the Spanish and Italian languages, with respect to
their capabilities for versification. The Spanish admits of
none of those pleasing elisions which, particularly when
terminating vowels arc omitted, render the mechanism of
Ttalian versification so easy, and enable the poet to aug-
ment or diminish the number of syllables according to his
pleasure; and this difference in the two languages renders
the composition of a Spanish sonnet a difficult task. Still

1 Otros ay que rebuelven en el seno,
Ll tiempo que es pussado, y el que tienen,
C‘onsideran lo snyo por lo ageno.
Toman las ocasiones que les vienen,
Y lus que no les vienen, van buscando,
Y con quadquier tiempo se entre tienen.
1 mundo punto & punto van passando
T.os hombres por de dentro, y por d&§iera
Como en anatomia examinando.
Ponen la diligencia en delantera,
K1 seso, y la razon por el guarisnio,
Quieren que todo venga a su manera.
No tienen otra ley, ni otro bautismo,
Sino 1 que les cumple, y por solo esto
Yran hasta el profundo del abismo.
Agudos ¢ * el cuerpo, y en el gesto,
Mal ceiidos, 1as capas arrastradas,
Tl ojo abierto, y el caminar presto.
Sj les suceden cosas desastradas,
Escogen, y proveen lo peor,
Nadie puede topar con sus pisadas.
No toman el camino, que es mejor,
Ilano, y trillado, antes al reves,
Fngajiungg en el arte, y la labor.



SPANISH LITERATURE. 139

more does the *Spanish langnage seem hostile to the soft
termination of ;& succession of feminine rhymes, for the
Spanish poet who adopts this rule of the Italian sonnet
. is compelled to banish from his rhymes all infinitives of
verbs, together with a whole host of sonorous substan-
tives and adjectives.! Mendoza, therefore, availed himself
of the use of masculine rhymes in his sonnets; but this
metrical licence was strongly censured by all partisans of
the Italian style. Nevertheless, had he given to his son-
nets more of the tenderness of Petrarch, it is probable
that they avould have found imitators. Some of them,
indeed, may besconsidered as successful productions; and
throughout all, the language is correct and noble.?
Mendoza’s canciones have nearly the same character
as his sonnets, except that they more obviously mark the
influence of the IToratian ode on the lyric fancy of the
author. The versification, which is sonorous, though de-
ficient in harmeony, is occasionally united with a degree of
obscurity from which the other productions of Mendoza

1 Words on which elisions are permitted in Italian, as for example,
dar, legyer, amor, pegyior, instead of dure, leygere, amore, peggiore,
are in Spanish, by an imvariuble rule of the language, written dar,
leér, amor, peor; and, on the other hand, no poet can presume to omit
the terminating vowels in Spanish words. A succession of pure femi-
nine rhymes is, therefore, as mnnatural in the Spanish language as in
the German. In the Spanish, however, the unnatural effect is easily
concealed ; while in the German, the incessant recurrence of the semi-
mute ¢, in feminine rhymes, is intolerable. 4

2 The following §§ characteristic, since it presents, in a picture of the
poet’s mode of life, the mingled features of Italiun refinement and the
Spanish mode of thinking.

Aora en la dulee ciencia embevecido,
Ora en el uso de la ardiente espada,
Aoran con la mano, y el sentido
TPuesto en seguir lu plaga levantada,

Ora el pesado cuerpo esté dormido,
Acra el alma atenta, y desvelada,
Siempre en el coragon tendre esculpido

¢ 'T'n ser, y hermosura entretallada.

Fntre gentes estrafias, do se cncierra
E1 Sol fuera del mundo, y se desvia,
Durare, y permanecere deste arte.

Tn el muar, en el cielo, so la tierra,
Contemplar¢ la gloria de aquel dia,
Que tu vista figurn en toda marte.
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are totally exempt.! The least successful of his poems in
the Italian style is a mythological tale in octave verse,
founded on the history of Adonis, but along with which
the author has interwoven the history of Atalanta. The
story is, however, related in a very pleasing manner.

The Spaniards give the preference, not to this first
class of the poetic works of Mendoza, but to the second,
which consists of lyric poems in the old national style,
the origin of which it is, however, easy to perceive must
be referred to a more highly cultivated age. 'The simi-
larity between these poems and others of the sgme sort in
the Romancero general, clearly proves that many of the
poets of the age of Charles V. tacitly agreed to improve
the old national poetry, without, like the impetuous Cas-
tillejo, (of whom further mention will soon be made,)
waging open war against the reformers of the school of
Boscan. Many of Mendoza’s lyric pieces are inserted in
the Romancero general without the author’s name. In
these compositions the syllabic measure seems to have
been the chief object of improvement. But this improve-
ment, however successful, was at the same time neces-
sarily limited; and the beautiful forms of the Italian
canzone possessed too striking a superiority over the most
cultivated forms of rhyme in the old redondillas, to yield
to the latter in any collision. All Mendoza’s lyric com-
positions are in stanzas of four lines; and the pieces of
this description then obtained, by way of distinction, the

1 One of those canciones commences in a senfeatious way, in the
Horatian manuer, but it soon degenerates into an obscurity, very unlike
Horace.

Tiempo bien empleado,
Y vidu descansada,
Bien que & pocos, y tarde se consiente
Olvidar lo passado,
Holgar con lo presente,
Y de lo por venir, no curar nada,
Hora ialta, y menguada
La del que nunca olvida
Un cuydado que siempre le da pena.
Cortado a su medida
Tun importuna, y llena, ,
Que ni otro halla entrada, ni el salida,

Mas tiene por testigo
Su pensemiento, y este es su enemigo.
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name of redondillas, which seems originally to have been
applied to all trochaic verses in lines of four feet.! But
songs in stanza# of five lines, though in other respects
similar to those just mentioned, are called in Mendoza’s

" collection quintas, or qzmmllas. The trochaic stanza in
four lines of three feet,® of which the Romancero general
also contains several specimens, was found to be most
suitdble to endechas, or funeral songs, in the old national
style, and to compositions of that class Mendoza applied it.
He wrote many romantic epistles in the redondilla stanza
of four lmes, and did not neglect the other old Iyric forms,
such as the® Villgncicos, &c. 'The improvement of style,
which is an essential feature of all these poems, was
limited by Mendoza*to accuracy of expression, and to
softening the quaintness of the old subtilties; to these,
however, he himself sometimes resorted; and he scems to
have been of opinion, that the character of this kind of
poetry rendered their occasional introduction indispen-
sable. In compositions of a tender and melancholy? cha-

1 Sce the Introduction, page 12,

2 For example :—
IHagame lugar
Kl placer un dia!
Dexame contar
Yista pena mia !

3 The following are the first stanzas of a song, which he composed in
prison, after his ox(r%ordimu‘y adventure in the court of Madrid :—

Tilste, y aspern fortuna
Un preso tiene afligido,
Mas no por esso vencido
Con la fuerga de ninguna.

Entre sus cuydados vive,
Ellos mismos le atormentan,
Mil muertes le representan,
Y las mas dellos recibe.

Y aunque no se rinde al peso
De tantas penas, y enojos,
Rinde a Filis los despojos
De sus entrafias, y seso.

Tristezas, y suledades,

Y quexas thuy apretadas,
Que sino son declaradas,
A lo menos son verdades.
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racter, he is less successful than in those of a comic
cast.!

Considering Mendoza’s wit and knowledge of mankind,
it may naturally be presumed that his satirical poems,
which however exist only in manuscript, mark a great
advancement in this species of poetry in Spain. These
poems are mentioned by all Mendoza’s biographers; one
is called La Pulga (the Flea), another La Casia (the
Reed), and a third bears the comical title of Llogoio de ta
Zanahoria (Eulogy on the Parsnip). None, however,
have yet passed the ordeal of the inquisition. Their titles
seem to indicate a kind of coarse humouy in the style of
the burlesque satires of the Italians.

Some of Mendoza’s prose compogitions have obtained
greater celebrity than his poems; and they unquestionably
form an epoch in the history of Spanish prose. The
comic romance of Lazarillo de Torines, which he wrote
while he was a student at Salamanca, is either the very
first prodnction of its kind, or at least the first that ob-
ained anything like literary consideration. Soon after
its publication it was translated into Italian, and subse-
quently into French, and through the medium of this
French translation it has been read thronghout all Europe.
Relations of interesting tricks of roguery probably formed
at a more early period a favourite amusement with the
Spaniards; for that adroit feats of cunning and deception

! In a Lalf comic song, he describes jealousy (in Spanish, Jus zclos,
jealous thoughts), in a series of very odd, negatise compwiisons;—for
example :

No e< padre, suegro, ni yerno,
Ni es hijo, hermano, ni tio,
Ni es niar, arroyo, ni rio,
Ni es verano, ni es invierno,
N es otoiio, ni es estio.

No es ave, ni es animal,

Ni ¢s Luna, sombra ni Sol.
Vequadrado, ni vemol,
Piedra, pltna, ni metal,

Ni pece, ni caracol.

Tampoco es noche, ni dia,

Ni lora, ni mes, ni aio,

Ni es liengo, seda, ni paiio,
Ni es Latin, ni Algaravia,
Ni es ogaiio, ni fue antafio.
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have had for thgm a charm of a peculiar kind, the whole
history of their comic literature sufficiently proves. Men-
doza, therefore,egave to his humorous fancy a direction
conformable to the spirit of his country, when he chose,
"as the subject of his work, the Adventures of a Beggar
Lad, who makes a kind of fortune by dint of cheating and
roguery; and the comic interest of the production was
enhanced by its contrast with the pompous romances of
chivalry. In the perusal of such a tale, the Spanish reader
willingly descended from the romantic ideal world to the
sphere of common life. The skill with which Mendoza
has sketchell the vices of avarvice and selfishness in the
persons into whose service Lazarillo enters, is no less
remarkable than the bold regard for truth which led him
to include priests in the number of his odivus characters.
The inquisition, of course, could not expect that the
Spaniards should regard the ccclesiastic profession as a
security against every vice; and Lazarillo de Tormes suffi-
ciently proves that in Mendoza’s time the priesthood was
not guaranteed against public satire in Spain. nder the
reign of Philip 1L, however, satires of this kind became
subject to a certain degree of restraint; and since that
period Mendoza’s romance has only been suflered to escape
because its free circulation was once permitted by the
inquisition. No critic has hitherto called in question the
truth and accuracy of the pictures of vulgar life in
Lazarillo de Tormes; but an author named De Lung, who
styles himself an interpreter of the Castilian language,
published a new® edition of the romance with the view of
correcting the diction. De Luna likewise added a second
part to the story, for Mendoza in his maturer years never
felt inclined to finish the comic work which he had com-
menaed in his youth.! o
A very different spirit animates the historical work in
which Mendoza traces the history of the rebellion of
Granada.? Mendoza formed his style, as a historian,
L]
1 The only editions of the Fida de Lazavillo de Torn®s now in «cir-
culation, are printed after that published at Saragossa, in the year 1652,
with De Lunu’s corrections aild continuation.

2 A new edition of this work, which is entitled :—GQuerra de Gra-
nada, que hizo el rey don Felipe I, de. Eser‘vidla D. Diego Hurtudo
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principally on that of Sallust, and. only oscasienally imi-
tated Tacitus for the sake of variety. Were it not that
he sometimes oversteps the bounds of true elegance and
falls into an overstudied and artificial manner, this work
might be ranked, without reserve, among the best his-
torical models; and notwithstanding the affectation with
which it is here and there disfigured,! it is, unquestion-
ably, after the works of Machiavelli and Guicciardini, the
first production of modern literature that deserves to be
compared with the classic histories of antiquity.

However carefully Mendoza polished the rhetorical form
of his history, still the importance of the matérials and a
true philosophic spirit are everywhere prominent through-
out his representation of facts. Beimg himself a native of
Granada, his power of rightly viewing the events, and
the impressions he received from them, must have been
much the same as if he had been an eye witness of all
that passed. Besides, he derived his information from
the most guthentic sources; for at the period in question
he was residing on his estate in the vicinity of the theatre
of the war. His nephew, the marquis de Mondejar, was
for some time commander in chief of the army against the
rebels; and Mendoza himself had long been so intimately
connected with the government at Madrid, that no indi-

de Mendoza, has been mentioned in the note, p. 134, It is in fact the
first corcect edition, for in it the original text is restored by collation
with the anthentic MS. o

! This affectation of style is particularly observable in the Proeminm
and therefore that part of the work does not create a very favourable
prepossession towards the author in the mind of the impartial critic :—

Bien st que muchas cosas de las que escriviere pareceran a algunos
livianas, i menudas para Historia, comparadas & las grandes, que de Es-
paiia se hallan escritsz; Guerras largas de varios sucesos, tomas i de-
solaciones de Ciudades populosas, Reyes vencidos i presos, disiordias
entre padres i hijos, hermanos i hermanas, suegros i hiernos, desposeidos,
restituidos, i otra vez desposeidos, muertos a hierro, acabados linages, mu-
dadas successiones de Reinos; libre i estendido campo, i ancha salida
para los kiscritores. Yo escogi camino mas estrecho, tranajoso, esteril,
i sin gloria; pero provechoso, i de fruto para los que adelante vinieren ;
comienzos bajos, rebelion de salteadores, junta de esclavos, tumulto de
villanos, competencias, odios, umbiciones, i pretensiones; dilacion de
provisiones, falta de dinero, inconvenientes o no creidos, o tenidos en
poco.
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vidual in Spain had better opportunities of obtaining that
knowledge of the secret as well as of the ostensible springs
of events whichds necessary for just historical narration.
The atrocious measures adopted by Philip IL. to sup-
‘press the insurrection in Granada, were, however, no less®
opposed to the sound political views of Mendoza, than
the fanatic cruelty and glaring injustice by which the
unhappy Moriscos had been driven into rebellion appear
ta have rcvolted his feelings, good catholic as he may
have been. DBut neither his opinion nor his compassion
could be openly avowed. Ile therefore availed himself of
all the subtke windings of the historical art, to render his
representation of events easily intelligible to those who
thought as he did, and at the same time to secure himself
against any literal interpretation which spiritual or tem-
poral despotism might have employed to his disadvantage.
‘Wherever undeniable facts, which the government, ac-
cording to its own maxims, could not venture to conceal,
clearly expose the folly and inhumanity by which the
Moors were reduced to despair, Mendoza appatently re-
frains from pronouncing any judgment, while the poignant
manner in which he relates the facts is in itself a sufficient
condemnation.!

When the fault rests rather with the agents of the
government than with the government itself, he seems to
attack only the former. In order that the just cause of
the Moriscos might be, for once, powerfully vindicated, he
puts, after the manner of the ancients, a speech info the

.

! For example :—

Porque la Inquisicion los comenzo a apretar mas de lo ordinario. Kl
Rei les mando dejar In habla Morisca, 1 con ella el comercio i comu-
nicacion entre si; quitdseles el servicio de los Fsclavos negros a quienes
criaviug con esperanzas de hijos, el habito Morisgp en que teniun em-
pleado gran caudal; obligaronlos a vestir Castellano con mucha costa,
que las mugeres trugesen los rostros descubiertos, que las easns acos-
tumbradas a estar cerradas estuviesen abiertas: lo uno i lo otre tan
grave de sufrir entre gente celosa.  uvo fama que les mandavan tomar
los hijoy, i pasllos a Castilla. Vedaronles el uso de los baiios, que
eran su limpieza i entrenimiento ; primero les havian prohibido In Mu-
sicn, cantares, fiestus, bodus, conforme a su costumbre, i quulesquicr
juntas de pasatiempo. Salid tedo esto junto sin guardia, ni provision
de gente; sin 1eforzar presidios viejos, o firmar otras nuevos.

L
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mouth of one of the chief of the conspirators. This is the
only speech! in the work which seems sufficient to show
that at least it was not inserted from & spirit of servile
imitation; but he occasionally ventures, contrary to the
‘ practice of modern languages, to approximate his narra-
tive style to that of the writers of antiquity; as, for
example, where he employs a succession of verbs in the
infinitive mood.> The Spaniards, however, seem to have
regarded the grammatical freedom used by Mendoza as
perfectly conformable to the genius of their language.
During the gloomy and suspicious government of Philip
1I. this excellent work was only to be read in manuseript.
It was first published at Madrid, in the year 1610, five-
and-thirty years after the death of the author, and was
reprinted at Lisbon in 1617; but both editions were pur-
posely mutilated.3 The text was at last given complete
in the edition of the work which appeared in 1776.

1 'This speech is foreibly written, and the style is nowhere disfigured
Ly rhetorical ornwmnent. I'he following is one of its most poweifnl
SSAZCS fem

Quien quita que el hiombre de Lengua Castellana no pueda tener In
1ei del Profeta? i el de ln lengua Monisca 1n lei de Jesus? llaman a
nuestros hijos a sus Congregaciones i casas de letras, ensefianles artes
que nuestros mayores prohibieron aprenderse ; porque no se confuundiese
la puridad, i se hiciese litigiosa lan verdad de la lei. Cada hora nos
amenazan quitarlos de los brazos de sus madres, i de la crianza de sus
padres, i pasarlos a tierras agenas; donde olviden nuestra manera de vida,
i aprendan @ ser encmigos de los padres que los engendramos, i de las
madres que los parieron. Mandannos dejar nuestro habito, vestir el
(astellano.  Vistense entre ellos los T'udescos de una manera, los
1tanceses de otra, los Griegos de otra, los Frailes de otra, los mozos de
otra, 1 de otra los viejos; cada Nacion, cuda profesion i cada estado usa
su manera de vestido, i todos son Clristianos; i nosotros Moros, porque
vestimos o la Morisca ; como si truxesemos la lei en el vestido, i no en
el corazon. X

2 Demas desto pr‘o‘veersc de vitualla, eligir lugar en la moutaiia donde
gusrdulla, fubricar armas, reparar las que de mucho tiempo tenan escon-
didas, comprar muevas, i uvisar de nuevo a los Reyes de Argel, Fez,
Sefior de Tituan desta resolucion i preparaciones.

8 In the year 1737, that excellent ciitic Mayans, in cilusion to Diego
de, Mendozaia Guerra de Granada, observes :—Deve leerse, como el la
escrivid. Quiere Dios que algun dia la publique yo! (Orig. de le
Lengua Espanola, vol. i. p. 203). Thus, even at that period, a genuine
edition, such as Mayans wished to superintend, could not be published.



SPANISH LITERATURE, 147

* SAA DE MIRANDA.

The fame of® the great reform of the Castilian poetry
-having penetrated into Portugal, a similar reform tool
place in the poetry of that nation. At this time the Cas-
tilian language was held in such high consideration in
Portugal, that even Portuguese pocts, without under-
valuing their national tongue, thought themselves bound
occasionally to write verses in Castilian, to entitle them
to be regarded as perfect masters of the poetic art. In
the first hglf of the sixteenth century, two of the most
celebrated of these Portuguese poets laboured with such
success to extend the dominion of Castilian pastoral poetry,
that the thread of thé ‘history of Spanish literature would
be broken, were a notice of the poetic merits of these two
celebrated men confined solely to the history of the litera-
turec of Portugal. One of them, Francisco de Saa de
Miranda, who was born in 1494, and dicd in 1558, belongs,
however, in so eminent a degree to his own nation, and
the circumstances of his life are so closely connected with
the history of Portuguese poetry, that it would be an
injustice to Portuguese literature to rank him exclusively
among the poets “of opam. Besides, most of his poetic
works, with the exception of his pastoral poems, are
written in the Portuguese language.! The other Portu-
guese poet who claims attention in the history of Spanish
poetry is Jorge de Montemayor. He, through hi$ resi-
dence in Spainebecame wholly a Spaniard: the work to
which he chiefly owes his celebrity is written in Spanish;
and he had so decided an influence on Spanish litera-
ture, that this would be the proper place for introducing
an account of his short life and of his poetry, did not Saa
de Miranda’s Castilian pastora.ls, which %re of older date,
demand a previous notice.?

! Dieze, it is true, alleges the contrary, in his notes on Velasquez ;
but it appears¢hat he was acquainted only with the pastoml poems, and
not with the other works of Saa de Miranda.

2 'These Spanish pastoral poems are mmglcd mdxscnmmately wnth
the Portuguese poems of the same author, in the neatly printed edition

-of the Obras dv Doctor Francisco de S& de Miranda, Lisboa, 1784, in

L2
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The bucolic effusions of Saa de Miranda exhibit in their
general tone more traits of resemblance to Theocritus
than are to be found in the writings of Garcilaso de la
,Vega. Garcilaso’s pastoral style, with all its simplicity,
was not sufficiently rural for Saa de Miranda. Like
Theocritus, his feelings seem to have dictated to him pure
rural ideas; and he transferred this characteristic of his
Portuguese eclogues to those which he wrote in Spanish,
which are the most numerous. Nevertheless, even in his
rural poems he did not wish to renounce the attributes of
the loftier style of poetry. He was, however, heedless of
all critical distinction of the different kinds of“poetry, and
would, without scruple, commence a poem in the metre
of an Italian canzone, as an ode, proceed with it in epic
metaphors,! and conclude it in the simplest idyllic style.
‘With equal indifference he chose sometimes octave verse,
sometimes tercets for his pastoral poems, which thus alter-
nately assume a lyric and a dramatic tone. This capri-
cious mixture of poetic genera and styles deteriorates in
no slight degree the quality of Saa de Miranda’s poetry.
The elevated tone of the ode forms a singular contrast
when introduced in the same composition along with the

2 vols. 8vo.  No attention has been paid to the correction of the Spa-
nish poems in this collection, and Portuguese words continually occur
in themn; for example, as for lus, pensamentos for pensamicntos, oulro
for vfro, &c. The orthography of the title-psge is uncommon; for in
other eases the Portuguese spelling is not doctor, but doutor, and Sa is
& modern substitution for S«a. )

! The following stanza may certainly claim a place in the best epic
poem.
Como el pino en el monte combalido

Del 1mpetuoso viento en ln tormenta,

A quantos que lo ven pune en recelo,

Los thienos amenazan, arrebienta

L1 fuego por las nuves, exlo erguido,

Fxlo coruv que va cayendo al suelo,

Hasta tanto que el Cielo

Se abre en llama ardiendo,

Entre viendo, y no viendo,

E1 bravo rayo en bueltas mil desciende,

Aquel prostrero mal quien se defiende ?

Queda un tronco quemado, y cuento breve
© A (nien passa porende

O busea plli qui¢a que o casa lleve.
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easy familiar styJe which, in the opinion of Saa de Miranda,
the pure pastoral character of his poetry required. But
no modern poet has succeeded so well in the union of
simplicity and grace; and in this respect the eclogues of
" Saa de Miranda are unequalled. 'When he describes the
gambols of the nymphs, with whom his fancy animates
his native woodland scenes;! when he sketches impetuous
storms of passion, softened by the charm of his colouring,
yet kept true to nature;? when he introduces nymphs dis-
coursing;® or, when he abandons himself to a tone of

! For example =
Graciosamente estando,
Graciosnmentg andando,
Blando ayre respirava al prado ameno.
Ella cantava, y juntamente el seno
Inchiendose yva de diversas flores,
En que el prado era lleno
Sobre verde variado en mil colores.

2 For instance, the following passage in the second eclo&ue —

A que parte se es yda esta alma mia?
Quien me ln ensefiara? yo que hago aqui”
Sin alguno de dos, que antes tenia ?

Que entr'ambas se ajuntaran contra mi ?
Solo dexado me han, ciego, y sin guia.
Pareceos esto amor ? dexarme ansi ?
Consigo no quisieran alla llevarme

Ni buelto me han a ver, ni a consolarme.

Como una llama por el monte ardiente,
Que presto en alto buela, y no parece,
De visty se nos pierde en continente,

Y el hfimo turbio solo remanece,

Otra tal claridad resplandeciente,
Mientras mirando estava, eis se escurece
Ansi tan presto? triste a donde yre®
Sin ti y alld sin ti, triste, que hare?

®
3 Can anything be more charming than the fhllowing passage from
the seventh eclogue? A nymph gazes on a sleeping shepherd.

Duerme el hermoso donzel,
No zagal, no pastor, no,
Mientras al sueiio se dio,
Mi alma diosele a el.
F1 Sol vs alto, y con el
Del dia, ¢s ido un buen trecho
No se que de mi se ha hecho,
Sera lo que fuere del.
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elegiac melancholy;! one knows. not whether most to
admire the delicate truth and penetrating depth of his
ideas, or the artless precision and facility of his expression.
In such cases he often abandons the natural style of Theo-
ritus for a more lofty or ideal manner., When, in some
of his other eclogues, his shepherds converse on their
occupatlons or superstitions,? he likewise departs from the

Loca de mi, que a mirar .
Me puse, y dixe tal viendo,
Quien tanto aplaze dormiendo,
Despierto, que es de pensar ?
Quiseme Inego apwrtar,
No se quien me buelve aqui.
Al quan tarde que entendi,
Que peligro ¢s comengar.
1 For example, the apostrophe to the dead Diego, in the first cclogue.
Vete buen Diego en paz, que en esta tierra
¥l plazer de oy no dura hasta maiiana,
Y dura mucho quanto desaplaze.
Alld aora no ves la vision vana,
Que aca viviendo te hizo tanta guerra,
Ardiendo el cuerpo que ora frio yaze,
Lo que alla satisfuze
A tus ya claros ojos,
No <on vanos untojos
De que ay por estos cerros muchedumbre :
Mas siempre una paz buena en clara lumbre :
Contentamiento cierto tc acompaiia,
No tanta pemulumbre,
Como uca va por esta tierra estraiia.

2 For exnmplo, in the second eclogue :—
Aur. Que quiere (0 mi Mauricio) dezir tal

Huwiur de perros como a la porfia ?

No se que sean cierto, es algun gran mal :
Aves nocturnas buelvan entre dia;

Lobos tan braves de su natural,
Buscama la Aldea de la Serrania.

No vees el mal gusano, y que pesares

Se ba hecho de las vifias, y pomares ?

Una mula ha parido en nuestra Aldea,

Y las vacas no paren; ayer cayo

Del Cielo un breve que no ay quien lo lea
“3on crego, o frayle, que ya Missa canto,
Con dos cabegas (cosn estrafia, y fea)

Un potro, y con seispies (di%) que nascio.
Como Gallos nos cantan las Gallinas,

Y no s¢ vieran ogaiio Golondrinas.
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prosaic naturc ofreal pastoral life, such as he had the oppor-
tunity of observing in his native country, and gradually
elevates it to rbmantlc ideality. It happened, however,
.that he occasionally found the prosaic truth of his pxctures
sufficiently interesting, and then, to be truly natural, he’
avoided all embellishments.!

Some of Saa de Miranda’s popular songs, called Cantigas,
a term which in Portuguese corresponds with Villancicos
id Spanish, are inimitable for grace and simplicity.?

! As for example, in the fifth eclogue :—

Dime pastor de cabras slquilado,

(Y no te enojes con la tal demanda,

Que me echas un mal ojo atravessado)
A quien embid Toribia la gnirlanda

Que ella traya sobre sns cnbellos ?

Cantando, con que boz, clara, y quan blanda ?
Y a quien embiava juntamente aquellos

Sus ojos que d’Amor son corredores,

Que se yva ¢l mismo Amor embuelto en ellos ?
Maiiana de San Juan, quando « las flores .

Y al agua todos salen, quien tal gala

Vio nunca, y tal donayre entre pustores ?
Ora que pareciu alli Pascuala?

Y Menga que ? Costanga, y la Perona?

Aquellas, que & su ver quien las yguala ? ’
Que gracia, que blandura, y que persons,

Que color de una Rosa a In maiiana,

Que al despungur del Sol s’abre y corona ?

2 The following is a specimen :—

Jla me dexaste
Iin aquel hiermo,
Villano malo Gullego.
Voyme u do te fuyste,
Voyme no si: a donde,
¥1 valle responde,
Tu no respondiste.
Mogu solu ay triste,
Que llorando ciego
Tu passaslo en juego.
Por hiermox agenos
Lloro, y grito en vano.
Gallego, y villano,
Qne esperava yo menos ?
Ojos de agua llenos,
Vos pecho de fuego
Quando avreis sossiegoz
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MONTEMAYOR. .

« The poet who is celcbrated in Spanish literature by the
name of Jorge de Montemayor was born in the year 1520,
at Montemor, a little town of Portugal, not far from
Coimbra. ITe took for his name that ot his native city,
spelt and pronounced in the Spanish way, probably because
his own family name was not deemed sufliciently sonorous,
and thus the latter has been entirely lost. The talent of
this young Portuguese developed itself without the aid of
a previous literary cultivation. At an early period of life
he served in the Portuguese army, in the rank, it is be-
lieved, of a common soldier. His taste for music, and the
reputation he had acquired as a singer, induced him to
visit Spain, where the Infant don Philip, afterwards Philip
1L, had formed a company of court musicians, who were
to attend him on his travels through Italy, Germany, and
the Netherlands. Jorge de Montemayor, being admitted
as a vocal member of this travelling musical company,
gained an opportunity of secing the world, and at the
same time making himself master of the Castilian language,
which became to Lhim a sccond mothertongue. He was, how-
ever, attached to Spain by a still closer link, namely, his love
for a beautiful Castilian lady, whom he occasionally intro-
duces in his poems under the name of Marfida. This Marfida
became the deity of his poetry; and when, on his return to
Spain, he found her wedded to another, he endeavoured to
divert his sorrow by poctic effusions, in which he repre-
sented the faithless beauty as a romantic shepherdess.
Uniting these with several of his other compositions, he
formed the whole into a romance, entitled Diana. This pro-
duction was receivEd by the Spanish public with a degree of
favour never before extended to any Spanish book, .Amadis
de Gaul excepted; and it speedily found no fewer imi-
tators than Amadis itself. The queen of Portugal was
desirous thaf the celebrated author of Diana should return
to lus native country. She recalled him, and he obeyed
the honourable mandate. No further particulars of his
histo:y are known. Ile died by some violent means,
either in 1561 or 156%2. lle was upwards of forty at the
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period of his death, which, according to some accounts,
took place in Portugal, and, according to others, in
Ttaly.! *
. The Diana of Montemayor is one of the few romantic
works which belong entirely to the soul of the author, an
are embued throughout with individual interest. It isa
work which exercises the more influence over unsophisti-
cated minds, because the writer possessed sufficient poetic
genius successfully to convey the joys and sorrows of his
own heart under the forms of general interest. But this
romance cap never be to any other cultivated people what it
was to the Spaniards of the sixteenth century. Still less can
it be regarded as a classical fragment, even though judged
according to the leniént rules by which every fragment is
estimated; unless, indeed, after the manner of some modern
critics, new rules of art be deduced from defective exam-
ples, for the sake of admiring as incomparable the grossest
absurdities, under the title of romantic complexity. But
with all its faults, this unfinished pastoral romapce (for it
was not brought to a conclusion by Montemayor) possesses
a poetic merit which entitles it to the esteem of all ages.
The design of the work, so far as Montemayor’s ideas
render his intention obvious, sometimes charms by its
graceful simplicity, and at others becomes grotesque,
through an illegitimate romantic combination of hetero-
geneous species of composition. The shepherd Sireno,
who represents the poet himself, on his return #o his
native country, wisits the scene of the innocent joys which
the inconstant shepherdess Diana once shared with him.
Overwhelmed with grief, he draws out first a lock of hair
belonging to his mistress; and then one of her letters,
which he reads. While he is thus communing with him-
self, fe is joined by anbdther romantic addrer of the beau-
tiful Diana. This second shepherd, whose love had always
been unrequited, now’ joins his lamentations to those of
the once happy Sireno, and each vies with the other in
claiming to himself the heaviest load of misery. They are
joined by a shepherdess, named Selvagia, who Has been'no

- 4 The biographical notices of Jorge de Montemayor prefixed to the
ninth volume of the Parnaso Espafiol, do not exactly correspond with
those by Nicolas Antonio. [
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less unfortunate in love than thenrselves. She relates her
history very circumstantially, and thus terminates the first
book. In the second, the conversation of "these lovers is
continued, until three nymphs appear, one of whom relates
Sireno’s history in a song of some length. Up to the con-
clusion of this song, the pastoral simplicity of the story is
preserved uninterrupted by any incident approximating to
the terrible; but suddenly a party of armed robbers ap-
pears. The nymphs are about to fly, but are detained by
the robbers, between whom and the shepherds a conflict
ensues: the shepherds defending themselves with stones.
The robbers are on the point of overcoming their rustic
antagonists, when a heroine, habited as a huntress, rushes
from a wood, and bending her bow, pierces the robbers
with her arrows, and liberates the nymphs. The fair
huntress then joins the party of nymphs and shepherds,
and in her turn also relates her history. This narrative,
together with the conversations and songs to which it gives
rise, concludes the second book. In the third book, the
story assumes the character of a fairy tale. The nymphs
lead their protectress, together with the rest of the party,
through a thick forest to the castle of the wise Felicia, who
is represented as a kind of priestess to the goddess Diana.
The description of the wonders and magnificence of the
castle occupies a great portion of the third book. The
wise Felicia conducts the party to a superb hall of state,
where they behold a numerous collection of majestic
statues, representing Roman emperors, Castilian knights,
and Castilian ladies. Kven a place is found for the statue
of a Moorish knight, of whose conflicts with the Christians
a long history is related in this sanctuary of the goddess
Diana. By means of enchantment, Felicia cures Sireno of
the torments of love. At length, in the sixth book, the
poet releases his shepherds and shepherdesses from Feli-
cia’s palace, and the reader for the first time becomes ac-
quainted with the shepherdess Diana. She attaches the
blame of her infidelity to her parents, by whom, during
the absenceé of Sireno, she was forced to give her hand to
another. In the following scenes, to the conclusion of the
severth book, where Montemayor’s labour terminates, the
history of the principal characters makes no further pro-
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gress. Some ofethe other lovers in the romance are, how-
ever, united according to their wishes.

In the Diana? it is easy to recognise the uncultivated
genius of a poet, who, to give vent to the emotions of his,
soul, deemed it neccssary to wander through the whole
region of romance; the composition can only be regarded
by the unprejudiced critic as a fantastical frame-work,
serving to display pictures of the feelings and a philosophy
~of the heart, which constitute the prominent features of
the whole poem. To paint romantic fidelity under the
most fascingting and various forms, and at the same time
to exhibit in a.poctic point of view the theory of that
fidelity, which even in a poem could only be verified by
facts, was the idea wlich guided Montemayor’s inventive
fancy, and the execution of that idea bears the full im-
pression of his genius. The versified portion of the
romance is the soul of the whole composition. A series of
lyric poems, partly in the Italian and partly in the old
Castilian style, are introduced; but these compositions are
strikingly distinguished from the eclogues of Saa de Mi-
randa by an epigrammatic poignancy, which frequently
degenerates into antiquated subtlety.! But this epigram-
matic turn usually imparts a more pointed precision to the
lyrical expression, and a degree of consistency to the whole
composition, which in no way injures its pastoral simpli-
city;2 and when judged according to the characteristic

1 Passages of exquisite delicacy are not, however, wanting; for ex-
nmple :— o®
No me diste, o crudo amor,
1 bien que tuve en presencia,
Sino porgque el mal de ausencia
Me parezca muy mayor.
Das descanso, das reposo,
No por dar contentamiento,
Mus porque este el suffrimiento
Algun tiempo ocioso:
Ved que invenciones de Amor,
Darme contento en presencia,
Porque no tenga en ausencia
Reparo contia el dolor.
2 The follnwing song, with which the lyric gallery opens, may be
quetéd as an 1nstance :—
Cabellos, quanta mudanga
e visto despues que os Vi,
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form of the popular songs, calléd Villancicos, it by no
means presents, to Spaniards in particular, the idea of too
great refinement or incongruity with rustic nature.! To

L]
Y quan mal parece ay
Essa color de esperanza.
Bien pensava yo, cabellos,
(Aunque con algun temor)
Que no fuera otro pastor
Digno de verse cabe ellos.
Ay cabellos! quantos dias
La mi Diana mirava,
Si os traya, o si os dexava,
Y otros cien mil niiierias ?
Y quantas vezes llorando
Ay lagrimas engaiiosas b
Pedia celos de.cosas
De que yo estava burlando.
T.os 0jos que me matavan,
Dezid, dorados cabellos,
Que culpa tuve en creellos
Pues ellos me asseguravan.
No vistes vos que algun dia
Mil lagrimas derramava
Hasta que yo le jurava
Que sus palabras creya ?
Quien vio tanta hermosura
Fn tfn mudable sujeto ?
Y en amador tan perfeto
Quien vio tanta desventura °
O cabellos no os correys!
Por venir de a do venistes,
Viendome como me vistes,
En verme como me veys,
Sobre el arena sentada
De aquel rio la vi yo,
Do con el dedo escrivio
Antes mucerta que mudada.
Mira el Amor que ordena
Que“os viene hazer creer
Cosas dichas por muger
Y escritus en el arena.
! For example, the following Pallancico, which has bgen frequently
imitated :—
._ Contentamientos de amor
Que tan cansados llegays,
$i venis, paraque 0s vays ?
Aun no acabays de venir
Despues de muy desseados,
Quandc estays determinados
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form a just opinjon of the pastoral truth of these compo-
sitions, it is necessary to have the Spanish romantic ideas
of nature present to the mind. Montemayor is inexhaust-
ible in new turns and images for the expression of tender-
"ness. In depth of feeling he vies with Saa de Miranda®
and, though his poetry is occasionally deficient in rhyth-
mical polish, it in general presents so exquisite a union of
the grace of language, with a happy concordance of ideas,

-that the reader must soon become warmed by the spirit of
the poet, even though he should begin to peruse the work
with indifference.!

D¢ madrngar y partir,
Si tun presto os aveys de yr,
Y tan tifste me dexays,
Plazeres no me veays.

Los contentos huyo dellos,
Pues no me vienen i ver,
Mas que por darme & entender
Lo que se pierde en perdellos :
Y pues ya no quiero vellos,
Descontentos no o0s partaye,
Pues bolveys despues que os vays.

! One of the most beautiful lyrical pieces that ever was composed in
any language, is a cancion by Moutemayor, of which the following me
the three first stanzas. Diana is sapposed to be singing :—

Qjos, que ya no veis quien os miraba
quando erades espejo en que se via.
qué cosa podeis ver que os dé contento ?
Prado florido y verde, do algun dia
por ¢l mi dulce amigo yo esperaba,
llorgdconmigo el grave mal que siento.
Aqu1 me declard su pensamiento,
oile yo cuitada
wmas que serpiente ayrada,
llamandole mil veces atrevido :

y el triste alli rendido :

parece que es ahora, y que le veo,

y aun ese es mi deseo:

ay si ahora le viese ! ay tiempo bueno !

ibera umbrose, qué es de mi Sireno ?
quella es la ribern, este es el prado,

r “de alli parece el soto y valle umbrose

que yo con mi rebaiio repastaba:

veis el arroyo dulce y sonoroso

do6 pacia la siesta mi ganado,

quando mi dulce amigo aqui moraba,

debnjo aquella hiaya verde estahy ;
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Montemayor’s style of romantic prose has been a model
for all writers of pastoral romances in the Spanish language.
How far he himself imitated the prose of Sanazzar, cannot
easily be ascertained, as it is not known whether or not

* Sanazzar’s Arcadia® was the prototype of his Diana.
Though it is certain that Montemayor carefully endea-
voured to give precision and dignity of expression, and to
impart harmony to every line of his composition, his lan-
guage nevertheless appears neither laboured nor affected.
His taste seems to have been in only a few instances se-
duced by the influence of that ostentatious solemnity which
distinguished the common chivalrous romances, written in
imitation of Amadis de Gaul. In general he remained
faithful to the dignificd simplicity which the author of the
Amadis appears to have regarded as the genuine charac-
teristic of the lofty style of romantic prose. 'To this stylc
his protracted but rhythmically pleasing sentences may
Jjustly be said to belong.? It is but seldom that a low ex-

y veis alli el otero

a do le vi primero,

y di me vi6, dichoso fue aquel dia,

si 1a desdicha mia

un tiempo tan dichoso no acabara.

O haya, o fuente clara!

todo esta aqui, mas no por quien yo peno.

Ribera umbrosa, qué es de mi Sireno ?

Aqui tengo un retrato que me engaiia,

pues veo a mi pastor quando lo veo,

aunque en mi alma esta mejor sacado :

quando de velle llega el gran deseo,

de quien el tiempo Inego desengaiia.

A aquella fuente voy que esta en el prado,

arrimomele al sauce, y & su lado

me siento, &y amor ciego !

al agea miro luego,

Y veo a él y a mi como le via

quando ¢l aqui vivia:

esta invencion un rato me sustenta,

despues caygo en la cuenta, N

y dice el corazon de ansias lleno :

« Ribera umbrosa, qué es de mi Sireno ? &c.
1 See vol. ii. of my History of Italian Poelry and Eloquence
2 For example :—
Considerava que sus servicios eran sin esperanga de galardon, cosa
que a quien tuviern mepos firmeza pudiera facilmente atajar el camino
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pression escapeg him.! Ilis descriptions are never defi-
cient in vividness and force.? It is only in the didactic
passages in which he propounds his philosophy of love,
that his language becomes tinged with the scholastic for-,
mality which at the period in which he wrote was consi-
dered indispensable when any scholastic ideas were to be
expressed; for though Montemayor had not received that
kind of education which in his age was considered learned,
de had picked up some notions of the scholastic philosophy.
which, when they interested him, he was fond of intro-
ducing into the romance of his heart.?

The other wqrks of Montemayor, which are not so cele-
brated as his Diara, are to be found in a collection of his
poems, entitled, aseording to the old custom, a Can-

de sus amores.  Mas era tanta s constancin, que puesta en medio de
todas las causas la que tenin de olvidar & quien no se acordava del,
salia tan a su salvo dellas, y tan sin prejuyzio del amor que a su pastora
tenin, que sin micdo alguno acometia ynalquiera imagindeion que en
daiio de su fe le sobreviniesse. Pues como vio 4 Sireno junto a la
fuente quedo muy espantado de verle assi tan triste : no porque el igno
rasse la causa de su tristeza, nas porque le parecio que si el huviern
reccbido el mas pequeiio favor que Sireno algun tiempo recibio de
Diana, aquel contentamiento bastara para toda la vida tenerle.

» On one occasion, the beautiful Felismena calls love a devilish
passion.  “ Lo que siento desta endiablada passion,” she says, in the
second book.

2 e thus describes the savage robbers by whom the nymphs are
attacked :—

Venian armados (e cosseletes, y celadas de cuero de tigre :—eran de
tan fea catadura, que ponian espanto los cosscletes. Trayan por bra-
culetes unas bocas de serpientes, por donde sacuvan los bragos, que
gruessos y vellosos parecian : y las celadas venian n hazer encima de la
fiente unas espantables cabegns de leones. Lo de mas trayan desnudo,
cnbierto de espesso y lurgo vello, unos bastones herrados de muy agudas
punt® de azero. Trayan al cucllo sus arcos yflechas: los escudos
eran de unas conchas de pescado muy fuerte.

3 Yor instance, the sage Felicia thus philosophises on love and
virtue :—

. Enestos cghogdle amor tengo yo una regla, que siempre la he hallado
, ¥ es que el animo generoso, y el entendimiento delicado,
querer tien, lleva grandissima ventaja al que no lo es. Por-
el amor sea virtud, y la virtud siempre haga assiento en le
lugar, esta claro que las personas de suerte seran muy mejor
enamorades que aquellas A quien esta falta. ’

* See the notices in Dieze's remarks on Yelasquez, p. 91, in which

the different editions of the Diana are likewise mentioned,
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HERRERA.
v
Fernando de Herrera, a poet very different in character
L) .
from Montemayor, must next be included among the
authors who chiefly contributed to reform Castilian poetry,
during the first half of the sixteenth century. Of the his-
tory of his life but little is known. He was a native of
Seville, and was born, according to the conjectures of hiz
Spanish biographers, about the commencement of the six-
teenth century. Thus he flourished at the same time as
Diego de Mendoza, and afforded another,instance of the
light of poetical improvement spreading from the south of
Spain. It appears that Herrera did:not enter into the
ceclesiastical state, to which he finally devoted himself,
until he attained a mature age; but he must have received
a literary education, as he possessed no ordinary knowledge
of the ancient and modern languages, geography, mathe-
matics, and scholastic philosophy. According to a portrait
which has been preserved of him, he appears to have been
a handsome man; and some of the editors of his works
allege that the lady whom he has celebrated in his verses
under various names was not merely an ideal object of
the poet’s tenderness. The admirers of his poetry have
applied to him, after the Italian manner, the surname of
the divine; and this epithet, rendered so equivocal by its
application to Pietro Aretino, was never bestowed on any
other Spanish poet. These few particulars are all that
are known relative to the life of Fernando de Ilerrera.
He died at an advanced age, probably soon after the year
1578. .
‘Why Herrera should have obtained the title of divine,
in preference to vll the other poets of his nation, would
appear almost incomprehensible, were it not known that two
opposite parties vied with each other in exalting him; and,
to avoid the appearance of yielding on eithel‘\side, consi-
dered themselves reciprocally bound to promu.ice compo-
-~

1 Even this slender notice of the life of Herrera, which . ;- .I,
extracted from Nicolas Antonio, and partly from the seventh volums_of
the «Parnaso Espaiiol, seems to be rather muatter of conjecture, than
historically authentic.
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sitions sublime ,which neither could possibly regard as
natural. Herrera was, notwithstanding, a poet ot powerful
talent, and one who evinced undaunted resolution in pur-
suing the pew path he had struck out for himself. The,
‘novel style, however, which he wished to introduce into
Spanish poetry, was not the result of a spontancous essay,
flowing from immediate inspiration, but was theoretically
constructed on artificial principles. Thus, amidst traits
of real beauty, his poetry everywhere presents marks of
affectation. The great fault of his language is too much
singularity; and his expression, where it ought to be ele-
vated, is mérely, far-fetched.

Herrera fancied he had discovered that the diction of
the Spanish pocts;owen in their best works, was too com-
mon, too nearly allied to the language of prose, and conse-
quently very far removed from the classic dignity which
distinguishes the Greek and Roman poetry. 'T'his opinion
induced him to form for himself a new style. lle classed
words, according to his fancy, into elegant and jnelegant,
and was careful to employ in his verse only those to which
he attributed the former character. He attached to par-
ticular words, significations which they do not bear in com-
mon language; and in contradistinction to the spirit of
prose, he regarded certain repetitions, for cxample, the con-
Junction and as very appropriate to poetry. He also intro-
duced into his verse a frce arrangement of words, after
the model of the Latin construction. Finally, he thcught
he ‘could enrich the language of poetry by new words,
which he formed” by analovy from existing Castilian words,
or adopted immediately from the Latin.!  This peculiarity
of style was regarded as the perfection of poetry by the
party who idolized Fernando de Herrera.?

Tlose, however, who have no inclination to confound
pompous with poetic language, or diction with the essence

! He framed jthe new words, reluchar, ovoso, purpurar, ensanarse,
from the basu}‘nn l‘[“(u'lmr, ova, purpura, and saiie : and he derived from
the FLatin thef. ords beligero, flumigero, horrisono.

2 Amon, 'ﬂ:o modern admurers of Herrerny, Don Ramon I ernandez,” in
— “"ée to the fifth volume of his collection of Spanish poems,
speais ‘with enthusiasm of the language of that poet. 'T'he fitth and
sixth volnmes of the collection, (Madrid, 1786,) contain the Rimd% de
Fe nmmln de Herrera. .

M
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of poetry, must still allow to Herréra the possession of
poetic ideas and precision of manner, as well as a true dig-
nity of expression, and an elegant harmony of versification.
. His language is not always affected, and his thoughts and
descriptions, though frequently overstrained, are never
trivial.! Notwithstanding all the faults of his style, he
must be accounted the first classical ode writer in modern
literature, for the attempts of the Italian poet Chiabrera to
emulate Pindar are of more recent date; and here it me3.
be remarked, that the Spanish odes of Herrera and the
Italian odes of Chiabrera resemble each other in a mixture
of the style of the Pindaric ode with the style of the canzone.
Through the medium of that lyric form only, was the spirit
of Pindar felt by these imitators; and~voth were the more
casily deceived, as the genius of the Spanish and Italian
languages has a relation to the metrical structure of the
canzone, somewhat similar to that which the genius of the
Greek language bears to Pindaric verse. But the rapid
and bold succession of thoughts and images which animates
the odes of Pindar, could not be imitated by poets, who,
even in their boldest flights of fancy, were bound down by
the laws of the Italian canzone, to the luxuriant harmony
of its protracted verbose periods. Thus Herrera's odes,
like those of Chiabrera, bear only a remote resemblance to
their prototypes. Odes, however, they must be termed,
1 Occasionally his descriptions seem to be imitated from Petrarch,
thou@h the imitation is, in some measure, concealed by the Spanisu
style of expression ; for example, in the following, stanza :—
Ya subo & pena, y nunca descansando,
Por yertos riscos, pasos despeiiados,
Ya en hondos valles baxo con presteza,
Lugares de las fieras no tratudos,
151 pensamiento en ellos variando.
Un frio horror y subita tristeza
Roba el vigor, y engendra le flaqueza :
Qualquier soplo de viento, que resuena
Entre arboles desnudos quebrantado, \
Aqueja lu espernnza y el cuidado,
Que piensa ser la causa de su pena: -
Pero luego engaiiado
Hallo el cuidado y la esperanza vana,
Que, como sombra, se me va liviana ;
Maes luego en la memoria Amor despierta
Para cobga.r su bien, la gloria muerta.
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though Herrera, himself has classed them under the genc-
ral title of canciones, along with imitations of the Italian
style, purely romantic, but versified according to similar
rules. In his celebrated odes on the battle of Lepanto, in
"which the Spaniards, under Don John of Austria, the na®
tural son of Charles V., obtained a brilliant victory over
the Turks, the grandeur of the rhythm would be suffi-
ciently attractive, though the ideas conveyed in the torrent
of sonorous syllables possessed less poetic beauty than
really belong to them.! Occasionally, however, llerrera’s
ideas degenerate into fantastical hyperboles; for instance,
. when boasting of his hero, he says, that Don John of
Austria, that glorious conqueror of the infidels and of the
elements, combin€-#-ithin himself ¢ whatever of heavenly

1 T'he following is the commencement of one of the odes on the hattle
of Lepanto, imitated from Horace's Descende cwlo, Colliope -—

Desciende de la cumbre de Parnaso,
Cantando dulcemente en noble lira,
O ti, de eterna juventud, Talia,
Y nuevo aliento al corazon me inspira
Aqui, donde el torcido y luengo paso
Betis al hondo mar corriente envin ;
Porque de ln voz mia
Suene el canto, y florezca la memorin
Hasta el término roxo de oriente,
Y do al Nunida ardiente
Abrasa Iperion; y en alta gloria
E1 nombre de la insigne Esperia planta ;
Que de Cordoba y Cerda se levanta,
Aquiss honor; y al zéfiro templado
Ensalce este Lucero yenerado.

Los despojos, y en arboles alzados
Los insignes trofeos, el sangriento
Contlicto del feroz dudoso Marte ;
Las enseiias, que mueve en torno el viento;
Los presos, y los Reynos conquistadds
Con segura prudencia, esfucrzo, y arte ;
Que dieron tanta parte
Ne la rota, y heridn, y muerta Francia
Al e fue prez y honor del orbe Hispano;
Jie al sobervio Otomano
Quebré en lax Jonias ondas la errogancia,
Y en la Ausonia adquirié el heroyco nombre
Con mas vulor, que cabe en mortal hombre ;
Con alas de vitoria ul fin levantan
Las vitorias, que Europa y Asingeantan.

M 2
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power animates terrestrial bodies;” dnd that therefore ¢ the
solid earth, the extended waters, the circumambient air, and
the ever glowing flames depend on Lim, eo that, through
the seeret control which he exercises over earth, water, air,
“and fire, all these elements are his works.”!  But passages
of real beauty occur in Herrera’s odes, which afford a
suflicient compensation for this sort of bombast.> Among

1 [n the original, the extravagance of this pompous rodomontude 4w
still more striking :—

Todo quanto al tertestre el cuerpo alienta,
De 1a celeste fuerza dedneido,
Ne halla en vos ensi en igual efeto
De vos el fixo globo, y el tendido ‘
Thumor, y el vago cerca se sudtenta,
Y el mdor de Ins llamas mquicto :
Que con vigor secreto
A tierra y agna, al ayre y puro fuego,
Qual eterea virtud, y las estrellus,
Son vuestras obras bellas
La tievra, la agua, el ayre, el puro fuego.
O glorioso ciclo en nuestio suelo !
O suelo glorioso con tal cielo !
Quién podid celebrar vuestra noblesa ?
Quicn osard alabar vuestra bellesa ?

2 In the following. from one of his oldes on the battle of Lepanto, tire-
style of the ebrew psalns is imitated with happy effect :—

Il sobervio Tiruno, confindo
En el grande aparato de sus naves,
Que de los nuestros la cerviz cautiva,
Y Ias manos mviva N
Al ministerio injusto de su estado,
Derribir con los brazos suyos graves
Los cedros mas excelsos de la cima ;
Y el arbol, que mas yerto se sublima,
Bebiendo agenas aguas, y atrevido
Pisando el vando nuestro y defendido.
‘Temblaron los pequeiios, confundidos
Del impio furor suyo, alzd la frente
Contra ti, Sefior Dios; ¥ con semblante
Y con pecho arrogante, X
Y los armados brazos estendidos, “~ -]
Movio el ayrado cuello aquel potente :
Cered su cornzon de ardiente ania
Contra las dos Esperies, que el mar baiia,
Porque en ti confiadas le resisten,
Y de nm:us de tu fe y amor se visten.
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the odes for which Ilerrera has chosen a gentler theme,
the palm of superiority has been justly awarded to the Ode
to Sleep. It is"one of those compositions which may be
-said to be single in their kind. The graceful choice ofy
language, the picturesque effect, the delicate keeping in
the composition, and the finish given to all the details in
strict conformity with the true spirit of the theme, impart
to this ode, or cancion, a lyric beauty which must render
it in all ages an object of admiration, not only to the lover
of poetry, but to the critic.!

Dixo aquel insolente y desdeiioso ;
No"Pwepcen mis iras estas tierras,
Y de mis Pudres los ilustres hechos ?
O valieron sus peches
Caontra ellos con el U ngaro wedro<o,
Y de Dalmacia y Rodas en las guerras ?
Quien lus pudo hibrar ! quien de sus manos
Pudo <alvar los de Austrin y los Germanos ?
Podra su Dios, podra por <uerte nhora
Guardallas de mi diestra vencedora ?

! The whole ode may be transcribed here, as a specimen of Herrera's
Tyne composition in the ode style :—
Sciave suefio, ta que en t:rde buelo
Las alas perezosas blandamente
Bates, de adormideras coronado,
Por el puro, adormido, y vago cielo;
Ven a la (dtima parte de ocidente,
Y de licor sagrado
Baiin mis ojos tristes, que cansado,
Y regfllido al furor de mi tormento,
No adiito algun so-iego,
Y ¢l dolor desconorta al sufrimiento.
Ven a mi humilde ruego,
Ven i mi ruego humilde, 6 amor de aquella,
Que Juno te ofrecid, tu ninfu bella,
Divino sueiio, gloria de mortales,
Regalo dulce al misero afligido,
Sueiio amoroso, ven 2 quien espera
Cesur del exercicio de sus males,
Y u2 descanso volver todo el sentido.
Como sufres, que mucra
Lejos de tu poder, quien tuyo era?
No es dureza olvidar un solo pecho
En veladora pena,
Que sin gozar del bien, que al mundo has heclo,
De tu vigor se agena ? O

.
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The other poems of Ilerrera, though extremely nume-
rous, require only a slight notice.! 1lis best sonnets, which
are among the happiest imitations of Petrarch in the Spa-
nish language, are characterized by the recurrence of some
of the author’s favourite images, as for example, the com-
parison of his mistress to light, or the evening star,? &c.

Ven, sueiio alegre, sueiio ven dichoso,
Vuelve a mi alma ya, vuelve el 1eposo.

Sienta 3o en tal estiecho tu grandeza;
Baxa, y espaice liguido el rocio;
Huya la Alva, que en torno 1esplandece ;
Mira mi ardiente llanto y mi tristesa, .
Y quanta fuerza tiene el pesar mi~,
Y mi frente lmmedece,
Que ya de fuegos juntos el sol crece
Torun, subroso sucfio, y tus hermosas
Alas suenen ahora;
Y huya con sus alas presurosas
La desabrida Aurora:
Y lo que en mi faltd la noche fria,
Termine lu cercana luz del dia.

Una corona, 0 sueiio, de tus flores
Ofrezio, tu produce el blando efeto
in los desiertos cercos de mis ojos :
Que el ayre entretexido con olores
alaga, y ledo mueve en dnlce afeto ;
Y de estos mis enojos
Desticrra, manso sueiio, los despajos,
Ven pues, amado sueiio, ven liviano,
Que del 1ico oriente
Despunta el tierno Febo el rayo cane
Ven ya, suefio clemente,
Y acabara el dolor, a si te vea
kn brazos de tu cara Pasitea.

1 T have perused two different editions of Herrera's poems: 1Ist, an
old one, entitled, I'egsos de Fernando de Herrera, dc.  Sevilla, 1619,
in quarto; and 2nd, the more modern edition, already mentioned, pub-
lished by Ramon Fernandez, which contains some poems not before

printed.

2 A do tienes la luz, lispero mio,

1.a luz, glorin y honor del Ocidente ? =

Tstas puesto cn el cielo reluciente

I\n importino tiempo, y seio estio ?
Lleva tu resplandor al sacro rio,

Que tu belleza espern alegremente,

Y el zifiro te sea otro oriente,

Hecho luo ro, ¥ no Espero tardio.
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He is frequently very successful in the management of
these similes; but at other times he falls into strange ab-
surdities, such as making the “ curling waves of gold of
his sweet light float in the wind.”! But extravagant tropes
of #his kind could not be very offensive to Spanish taste,®
which had been accustomed to the orientalisms of the
old national style, and they were indeed not only tole-
rated but esteemed. It might have been expected that a
writer possessing so much critical judgment as Herrera,
would, as an imitator of Petrarch, have endeavoured to na-
turalize in his native tongue the simplicity of the Italian
ypet; but he was too much a Spaniard to be pleased with
sach Simplititk,, His elegies, and other lyric compositions
in the Italian syllabic measure, have all the same charac-
ter.
Ierrera endeavoured, by other means than poetical
composition, to give to the national taste of the Spaniards
a direction conformable to his own principles. IIe wrote
a “ Critical Commentary on the Poems of Garcilaso de la
Vega.”? This commentary has served as a model for
many similar works, which have been the means of circu-
lating various kinds of useful knowledge without having
contributed in any remarkable degree to the advancement
of taste. Ilerrcra, as a theorist, failed to establish any
fixed point or station from which he might have taken a
clear and consistent view of the whole region of poetry.
His criticism cverlastingly turns on detached ideassand
words; and whgnever opportunities for displaying his
learning occur, he digresses into the regions of philosophy.
Of the indistinctness of his notiong, relative to the differ-
ent species of poetry, some idea may be formed from his

Merezca Belis fértil tanta gloria, ’
Que solo el destus luces illustrado
A tierra y cielo lleva la vitoria.
Que tu belleza y resplandor sagrado
Hara perpetuo, de immortal memoria,
#" Mientras corriere al mar arr-batado.

.
M - 81 Yo vi o mi dulee Lumbre, quo esparcia
Sus crespas ondas de oro al manso viento.
" 2 It i annexed to Herrean's edition of the Obras de Gurciluso de la
Pega. Sevilla, 1580, 4to. -
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definition of the elegy. Ile a.xys——“ an ,elegy should be
sxmple, soft, tender, pleasing, terse, clear, and if the ex-
pressxon may be used, noble; affecting to the feelings, and
movmnr them in every way; neither very inflated nor very
humblc, nor obscured by affected phrases, nor far-fetched
fancies.”!

LUIS DE LEON,

Luis Ponce de Leon, the next lyric pocet to be noticed,
pursued a course very different from that of Herrera,
whose contemporary he was. e is usually called, by
abbreviation, merely Luis de Leon, and did no! obtain the
surname of divine, to which, however, lu,”might have laiq
claim with infinitely more justice than -Iierrera, had his
pious humility permitted him to entertain the idea of main-
taining any competition for earthly honours.?

This poet, who, for classical purity of style and moral
dignity of ideas, had never been surpassed in Spanish lite-
rature, was, like Herrera and Mendoza, a native of the
south of Spain. He was born at Granada, in the year
1527, where the family of the Ponces de Leon, which was
connected with the most distinguished of the Spanish no-
bility, flourished. At an early period of life, Luis de Leon
felt poctic inspiration, and cherished a love of retirement,

1 The following is the original Spanish of the passage here cited
with & part of the continuation, which is all in the sume style :—

Cop\'ienc que la elegin sca candida, blanda, tieina, suave, delienda,
tersa, clara i, si con esto se puede declarar, noble, congoxosn en los
afetos, i que los mneva en toda parte, ni mui hine ada, ni mui nmilde,
10 oseurs con esquisitas sentencias i fabulas mui buscadas ; que tenga
frequente comiseracion, quexas, esclamaciones, apostrofos, prosopo-
peyas, escursos o parébases, el ornato della & de ser mas limpio i relu-
ziente, que peinado i compuesto curio te i porque los escritores
de versos amorosos o esperan, o desesperan, o deshazen sus pensami-
entos, i induzen otroS nuevos, i los mudan i pervierten, o ruegan, o se
quexan, o wlegran, o aluban la hermosura de su dumnn, 0 esplican su
propria vida, 1 cuentan sus fortunas con los demas sentimientos del
animo, que cllos declaran en varias ocasiones : couviniendo que este
genero de poesia sea misto, que nora habla el poetu, aora introduze otrs
persona.

? There is a life of Luis de Leon, prefixed to the latest ed. o of Lijs
Obras pmpms y traducciones (Valencia, 1762, 8vo.) by Mnyuns y
Siscar; it 15, however, confusedly and un'elcwly written. The biogra-
yhical memoir prefixed to the sixth volume of the Parnaso Espuiteol is
better. o
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which rendered him indifferent to outward show, and all
the pleasures of the great world. He found only in poetry,
and in the cont&mplation of a superior existence, that food
.for which his soul longed. Ilis tranquil and placid mind,
exhibited none of the gloomy features of monkish fana-
ticism, but was devoted to moral and religious meditation.
As soon as he had finished his scholastic studies, he en-
tered, of his own free choice, into the ecclesiastical state.
He was sixteen years of age when he made his profession
in the order of St. Augustine at Salamanca. Theology
now becamg his proper occupation. In Spain, especially at
that .Peri d, a mean of the character of Luis de Leon, even
if e posses¥®i«~..mind capable of divesting itself of preju-
dice, could scarcely be expected to doubt the dogmas of
the catholic faith; but his poctic imagination was not to
be satisfied with their dry and scholastic interpretation, and
he was irresistibly impelled to adorn them. Luis de Leon
transferred the mild enthusiasm of his pious feelings into
the theological studies to which his vocation devoted him.
On religious subjects he was a learned and diligent author;
but it was only in poetry that his heart found, at least
during the first years of his monastic life, the faithful in-
terpreter of his love for that pure truth, to the attainment
of which all his arduous efforts were directed. Though
invested in his thirty-third year with the dignity of doctor
of theology, he maintained, even within the cloister, his
intimacy with the classic writers of antiquity. Hebrew
poetry also worjged powerfully on his imagination; and on
one occasion he nearly fell a martyr to an attempt to trans-
latc and comment on the Song of Solomon. Ile was far
from wishing to give a very liberal interpretation of the
amatory «Janguage of the original; and he explained the
sacréd poem in perfect accordance witl the sense attri-
buted to it by the church. But the Inquisition had at
that time strictly prohibited the translation of any part of
the Bible into the vulgar tongue. Luis de Leon, there-
fore, ventured to communicate his version in confidence to
one il only; but that friend was not faithful to his
trust, and the translation found its way into the hands of
several individuals. It was soon denounced to the Inqui-
sition, and the author was immediately thrown into prison
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by that terrible tribunal. Luis de Leon mentions, in one
of his lctters, that for the space of five years he was de-
prived of all communication with mankind, and was not
aven permitted to see the light of day.! Conscious of his
innocence, he enjoyed during his captivity, according to
his own testimony, a tranquillity and satisfaction of mind
which he never afterwards so fully experienced, when re-
stored to freedom and the society of his friends.? At
length justice was done him. He returned in triumph to
his monastery, and was reinstated in hLis ecclesiastical
dignities. From that period, he appears to have been
wholly devoted to the duties of his order and the study of
theology. He died in 1591, in the sixtg.fufih year ‘of
his age, being at that time general and provincial vicar of
Salamanca.

The poems of this amiable enthusiast are, according to
his own testimony,® for the most part the productions of
his youth; but no other Spanish poet has so well succeeded
in expressing the intense feelings of the heart under the
control of so sound a judgment. It is only by reference
to the pious placidity of a cultivated mind wrapt up in
self-communion, that the extraordinary correctness of this
author’s style can be explained; for Luis de Leon is, with-
out exception, the most correct of all the Spanish poets,
though he constantly regarded the metrical clothing of his
ideas as a very secondary object. To use his own l:mguacre,
he wrote poetry rather in fulfilment of his destiny than
purposely and by dint of study. At an eqrly age, he be-
came intimately acquainted with the Odes ‘of Horace, and
the elegance and purity of style which distinguish those
compositions made a deep impression on his imagination.
Classical simplicity and dignity were the models constantly
present to his creative fancy. He, however, appropriated

! This stalement oceurs in the dedication prefixed to his explanation
of the sixty-second Psalm, addressed to the grand inquisitor, cnrdmal
Don Gaspur de Quiroga.

'Apnrtndo no solo de 1a conversacion y companm de los hombres,
sino tambien de Ia vista, por cusi cinque afios estuve cercfuo apun
carcel y en tinieblas. Entonces gozava yo de tal quietud y alegria de
a.mmo, qne agora muchas vezes echo menos, aviendo sido restituido u
Ia InZ, y goznndo del trato de los hombres, que e son amigos.

3 See the dedication ofshis poems to Don Pedro Portocarrero.
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to himself the oharacter of Horace’s poetry too naturally
ever to incur the danger of servile imitation. He discarded
the prolix style of the canzone, and imitated the brevity
. of the strophes of Iorace, in romantic syllabic measures,
and rhymes. More just feeling for the imitation of the
ancients was never evinced by any modern poet. His
odes have, however, a character totally different from those
of Horace, though the sententious air which marks the
style of both authors imparts to them a deceptive resem-
blance. The religious austerity of Luis de Leon’s life was
not to be rgconciled to the epicurism of the Latin poet;
hut, notwithstimding this very different disposition of
nUNQ, Tt 19 ot qurprising that they should have adopted
the same form of poetic expression, for each possessed a
fine imagination, subordinate to the control of a sound un-
derstanding.  Which of the two is the supcrior poct, in
the most extended sense of the word, it would be diflicult
to determine, as cach formed his style by free imitation,
and neither overstepped the boundaries of a cerfain sphere
of practical observation. [Ilorace’s odes exhibit a superior
style of art, and from the relationship between the thoughts
and images, they possess a degree of attraction which is
wanting in those of Liis de Leon; but on the other hand,
the latter are the more rich in that natural kind of poctry
which may be regarded as the overflowing of a pure soul,
elevated to the loftiest regions of moral and religious
idealism.! d

Luis de Leonghimself published a collection of his poetic
works, divided into three books. The first contains his
original poems; the second, translations from some of the
ancient classics; and the third, metrical versions of several
of the psalms, and some parts of the book of Job.

The reader who peruses the poems d8f Luis de Leon,
which are all odes, in the spirit in which the author wrote
them, will fancy himself transported to a better world.
No furious zeal disturbs the gentle piety that pervades
them; no extravagant metaphor destroys the harmony. of

! How lughly Cervantes esteemed Luis de Leon, may be seen from a
pacsage in lus Galaten. in whick one of the cliaracters says :—
Fruy Luis de Leon es quel que digo,
A quien yo reverencio, advrdqy ¥ sigo.
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the ideas and expression; and no discordant accent breaks
the pleasing melody of the rhythm. The idea of the
perishableness of all earthly things' is unitéd with smiling
pictures of nature.? The imitations of Horace arc only
introduced to aid the poctic light in which the poet views
those objects which were peculiarly interesting to his con-
temporaries.? Onc of Luis de Leon’s most celebrated odes
is the Nocke Serena, but the concluding stanzas do not

¥ The first ode commences thus :—
Que deseansada vida
1a del que Iimye el mundanal ruido,
y sigue la escondida
sendn, por donde han ido Lot
los pocos sabios que en el mundo han sido.
Que no le enturbin ¢l pecho
de los sobervios grandes el estado,
ni del dorado techo
«e admirn fabricado
del sabio Moro, en jaspes sustentado.
No cura si la fama
canta con voz su nombre pregonera,
ni cura si encarama
1a lengua lisonjera
lo qué condena In verdad sincera.

2 As in the following stunzas from the same ode :—

Del monte en ln lndern
por mi mano plantado tengo un huerto,
que con la Primavera
de bella flor cubierto
yu muestra en esperanga el fruto cierto.
Y como codiciosu, €
por ver y acrecentar su hermosura,
desde la cumbre ayrosa
una fontana purn
hasta llegar corriendo sc apresura.
Y luego sossegnda,
el passH entre los arboles torciendo,
el suglo de passadn
de verdura vistiendo,
y con diversas flores va esparciendo.

3 For example, in the stunzu:—

. En vano el mar fatign
La vela Portuguesa, que ni ¢l seno
* De Persia, ni la amiga
Malacea da arbol bueno,
Que pueda,hacer un animo sereno.
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witly the beauty of the commencement.!
the ode to Felipe Ruiz, the ardent aspiration for heavenly
truth is very picturesquely expressed.?
inspiration and tender enthusiasm in which Luis de Leon
departs from Ilorace, are most prominently
his ode on Ileavenly Life (De la 1ida del
Cielo). Xlere his fancy is bold without' launching into

! The following is the best half:—

Quando contemplo el cielo

de innumerables luces adornado,

y miro hazin el suelo

de ngche rodendo,

gl suefio ¥ en ohvide sepultado;
F1 amor y la pena

despiertan en mi pecho un ansia ardiente,

despide larga vena

los ojos hechos fuente,

Oloarte, y digo al fin con voz doliente:
Mornda de graudeza,

templo de claridad y hermosura,

el alma que al tu altezn

nucio, que desventura

In tiene en estn caveel baxa escura®
Que mortul desatino

de In verdad alexa assi el sentido,

que de tu bien divino

olvidado, perdido

sigue In vana sombra, el bien fingido ?

2 Quando sera que pueda

lilne desta prision bolar al cielo,

1"«-]8'9. v en la rueda,

que hnye mas del suelo,

contemplar Ia verdad pura sin duelo ?
Alli a mi vida junto,

en luz resplandeciente convertido,

vere distinto y junto

1o que es, ¥ lo qne ha sido, *

y su principio propio y uscondido.
FEntonces ver como

la soberana mano echo el cimiento

tan a nivel y plomo,

do estable y firme assiento

possee el pesadissimo elemento.
Vere las inmortales

colunas, do la tierra esta fondada,

las lindes y sefiales

con que & la mar hinchada  _

lu providenciu tience aprisionada,

But the exalted
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extravagant metaphors. What an’ etlereal effulgence
wlows through his lyric picture of ¢ the soft bright region,
the meadow of holiness, never blighted by frost, nor
Jwithered by the sun’s rays; where the good shepherd, his
*head crowned with blossoms of purple ‘and white, without
either sling or staff, leads his beloved flock to the sweet
pasture covered with everblooming roses; where the shep-
herd, reclining in the shade at noon, blows his heavenly
pipe, whose fecblest tone, should it descend on the ear of
the poet, would transform his whole soul to love.” The
ode in which the genius of the Tagus prophecies to king

:

! Lhe whole ode, which breathes d spirit of tender_pset7 Revoini To
wllegorical Christian idens, well deserves to be once more reprinted .—

Alma region luciente,

prado de bien andanga, que ni al hielo,

ni con el rayo ardiente

fullece, fertil suelo,

producidor eterno de consuelo.
De purpura y de nieve

floridu la cubegn coronado,

a dulces pastos mueve

«in honda ni cayado

¢l buen pastor en ti su hato amado.
El va, y en pos dichosas

le siguen sus ovejus, do las pace

con inmortales rosas,

con flor qne sicmpre nace,

¥ quanto mas se¢ goza, mas renace,
Y dentro a la montaiin

del alto bien las guia, ya en la vena

del gozo fiel lus baiin, .

y les da mesa llena,

pastor y pusto el solo y suerte buena.
Y de su esfera quando

a cumbre toca altissimo subido

el Sol, el sesteando,

de su hato ceitido,

con dulce son deleyta el santo oido.
Toca el rabel sonoro,

y ¢l inmortal dulgor al alma passa,

con que envilece el oro,

y ardiendo se traspassa,

y langa en aquel bien libre de tassa.
O son, b voz si quiera

pequefia parte alguna decendiese

en mi sentido, y fuera

de si el alna pusiesse,

y toda en ti, 0 amor, la convirtiese.
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Roderick the misfortunes of Spain, is more in Horace’s
style, and possesses a very happy uniformity of character.
In some other ymitations of a similar kind, the fancy of the
pious poet willingly descends from the heavenly regions.
"The poems contained in the first part of the collection are®
few in number. ‘Those which Luis de Leon himself in-
serted amount only to twenty-seven, and among them is
an indifferent elegy, and a cancion in the Italian style of
not much greater merit. Several other compositions,
which he seems to have rejected, have been recently printed
from manuscripts.

The gredter gortion of the poetic works of Luis de Leon
cuasists of., translations; but these translations formm an
epoch in the department of literature to which they belong.
Those in the second book of the collection are the first
classical specimens, in modern literature, of the art of re-
newing the ancient poetry in modern forms. Luis de
Leon has himself explained the principles by which he was
cuided in bringing the ancient poetry within the sphere of
the romantic. 1le endeavoured to make the ancient pocts
speak, “as they would have expressed themselves, had
they been born in his own age in Castile, and had they
written in Castilian.”? ITowever bold this attempt may ap-
pear, and whatever defects a translation of this kind may
present to the eye of the connoisseur who wishes for a faith-
ful resemblance of the original, and not a flowery imita-
tion, yet if the validity of the principle be once admi%ied,
Luis de Leon will be found to have fulfilled all that
the most rigd critic can desire. Besides, it must
be considered that translations of a more literal cha-
racter would scarcely have found readers in Spain at

Conoceria donde
sesteas dnlce esposo, y desatada
desta prision adonde
padece, a tn manada
. vivire junta, sin vagar errada.

! These poems, by Luis de Leon, which up to a late period remained
unknown, way be found in the fifth volume of the Parnaso FEspadiol.
'Thiey are all on religious subjects. The longest is entitled, Seenuncia-
<ton al mundo, y conversion de un pecador : and is probably one of the
carliest frnits of the youthful piety of the poet. .

? Thi¢ observation occurs in the dedictti%n to Pedro Portocarrero
ulready mentioned.
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that period. Luis de Leon translated Virgil’s eclogues,
partly in tercets, and partly in coplas;' a consider-
able series of Ilorace’s odes in thc same romantic syl-
labic measure which he chose for his own odes;>—and a
*portion of Virgil’s Georgics in stanzas. But the easy flow-
ing style of his Spanish version of Pindar’s first ode excels
all the rest.? To these translations are also added two

1 For exmaple, the first eclogue :—

M. Tu Tityro ala sonbra deveansando
desta tendida haya, con la avena
el verso pastoril vas acordando.
Nosotros desterrados, tu sin pena
cantas de tu pastora alegre ociodo, .
y tu pastora el valle y monte suena. «*
Pastor, este deseanso tan dichoso
Dios e le concedio, que reputado
sera de mi por Dios aquel pindoso,

Y baiiara con sangre su sagrado
altar muy muchas veces el cordero
tierno, de mis ganados degollado,

Que por su bencficio soy vaquero,

Y canto como ves pastorilmente
lo que me da contento, y lo que quiero ; &e.

N

2 The ode Inleger vite scelerisque purus commences s follows 1
Luis de Leon’s translation :—
k1 hombre justo y bueno,
el que de culpa esti y mancilla puro,
las manos en el seno,
sin dardo, ni zagaya va seguio,
y sin levar eargada
lIa aljava de sneta enervolada.
O vaya por ln arena
ardiente de la Libia pongotiosa,
o vaya por do suena
de Hidaspes la corriente fabulosa,
O por Ia tiena cruda
de nieve llena y de picdad desnuda,
De mi se que al encuentro,
mientras por la montaiia vagueando
mas de lo justo entro
sin armas, ¥ de Lalage cantando,
me vido, y mas ligero
que rayo huyo un lobo carnicero.

©

E1 agua es bien precioso,

y entre el rico tesoro,

como el ardiente fuego en noche escura,
ansi relumbra el oro.

Mas, alma, si es sabroso

cantar de las contiendas Ia ventura
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imitations of Itglian sonnets, which prove that he suc-
ceeded very well in that species of composition, though
among his own eriginal poems there is not a single sonnet.
He translated the Psalms of David, according to the rule,
he had prescribed to himself. His translations speedily
obtained the rank in Spanish literature to which they were
entitled; and they have served as models for all suceceding
versions of Greck and Latin poetry in the Spanish lan-
guage. Luis de Leon may indeed be blamed for having
thwarted, by the style of translation which he introduced,
all the attgmpts made to form Spanish poetry on the
model of that of ¢he ancients. But on the other hand, to
his txample the Spaniards ®*are indebted for numerous
translations of Gireek and Latin poetry, which have all the
a2ir of Spanish originals.

ansi como en la altura

no ay rayo was luciente

que el Sol, que Rey del din

por todo el yermo cielo se demuestra :

ansi es mas excelente

Ja Olimpiea porfin

de todas Ins que canta la voz nuestra,

nateria nbundante,

donde todo elegante

ingcnio alga In vosz ora cantando

de Rea y de Saturno el engendrado,

v juntamente entrando

al techo de Hieron alto preciado,
Hieron ¢l que mantiene

¢l cetro merecido

el abundoso cielo Siciliano,

y dentro eu si cogido

1o bueno y la flor tiene

de quunto valor cabe ¢n pecho humano :

¥ con maestra mano

discanta sefalado -

en la mas dulce parte

del canto, In que infunde mas contcnto,

v en el banquete amado

mayor dulgor reparte.

Mas tomn ya el laud, si el sentimiento

con dulees fantasias

te colma y alegrins

1a grucia de Phernico, el que en Alfeo

bolando <in espneln en la carrera,

y venciendo el deseo

del amo, le cobré In voz prithera. &e.

N
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If Luis de Leon had not confined his prose writings
exclusively to spiritual subjects, he would, doubtless, have
also exercised a very decided influence on the rhetorical
cultivation of Spain. Iis sermons (oraciones) are, how-
ever, invariably mentioned in terms of praise by Spanish
writers whenever they allude to the theological literature of
their country.! Among his other works intended for
edification, The Woman as she should be, or The Perfect
Wife, (La Perfecta Casada,) will perhaps be found the
most interesting to the unthcological class of readers;
though it constantly turns on the positive morality of
catholicism, and therefore, like every mmxed treatise of
theology and morals, is no legitimate specimen of the de-
velopment of ideas in the didactic style.2

‘With Luis de Leon terminates the series of distinguished
Spanish authors who, during the first half of the sixtcenth
century, composed after the model of the great poets of
Ttaly, or the ancient classics, and who, by the superiority
of their genius, mainly contributed to give a new character
to Spanish poetry. There are, however, others, whosc
poetic works ought not to be passed over in silence;
but to follow the example of writers who have hitherto
related the history of Spanish poetry, without separat-
ing subordinate from cminent talent, would be to pro-
long an act of injustice. At the same time, to the conti-
=vation which must be made of the history of the lyric
and pastoral poetry of Spain, during the first half of the
sixteenth century, may be very properly added some ac-
count of a few unsuccessful efforts in epic composition, and
a notice of the further progress of the old national poetry
during the same period.

1 These sermons are highly eulogized by Mayans y Siscar in the
Oracion en que se exhorta a sequir la verdadera idea de la cloquencia
Espanola ; if ineed Mayans really be the author of that discourse. 1t
is contained in the first volume of the Origenes de la lengua Esp., p. 199.

2 There is a copy of the second edition of Luis de Leon's Perfecia
Casada, printed at Salamanca in 1586, in quarto, in the library of the
university of Gottingen.
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L]
LiINOB SPANISH POETS DURING THE PERIOD REFERRED TO
IN THIS SE€TION—VIZ., ACUNA—CETINA~—PADILLA—

. GIL POLO. Py

Fernando de Acuiia, one of the first of the distinguished
men who became the disciples of Boscan and Garcilaso,
was of Portuguese cxtraction, but born in Madrid, pro-
bably about the beginning of the sixtcenth century.! He
signalized himself in the campaigns of Charles V., and
was also a person of consideration at the court of that
monarch. "He lived on terms of intimate friendship with
Garcilaso de la Vega, whom he survived for a considerable
period, for it appears that his death did not take place until
the year 1580. Several translations and imitations bear
evidence of his taste for classical literature. Ile para-
phrased in iambic blank verse, and in very correct and
Larmonious language, several passages from Ovid’s Meta-
morphoses; among the rest, the dispute between, Ajax and
Ulysses for the arms of Achilles. He likewise translated
some of the Ileroides of the same author in tercets. In
his own sonnets, cancions, and elegies, which are replete
with sentiment and grace, it is casy to recognise a poet
whe suecessfully laboured to attain classical elegance of
style.*  Fernando de Acuna was also one of the first poets,

1 Velusquesz passes him over in silence. The Parnaso Ksp: ...,
toun. 1. contains some specimens of his poetry, together with a notice
of Ins lite, ¢

2 The commencement of one of his elegies may serve as a specimen

A la sazon que se nos muestra llena
la tierra de cien mil varias colores,
y comienza su llanto Filomena:
Quundo partido Amor en mil amoges
produce en todo corazon humano
como en la tierra ¢l tiempo nuevas flores:
Al pie de un monte, en un florido Ilano,
a sombra de una haya en la verdura,
cataba triste su dolor Silvano:
Y asegundaba voz en su tristura
el agua que bajaba con sonido
de nna fueute que nace en el altura:
Pastor en todo el valle conocido,
a quien la Musa pastoral ha dado
un estilo en cantar dulce y subido. &c.
N2
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who, by composing in short strophes, endeavoured to form
an intermediate style between the Italiun canzone and the
Spanish cancion.! .
¢ Gutierre de Cetina is less known, though there is no
doubt of his having lived abont the same period, as he is
mentioned by Herrera in his Commentary on the Works
of Garcilaso. IHe was, like Ilerrera, a native of Seville;
and having removed to Madrid, was there invested with
an ecclesiastical dignity. Iew of his poems have been
printed;? but from those few it is obvious that he had a
fair chance of becoming the Anacreon of Spain. That
glory, howevcr, was re::erved fur Villegas. Still Gutierre de
Cetina’s imitations of the anacreontic stylc are not without
their share of sweetness and grace; and they are, more-
over, remarkable as being the first productions in the class
to which they belong.3 1ris madrigals also scem to have

T Fer example :—
. $i Apolo tanta gracia
en mi rustica citara pusiese
como en la del de Tracia,
y quando se moviese,
desde el un Polo al otra el sin se oyese,
Y a los desiertos frios
pudicse dar calor, y refrenase
el curso de los rios,
Tas piedras levantise,
y tras el dulce canto las llevase,
Jamas le ocuparia
en claros hechos de la antigua hmoun,
mas solo cantaria
para inmortal memoria
el tiempo de mi penn, y de mi gloria. &e.

2 Some of Gutiere de Cetinw's poems liave been printed from mann-
senipt by Sedano, in his Parnuso Espaiiol, vols. vii. viii. and IX., toge-
ther with a short blogmplucal notice of the anthor.

) The following is un anacreontic song by this author :—

De tus rubios cabellos,
Dorida ingrata mia,
hizo el amor la cuerda
para el arco homicida.

A hora veras si burlas
de mi poder, decia :
y tomando un flecha
qaiso a mi dirigirla.
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had no prototypg in Spanish literature.! In his canciones,
however, the romantic enthusiasm occasionally degenerates

into absurdity

. Pedro de Padilla, a knight of the spiritual order of
St. Jago, must be ranked in the same class with Gutierre.
IIe vied with Gareilaso in pastoral poetry; and in order to
conciliate the partisans of both the old and the new styles,
he introduced alternately in the same eclogue the Italian
and the ancient Spanish metres.® His poetry is still
esteemed in Spain.  He followed the old national custom
by making the events connected with the war in the Ne-
therlands serve as subjects for romances.*

Yo le dye : muchacho
arco v hapon retirn
CON €% nUeYVas mmas,
quien hay gue te resista?
I The following is one of thein . —
Ojos elmos serenos,
si de dalee mirvar sors alabados,
PoOr qué s me nirats, nurars wyrados?
Si qaanto mas padosos,
mas bellos pareceis o quien o~ mura,
por qué ami solo me mirais con ira”
Qjos clnos serenos,
ya que asi me mitais, miradme al menos.

2 The following stanza iy from a concione on lus mistress's haw.
The Iady's tresses would appear to have been ot w very decided 1ed
I'nIn esfera del fuego
dggsu calor mas {uerte
de tus eabellos fue el color sacado,
cuyn calidad nego
16 nueras de e muer te
al yelo que en tn pecho est encerrado ;
a si sera forzndo,
entre contrarios puesto
que mi vivir se acabe,
porqute en razon no cabe
sufrir tanta crueldad quien vio tu gesto,
. si hay fuego y hiclo entre ellos,
quién se euardara de ellos ?
.
3 The fonrth volume of the Parnaso Espuitol contains a long eclogue
by Pedro de Padilla.

fBi‘blil»graplzic notices of the works of Padilla, may be foun®
Dieze H'Hemmks on Velasquez, p. 194, .
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But a poet still more celebrated, and it a great degree
indebted for his fame to the high encomium bestowed upon
him by the pen of Cervantes, is Gaspar Gi Polo, a native
of Valencia, who continued and concluded Montemayor’s.
‘Diana under the title of La Diana enamorada.! A con-
tinuation of this pastoral romance had previously been un-
dertaken by a writer named Perez; but without success.
Gil Polo in one respect cffected more than did Monte-
mayor himself; but in point of invention he is inferior,
notwithstanding the faults of the original plan. After
Sireno has been cured of his love by the sage Felicia, Gil
Polo makes the passion of Diana revive, and renders her
more unhappy for Sireno’s sake, than he had previously
been for hers. 'Thus the romantic story is reversed; but
the new relations under which it now appears are few. In
the sequel, the aid ot Felicia is again obtained, and she
finally unitcs the long separated lovers. The narrative
style in the prosc portion of the romance presents a very
correct imitation of Montemayor; but neither the merit
of this imitation, nor the continuation of the metaphysical
reflections on love, with which the romance is interspersed,
would have gained for Gil Polo the approbation of the
critic. 'What must have raised him higher than Monte-
mayor in the estimation of such a judge as Cervantes, is
the precision and clearness of the ideas, and the pertect

olish of style in the poetic part of the romance. Monte-
'1%01‘ has often indulged in too subtle or sophistical plays
of wit. Gil Polo, in pamtmtr the feclings, has cxercised a
sounder judgment, without, however, d’!cendmfr to the
coldness of prose. His sonnets may be regarded as mod(,ls,
for he has succeeded in combining the unity of ideas which
oyght to distinguish that species of composition, with the
most clegant rounding and regularity of structure.? It his

! Cervantes, in the co.demmnation of the library of Don Quixote,
exempts Gil Polo’s Diana enamorada, adding, that the book ourth to
be as much respected ‘¢ as thongh Apollo himself had written it.”

2 Fcr instance, in the following :—
No es ciego Amor, mas yo lo soy, que guio
ni voluntad camino del tormento :
no es niiio Amor: mas yo que en un momento
espero y tengp miedo, lloro y rio.
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canciones he has occasionally, for the sake of variety,
imitated the Provencal rhymes (rimas Provenzales) with
such happy degterity, that the reader might fancy himself
_perusing some of the best opera songs, though no such,
thing asan opera then existed.! In like manner, he en-
deavoured to naturalize the metrical structure of French
verse (rimas Franceses) in the Spanish language, upon

Nombrar lamas de Amor es desvario,
su fuego es el ardiente y vivo inteuto,
o sus alas son mi altivo pensamiento,
y la ®speranza vana en que mi fio.
No tiene Amor cadenas, n1 sactas,
para prender y hezir libres y sanos,
que en <1 no hay mas poder del que le dumos,
Porque es Amor mentira de poetas,
sueiio de locos, idolo de vinos :
mirad qué negro Dios el que adoramos.

1 The following stanzas will afford an adequate idea of the colloquial
song to which they helong, and which presents equal beagty through-
out :—

Alvida.
Mientras el Sol sus rayos muy ardientes
con tal furin y rigor al mundo envia,

que de Nymphas la casta compaiiia

por los sombrios morn, y por lus fuentes :
Y la cigarra el canto replicando,

se extd quejando,

pastora canta,

con gracia tanta,

queg~nternescido

de haverte oido,

al poderoso cielo de su grado

fresco liquor envie al seco prado.

Diana.
Mientras esta el mayor de los planetas

en medio del oriente y del ocaso,

y al labrador en descubierto raso

mas rigurosas tica sus sactas :

Al dulee murmurar de Ia corriente

de aquestn fuente

mueve tal canto,

que cause espanto,

y de conteutos

los bravos vientos’

el impetu furioso refrenando,

vengan con manso espiiitu sopyndo.
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which the burthen of alexandrines had already been in-
flicted.! 1In compliment to thc old Spanish taste, he be-
decked his romance with a profusion of xersified riddles
(prequntas,) which are, for the most part, so exceedingly
dull, that it is difficult to conceive how they could be en-
dured by a man of Gil Polo’s talent.? In honour of Va-
lencia, his native city, he composed a poem, in which the
genius of the little river Turia is made to sing the praises
of the celebrated men to whom Valencia had given birth.
This song of Turia (Canto de Turia) has found patriotic
commentators, without whose laborious explanations it
would have been unmtelhmble to foreign aeaders.

OBSTACLES TO THE CULTIVATION OF EPIC POETRY —
INTRODUCTION OF TIE POEMS CALLED IDYLS, &c.

Though Spanish literature was, in the manner just re-
corded, enriched during half a century by numerous lyric
and pastoral compositions which deserve to be handed down

1 The following is a specimen of rimas Franceses by Gil Polo :—
De tlores matizadas se vista el verde prado,
retumbe el hueco bosque de voees deleytosns,
olor tengan mas fino las coloradns rosas,
floridos ramos mueva el viento sossegado.
El rio apressurado
sus aguas acresciente,
¥ pues tan hibre queda la fatigada gente
del congojoso lanto,
moved, hermosas Nymphas, regocijado qunto.
2 The following is by no means the worst of these enigmas :—
Vide un soto levantado
sobre los aynes un dia,
el qual con sangre regado,
conggran ansia cultivado,
muchus hierbas producia.
De alli un manojo arrancando,
y solo con ¢l tocando
una sabia y cuerda gente,
la dejé eabe una puente
. sin dolores lamentando.
Who would guess that the object alluded to is a fosse’s tail ?
3 A new and elegant edition of Gaspar Gil P’olo’s Diuna enamorada,
enri¢ned with a copious Commentary on the Canto de Luria, appeared:
at Madrid in 1778, ¢
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with honour to posterity, yet within the same interval epic
poetry made but little advancement in Spain.

Larly in thie period the absurd name of idyls (idyllios)
.appears to have been applied to such narrative poems as,
were not romances, and to have marked out a particu-
lar field for a kind of poetic tales, which were in some
measure imitations from the ancients, and yet were exe-
cuted in the romantic style.  Such, for example, was
Boscan’s free translation of the story of Hero and Leander,
from Muszeus, which the Spaniards call their first idyl.
Thus the term idyls in Spanish conveys no idea of pasto-
ral pocms, which are always called eclogues (eglogas).!
Castillejo, of whom further mention will shortly be made,
imitated, in old Castilian verse, stories from Ovid, and
gave to them the name of idyls. The spurious heroic
style which the authors of these tales introduced, proved,
without doubt, one of the obstacles to the cultivation of
chivalrous epic poetry in Spain; but it is also to be recol-
lected, that the frec mixture of the comic with the serious,
which is the very soul of the romantic epopee of the
Ttalians, was by no means congenial to Spanish taste.
In Spain, the works of Boyardo and Ariosto were known
only through the medium of bad translations, and were
read merely with the interest attached to all books of
chivalry.  Finally, the spirit of the old romance poetry
was also hostile to the chivalric epopee. T'o descend from
the earnest gravity of the national narrative romances, to
the careless levity with which the venerable heroes of
chivalry were treated by the Italian writers, was a transi-
tion repugnant to the patriotic {celings of the Spaniards.
"The latter, in their wars with the Italians, were the meore
disposed to be proud of the preservation of their national
spirt of chivalry, when they found that*it facilitated their
victories over men who were better fitted for intrigue
than for defending their freedom sword in hand. Thus,
to the chivalrous epopee of the I*alians, the Spaniards
remained as completely strangers, as if they had been ex-
cluded from all opportunity of becoming acquainted witl

1 See Diecse's edition of Velasquez, p. 419. The chapter on the
idyl is totally distinet from that which treats of the eclogues Y the
Spaniapds .
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that kind of composition; and yet the period when the
Spaniards and Italians maintained the “closest political
and literary relations precisely corresponds with that of
Ariosto’s first celebrity, and of the numerous imitations
of the Orlando Furioso which appeared in the Italian
language.!

On the contrary, several Spanish poets, during the first
half of the sixteenth century, zealously competed for the
palm in the serious epopee; lLut obstacles again arose,
which all the force of Spanish genius was not sufficient
to surmount. Torquato Tasso had not yet shown what
the serious epic was capable of becomiag, and what it
must be, in order to be reconciled to the taste of modern
times. The Spaniards were so little prepared for the new
poetry with which they had suddenly been made acquainted
on the first imitation of the Italian style, that they could
not be expected to enter without a guide into the true
spirit of the modern epopee.  The men who at this time
boldly attempted to become the Homers of their country,
appear to have felt that they could not sclect from ancient
history the materials for an cpic poem. But on the other
hand, their patriotic feelings prepossessed them too much in
favour of events of recent occurrence. The age in which
they themselves lived wag, in their eyes, the most illus-
trious and the most worthy of epic glory. A Spanish
Homer could record no achievements save those of the
Spaniards under Charles V.; and the hero who in their
pocms eclipsed all others was their f.woumte Charles, the
never conquered, (el nunca vencido, ,) as he' was styled by
all the Spanish writers of the sixteenth century. Thus

sarose the Caroliads, or heroic poems, in praise of
Charles V., all of which speedily sunk into oblivion.
Among them wtre the Carlos Fumoso, by Luis de
Zapata; the Carlos Victorioso, by Geronymo de Urrea;
La Carolea, by the Valencian poet, Geronymo Sampér, &c.
Alonzo Lopez, surnamed Pinciano, who flourished at the
tommencement of the sixteenth century, was more happy
in his choice of an epic subject. The hero of his story is
Pelayo, the brave descendant of the visi-gothic kings,

1 See my Higlory of Italian Literature, vol. ii.
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who, in his turn, was the first to subdue the Arabs. But
Pinciano’s poem, which he entitled E! Pelayo, had no
better fate thagsthe Caroliads.!

"The present seems a fit opportunity for mentioning La
Suente de Alcover, a narrative poem, which, though of
humbler pretensions than the Caroliads, expenenced
considerable success. The author, Felipe Mey, who was
of Ilemish extraction, was a bookseller in Valencia.
Encouraged by his patron, Antonio Agustin, bishop of
Tarragona, he chose a few stanzas written by that inge-
nious prelae as the groundwork of a mythological poem.
The idea originated in the name given to a plant (Capillus
veneris),? through which the“water trickling drop by drop,
at length forms a little fountain. This pretty poem makes,
along with some others by Felipe Mcy, an appendix to
his unfinished translation of Ouvid’s AMetamorphoses in
octave verse. It deserves also to be mentioned, that this
translation rcads like a modern poem; both the language
and the versification are excellent.?

Some other translations of the ancient classic pocts
which appeared during this period remain to be noticed.
Gonzalo Perez, a native of Arragon, is the author of a
poetic translation of Homer’s Odyssey, in the Castilian
language. The first edition was printed in 1552, and the
second in 1562; so that it secms the Spanish public felt
an interest in this cextension of their poetic literature.
Gregorio Fernandez translated the Aneid and several of
Virgil’s cclogues in verse; and in like manner Juan de
Guzman made a complete version of the Georgics. All
these translations, however, like those of Luis de Leon,
must be regarded as re-casts of ancient materials into
modern moulds, rather than as translations, in the strict
sensd of the term.  But, in an age and dountry in which
both the people and the language were imbued with the
spirit of romantic poetry, to have attempted to introduce

! Dieze, in his remarks on Velasquez, p. 381, gives bibliographic
notices of these, and of other epic productions of the Spaniards.  *

2 The ¥nglish name of this plant is True Maiden-hair.—T.

3 'The title is rather curious :—Del Metamorphoseos de Ovidio, otate

rima, traducedo por Felipe Mey, dc. Con otras cosus del meSmo.
Tanagona, i#86, in 8vo.
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the classic poets of Circece or Rome in any other way
than in a romantic dress, would have been to do violence
to the genius of the language and the natien.!

PROGRESS OF ROMANTIC POETRY—CASTILLEJO: HIS CON-
TEST WITH THE PARTIZANS OF TIIE ITALIAN STYLE.

The rapid success of the imitators of the Italian and
classic styles did not, however, deprive the old romance
poetry of its rank, either in literaturc or in public estima-
tion. The first half of the sixtcenth century was doubtless
the period when most of the old romanccs, fhen first brought
together in collections, reccived the form which they have
retained down to the present day; and, in all probability,
not less than half the romances and cancionés collected in
the Romanceros generales, particularly the mythological,
anacreontic, and comic kinds, had no existence previous to
that period.

But no poet of that age defended the cause of the old
Castilian poetry, in all its various forms, with so much
talent and zeal as Christoval de Castillejo, the most illus-
trious of the literary opponents of the Italian style. Cas-
tillejo obtained the post of secretary in the service of the
emperor Ferdinand I., an appointment which was a
consequence of the relations still subsisting between
the courts of Madrid and Vienna, after the death of
Charles V., notwithstanding that the German empire was
then separated from the Spanish monarchy. The greater
part of Castillejo’s poems were written in Vienna, and are
full of allusions to the gay sphere of life in which he
moved at the imperial court. A young German lady,
named Schombyrg, of whom he seems to have been an
ardent admirer, figures in his poems under the name of
Xomburg, because nothing like the hissing sound of the
German sck could be expressed by the same characters in
the Castilian language. =~ When advanced in life, and
weary of gallantry and the gay world, he returned to Spain,
became a Cistercian monk, and died in a convent in 1596.

1 {further particulurs relative to these tranlations may be found in
Dieze's Remarks on Velt »quez, p. 198, &e.
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The admirers of Castillejo! assign to him the first rank
among Spanish poets; but the unprejudiced critic cannot,
in justice, cleyate him to so high a station. His poetic
horizon was very circumscribed. He was determined to
be nothing but an old Castilian in poetic taste, as in every-
thing clse. He ridiculed Boscan, Garcilaso, and all the
Spanish poets of the new party, with more wit than judg-
ment.? lle asserted, though without foundation, that the
old Castilian metres and forms of rhyme were alone suited
to the Castilian language; and for want of better argu-
ments to urge against the amatory poetry of Italy, he
asserted that all poetry of love was to be regarded as
mere raillery, without reflecting, that in supporting this
opinion he cast more reproach on the old Spaniards than
on the Italians.3 The structure of Italian verse appeared

1 Among others, Velasqaez.

2 For example :—

Pues la santa Inquisicion
suele ser tun diligente,
en castigar cou 1azon
qualquier sectu y opinion
levantada nuevamente ;
Resucitese luzero,

a castigar en Espafia
una muy nueva y estraia,
como aguelln de Lutero
en las partes de Alemaria,

Bien se pueden castigar
a cuenta de Anabaptistas,
Ques por ley particnlar
se tornan a baptizar,

y se llaman Petrarquistas.
Han renegado la fe

de lus trobas Castellanas,
y tras las Italinnas

se pierden, diziendo, que

son mas ricas y galanas.

3 On this subject he says :—

Coplas dulces plazenteras,
no pecan en liviandad,
pero pierde autoridad,
quien las escrive de veras,
Y entremete,
el seso por aclahuete,
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constrained, to a poet who confounded rapidity with
facility of style. The loose rhythm of the redondillas
was with him an exclusive beauty of the szllabic structure
of his mother tongue, for he had no taste for a more
regular style of poetry; and some of his happiest produc-
tions are limited merely to graceful plays of the imagina-
tion. His fertility in these sports of fancy could not
fail to obtain for him the esteem of his countrymen, who
were ever too ready to tolerate, and even to admire, the
subtle twisting of quaint and fanciful conceits; but of all
poetic faults they were most reluctant to pardon heavi-
ness of manner, particularly in versification.

Some of Castillejo’s cancionies are, however, so exquisite.
that the critic is almost disposed to place their author in
the very foremost rank of poets.! But in spite of his

en los mysterios de anor
quanto mas si el trobador,
passa ya del cavaliete.

Y algunos ay, yo lo se,
que hazen obras fundadas
de coplas enamoradas,
sin tener causa porgue.
Y esto esta
en costumbre tanto ya,
que muchos eseriven penas.
por remedus las agenas,
sin saber quien se las da.

1 The following, which is one of his most sucecessful productions,
must be transeribed at length, since the beauty of any detached passage
would suffer from want of connexion,

Por unas huertas hermosas,
vagando muy linda Lida
texio de lyrios y rosas
blancas, frescas, y olorosas,

, una guirnalda florida.

~"Y andando en esta labor,
viendo a deshora al Amor
en las rosas escondido,
con las que ella avia texido,
le prendio como a traydor.

El muchacho no domado
que nunca penso prenderse,
viendose preso y atado,
al principio muy ayrado,
pugrava por defenderse.
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captivating fluency of style and power of expression,
most of his works bear traces of a mental boundary which
every great post oversteps. A sort of affected verbosity
often usurps the place of real wit, particularly in his .
longer poems; and it not unfrequently happens that whole
pages of Castillejo’s flowing verse are to the reader no-
thing more than lively prose. The strong inclination
to levity, which he could not resist even when he wished
to be serious, is a distinguishing feature in all the poetic
essays of this ingenious author; consequently he has some-
times given, to his works more of a French than a Spanish
character. .

Castillejo arranged his lyric works in three books, and
they are printed in that way under the title of Obras
Liricas. Oniy a small portion of these poems, however,
can properly be ranked in the lyric class.! The author

Y en sus alas estrivando

forcejava peleando,

y tentava (annque desnudo,)

de desatarse del fiudo

para valerse bolando. |
Pero viendo la blancura

que sus tetas descubrian,

como leche fresca y pura,

que & su madre en hermosura

ventaja no conocian,

¥ su rostro, que encender

era bastante, y mover

(con su mucha logania)

Jos mismos Dioses ; pedia

para dexarse vencer.

Buelto a Venus, a la hora

hablandole desde alli,

dixo, madre, Emperadora,

desde oy mas, busca sefiora

un nuevo Amor para ti.

Y esta nueva, con oylla,

no te mueva, o de manzilla,

que aviendo yo de reynar,

este es el proprio lugar,

en que se ponga mi silla.

1 1 have before me the same copy of which Dieze, in his Remarks’on
Velasquez, p. 197, gives a bibliographic description. This copy, which
did not pass the ceusorship of the Inquisition, is remarkable for a trick
of the bookseller, who has affixed to it a title-page without a date, %nd
at the end two leaves with a false privilege. ®
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doubtless collected them together, under this general title,
for the purpose of distinguishing them from his comedies,
which are but little known.  The firste book contains
namatory poems (Obras amatorias), songs, jests, epistles,
glosses after the old fashion, and in conclusion, a picce
styled a (Capitela) on love. 'The songs, for the most
part, commence in a serious tone,! but speedily assume a
«comic turn, with which they usually conclude.? Some are

! For instanca, one to Dojia Ana de NXomburg begins thns:—

Vuestios lindos ojos Ana
quien nie dexasse gozallos,
y tantas vezes besallos
quantas me pide la gana,
con que vivo de mmallos ;
Dailes a
cien mil besos cuda din,

y aunque fuessen un millon,
mi perado eoragcon
nunca harto se veria,

O quan bien aventurndo
es aquel que puede estar,
do os puedn ver y hablar
sin perderse de tmbado,
como vo sucdo quedar.

Ay de mi,

que ante vos despues que o0s Vi,
v quede de vos herido,

no ay en mi ningun <entido
que sepu paute de Si.

2 The song addressed to Ana de Xomburg, quoted above, ends witha

burlesque jest :—

Si segun lo que padezco
pudiendolo yo dezir,
merced os he de pedir,
ucho mayor ln merezo,
yue la puedo recebir.

Mas no pido

pugo tan descomedido,

que es demander gollorias,
porqui no dire en mis dias
lo que esta noche he sufrido.

No quieio que hagays nada,
sino que solo queinys ;
que si vos aqui Hegnys,
yo doy fin a la jornada
don¥® vos In comengays.
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burlesque parodies on the affected ecstacies and extrava-
gant metaphors Of the Spanish sonnet writers. Such, for
example, is thgs Tower of Lamentation,” or the “ Wind
Tower,” (Torre de Viento,) which is supposed to be built
‘entirely of lovers’ sighs. ~Some shorter poems, in the
madrigal style, are among the best in this first book.!
There is also an * Exclamatory Epistle,” (Epistola Ex-
clamatoria,) the spirit and style of which are sufficiently
indicated by the title. Among the popular verses which
the playful humour of Castillejo prompted him to gloss in
the form of Villancicos, is one which merely says, It
you tend my cews, love, I will give you a kiss; but
give me a kiss and I will ténd yours.”?” Productions of
this description found favour with the readers for whom
they were intended. His humorous poems, which are
all more or less disguised under an air of seriousness, con-
tain a tale (Aistoria) imitated from Ovid, which may be
called an idyl according to the literary terminology of the
Spaniards. The second book contains conversational and
diverting picces, (obras de conversacion y de pasatiempo.)
At the commencement appears the raillery of Castillejo

Y os espero,
porque llegando primero
de vos aveys de llegar,
vamos despues a la par,
que es trabajo plazentero.
! 'T'he following is on the indisposition of a mistress :—

TIise mal que da tormento
a vuessa merced sefiora
en vos tiene el aposento,
mas yo soy el que lo siento,
y mi alma quien lo lora.
Y de pura compassion
de veros sin alegria,
se me quiebra el coracon,
vos sentis vuestra passion,
mas yo la vuestra y lo mia.

2 Tn the original, this Spanish Ranz de Vache is uncommonly simyle
and pretty:—
Guardame las vacas,
Carillejo, y besarte he;
Sino, besame tu a mi,
Que yo te las guardare.
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against the Petrarchists. The longest poem in this book
is a Dialogue on Women, (Dialogo de la Condicion de las
Mugeres,) which is here and there enlivened by admirable
“#gallies of wit;! but upon the whole it is nothing more than
burlesque prose ideas dressed in easy verse.2 The third
book, which contains moral works, (obras morales,) is
most prolix of all. The satires contained in this third

1 A predisposition to yicld to temptation is thus attributed to
Eve:— .
Alle.  Ella fue consentidora,
y cobrd subitmnente
mal siniestro,
para mal y dwito nuestre :
y pues frande entre ellos uvo,
que se espera de quien tuvo
al diablo por maestro.
Fu. 8Siel callara
ellu nunea le buseara.
Alle. Puede ser, mas si el no viera
primero quien ella era,
por dicha no ln tentara
piwra mal.
Y pues era el principal
Adam en aquel vergel,
porque no le tento a el ?
sino por verle leal
¥ coustante.

2 The following lines afford a fair specimen of the <tyle of the whole

dialogne :—

Fi. Quando Dios lo erio todo,
y formo el hombre primero,
YL VOYS e cOmOo & grossero
1o hizo de puro lodo.
Mas a Eva,
para testimonio y prueva,
que devemos preferilla,
fracola de la costilla
por obra sutil y nueva.
Y mundo
qne el hombre que assi crio,
padre y madre dexasse,
y a la muger se juntasse,
Que por consorte le dio
singular,
mandandosela guardar
¢omo & su propria persona,
por espejo y por corona
en (.e se deve mirar.
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book have certainly a moral tendency, though that object
. . [} 11 0 s N

is in a great measure defeated by Castillejo’s sportive style.
The moral is lost in a torrent of words, while the serious
thoughts, of which the verse is the vehicle, are for the
most part trivial.! Notwithstanding the moral design of
this third book, the Spanish Inquisition was for some time
undecided with respect to its fatc. The publication of all
the poems of Castillejo was prohibited; but after some
further deliberation, the Inquisition permitted the sale
of an ecdition, after it had undergone a rigid revisal by
the censor. ,

HISTORY OF SPANISHI DRAMATIC POETRY, DURING TUE
FIRST.HALF OF THE SIXTEENTII CENTURY.

In the reign of Charles V., amidst a throng of diversi-
fied talent, and during the conflict between the old and
new pocetic styles, the Spanish drama began to flourish.
Considered in a literary point of view, it can scfrcely he
said to have existed before that time; but it arcse
under happier auspices than those which about the same

! The: following passage from a satire on Court Life, is tolerably
characteristic of Castillejo’s whole course of thought in works of this
Xind :—

Lu quarta gente grunada
que navegan con buen norte,
a quien es licencia dada
de 1n vivienda en Ia Corte.
Son aquellos
que la mandan. y en pos de ellos
se Vi ln gente goloea,
y algunos por los cabellos,
aunqgie muestran otra cosa.
Tstos son,
los que en la governacion
tienen poder, y con ello
harto cuydado y passion,
pero al fin, con padecello
se enriquecen :
estos son los que parecen
&l mundo cosa diviun,
y les sirven y obedecen,
oon diligencin contina,
muy crecida.

02
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period accompanied the birth of the Italian drama, to
which the struggle between the learned and the popular
burlesque styles afforded less hope of wuccess.  The
®ypastoral dialogues of Juan de la Enzina were, at the com-
mencement of the sixteenth century, still the only dra-
matic compositions in the Spanish language to which any
degree of literary respect was attached, and they were, by
especial favour, allowed to be performed at court. With the
exception of mysteries, spiritual moralities, and burlesque
representations of religious ceremonies, the Spanish nation,
at that time, knew nothing of dramatic entertainments.
No poet of reputation had hitherto devoied his attention
to this species of c01np0s1t10n, but the nation evinced, b)
its attachment to thosc rude exhibitions, that tenacity
which is a great feature in its character, and which even
in matters of taste admits of no reform which does not
perfectly accord with the inclination of the public. This
constancy of the national character must never for a
moment be lost sight of, while tracing the history of the
Spanish drama; but even with this pocuh'u' circumstanece
carefully kept in view, it is still impossible to give a ver 'y
satisfactory account of the early progress ot dramatic
poetry among the Spaniards; for the notices which must
be resorted to for that purpose are hoth defective and con-
fused.!

It is above all things necessary to begin by distinguish-
ing the three or four parties which, on totally ditferent
principles, endeavoured to cultivate dramatic poetry in
Spain, and which appear to have been hitherto overlooked
by the writers on Spanish literature, merely because each
of those partics pursued its own object, without maintain-
ing open conflict with others. Critical cultivation was

1 The only authentic source from which all authors have lntherto
derived their information relative to the earliest history of the Spanish
drama, is Cervantes’s well known preface to his Ocho Comedias y En-
tremeses, an edition of which was published in two vols. quarto, at M-
drid, in 1749, T'o this may be added the preface of the editor, Blas
Nasarre, though it is but of secondary value, and has given occasion to
singulur mistakes. The article Comodic, in Blankenburg’s appendix to
Sv'zer's dictionary, though rather obscure, communicates some useful
facts.
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not yet so far advanced in Spain as to open a field for
literary warfare. But the heterogeneous nature of the
Spanish dramms of the first fifty or sixty years of the
sixteenth century, renders it evident, on a very slight ex-
amination, that the authors who composed them must
have been influenced by different views.!

The party called the erudite, was the first which at
that period laboured to introduce into Spain a style of
dramatic literature, worthy to be called national. This
party consisted of men of information and taste, though
possessing but little knowledge of the true art of dramatic
poetry, and still* less of imagination. These men, like a
similar party in Italy, endeavoured to form the modern
drama on the model of the ancient. As, however, the most
zealous amortg them did not possess sufficient talent to
imitate the classic models, they began to translate them,
and performed their task in prose. A Spanish translation
of the Amphitryon of Plautus, by Villalobos, physician to
Charles V., was printed in 1515.  Shortly afterwards
there appeared a new translation of the same drama, by
Perez de Oliva, a prose writer of considerable merit, who
will be further noticed in the course of this history. Perez
de Oliva even ventured to make a prose version of the
Electra of Sophocles. This unfortunate attempt appeared
under the title of La Venganze de Agumemnon.? He
also translated the ITecuba of Iuripides. At a somewhat
iater period, the Portuguese comedies of Vasconcelles,
written in the ipanner of Plautus, were published in the
Castilian language. 'Translations of several comedies of
Plautus subsequently appeared, and at length Pedro

! Velasquez, in his Ilistory of Spanish Toetry, alludes bnt very
dismnfly to the heterogeneous nature of the Spnnisrn dramas; and Dieze
is not more satisfactory in his Remarks. What is contained in Flogel's
History of Comic Literalure, vol. iv., respecting the origin of the
Spanish drama, is copied fiom Velasquez and other modern writers. Sig-
rorelli has more novelty of information in his Storie Critica de Teatri,
vol. iv.,, but he confounds the notices one with another, and reasons, on
the Spanish drama merely as « moral critie.

2 This transiation, whiclt is only remarkable on account of the repu
tation of its wathor, may be fonndin the Obras del Maestro Perende
Olira, Cordove, 1580, in 4to.
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Simon de Abril published a complete translation of
Terence, which is still much esteemed by the Spaniards.!
Thus it was not the fault of the erudite party that the
Spanish drama did not resemble that of the ancients. But
to introduce in Spain the tragic style of the classic drama,
in all its poetic purity, or even the style of the ancient
comedies in iambic verse, was an idea which could onlyhave
originated with scholars who did not understand the cha-
racter of the Spanish public. The translators, therefore,
even those who endeavoured to concilitate the public
tastc by prose versions, formed, with their lca.lned friends,
a solitary party. No ﬁrst-mte poet aroce in Spain, like
Ariosto in Italy, to amuse ‘and instruct the public by
original dramatic compositions on the classic model. It is
possible that essays in the ancient manner may have been
performed on some Spanish stage, particularly at Seville,
but they are now totally lost; and no attempt seems cver
to have been made to represent Spanish translations of
Greek and Latin plays.

The party of the dramatic moralists approximated the
closest to that which has just been described. The inter-
locutory romance of Celestina,? or Culistus and Me-
libwa, poor in inventiou, but possessing, in its natural
descriptions of common life, an attraction for many
readers, was, on account of its moral tendency, admired
as a master-piece of dramatic art.  As this dramatic
romance was called a comedy or tragi-comedy, some of its
admirers conceived themselves bound to write comedies
and tragi-comedies in the same style for the moral benefit
of society. 'Whether these productions were, or were not,
caleulated for representation, scems never to have been a
subject of consideration with their authors. They were
content if the scbnes which they strung together exhivited
in natural language the lowest pictures of common life, and
forcibly marked the dangers attendant on vice. 'To do
this requires only an ordinary share of talent, and accord-
1n‘rly Ceelestina was followed by a torrent of similar

i’lnroxa of Sin,” in the Castilian language. The greater

! Vela~quez and Diece, p. 315, give further notices of these transla-

tions.
v 2 See page 91.
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number appeared during the first half of the sixteenth
century, or sholtly afterwards; and among them were
Policiana, entitled a tragedy;! Perseus and Tibaldea, a
comely; De la hechicera (of the Witch), a comedy;
Flovinea, a comedy, &c. The author of a work of this
kind, entitled La Doleria del Suero del Mundo, (the
Anguish of the Sleep of the World, ) mentions in his title-
page, that it is a comedy in the style of moral philosophy,
(Comedia tratada por via de philosophia moral.) All
these insipid moral lessons were read and admired in their
day; but their extreme length prevented them from
getting possessien of the stage.?

Equally removed from thé moral and the erudite party,
was Bartolomé Torres Naharro, a man doubtless of ex-
traordinary #alent. Ile was the founder of a third party,
which uniting with a fourth, that had for a short interval
enjoyed the ascendancy, ultimately triumphed as the only
national party, and obtained cxclusive control over the
Spanish drama. It is a singular circumstance, and yet one
to which the historians of Spanish literature have not called
the attention of their readers, that Cervantes, in bis comic
sketeh of the early History of the Spanish Drama, men-
tions not a syllable respecting Torres Naharro, while the
editor of Cervantes’ comedies, who has prefixed to them
that sketch, declares, in his preface, Torres Naharro to be
the real inventor of the forms of the Spanish comedy.
"Torres Naharro was born in the little town of Torre, on
the Portuguese frontiers, and he flourished in the beginning
of the sixteenth century. Of the history of his life, but
little is known. All accounts, however, agree in describing
him to have been an ccclesiastic and a man of learning.
After a shipwreck which involved him in various adven-
turdk, he arrived at Rome during the poAtificate of Leo X.
In that friend of genius he found a distinguished patron.
It is, however, extremely improbable that his comedies

v Tragedia Policiann, en que se tratan los amores—execuladas por
laindustrie de la diabolica Ficja Claudina, &e. The title i« a suffi
cient specimen of the work. See Velasquez and Dieze, p. 31

? Dieze, in lis Remarks on Velasquez, gives a further account of
these works. Tle also notices n secoud Ceelestina, (Sequnda Contedin
de Uulz:.\'lum.) »
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were performed before the pope at Rome, though such an
assertion has been made by Spanish writers, and has
given offence to some Italians. It is certainly by no
means likely that an occurrence so unusual should have
escaped the notice of all Italian authors; and pope Leo
can scarcely be supposed to have had any strong induce-~
ment to study the Spanish language, which is not agreeable
to Italian ears. It is more probable that Naharro’s come-
dies were represented in Naples, for there a Spanish
audience was to be found; and Naharro himself proceeded
to Naples when the difficulties into which his satirical
writings involved him, obliged him to qui¢ Rome.

The above are the only particulars that can be obtained
respecting the life of this extraordinary man; and it is not
certain how far they can be relied on, as they*are gathered
from writers who do not mention the sources {from whence
they derived their information.! It is not improbable that
Naharro’s comedies were performed only in Naples, and
not in Spain, where there was no theatre suited to their
representation; for, according to the account of Cervantes,
who speaks as an eye-witness, the whole apparatus of a
Spanish theatre, about the middle of the sixteenth century,
consisted of a few boards and benches, and a wardrobe
and scenery which could be contained in a sack.

But whatever may have been the fate of the comedies
of Naharro, with reference to the stage in Spain, they
were certainly printed along with the other poetic works
of the author, in the year 1521, or at latest in 1533, under
the learned title of Propaladia, intended to signify exer-
cises in the school of Pallas.? Judging from the accounts
given of these dramas by various writers, there is very

1 These writers ar. Nicolas Antonio, and Blas Nasarre, the edicor of
the comedies of Cervantes.

2 This collection of the plays and other poems of Naharro is men-
tioned by Nicolas Antonio, and also by Dieze. I have never seen it:
and in the numerous collections of Spanish dramas by various authors,
with which I am ucquainted, I have songht invain for the productions
of Naharro. Blankenburg speaks of them as if he had read them; and
Signorelli expressly says, that he has peiused them all. Awong the
pussages quoted by the latter, in order to justify the contemptuons tone
in vhich he criticises the writings of Nalarro, is a line of corrupt Por-
tuguese. May not this be Galician? 'T'he modern comic writers of
Spain occasionully make their clowns converse in the Galician dialect.
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little doubt that Torres Naharro was the real inventor of
the Spanish comedy. He not only wrote his eight comedies
in redondillas im the romance style, but he also endeavoured
to establish the dramatic interest solely on an ingenious
combination of intrigues, without attaching much import-
ance to the development of character, or the moral tendency
of the story. It is besides probable that he was the first
who divided plays into three acts, which being regarded as
three days’ labour in the field of dramatic composition,
were called jorradas.! It must, therefore, be unre-
servedly admitted, that these plays, considered both with
respect to their spirit and their form, deserve to be ranked
as the first in the history of the Spanish national drama;
for in the same path which Torres Naharro first trod, the
dramatic gendus of Spain advanced to the point attained
by Calderon, and the nation tolerated no dramas except
those which belonged to the style which had thus been
created.

It would appear, however, that there was something in
the plays of Naharro which did not precisely harmonize
with the taste of the Spanish public, for they were banished
from literature and thrown into oblivion by the prose
dramas which Cervantes saw represented in his youth.
The author of these pieces, in which songs are sometimes
episodically introduced, was Lope de Rueda, a native of
Seville. This man, who was a goldbeater by trade, and
who had received no literary education, was notwith-
standing endowed with a strong genius for the dramatic
art. Cervantes styles him the great Lope de Rueda. Ile
did not compose his plays in the character of an author.
e was at the head of a little company of players, of whom
he was himself the ablest; and his own taste and that of
the fublic required only such pieces as cbuld be easily re-

P Cervantes attributes to himself the invention of dividing a drama
into three jornadus. Ilow huppens this ?  Cervantes was a vuin man,
but not an empty bouster. He seems to have been totally unacquainted
with the dramas of Naharro, but he might have heard of the division of
plays into three jornades, without retaining a distinet recollection of
the fact. In tns way his memory muy have deceived im, when he
supposed that the division originated with himself. And yet it is sin-
galar enough that in his Galatea he mentions, among other poets, the
artificioso Purres Naharro. [
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presented on his wretched stage, condisting merely of a few
planks of wood. The most prominent characters in Lope
.de Rueda’s dramatic compositions were those which the
author himself performed, and which, according to the
testimony of Cervantes, he personated in a highly natural
style. In fools, roguish servants, Biscayan boors, and
such like characters, he particularly excelled. He did not
neglect to avail himself of the accidental union of the
Spanish drama with pastoral poctry, and he wrote some
pastoral dialogues (coloquios vastoriles) in prose. On this
account his theatrical wardrobe, of’ which Ceryantes gives
a humorous description, contained four shepherds’ dresses
of white fur, trimmed with gold, an equal number of wigs
and shepherds’ crooks, and likewise four beards. "The
beards, it would appear, were indispensable in comedies of
every kind; and the public became so accustomed to call
an old man’s part in comedy the deard, that the theatrical
term darba was retained even after the custom of wearing
beards had long been cxploded from the stage.

Juan Timoneda has made careful collections of the
comedies and pastoral dramas of Lope de Rueda, by which
we are enabled to judge of the literary merit of these works,
divested of the advantage they must have derived from the
living representation of their author. Timoneda, who was
a bookseller in Valencia, was the friend and enthusiastic
admirer of Lope de Rueda; but in regard to literary ac-
quircments he ranked somewhat higher than that actor.
He was indeed a man of genius and talent, as is evident
from his novels, which are little known, and which have
yet to be more particularly noticed in this work. Ile
printed, in small collections, the pastoral dialogues and
plays of Lope de Rueda, making such alterations as were
necessary in the tanguage and style.!  These produdtions
cqually indicate the experienced master in the development

1 Concerning these collections, see Dieze’s Remarks on Velasquez,
. 316, 1 am acquainted with only two:—one is entitled, Los ('olo-
quips Pastordes de muy agraziada y apacible prosa, de., por el exeel-
lente poeta y gracioso representante Lope de Rucda, sacados a luz por
Juan Tmoneda ; Sevilla 15706, in small octavo, printed in gothic
characters.  ‘The other is entitled: Las sequndas dos Comedias de
Lope de Rucda, without date, but printed in the same type and form us
the first mentioned colléction. o
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of character, and the untutored pupil of nature following
his own caprice. Lope de Rueda’s pastoral dialogues
possess more dignity, if the term may be used, than his
plays, and they are moreover imbued with a certain poetic
character, which harmonizes admirably with the songs oc-
casionally introduced. With regard to invention and style,
however, there is but little difference between the dialogues
and the plays, but the pastoral costume of the dramatis
personx produces a certain heterogeneous effect; for the
half Arcadian and half Spanish shepherds are brought into
contact with negresses, barbers, and other characters of
common life and modern stamp. Lope de Rueda was not
inattentive to general character, as is proved by his deli-
neation of old men, clowns, &c., in which he was particu-
larly successful.  But his principal aim was to interweave
in his dramas a succession of intrigues; and, as he seems
to have been a stranger to the art of producing stage effect
by striking situations, he made complication the great ob-
ject of his plots. Thus mistakes, arising from personal
resemblances, exchanges of children, and such like com-
mon-place subjects of' intrigue, form the ground-work of
his stories, none of which arc remarkable for ingenuity of
invention. There is usually a multitude of characters in
his dramas, and jests and witticisms are freely introduced,
but these in general consist of burlesque disputes in which
some clown is engaged.!

It would appear that many comedics in Rueda’s style
were at one tige acted, though they are now lost to lite-
rature.  Cervantes, for instance, praises the perfection to
which that style of comic drama had been brought by a

1 The following speciinen of the dinlogue of these comedies is frem a
seengan which a clown quarrels with Lis wife :—
Gone. Aun teneis lengua para hablar, anima de cantaro ?
Lablo. Dote al dinbro muger, no ternas un poco de miramiento. Si
quiern por Tas harbas de In merced que esta delante.
Gune. He callad anima de eampana.
e Lub. Que es anima de campana, muger ?
Gine, Que? badujo como vos.
Pab. Badojo n vuestro marido ? deme essegar rote viessa merced.
Gine. Assi, garrote parn 1ni, al fin no seriades vos hijo de Guarnigo
el emvalmador, cara bestias, .
Pub. Y parescete a ti mal, porque sen hijo de bendicior.
Cangilo. Ay amnrga, y como hijo de bendicdon ? &c.
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player named Naharro of Toledo, who must not be con-
founded with Torres Nabarro. Cervantes informs us that
this Naharro augmented the theatrical wardrobe so consi-
derably, that it could no longer be contained in a bag, but
was packed up in boxes and chests. He exploded the
custom of dressing the old characters with beards, and re-
moved the orchestra, which had previously been stationed
behind the scenes, to the front of the stage. He more-
over exhibited imitations of clouds, of thunder and light-
ning, made other great improvements in the scenic ma-
chinery, (tramoyas), and even introduced single combats
and battles on the stage. 1Iis name certamly deserves to
be preserved from obhvmn, and it is unfortunate that
Cervantes has neglected to mention what kind of poetry
or prose was spoken by the actors in these mew dramatic
spectacles.

A Spanish author of learning and merit, named Juan
de la Cueva, who lived about this period, seems to have
been the first to perceive that the Spanish drama could
never succeed, if men of literary acquirements, endowed
with genius for dramatic composition, continued opposed to
the popular party. This author was a native of Seville,
which at that time appears to have been the cradle of every
kind of talent. The history of his life is enveloped in
obscurity, and his various writings, in every class of
poetry, notwithstanding the praises which critics have
bestowed on them, are, though not totally forgotten, very
little known.!  Ilis copious Art of Poetry in tercets, which
was lately, for the first time, published from manusecript,
contains some important information relative to the history
of Spanish poetry. It is, however, merely written in
good versified prose, and pure language, but is in no
respect poetical.? ' This Art of Poetry, if so it must be
called, shows, among other things, how numerous was the

The emphatic praises of the publisher of the Purnuse Espaiiol
represent Juan de ln Cueva as a poet of the first rank. See the literary
notifes prefixed to the cighth volume of that collection. The works of
Cueva are there mentioned, with the dates of their various editions.
See also Dieze’s Remarks on Velasquez, p. 202.

2 it may be found in the eighth vol. of the Parnaso Espaitol as it was
first printed. !
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party which at that time endeavoured to give to the Spa-
nish drama the form of the antique. An author, named
Malara, a native of Seville, who was called the Betisian
Menander, in allusion to the Betis or Guadalquivir, and
six other pocts of that city, among whom is Gutierre de
Cetina, the celebrated author of several Spanish comedies
in the ancient style, are honourably mentioned by Juan
de la Cueva. But this judicious writer maintained that
there were peculiarities in the ancient drama, which, though
excellent in themselves, would not accord with the spirit
of the moderns. The dramatic laws of the ancients had.
in his opinion, ceased to be obligatory; and he conceived
it to De reasonable that drathatic fictions should be accom-
modated to the taste of the age and to the circumstances
in which they are written.! The Spanish public had already
manifested a strong predilection for plays in the modern
style, and an aversion cqually decided to all the imita-
tions of the dramatic works of the ancients. It was, there-
fore, designedly and with a persevering industuy that the
Spaniards had struck out for themselves a new course in
dramatic literature. In genius and taste they could only
have vied with the Greeks and Romans, without surpassing
them; but invention, grace, ingenious arrangement, and a
certain art of involving and unravelling a plot, inimitable
by foreigners, were the qualities on which the glory of the
Spanish drama was founded.? Juan dela Cueva proceeds
to state, that on these principles he had no scruple in con-
tributing to qverthrow the ancient boundary between
tragedy and comedy; and to introduce on the stage, for
the sake of variety, characters clad in the rustic peasant’s

1 He thus expres<es himself relative to the chm.lgos whicel the drama
has ®ndergone :—

Este mudanza fue de hombres prudentes
Aplicando a las nuevus condiciones
Nuevas cosas, que son las conveumentes.

2 Mas la invencion, la gracie y traza es propur
A la ingeniosa fubula de Espatia,
No qual dicen sus emulos impropia.
Scenas y nctos suple la maraita
‘Tan intricada, y la soltera de ella,
Inimitable de ningun estraita.
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garb, along with others attired in the robes of royalty.
Thus far Le trod in the footsteps of Torres Naharro, and
yet he appears to have had no distinct knewledge of the
writings of that author, inasmuch as he never mentions
them; while, on the other hand, speaking of hLis own
works, he observes that Le had abandoned the old custom
of dividing dramatic pieces into five acts, and chose in
preference the new method, then in vogue, of arranging
them in jornadas.! Cervantes must, of course, have been
ignorant of the decided testimony thus given by Juan de
la Cueva, since he imagines that he was himself the first
to introduce the three divisions of the Spanish drama. The
approbation bestowed on Cueva’s dramatic works, in the
new style, seems, however, to have been but feeble and
transitory; and this explains how the editor of Cer-
vantes’ comedies, in his account of the early history of the
Spanish drama, has omitted to wmention the name of
Cueva.

It will, perhaps, be proper to defer entcring more fully
into the investigation of the peculiar spirit of the Spanish
national drama, until the writings of Lope de Vega come
under consideration; for during the brilliant career of that
author, the new form of the drama took complete posses-
sion of the Spanish theatre, and the older pieces, which
did not fall in with the popular taste, were speedily for-
gotten by the public, as the notices of Cervantes clearly
show. But it may be proper here once for all to remind the
reader of a truth now historically demonstrated, namely,
that it was by no means ignorance, or want of intimacy
with the dramatic works of the ancients, which facilitated
the triumph of the modern Spanish drama.

No sufficiently authenticated particulars enable the
literary historian co furnish anything like positive inform-
ation respecting the history of the spiritual dramas of the
Spaniards at the period now under review. Considered
generally, their origin is sufficiently known; for dramas of
this kind, intended either for amusement or instruction,
were, in the middle ages, performed throughout the whole

1Amimeculpan........
Que el nn acto de cinco le he quitado,
Que rveduci los actos en jornadus,
Qual vemos que es en nuestro licmpo usado.

.
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of the south of Europe. In Spain, pilgrims assiduously
devoted themselves to the dramatic representation of sacred
histories, whensthey wished to find an edifying and agree-
able relaxation from their severer duties of praying and
journeying from place to place. Inthese sacred dramas,
the authors often interwove the adventures, whether
serious or comic, in which they had been engaged,
or described what they had seen and learned in their
holy pilgrimages; and the whole was usually scasoned
with a sufficient quantity of jests in the popular style. To
manifest, if as palpable a way as possible, the power of the
sacrament, andethe miraculous effects of faith, was the
. . . °

great object of the pilgrims; and there scems to be no
doubt that their rude efforts formed the origin of that class
of spiritual plays which, at a subsequent period, were per-
formed on the festival of Corpus Christi, and on other
solemn occasions; and which, from their allusion to the
mystery of the sacrament, were styled Autos Sacrament-
«les. But at what particular period these spiritual exhi-
bitions were first committed to writing, and formed a
portion of literature, cannot now be ascertained. They
have sometimes been confounded with the lives of the
saints (vidas de santos'), which were originally drama-
tized in monasteries, and performed by the pupils of the
monks, but which are in fact quite a distinct class of re-
presentations.  Nasarre states that until the middle of the
cighteenth century the practice of acting these biographi-
cal dramas was continued in monasteries in different parts
of Spain, particularly in Galicia, and possibly in that pro-
vince they yet atford a source of amusement and edifica-
tion on festival days, to the pilgrims who visit the shrine
of St. Ingo de Compostela.

The burlesque interludes called Entr¥meses and Say-
netes, which were subsequently divided into various classes,
and were performed between the preludes (loas) and the
play, properly so called, appear also to have had their
origin in the first half of the sixteenth century. Cervantes
could refer to no entremeses of an older date, when he
contributed to give to this species of dramatic composition
a literary form and character. ’

} SeAthe preface of Blas Nasarre, the lateht editor of the plays of
Cervant's.
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‘What has been stated sufficiently proves the powerful
control exercised by the public over the stage. The po-
pular taste demanded an agreeable amuserrent, created by
the boldest and most varied mixture of the serious and
the comic, of intrigues, sallies of imagination and ingenious
thoughts, of surprises and animated situations; but it was
not required that either a comic or a tragic scene should
tend to produce any moral impression on the heart, ex-
cept indecd in so far as that object may be attributed to
the spiritual pieces. But how did it happen that a people
in whom moral gravity has ever been a national charac-
teristic, should thus show themselves indifferent to the
moral eflfects of their dramatic entertainments? The
history of the formation of the Spanish character appears
to disclose so clearly the cause of this incongruity, that it
might be said, nature would have contradicted herself had
not such been the consequence resulting from that cause.
When the treasures of America came to be dispersed
through Spain, luxury and cxtravagance superseded the
old Spanish simplicity. The age of chivalry was past;
and the ecclesiastical fetters imposed upon opinion and
conscience atforded so little freedom to the mind, that it
was not possible the public could endure, still less enjoy,
moral reflection on the stage. The Spaniard, as a catholic
Christian, devoutly and implicitly submitted his under-
standing to the doctrines and mandates of the church; but
as a man he ardently longed for amusements, in which
he might allow his heart freely to participate. Moral re-
flection then could not be pleasing in any place where he
sought to be gratified by the unconstrained exercise of his
feelings; for every moral thought tended to revive the
recollection of the Inquisition. Meanwhile, the progress
of luxury and the love of pleasure stimulated the imagi-
nation, and increased the appetite for sports of wit and
fancy, which were carried to the most extravagant excess.
A’people whose ardent and enthusiastic temperament was
fostered by a genial climate, were always eager to partake
of ‘pleasures which no king or grand inquisitor threatened
to disturb. With a taste thus formed, and with such
cloims on dramatic entertainment, the Spaniards were not
to be satisfied with the most ingenious comedies or tra-
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gedies, unless excitement and interest were kept up by
wild revels of imdgination, unrestrained by either moral
maxims or rulessof art. To see a variegated ideal world,
a diversified picture of romantic existence, was the object
for which the Spaniard visited the theatre, where he could
endure no sort of artistic regularity, not even that which
the nature of the subject seemed most to require.

This portion of the history of Spanish dramatic poetry
must not be terminated without a particular notice of two
tragedies by Geronymo Bermudez, a Dominican monk of
Galicia, who, at the period when he wrote them, was pro-
bably the inmatesof a cloister,! e did not think proper
to acknowledge himself the author of these dramas, and
he published them under the assumed name of Antonio de
Silva.2  Among his other poctical works, some Spanish
writers mention in terms of respect, a dull encomium on
the duke of Alba, of whom this ccclesiastic was an enthu-
siastic admirer.* Ile lived until the year 1589. His two
tragedics are imitations of the ancient drama, but they
must not be confounded with the essays of the same kind
which have already been mentioned. Bermudez conceived
the happy idea of selecting a subject from the history of
Spain and Portugal, and dramatizing it according to the
rules of the Greek tragedy, without destroying the modern
character of his materials. 'The well known story of the
unfortunate Ines de Castro seemed particularly suited to
the object he had in view. Being a Galician, he had,
through his natjve language, a national relationship to
Portugal, and he consequently took more personal interest

1 See the nccount prefixed to the sixth vol. of the Parnaso Espaiiol,
and Dieze’s Remarks ou Velasquez, p. 200.

2 Primeras tragedias Espaioles, de Antonio de ﬂiu'u, is the title of
the edifon whicl 1 have now before me, published at Madvid, in 1577,
in 8vo.

3 "This piece of silly adulation, is entitlel Hesperodia ; that is to say,
evening song or morning song. The former, however, appears to he
the more appropriate title, since the anthor, doubtless, wrote it in his old
age. It has been drawn from the obscurity in which it ought to have
remained, and is printed in the eighth vol. of the Purnaso Espaiiol. Ber-
mudez, in an affected strain of language, and with true Dominican fa-
naticism, extols the monstrous barbarity with which the great duke ¢f
Alba persecuted the heretics of the Netherlands, and made “the cold
uorthernywaters flow the more fiercely from the infasion of warm blood.”

. P
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in the tragical fate of his heroine than was felt by Spaniards
in general. He did not commence his tusk without appre-
hension of its success; for, as a Spaniaxd, he wished to
write in Castilian, and he was, therefore, in some measure
under the necessity of studying a foreign language. This
difliculty he mentions in his preface. But with all its
faults, his attempt proved so fortunate, that his two tra-
zedies may justly be styled the first in their kind. Though
they are intimately connected, yet cach forms in itself a
complete tragic drama. Their titles are whimsical and
aiteeted: the first is denominated Nise Lastimosa (the La-
mentable Nise); and the second, Nisa Laureade (the
Glorified Nisc); and under these titles they are reprinted
in the Parnaso Espariol, vol. vi. The characters preserve
their historical names.  The first of thesc tragedics suffi-
ciently proves what may be effected by a dramatist of even
moderate talent, when thoroughly penetrated with a poetic
subject, and at the same time possessing the power of elo-
quent expression. The Nise Lastimosa, it is true, is far
trom approaching the ideal of tragic perfection; but some
of’ the scenes fulfil all that the theory of the dramatic art
can require; and energy and dignity of expression are not
wanting even in those passages where the action is tedious
and the incidents ill connected. The plot is simple, and
towards the conclusion its interest declines. But Ber-
mudez has introduced, by turns aptly and inaptly, a chorus
composed of Coimbran women, which is sometimes inter-
woven with the action of the drama, and, sometimes quite
mdependent of it. The unities of time and place the
author has totally disregarded. The first act opens with
a soliloquy by the Infante Don Pedro, in which the prince
deplores his separation from his beloved wife.! This so-
liloquy is succeéded by a long conversation betweén the

' 'This is a beautiful piece of wiiting, though somewhat too long, It
commences as follows:—
Otro cielo, otro sol, me parece este,
del que gozava yo sereno, y claro,
alla de donde vengo, uy triste cielo,
como en ti veo el tianze de mis hados.
Ay que donde no veo aguellos ojos,
que alumbran estos mios, quanto veo
me pone horror, y grima, y se me antoja.



SPANISH LITERATURE, 211

Infante and his secretary, in which the latter, with all due
courtesy, hints that the attachment of the prince for a lady,
not of royal birth, is incompatible with the welfare of the
state.! 'The scene then changes, and the chorus of Coim-
bran women is very absurdly introduced to moralize on
love. Thus closes the first act. In the second, the scene
changes to the court, and exhibits the king amidst his
assembled coundil; the advice of the ministers prevails
over the good disposition of the monarch, and he consents
to the death of Ines de Castro. A soliloquy by the king
follows, in which he offers up his prayers. The scene
again changes, and the fair Coimbrans once more appear
to moralize on human happiftess. In the third act, how-
ever, a new spirit is infused into the piece, and the chorus
partakes in the action. Ines de Castro appears. The
women of the chiorus form her attendants, and offer her
consolation and advice. Ines is informed of the reports
that are circulated respeeting her fate;? but throughout

Mas triste que la noche, ¥ mas escino,
alla (ay dolor) los dexo alla en Coymbra
tierrn donde paro Ia hedad dorada,

O que no es terra aquella, parayso

la llamo de deleytes y fresenras.

Al tan claro es todo que aun la nocle
mas dia me parescl que de dia,

alli es esmalte del florido suelo,

mas que estrellado ciclo representa;
alli el conceuto de las avezillas,

es wiPreclamo dulze de lus almas,

1 A few hines of this seene will serve to show how Bermudez hias imi-
tated the dinlogie antitheses of the Greek tragedy :—

In. Adonde huyre porque me dexen?

Se. Huyr auras de ti por tu remedio. g

In. Ya no me vale hazer lo que no puedo.

Se. Ta mismo te pusiste en tal flaqueza.

In. No puedo, ni querria arrepentirme.

Se. Con essa voluntad el yerro cresce.

In. Sies yerro como dizes, otros uvo.

Se. Uvo, mas toda vin fueron yerros. .

? Here the chorus, like the other characters of the play, speahs in
iambics ; for example :—
Doita Incs. Que dizes ? Habla!
Cho. No puedo; iloro. Do, De que Loras?
F2
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this act, the progress of the story-is nearly suspended.
The fourth act may, however, be regdrded as almost a
masterpiece. Ines, attended by her children, and the
chorus, appears before the king to receive her sentence.
Nothing can be more impressive than the dignity with
which she demands justice, or more affecting than the ten-
derness for her children, which continually breaks forth
in her discourse. At length she pictures to herself in
vivid colours the sorrow that awaits her husband, till, ex-
hausted by the vehemence of her feelings, she begins for
the first time to think of her own situation, and antici-
pating the horrors of death, she swoons, exclaiming, Jesus
Maria! This scene exhibits a picture so repletc with
real pathos, that it may be truly said, modern tragic art
has seldom attained so high a point of perfection.! The
fifth act is mercly a tedious supplement. The prince is
made acquainted with the death of his wife, and he vents
his sorrow in long lamentations. .

Cho. Veo, esse 105tro, y <05 ojos, esa. 7). trista:
triste de wn que mal, que mal tamaiio,
es ese que me trues.  Cho. Mal de muerte:

D. Mal giande. €. todo tuyo. D). que me dizes
¢s mucito ma Seior, infante mio ?

Cho. Los dos morireys presto.  J). O nuevas tiistes !
(‘omo, porque razon, que me le matan ? &e.

' Orly the latter part of this scene can conveniently be transerilied
here.  Tnes speaks:—
Tapiceria tiiste,
vrase donde yo me paseara,
1o me vera, no me hallara en el campo,
no en el jardin, ni cammas hele muerto,
Ay veote morir i bien por mi,
mt ljen ya que yo muero vive tu,
esto te pdo y 1uego, vive, vive,
awnjpma estos tus hijos tan queridos,
y estu mi muerte pague los desastres
que a ellos esperavan.  Rey seiior,
pues puedes socorrer o males tantos
socorreme, perdonmme.  No puedo,
uo puedo mas dezirte:
Sefior por que me matas ?
en que te lo merezco ?
uy, o me mates, ay !
Jesus, Maria!
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The tragedy of Nise Laureada is far inferior to that
Jjust described. The story is below criticism; and towards
the end becomes®revolting to feelings not blunted by in-
quisitorial horrors, or sunk to the level of brutality. The
Infante Don Pedro, who has now ascended the throne,
orders the remains of his judicially murdered wife to be
taken from the tomb; he then, with great solemnity, in-
vests the corpse with the dignity of queen, and the cere-
mony of the coronation is succeeded by a marriage. Two
of the counsellors, whose perverted and inhuman patriotism
had urged them to sacrifice the unhappy Ines, receive sen-
tence of death, ar'd are executgd. This is the whole plot,
if so it may be called; and among the acting and speaking
characters, the executioners play a prominent part. The
first act contains many beautiful passages; but when the
last judicial ceremonies commence, horror and disgust fill
the mind of the reader. The hearts of both culprits are
extracted from their bodies, the one through the breast,
and the other through the back. The most brutel excla~
mations accompany the execution of the royal sentence,
and the chorus utters shouts of joy, while the executioner
discharges his barbarous task. That these horrors might
be regarded as pathetic incidents by the Spaniards of that
age, accustomed as they were from early childhood to stifle
every sentiment of humanity, and to allow fanatical exul-
tation to overcome the natural emotions of the heart,
whenever a brutal sentence was pronounced by ecclesias-
tical or royal authority, is unfortunately but too probable.
Had it not been for this perversion of feeling, a people,
otherwise so noble-minded, could not have attended the
cruel festivals of their church, and witnessed the burning
of Jegvs and heretics with as much pleasuge as the exhibi-
tion of a bull fight.

In order to form a just estimate of the talent of Ber-
mudez, it must be recollected that he was the first who
gonceived the idea of giving a poetic colouring to the
history of Ines de Castro. Camoens had not, at thgt
time, written his Lusiad, in which the same story forms
the subject of a celebrated episode. It may also be
observed, that the labour which Bermudez bestowed 8n
his versification, and particularly on the varied metres of
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the choruses of his dramas, ought to have served as an
example to his successors in tragic composition.
€

HISTORY OF SPANISH PROSE DURING THE FIRST HALF OF
THE SIXTEENTH CENTURY.

Among the works of the poets which come within the
period allotted to the first section of this book, it has
already been necessary to notice some writings in prose.
The connexion then subsisting between Spanish poetry
and prose has thus been rendered more apparont, and the
different works of' cach writ¢r have been*kept together in
examining them. But the poetic talent of some authors
of that age, for example, Perez de Oliva, will not bear
comparison with their merits as prose writérs; and many
others who have obtained reputation for prose composition,
must be totally cxcluded from the rank of pocts. In
general, the good taste of the best Spanish writers con-
stantly prompted them to mark a distinct boundary be-
tween poctry and prose; and this separation was never
more rigorously insisted on than during the first half of
the sixteenth century, when the torrent of romances of
chivalry which then inundated Spain threatened the com-
mon annihilation of genuine poctry and eloquent prose.
But, however little of prose composition may have been
produced in Spain, during the carly part of the six-
teenth century, yet therc were, in that age, several good
Spanish pros¢ writers, whose names have hitherto scarcely
appeared in the history of modern literature. T'o endea-
vour to obtain something like an accurate knowledge of
those writers, will repay the labour bestowed on the
task. . ,

Every one who has read Don Quixote must be aware
of the enthusiasm with which romances of chivalry were
admired by the Spaniards, at the end of the sixteenth and
the beginning of the seventcenth century. In the reign of
Charles V. this passion became almost an epidemic; for then
the art of printing gave general circulation to the old
romances, and new imitations were not wanting. But a
particular account of this portion of Spanish literature
does not belong to the present subject, and ought to form
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the conclusion of the history of the romantic literature of
the middle ages. * But though the influence of the chi-
valrous romances of the sixtcenth century operated on
the public taste, yet every poet and prose writer, of culti-
vated talent, laboured to oppose the contagion. There
were, however, many literary partisans who did not scruple
to feed the false taste of the public by the grossest absur-
dities. .\ writer named Geronymo de Sanpedro, with the
most devout piety, selected stories from Scripture, and
clothed them, as he expresses himself, in the allegoric cos-
tume of romgnce. lle entitled his fantastical work, “ The
Book of Celestiak Chivalry from the Foot of the Fragrant
Rose-bush,™  In this edifying production, the Deity is
introduced as emperor, and the Saviour as knight of the
Lion, (Cuballero del Leon.) In the meantiuw, an oppo-
nent of the zealots of chivalry, named Doctor Alexio de
Venegas, anathcmatised all romances, which he styled,
¢ Satan’s Sermon 13ooks,” (Sermonarios de Satanas.)? In
this manner parties contended one with another in Spain,
until at length the romantic literature disappeared like a
stream lost amidst sand.

At this period there appears to have existed no novels
or romances in the modern style, except the Lazarillo de
Tormes of Dicgo de Mendoza.  The well-known imita-
tions of this first romance of knavery (del gusto picaresco)
did not come into circulation before the end of the six-
teenth century.  Little stories in the style of the Italian
novels were, it §s true, written at an earlier period; but
their author, the bookseller Timoneda, the same indi-
vidual who collected the comedies and pastoral dramas of
Lope de Rueda, did not venture to prefix to them the title
of Novelas. 1le was aware that he could better rccom-
mend his works to the Spanish public byziving them the
old denomination of Patranas (Tales).* 'Timoneda evi-

-« Y Libro de caballoria celestial del pie de la vosa fraqrante, & por D,
Geronymo de Sanpedio, Anvers, 1004, in Svo.  The Gottingen univer-
uw possesses a eopy of thus book. *

This | brase occurs in 4 preface which Venegas wiote to a moral
ullmmm al novel by Luis Mevia, which will hercafter be noticed.
1 e seen Olll\' the Iyanera parte de lus Patraiins de Juan ‘tnfo-
neda, Sevilla, 19873, 1 Svo.
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dently imitated the Italian novelists, though he by no
means equalled them.  Still, however, these antiquated
tales may be perused with pleasure, partieularly by those
who have a taste for complicated intrigue. The author,
it would appear, endeavoured to surpass the Italian writers
in romantic adventures and unexpected incidents; at least,
in his preface, he expressly promises this kind of enter-
tainment to his readers. '
But it was not merely with romances and novels that
genuine prose literature had to contend in Spain. Several
men of distinguished talent, however far they carried their
notions of patriotism in other respects,swere of opinion
that the Spanish language was incapable of expressing
grave and noble ideas in prose.  Some would write only
in Latin, and others only in Italian. Alphonso de Ulloa,
who was an assiduous historical and political author,
wrote chiefly in Italian.! He was, it is true, born in
Italy; but he was of a Spanish family, and the Spanish
language, was perfectly familiar to him. The want of
contidence thus shown by Spanish writers in the force
and precision of their own language seems inexplicable,
when it is recollected at how ecarly a period Spanish prose
began to be cultivated.  Their intercourse with the
Italians had, however, made the Spaniards perceive a
want of elegance in their own colloquial phraseology and
literary style. That grace, which their poets soon began
to imitate from the Italians, is but feebly indicated in the
works of the early Spanish prose writers, jvhatever other
rhetorical merits they might possess, and an earnest sim-
plicity of expression appears still to have constituted the
main character of Spanish prose. Besides, Italian prose,
which, with the exception of the writings of Machiavelli
and Guicciardini, is distinguished by a playful and too
often superficial elegance, could not be very congenial to
Spanish taste, which required a grave and energetic style.
To imitate the ancient classics was the only means
whereby the prose literature of Spain could have been
cultivated so as to meet the approval of enlightened men

\ 1 See Nicolas Antonio, article Alfonso de Ulloa.
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in the sixteenth century. Unfortunately, the ecclesiastical
and political despotism of that period left no free scope for
the mental powers of those Spaniards who were desirous of
constructing a national prose style on the ancient models.
Neither the didactic nor the historical styles could be
frecly developed; and for the formation of the oratorical
style, circumstances were, if possible, still more un-
favourable. Impeded by such obstacles, and permitted
only to copy in the strictest sense the rhetorical forms of
the ancients, without their energy and solidity of thought,
or their fonce of expression, the Spanish prose writers cer-
tainly could ndt be expectegd to produce works worthy to
be ranked with the classic examples they would have
wished to emulate; but their eftorts to open the carcer of
genuine cloquence in their national literature, deserves,
notwithstanding, to be honourably recorded.

1. Dipacrtic Prosk is, in the Spanish language, in-
debted for its first formation to Fernan Perez de Oliva of
Cordova. At the commencement of the sixteenth century,
this learned man travelled through Italy and France, and
during three years which he spent in Paris he delivered
public lectures on philosophy and ancient literature. On his
return to Spain, he settled at Salamanca, where he became
protessor (cathedratico) of theology, and delivered lectures
on the Aristotelian philosophy. 1le died in 1533, before
he had completed his thirty-sixth year.! His philosophic
and theological studies, and his intimacy with ancient
classic literatwre, did not withhold him from the cultiva-
tion of his native language; and he even endeavoured, by
his translations already mentioned,? to naturalise the Greek
tragedy in Spain. He also wrote several poems, which, in
hongur of his memory, are still preserved. But Perez de
Oliva was no poet; and to judge from Iis translations, he
appears to have had scarcely any true poetic feeling,
though he possessed a correct and delicate taste for the

.rhetorical beauty of prose. His most celebrated work is

! Nicolas Antonio dees not mention the date of either his biith or
death. More precise information re<pecting him way be found m the
sixth vol. of the Parnaso FEspanol. ¢

2 See . 197.
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his Dialogue on the Dignity of Man"(Dialogo de la Dig-
nidad del Hombre) in the manner of Cicero.! It would
be vain to .seck in this didaetic dialogue for ideas which
present the merit of novelty in the present age; and
it can by no means be regarded as a model of dialogue
style, any more than the similar works of Cicero. Dut
it was the first specimen, in Spanish literature, of
clear and connected discussion, maintained in correct,
dignified, and elegant language. The colloquial form
serves to connect, though somewhat loosely, the two
portions into which the work is divided. '®wo philo-
sophic fricnds meet, and their conversation turns on
solitude: they endeavour to explain the causes which
induce man to scek retirement, and which render him dis-
satisfied with the society of his fellow creatures. One of
the friends inveighs against human society, while the other
extols its advantages. In the meanwhile, they arc joined
by a third philosopher, who becomes the arbiter. Iefore
this judge, each disputant propounds his opinions in an
uninterrupted discourse. The oratorical style is thus min-
gled with the didactic and the colloquial. This blending
of various styles must doubtless be regarded as a subject
of critical censure by many readers; but with the excep-
tion of the oratorical passages, the dialogne of Terez de
Oliva is written in a natural and easy manner.2 The ideas
are, for the most part, clearly and accurately developed,®

' This dinlogue, with the continuation by Ambrosio de Morales, and
other works of a similar hind, have been elegantly printed under the
general title of Obras, que Cervantes de Sulazar ha hecho, glosado y
Laducido, &e. Madrid, 1752, in 4to.

2 For example :—

Aur. Bien veo, Antonio, que ai essos provechos que dices de Ia sole-
dad: pero yo tengo ¢ ido, que otrn eausn mayor ai.  Anl. Que c.use
puede aver mayor ?  ur. X1 aborrecimento, que cadn hombre tiene al
genero humano, por el qual somos inclinados n apartarnos unos de otros.
Ant. ‘Tan aborrecibles te parecen los hombres, que aun ellos mesmos
por huir de si, busquen la soledad ? Aur. Pareceme tanto, que cada vez
que me acnerdo, que soi homlne, querria, 0 no aver sido, o no tener sen-
timignto dello.  .{nt. Maravillome, Aurelio, que los antores excelentes,
que acostumbras a leer, i los sabios hombres, gue conversas, no te ayan
quitado de esse enor.

3 Ay for instance in the annexed passage :—

Assi que todos estos i los demus estados de los hombres no son sino
diversos modos de penar, do ningun descanso tienen, ni seguridad en
alguno dellos : porque Ia fortuna todos los confunde, i los revuclve con
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and the oratorical language, particularly where it is ap-
propriately intreduced, is powerful and graphic.!

Percz de Oliva had a successful pupil in his nephew
Ambrosio de Morales, who was also a native of Cordova.
This learned writer was born in the yecar 1513. After
having finished his academic studies at the university of
Alcala de Henares, he delivered public lectures on philo-
sophy and ancient literature, by which he soon acquired
an honourable reputation.  Charles V., appointed him
classical tutor to his natural son, Don John of Austria,
who afterwards became so celebrated.  On the death of
Charles V., AmBrosio de Morales was installed by king Phi-
lip 1L in the post of historiographer or chronicler (roro-
nista) of Castile. From the period when he entered upon
this office he "appears to have devoted himself exclusively
to historical studies. Ile died at an advanced age. His
didactic works consist of treatises (déiscursos) on various
subjects of practical philosophy and literature.  In one of
these treatises, he expressly and urgently recommends the
rhetorical cultivation of the Spanish language, which the
writers of that age so unjustly disowned and neglected, to
the great prejudice of literature and even of philosophy.?
Other dissertations of this meritorious writer, which are
not so much known, relate to the importance of rhetorical
studies; the distinction between Plato’s and Aristotle’s

vanas esperanzas i vanos semblantes de honras i riguezas, en las quales
cosas mostrando quan facil es i quan meiertn, a todos mete en desscos
de valer, i des®rdenados, que o ai Iugar tan alto, do los queramos
dejar.  Con estos esearntos de fortuna cnda uno aboriece su estado con
endicia de los otios 5 do si llega, no halla aquel reposo que pensaba.
Porque todos los bienes de fortuna al dessear parecen hermosos, i al
gosar Nlenos de pena.

1 For example, the conclusion of the disconrse ¢f Aurclio, who, it is
true, de eribes yather than censures the dark side of human society :

Todo esto se vaen humo, hasta que tornan los hombres a estar en
tanto olvido, como antes que naciessen: i In misinn vanidad se sigue
lespues, que primero avin. Hastn aqui, Dinarco, me ha parecido decir
-1 hombre : agora yo 1o dejo a 61 i su fama enterrados en olvido per-

wrable 1 i no s¢ con que razones tn, Antonio, padras resucitulo.  Qale
1da, si padieres, i consnelo contra tantos males, como hns oido :
que si v a-si lo hicieres, yo seré vencido de huena gana, pues tu
vitoria scid gloria pun 1, que me veré constitiido en mas excelgnte
estado, que pensava,

2 Only this treatise of Mornles, Sovbre I lengua Castellana, is re-
pinted m the collection mentioned in note 1, page 218.
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methods of instruction; the duty of man to exert himself to
the utmost when he wishes for the assistance of the Al-
mighty; the difference between a great and a good under-
standing; the value of wealth, independent of personal
merit in the possessor; and such like objects of general
utility. He only occasionally casts a side glance on the
region of speculative philosophy, so that among Germans
he might with propriety be called the Spanish Garve.
Like that author, his views were clear, rather than pro--
found; and like him also, his object was to write"pure di-
dactic prose. His style, though neither energetic nor im-
pressive, is natural, clear, and precise, and riot unfrequently
adorned with pleasing images.! The pedantic allusions
to scripture and to classic literature must be attributed to
the taste of the age and country to which Morales be-
longed.?

Pedro de Valles, another native of Cordova, followed
the example of Perez de Oliva, in cultivating prose
writing; but he inclined to the pomp and antitheses of
Seneca, which he was perhaps induced to imitate fromn re-
spect for his countryman; for the learned of Cordova have
always prided themselves in being natives of a city which
had produced an ancient author of so much celebrity.

1 The following passage, from the treatise on the Spanish language,
forms an addition to the history of the cultivation of prose rhetoric among
the Spaniards in the age of Morales :—

Para que pues era este cuidado * de que servia esta diligencia entre
gente tan prodente i de tanto miramiento, si naturaler | lo suplia, i avia
elln de hazerlo mejor?  Veian sin duda, como sin tales exemplos no se
podia perieccionar el uso della lengun en aguella paite, i que a faltar lo
que proveian, faltarin el bien que deseavan: ilo mismo es en las formas
i muneras particulares de hablar, que llaman phrasis, i en todas las
otras partes del lenguage, donde ayudada naturaleza con el mejoy, uso,
sten mas ventaja i perfeccion. Pues que los otros, que todo o tienen
en Castellano por afectado ? estos quieren condenar nuestra lengua a
un estrailo abatimiento, 1 como enterrarla viva, donde miserablemente
se corrompa i pierdu todo su lustre, su lindeza i hermosura: o descon-
fian, que no es para parecer, i esta es ignorancia; o no la quieren -
adornar como deven, i esta es maldad. Yo no digo que afiites nuestra
lengua Castellana, sino que le laves la cara. No le pintes el rostro,
mas quitale la suciedad : no la vistas de bordados, recamos, mas no le
niegues un buen atavio de vestido, que aderece con gravedad.

2 Fourteen of the discourses of Morales form an appendix to his
edition of the Obras de Perez de Oliva, already mentioned.
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Morales, in his collection of his own and his uncle’s works,
has inscrted a tréatise by Valles on the Fear of Death,!

Francisco Cervantes de Salazar, who lived about the
same period, likewise followed the track which had been
marked out by Perez de Oliva. Respecting the life of this
writer, but few particulars are known; and the resem-
blance of his name to that of the celebrated Cervantes
Saavedra does not appear to be a sufficient reason for
concluding that he was related to that distinguished
author. Cervantes de Salazar wrote a continuation of
Oliva’s dialogue on the Dignity of Man; for e regarded
it as unfinisheds because Oliva allows the friend and the
enemy of human nature to deliver their opinions, while
the third party, who is appointed the philosophic arbiter,
draws no inférence from the arguments he hears. Through
the medium of this third character, Salazar circumstan-
tially recapitulates the whole theme, and arrives at a de-
cided conclusion. Salazar is a more contemplative writer
than Oliva, who, in other respects, appears to have been
his model. He translated from the Greek the Tabla of
Cebes, and from the Latin, the Introductio ad sapientiam
of Luis Vives, one of those learned Spaniards who did
not choose to write in their native tongue. He published
his continuations and translations along with the original
works. Ilence the title: “ Obras que Francisco Cervantes
de Salazar ha kecko, glosado, y traducido.”

Among the various works which Cervantes de Salazar
published and glucidated, is an allegorical romance, cnti-
tled « Labricio, or the fable (Apologo) of Idleness and
Industry.” This romance may be placed, if not among, at
least beside, didactic works, for the allegorical form serves
merely to clothe the ideas, which are very methodically de-
veldped. The author, Luis Mexia, or Messia, was a
learned theologian and jurist. His object was to draw an
interesting and animated picture of the dangers of idleness,
the pleasures of occupation, and the value of well directed
industry. Notwithstanding the faults inseparable from the
class of writing to which this work balongs, it possesses

' This 1reatise also forlas an appendix to the collection bejpre-
mentioned.
2 See note I, p. 218,



222 HISTORY OF

the charm of an animated picture, - conveyed in language
which, though occasionally declamatory, i3, upon the whole,
pure and elegant.!

2. HistoricaL Prosk was, during this period, cultivated
by no author in so high a degrce as by Diego de Men-
doza, whose History of the Wars of Granada has already
been particularly mentioned; all the other Spanish histo-
rians were inferior to Mendoza in everything that consti-
tutes the historical art. But they had begun to study that
art, in which they would no doubt have distinguished
themselves, had they not on the one hand been intimidated
by the despotism of the government, and oa the other, in-
fluenced by a spirit of opposition which induced them to
banish from genuine history every trace of imaginative
colouring, lest they should be confounded witu the romance
writers of the age.

The historical institution, established by Alphonso the
‘Wise, still subsisted; for the Spanish government was
afraid to jncur the shame of allowing it to perish. Na-
tional historiographers or chroniclers were accordingly
appointed, and paid in the same manner as formerly; but
after the accession of Charles V. those chroniclers could
not venture to write with freedom, even in favour of the
court party. Charles V. thought it prudent to oblitc-
rate, as far as possible, the recollection of the powerful
opposition he had expericnced on his succession to the
Spanish crown. Ilis chronicler, Florian de Ocampo, was
a man of talent and shrewdness; and theseg qualifications
soon enabled him to perceive the necessity of evading, in
the best manner he could, the duty assigned to the old
Spanish chroniclers of writing the history of their own
age. Fortunately for him, there existed at that period no
ancient history or Spain; and this was a subject on wuich
he could enter without fear or constraint, while, at the
same time, it afforded scope for a singular display of

! As a useful moral book, this romance is, perhaps, worthy of being
trarfslated or newly molelled. Tasteless morality is, to be sure, no more
commendable in litewature than tasteful immorality; and any attempt to
revive the fashioa of moral allegories would deserve condemnation.
But'a work like the allegorical romance of Mexia might probably possess
more value than many of our modern tales for youth.
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erudition. Ocampo accordingly wrote his five books of a
General Chronicle of Spain. By the selection of this de-
ceiving title, the historiographer appeared to be fulfillling
the duties of his office; but the five books of his General

Chronicle contain nothing more than the history of ancient
Hispania from the deluge 1o the sccond Punic war.!  The
work is not badly written, though it presents nothing par-
ticularly attractive cither in the style or in the handling of’
the subject. Ocampo selected his materials chiefly from the
ancient authors, with whom he must have been intimately
acquainted; but as far as relates to historical art, he avoided
imitating Mis clgssical models, because, as he says, he was
afraid to substitute for trutlf « the rhetorical flourishes and
vanities which appear in other books of this present
time.”? Like some German historians, he seems to have
prided himself in his dulness.

Those truths which dared not be publicly told in the
reign of Charles V.. still remained secrets under the go-
vernment of Philip II.  But even the latter monarch did
not sutter the office of national chronicler to be discon-
tinued; and he nominated a particular historiographer for
the provinces of Castile, and another for those of Arragon.
Thé learned Ambrosio de Morales, who teok so lively an
interest in the advancement of the rhetorical art, was, as
has already been mentioned, appointed chronicler for the
Castilian provinces. But with all his talent and informa-
tion, Morales was not the man precisely calculated to oc-
cupy that situation, had he wished strictly to discharge its
duties. e had little taste for politics, and modern his-
tory was not the branch of literature in the cultivation of
which he was likely to find the employment best suited to
his talents. Ile therefore could do nothing which better
accorded with his own inclination, and dhe circumstances
in which he was placed, than to follow the footsteps of

! Los cinco libens primeros de la Coronicn General de Espaiia, que
recopilava ¢l Maestro Florian de Ocampo, &c. Alcala, 1578, in folio.
‘T'lis is the first, and perhaps the only edition v the work. -

2 Mi principal intencion, he suys, ha seido, comox_la verdad entera y
sencilla, sie que en ella aye engafio ni cosa que le rne—sin envolver
en ella las rhctoricas y vanidades, que por otros INyros deste nustro
liempo se ponen. /

]
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Ocampo, and to continue the ancient history of Spain from
the second Punic war to the establishment of Christianity.!
He vied with his predecessor in research and erudition;
while, at the same time, he devoted far more attention to
composition and style. In his preface, he states that he
availed himself of this opportunity of proving the dignity
and majesty of the Spanish language; and in that respect
he rose far superior to the usual chronicle style. In point
of elegance, however, he did not equal cardinal Bembo,
while he really had no more idea than that author of the
soul of the historical art, of which elegance is merely an
accessory.? Towards the close of his work, when he came
to the Christian ages, his zeal induced him to insert the
lives of the saints of Spanish origin; and certainly no
writer before his time cver gave to that Jescription of
biography so much elegance and historical dignity. In-
deed, the simplicity to which Morales was always taithful
is a remarkable feature in the works of an author who
was so ambitious of distinguishing himself by a fine style.

There appcared, however, at this time, another author,
who might have become, if not the Livy, at least the Ma-
chiavelli of Spain, had he been placed in more favourable
circumstances, and disposed to devote himself to the rhe-
torical cultivation of his talent for historical composition.
He was a native of Arragon, and his name was Geronymo
Zurita, Surita, or Yurita, for it is written in these different
ways. Philip IL appointed him historiographer of the
Arragonian provinces, an office he was well qualified to
fill. Like all educated Arragonese, he wrote Castilian
with as much facility as his mother tongue. As a poli-
tician, however, he entertained views respecting the prac-
tical application of history, which, though clear and well
founded, were not likely to be very acceptable to a desgotic
sovereign. Zurita undertook the tedious task of exploring
the old chronieles and records, to which he had access, in
order to produce a complete history of the kingdom of
Arragon, from the Moorish invasion to the reign of
Charles V., and he*was moreover desirous that his histo-

| This is the Joronica General de Espaiia por Don Ambrosio de

Monrales; A]cnld/de Ilenares, 1974, in folio.
2 See my Hisjory of Italien Luterature, vol. ii.
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rical labour should exhibit a faithful view of the rise and
formation of the mational constitution of Arragon. The
modern historians who may wish to investigate this parti-
cular point, should consult the pages of Zurita, for it will
be difficult for him to find a more instructive author.
Zurita gave to his historical work the title of Annals,!
which he conceived to be more appropriate than that of
Chronicle. But he felt the difficulty of the task he had
undertaken, when he attempted to develop the republican
principles of the Arragonian provinces, and at the same
time to do hgmage to the caprice of an absolute monarch.
e must necessarily have wriften this part of his work in
the total absence of inspiration, for the only practical con-
clusion he dra\y from his researches is the trite maxim,
“ that subjectsought to be content it peace aud tranquil-
lity prevail in the country in which they live;”* and it must
be confessed that for peace and tranquillity, in a certain
sense, Philip 1I., with the help of the duke of Alba and
the Inquisition, had sufliciently provided. Butinsorder to
judge how Zurita would have written, had he been per-
mitted to write freely, the grounds of the decision must
be collected only from detached passages of his work. Ilis
execution, indeed, is not so inviting as to excite a strong
desire for the perusal of the whole. He seems, during his
laborious researches, unconsciously to have imbibed the
formal style of the chroniclers, their constantly recurring
and not excepted; while he did not allow himself time to
separate the important from the unimportant, and, by a
judicious distribution of his materials, to compose a pleasing

Y dnales de la corona de Aragon Caragoga, 1616, six vols. small
folio. 'This work way not printed till after the death of Plulip 1J. The
two lasf volumes contuin the history of foreign affags in the 1eign of
Ferdinand and Tsabelln.

2 1Te says :—

Listn fue muy acatada entre todas gentes, porque siempie convino
tener presente lo passado, y considerar con quanta constancia se deve
fundar una perpetun paz y concordia civil, pues no se puede ofrecer
mayor peligro, que la mudanga de los estados ey la declivacion de lgs
tiempos. Teniendo cuenta con esto, siendo 0dos 10s sucesos tan in-
ciertos a todos, y sabiendo quan pequeiias ocasiones suzjen ser causn de
grandes mudaugas, el conocimicnto de las cosas passadas, nos enseiarg,
que tengamos por mas dichaso y bicnaventurado el estado presente : 'y
que estemos ~iempre con recelo del que esta por venir. )
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historical picture. In a literary contest which arose res-
pecting the merits and defects of these Annals of Arragon,
their value in a rhetorical point of view, was never taken
into consideration. . .

3. OunartoricaL Prose.— To other classes of prose
writing, the Spaniards at this time devoted little attention;
but two printed discourses by Perez de Oliva well deserve
to be more generally known. The one was delivered at
the request of a society of patriotic citizens of Cordova,
and it relates to the advantages to be derived from the
navigation of the Guadalquivir. In the first part of this
discourse, the learned orator certainly wanders far from
his subjeet, for he speaks of ' the Greeks and Romans, and
even of the Trojan war; but the second .part contains a
view of the business in question, which is Wigorously un-
tolded, full of sound sense, and divested of all affectation
and pedantry. The second discourse promises but little,
for it is merely described as an occasional and defensive
academir address; but it contains a very good explamation
of the literary duties of a professor of moral philosophy,
together with some particulars respecting the litcrary life
of the author, which are related in an excellent oratorical
style.!

4. Of the Er1sToLARY PRosE of this age but tew printed
specimens exist; and it may be presumed that the Spaniards
could not expericnce much pleasure in written correspond-
ence, after their cpistolary style had, like that of their
social conversation, become subject to the restraint of those
ceremonial forms with which the Italians and the Germans
were about the same time infected. With Whatever ease

1 The following observations, concerning the conduet of professors of
moral philosophy, may serve as u specimen of Pedro de Oliva’s elo-
quence :— "

Yo en contrario dello no dire de mi lustimas ningunas, porque no lo
acostimbro en tales casds. Pero si la cathedra de philosephia moral
supiesse hablar, que lastimas piensan vuestras mercedes que diria?
Flla por si dirin, que miren quan olvidada ha estado, y quan escureceda,
puchus vezes por passiones de los que la han proveydo, y que miren,
que agora lu demandan unos llorando, y otros no se en que confiando;
y que unos la quieren, para cumplir sus necessidades, y otros para cum-
Rlir las agenast no siendo aquesto lo que ella ha menester. Yorque
clla demanda t({)mbre, que en las adversidades no gima, ni en los casos
de justicia soltcite.

\
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ruessa merced (your grace or your worship), especially
when contracted-if conversation into usté, might glide, as
a mere form of eourtesy, through Spanish lips, its frequent
recurrence eould not fail to have a very embarrassing
offect in the periods of familiar letters. This formula,
which every man of education employed in addressing his
equals, exhibits a striking contrast to the higher ceremonial
style, which the king himself observed in corresponding
with his relatives. Among the Spanish epistolary docu-
ments of the sixteenth century therc has been preserved
a letter fromy Philip II. to his natural brother, Don John
of Austria. This letter appgars to be a kind of supple-
ment, written by the king himsclf to the commission by
which Don J Oyl was appointed high admiral of the Spanish
flects (capitaril general de le mar). The king, with old
Spanish “cordiality, calls Don John *brother” (4ermano),
without any other title; and when he addresses him in
the course of the letter, he uses the pronoun yow, after the
old fashion. In reminding his natural brother of his daties,
he recomniends to him integrity, as next in importance to
religion.!

There is also preserved a letter from the duke of Alba,
of odious celebrity, to Don John of Austria. It contains
military instructions expressed with precision and dignified
<implicity; but the style is encumbered by the rcpetition
of titles. DBoth letters are contained in a collection pub-
lished by the diligent Gregorio Mayans y Siscar.?

' Ay Philip 11. & but little known in the character of a letter writer,

1t nay not be improper to quote a passage which reflects honour on hnn
A4S Qe i—

La verdad, i cnmphimiento de lo que =e dice, i promete, es ¢l funda-
wento del eredito, i estimacion de los hombres, i sobre que estriva, i se
{und:p el trato comun, i confianza. Fsto se reqnigre, i es mucho mas
necessario en los mui prineipales, i que tienen grandes, i publicos car-
wos; porque de su verdad, i cumplimiento_depende la Fé, i seguridad
pablier.  Encargoos mucho, que tengais en esto gran cuenta, i cnidado ;
1 <¢ entienda, i conozea en Vos en todas partes, i ocasiones, el credito,
oue pueden, i deven tener de lo que digeredes: que demas de Jo que
toca @ las cosns publicas, i de vaestro carge importa csto mucho
vuesho particalar honor i estimacion.

2 Thiy cullection is entitled : Cartas morales, militares, civiles y lite-
rurwas de varios autores Espafoles, recogidos, dc. por D. Greygrio
MHayans y Siwscar, 1734, in 8vo. Most of these letters are productions
of the seventeenth century, !

.

:'Q2
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SPANISH CRITICISM DURING THE PERIOD OF
THIS SECTION. *

It would searcely be worth while to say anything rela-
tive to Spanish criticism during the period this section
embraces, were it not that, among the books of instruction
on poetry and rhetoric then produced, there was one
which, besides being extraordinary for the age in which
it appeared, may be regarded as the first of its kind in
modern literature. It is entitled the Philosophy of the
Ancient Style of Poetry, wkich in Spanish is somewhat
fantastically expressed, FPhilosophia Antigua Doetica.
This work is the production of Alonzo Iigpez Pinciano,
physician to Charles V., who, it has been mentioned, was
likewise the author of an unsuccessful heroic poem.!
Though Pinciano possessed few qualifications for a poet,
he neverthcless conceived the idea of writing an Art of
Poetry, which should be something more than a mere
introduction to versification and instructions relative to
correct and figurative expression. Speculations on the
clements of poetry constituted the author’s chief occupa-
tion, when relieved from the duties of his profession.
Yinciano had so cargfully studied Aristotle’s Art of
YPoetry, and so attentively compared it with the other
writings of the same author, that of all the admirers of
that work, he was probably the first who discovered its
imperfection. e says, ¢« What is calleds Aristotle’s Art
of Poetry, cannot, if rightly understood, be regarded in
any other light than as a fragment; for Aristotle, in
various passages of his other works, refers to a second

art of this Art of Poetry, which is lost.”. Pinciano’s con-
j)ecturcs respecting the contents of the lost part, and its
connexion with the fragment now existing, have, it is
true, been contradicted by more modern critics; but the
Spanish critic was, nevertheless, the first to observe that

1 Sce page 186. This book, the title-page of which runs as follows :—
Philosophia  Antiguan Poctica, del Doctor Alonzo  Lopez Pinciano,
Mgdico Cesareo, dirigida al Conde Joannes Kevenhiler (Kheven-
hiller), &c.—also contnins a full detail of the titles of the count to
whom it is dedidated. It was printed at Madrid, 1596, in quurto.

\
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imperfection which had escaped the notice of all previous
commentators ogsAristotle. He remarks, that philologists
and commentatgrs have written very learned works;
which, however, are as imperfect as the text which they
clucidate. With the view of restoring poetry to its ancient
dignity, and establishing and developing its true spirit,
Lopez DPinciano commences with an Analysis of the
Wants of IIuman Nature. IHe treats minutely of the
senses, of the affections, the faculties of the soul, wisdom,
and the pleasures peculiar to cultivated minds, but
always with.rcference to the works of Aristotle, whom,
like other writers of that age, he merely designates by the
title of the philosopher. Like Aristotle, he makes imita-
tion the essencegof poetry; but with a particular and more
precise dcﬂnit‘?on of what, in his opinion, constitutes
poetic imitation. IIe then enters upon reflections con-
cerning poetic language, and gives a detailed theory of the
several kinds of poetry. The present, however, is not
the proper place to present an explanation of thig theory.
Whenever Lopez Pinciano abandons Aristotle, his notions
respecting the different poetic styles are as confused as
those of his contemporaries; and only a few of his notions
and distinctions can be deemed of importance at the pre-
sent day. DBut his name is deserving of honourable
remembrance, for he was the first writer of modern times
who endeavoured to establish a philosophic art of poetry;
and with all his vencration for Aristotle, he was the first
scholar who ventured to think for himself, and to go
somewhat further than his master. Ile also evinced a
laudable perseverance in the exccution of his task. Pin-
ciano’s learned and ingenious work was not quite so
useful as it might have been, owing, in a great measure,
to its®artificial and formal manner of combosition, which,
however, the author considered singularly casy and
natural. This Art of Poetry is written in the form of
letters (a novelty at that age), and in these letters, conver~
sations are occasionally introduced.  The friend who
answers, invariably gives an abstract of the letter he hds
last received, as a proof that he understands its contents
and its object. Lopez Pinciano, however, canmot be re-
garded as a model in epistolary and conversational prose,
any more than in poetry.
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The authors of the other arts of poetry which appeared
about this time in the Spanish language, merely confined
themselves to the explamation of metrica! forms and the
cstablishment of subordinate principles. Among these
authors were Sanchez de Viena, Geronymo de Mondragon,
and Juan Diaz.! An Art of Poetry of the same descrip-
tion, in verse, by Juan de la Cueva, has already been
mentioned. From a philosophic treatise of this kind,
Spanish poetry could derive no advantage, unless its
origin had been totally different from that which it really
was. Theories, even the most popular, can coptribute only
in a very slight degree to the formation of whe poetic genius,
cither of nations or individuals.

Several works on the art of rhetoricg, in which the
principles of Aristotle were followed, appeared about
this time in Spain; but they produced nothing valuable
with respect to theory, and exercised no remarkable influ-
ence on the improvement of Spanish prose.

SECOND SECTION.

HISTORY OF SPANISH LITERATURE, FROM THE AGE OF
CERVANTES AND LOPE DE VEGA TO THE MIDDLE OF
THE SEVENTEENTH CENTURY.

Spanish literaturc had now assumed a"new character.
Classical poets wrote in the Castilian language; and ele-
gant prose was cultivated with equal facility and success
on the model of the ancients. No great advantage could
henceforth be .lerived from the imitation of the Ltalian
poets, for the genius of the Spanish nation had well nigh de-
cided how far and under what limitations Italian poetry
could be naturalized in Spain. But laurcls were yet to be
gathered on the new Parnassus; and the conflict between
the ancient and modern styles had, through the disputes
of the different parties, who sought to rule the Spanish

4 Velusquez and Dieze, p. 505, furnish bibliographic notices of the
works of these euthors. See also Blankenburg on the same subject.
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drama, at length arrived at a crisis. Under these circum-

stances, Cervaafes and Lope de Vega entered upon the
career which their predecessors had opened for them.

CERVANTES.

The life of this extraordinary man, whom for the space
of two centuries civilized Europe has admired above every
other Spanish writer, has been so frequently related, that
a brief abstract of his biography, derived from the most
authentic squrces, will be sufficient for the purpose of this
history.! . o

It is a singular fact, that the contemporaries of this
celebrated may], whom every town, not merely in Spain,
but throughout the world, would be proud to have pro-
duced, should have neglected to record his native place.
After long investigations and warm disputes, which call
to mind the contests of the seven Greek towns for the
honour of having given birth to Homer, it is,at length
agreed that, according to the most probable supposition,
Miguel de Cervantes Saavedra was born at Aleala de
Henares in the ycar 1547. His parents, who were not
rich, were merely cnabled to give him a moderate, but at
the same time a literary education.

They sent him to the schools of Madrid, where he
acquired some knowledge of classical lcarning. At
Madrid he had an opportunity of witnessing the dramas
which the ingenious Lope de Rueda represented on his
rudely constructed stage. Juan Lopez, the tutor of Cer-
vantes, was an indefatigable writer of poetry, particularly
of romances, and he sought every mecans of cherishing his
pupil’s taste for poetic composition. So.me verses by Cer-

' Cervantes spent that portion of his life during which his name 1~
particnlarly conspicuous among Spanish poets, so remote from literary
soctety, that at his death sufficient notices did not exist to form a com-
plete narrative of his life. The well-known biography by Mayuns y
Siscar, which was not written till the eighteenth century, deserved to be
valued only for want of a better. 1t is prefixed to many editiois of
Don Quivote.  The prejerence, however, must be given to the more re-
cent life of Cervantes, by Don Vicente de los Rios, which is prefixed to
the splendid edition of Don Quixote published at Madrid, 1789, in
royal guarto.
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vantes were introduced in a description of the funeral of a
Spanish princess, which Lopez publishéu<n 1569.

But young Cervantes, who had now attzined his twenty-
second year, seems to have had no certain. means of gain-
ing a subsistence. He wrote numerous romances and
sonnets; and it was probably about this period that he
composcd a pastoral romance, entitled Filena, which, if we
may give credit to his own testimony, was very gencrally
read.! It appears that he thought he could better his con-
dition by travelling; and he resolved to proceed to Italy.
Ilere commences the period of his adventures., In Rome,
cardinal Acquaviva for a short time became his patron
and protector. But, impelled either by necessity or choice,
he entered into the military profession. HA enlisted under
the bannersof his sovereign, to serve in the wars against the
Turks and the African corsairs, who at that time disturbed
the tranquillity of Spain and Italy. During the war he
proved himself to be wholly devoted to his new profession;
and being engaged in the great battle of Lepanto, in 1572,
he received a wound which deprived him of his left hand
together with a part of the arm. This honourable muti-
lation, to which he proudly alludes in his latter writings,
obliged him to rcturn to Spain. 'The ship, however, in
which he had embarked, was captured by an Algerine
corsair, and Cervantes was conveyed to Algiers and sold
for a slave. 1Ilis captivity, which lasted for nearly eight
years, must have been of the most romantic description, if
the fact be, as has frequently been conjectvred, that Cer-
vantes described his own adventures in the novel of the
Captive.2 He was at length ransomed, and in the year
1581 he returned to his native country.

The third period of the life of Cervantes was exclu-

L\

! Tn his Viage al Parnaso, chap. iv. he says :—
Yo he compuesto Romances infinitos
Y el de los Zelos es nquel que estimo
Entre otros, que los tengo par mal ditos.
-« * * " a * . *
Mi Filena . * * *
Resond por las selvas, &e.

2Yon Vicente de los Rios entertains so little doubt of the reality of
the romantic events recorded in the Captive, thut he has interwoven
them in his account of the life of Cervuntes,
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sively devotkd to literature. He had now attained his
thirty-second ,p@%r, and with a matured understanding,
joined to considerable practical knowledge of the world,
and an ardent passion for literature, he resolved to with-
draw from the busy scene of life. In his retirement he
wrote his second pastoral ro:nance, entitled Galatea, which
has so eclipsed Filena, that the latter is quite neglected
and forgotten. Ie shortly afterwards married, and it wonld
appear that he lived for some time on his wife’s dowry.
At lepgth he began to write for the stage; but the dramas
which he gomposed at this period of his life, though
amounting to alout thirty in, number, arc nearly all lost.!
About this time arose the rivalry between Cervantes and
Lope de Vega 'whose dramas were so much admired that
they bore away the palm of public favour. Mortified, as
it would appear, by the ill success of his dramatic etforts,
Cervantes laid aside his pen for a considerable period. It
is conjectured, that in the meanwhile he obtained a post
in Seville, the emoluments of which enabled him to sub-
sist. 1lc did not again appear in the literary world until
the death of Philip I in the ycar 1598.

It can scarcely be doubted, though no Spanish writer
has advanced the conjecture, that the death of Thilip IL
had a favourable influence on the genius of Cervantes.
After the accession of the indolent Philip ILL., every man
in Spain felt that he might then have more frecedom than
he had dared to take during the gloomy intolerance of the
preceding reign. The Spaniards now ventured to sport
with the chains which they had not the power to brcak,
and delicate satire was soon freely employed. Cervantes
quickly found a subject for ridicule, in a furious contest
which arose in Seville between the spiritual and municipal
authorities, concerning the funeral obse'quies of the de-
ceased monarch. There is reason to believe that he com-
posed, about the same period, some of the instructive
novels (Novelas Exemplares) which he subsequently pub-
lished. What accident gave rise to the idea of his Don
Quixote is unknown; for his having, while travelling

! These dramas must not be confounded with the eight well-knawn
comedics which Cervantes subsequently wrote. Tlis tragedy of Nu-
mauntia, and his comedy of Life in Algiers, (7rato de Argel,) appear to
belong 1o the more ewly period.
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through the province of La Manchd, become engaged in
disputes with some of the inhabitants, amd, his being, on
that account, for a short time imprisoned, ean, at most, be
only supposed to have suggested the idea of making that
province the scene of the first part of his romance. Some
fortunate circumstance, which cannot now be traced, seems
to have impressed Cervantes, who was then in his fiftieth
year, with the consciousness of the true bent of his genius.
The commencement of Don Quixote was first published at
Madrid, in 1606; but the enthusiastic reception which
this original romance experienced from the Spanish publie,
produced very little changesin the author’s fortune; for
the folly which felt itsclf disturbed in its security, united
with envy in seeking to tracc in the work \llusions of an
offensive kind. Cervantes accordingly continued poor,
and had now to contend with exasperated enemies. Those
encmies imagined they had completely defeated him, when
an unknown writer, of their own party, under the name
of Avellaneda, published a continuation of Don Quixote,
full of invective against the original author. Precisely at
the period when this continuation appeared, Cervantes
published the sequel of his instructive novels, which he
dedicated to the count of Lemos. In that nobleman he
found a protector who mever withdrew his favour, and
who, as it appears, afforded him support in various ways.
Pecuniary neccessity scems, however, to have urged him,
as a last resource, to write for the stage.

The latest works of Cervantes were the genuine con-
tinuation and completion of Don Quixote, the Journey to
Parnassus, which was first published in 1614, and finally
the romance of -Persiles and Sigismunda, for which, a few
days previous tg his death, he wrote a dedication tp the
count of Lemos. From various passages in the prefaces
and introductions to these last works, it is obvious how
highly Cervantes prized that celebrity which, after many
abortive efforts, he had at lecngth obtained in his old age.
But even where his vanity is not disguised, it is easy, from
the candid tone in which he speaks of himself, to recognise
the man of firm and upright spirit, the declared enemy of
evbry sort of affectation, and the honest and liberal judge
of himself and of others. He died in poverty, though not
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in extremg\ at Madrid, in 1616, in the sixty-ninth
year of his fige. He was buried privately, without any
kind of distinction, and not even a common tombstone
marks the spot where the ashes of Cervantes repose.

Were we to arrange the works of Cervantes according
to their merits, the first place must be assigned to Don
Quixote, which is moreover entitled to the supremacy, in-
asmuch as it is single in its kind.

To enter into a description of the contents of this uni-
versally known masterpiece, or to give a circumstantial
analysis of its plan, would be equally superfluous. A few
words, however, on the Tappy and original idea which
forms the fowndation of the whole work, may here be in-
troduced. It has often been said, though the opinion has,
perhaps, not been fully weighed, nor even cxpressed with
sufficient precision, that the venerable knight of La Mancha
is the immortal representative of all men of exalted ima-
gination, who carry the noblest cnthusiasm to a piteh of
folly; because, with understandings in other respects sound,
they are unable to resist the fascinating power of a self-
deception, by which they are induced to regard themsclves
as beings of a superior order. None but an experienced
observer of mankind, endowed with profound judgment,
and a genius to whose penetrating glance one of the most
interesting recesses of the human heart had been newly
discloscd, could have seized the idea of such a romance
with energetic precision. None but a poet and & man of
wit could have thrown so much poctic interest into the exe-
cution of that idea; and none but an author who had at
his disposal all the richness and variety of one of the finest
languages in the world, could have diffused over such a
work that classical perfection of expression which gives
the stamp of cxcellence to the whole. The originality of
the idea of Don Quixote is not only historically demon-
strated by no romance of a similar kind having previously
existed—for pictures of ingenious roguery, in the style of
Lazarillo de Tormes, belong to a totally different species
of comic romance—but it is also psychologically certain,
that a creative fancy, which was only capable of continuing
to invent wherc another had stopped, could not, with the
boldness of Cervantes, have combined traits, apparently
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heterogeneous, in order thereby to exhaust te€the utmost
the idea by which he was inspired. Tho¥: wio are ac-
quainted with Don Quixote only through the medium of
the common translations, will not certainly be inclined to
regard it as a work of inspiration, in the highest sense of
the word. But it is impossible to form a more mistaken
notion of this work, than to consider it merely as a satire,
intcnded by the author to ridicule the absurd passion for
reading old romances of chivalry. Doubtless this is one
of the objects which Cervantes had in view; for among
the romances which the Spanish public indefatigably
perused, few were tolerable, amd only one or two possessed
first-rate merit. We must not, however, attribute to him
the absurd conceit of wishing to prove the prejudicial in-
fluence which the reading of bad romances produced on
the taste of the Spanish nation, by exhibiting the indi-
vidual folly of an enthusiast, who would have been just as
likely to have lost his senses hy the study of Plato or
Aristotle, as by the reading of romances of chivalry. The
merit and the richness of the idea of a man of elevated
character, excited Ly heroic and enthusiastic feelings to
the extravagant degree of wishing to restore the age of
chivalry, must be regarded as the seed of inspiration
whence the whole work originated.  As a poet, Cervantes
was aware of the resources which this idea furnished; and
he must also have been satisfied with his power to pro-
secute it, as he has proved in the execution what he was
capable of accomplishing. In the inventionof a series of
comic situations of the most burlesque kind, e found full
scope for the exercise of his fancy. The painting of these
situations atforded opportunities for the free and energetic
development of his poetic talent. Finally, he knew how
to combine the knowledge of human nature he had acquired
during a life of fifty ycars, with the most dclicate satire,
80 as to render his comic romance also a book of moral in-
struction, to which no parallel existed. These brief re-
marks on the idea forming the foundation of the romance
of Don Quixote, must be allowed to supply the place of a
detailed analysis of the manner in which that celebrated
work is composed. Other critics have sufficiently proved
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position is by no means faultless, In the
second part, Cervantes has himself pointed
out some i ¥rtencies which produce incongruities in the
history, But he«disdained to correct them, because he con-
ceived that they had been too severely condemned.

The character of the execution of this comic romance
is no less original than the invention. Character in the
strictest sense of the term is here meant. The superficial
sketches of a sportive fancy, for which the Spaniards in
the age of Cervantes entertained so high a predilection,
had not sufficient interest for him. IIe felt a passion
for the vivid painting of character, as all hLis successtul
works prove. *Under theegnfluence of this feeling, he
drew the natujal and striking portrait of his heroic Don
Quixote, so truly noble-minded, and so enthusiastic an
admirer of everything good and great, yet having all those
finc qualities accidentally blended with a relative kind of
madness; and he likewise portrayed, with no less fidelity,
the opposite character of Sancho Panza, a compound of
grossness and simplicity, whose low sclfishness deads him
to place blind confidence in all the extravagant hopes and
promises of his master. The subordinate characters of the
great picture exhibit equal truth and decision: but the
characteristic tone of the whole is still more remarkable.
A translator cannot commit a more serious injury to Don
Quixote, than to dress that work in a light, anecdotical
style. A style perfectly unostentatious and free from
aftectation, hut at the same time solemn, and penctrated,
as it were, with the character of the hero, diffuses over this
comic romance an imposing air, which, were it not so ap-
propriate, would seem to Dbelong exclusively to scrious
works, and which i~ certainly diflicult to be seized in a
tranglation. But it is precisely this solemnity of language
which imparts a characteristic relief to the comic scenes.
It is the genuine style of the old romancesof chivalry, im-
proved and applied in a totally original way; and only
where the dialogue style occurs is each person found to
speak, as he might be expected to do, and in his own pe-
culiar manner. But wherever Don Quixote himself ha-
rangues, the language re-assumes the venerable tone .ot'
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the romance style;' and various uncommon expressions of
which the hero avails himself, serve to complste the delu-
sion of his covetous squire, to whom they ate ory half in-
telligible.2 This characteristic tone diffuses over the whole
a poetic colouring, which distinguishes Don Quixote from
all comic romances in the ordinary style; and that poetic
colouring is moreover heightened by the judicious choice
of episodes. The essential connexion of these episodes
with the whole has sometimes escaped the observation of
critics, who have regarded as merely parenthetical, those
parts in which Cervantes has most decidedly manifested
the poetic spirit of his work. The novel of &! Curioso
Impertinente cannot indeed b>’ranked among the number
of these essential episodes; but the charming story of the
shepherdess Marcella, the history of Dorothea, and the
history of the rich Camacho and the poor Basilio, are un-
questionably connected with the interest of the whole.
These serious romantic parts, which are not, it is true, es-
sential to the narrative connexion, but strictly belong to
the characteristic dignity of the whole picture, also prove
how far Cervantes was from the idea usually attributed to
him of writing a book mercly to excite laughter. The pas-
sages which common readers feel inclined to pass over,
are, in general, precisely those in which Cervantesis most
decidedly a poet, and for which he has manifested an evident
predilection. On such occasions, le also introduces among
his prose, episodical verses, for the most part excellent in
their kind, and no translator can omit them without doing
violence to the spirit of the original. ‘

‘Were it not for the happy art with which Cervantes has
contrived to preserve an intermediate tone between pure
poetry and prose, Don Quixote would not deserve to be
cited as the first classic model of the modern romanc= or

! For example, when Don Quixote speaks of the achievements of the
old knights, he always uses the antiquated expression:—Las fuzaftas
que han fecho, instead of hazaitas que han hecho.

2 In the original Spanish, the term insula is uniformly employed in-
stead of the common word isla. Sancho probably understood what an
isle siguified; but an insule was a word which conveyed to his mind
the idea of something magical and extraordinary. He accordingly takes
a great pleasure in emphatically repeating it.
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novel. It §, however, fully entitled to that distinetion.
Cervantes e first writer who formed the genuine
romance #f modern times on the model of the original
chivalrous romance, that equivoeal creation of the genius
and the barbarous taste of the middle ages. The result
has proved that modern taste, however readlly it may in
other respects conform to the rules of the antique, never-
theless requires, in the narration of fictitious events, a cer-
tain union of poetry with prose, which was unknown to the
Greeks and Romans in their best literary ages. It was
only necessary to seize on the right tone, but that was a
point of delicacy which the inventors of romances of chi-
valry were not able to comjfrehend. Diego de Mendoza,
in his Lazarille de Tormes, departed too far from poetry.
Cervantes, in his Don Quixote, restored to the poetic art
the place it was entitled to hold in this; class of writing:
and he must not be blamed if cultivated nations have sub-
sequently mistaken the true spirit of his work, because
their own novelists had led them to regard common prose
as the style peculiarly suited to romance composition. Don
Quixote is, moreover, the undoubted prototype of the
comic novel. The humorous situations, are, it is true, al-
most all burlesque, which was certainly not necessary, but
the satire is frequently so delicate, that it escapes rather
than obtrudes on unpractised attention; as for example, in
the wholc picture of the administration of Sancho Panza
in his imaginary island. The language, even in the de-
scription of the most burlesque situations, never degene-
rates into vulganty, it is on the contrary, throughout the
whole work, so noble, correct, and highly polished, that it
would not disgrace even an ancient classic of the first
rank.! 'This explanation of a part of the merits of a work,
L4 )
! As one specimen out of many, it will be sufficient to quote the
speech of the shepherdess Marcella. It is in the true prose style of
Cicero, and it is altogether a composition which Las seldom been equalled
in any modern language :—

Hizowme el Cielo, segun vosotros dezis, hermosa, y de tal maners, que
sin ser poderosos & otra cosa, & que me rmeys os mueve mi hermosura.
Y por al amor que me mostriys, dezis, y aun quereys que esté yo obli-
gada a amaros. Yo conozco con el natural entendimiento, que Dios

me hu dado, que todo lo hermoso es amable, mas no alcango, que por
razon de ser amado, esté obligado lo que s amado por hermoso, & amar
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which has been so often wrongly jutiged, may ferbaps seem
belong rather to the eulogist than the calw “*d impartial
historian. Let those who may be inclined to%rm this
opinion sfudy Don Quixote in the original language, and
study it rightly, for it is not a book to be judged by & su-
perficial perusal. But care must be taken lest the inter-
vention of many subordinate traits, which were intended to
have only a transient national interest, should produce an
error in the estimate of the whole.

It would be scarcely possible to arrange the other works
of Cervantes according to a critical judgment of their im-
portance; for the merits of some consist in thé admirable
finish of the whole, while dihers exhibit the impress of
genius in the invention, or some other individual feature.
A distinguished place must, however, be assigned to the
Novelas Exemplares (Moral or Instructive Tales). They
are unequal in merit as well as in character. Cervantes
doubtless intended that they should be to the Spaniards
nearly what the novels of Boccacio were to the Italians:
some are mere anecdotes, some are romances in miniature;
some are serious, some comic, and all are written in a
light, smooth, conversational style. With regard to the
practical knowledge which these novels are intended to
convey to the reader, Cervantes Bas effected more than
Boceacio; and at all events he extended the literature of
his country by their publication, for no similar composi-
tions had previously existed in the Spanish language. In
the Novelas Exemplares Cervantes has again proved him-
self the experienced judge of mankind, and has given, with
admirable success, truly genuine and judicious representa-
tions of nature, in the various situations of real life. The

a quien le ama. Y mus que podrig acontecer, que el amador de lo “ner-
moso fuesse feo; y siendo lo feo digno de ser aborrecido, cie muy mal
el dezir: Quid: por hermosa, hasme de amar, aunque sea feo, Pero
puesto caso qtfe torran igualmente las hermosuras, no por esso han de
correr iguales los desseos ; que no todas las hermosiiras enamoran, que
algunas alegran la vists, y no riuden la voluntad: que si todas lus
hellezas enamorassén, y rindiessén: seria nn andar las voluntades con-
fusas, y descaminades, 8in saber en qual avian de parar; porgue siendo
infinitos los Sujetos hermosos, infinitos avian de ser los desstos: y
segtn yo he oydo dezir, el verdadero Amor no se divide, y ha de ser
voluntario, y no forgoso.
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reader must paturally feel inclined to pardon the want of
plan whim\-.&ﬂﬂﬂe collection of novels occasionally ex-
hibits, whén he finds that the author, through the medium
of his characters, relates and describes all that he had him-
self seen and experienced under similar circumstances,
particularly during his abode in Italy and Africa. The
history of the Licenciado Vidriera, which is the fifth
in the collection, is totally destitute of plan, and is re-
lated in simple prose like a common anecdote. But the
novel of La Gitanilla, (the Gipsey Girl)! is ingeniously
conceived and poetically coloured; and the same may be
said of somé others. The sgory of Rinconete y Cortadilla,
or Lurker and Cutter, as the names with reference to
their etymology may be translated,? is a comic romance in
miniature.

Galatea, the pastoral romance which Cervantes wrote
in his youth, is a happy imitation of the Diana of Monte-
mayor, but exhibiting a still closer resemblance to Gil
Polo’s continuation of that poem.? Next to Done Quixote
and the Novelas Exemplares, this pastoral romance is
particularly worthy of attention, as it manifests in a
striking way the poetic direction in which the genius of
Cervantes moved even at an early period of life, and
from which he never entirely departed in his subsequent
writings. As, however, the Galatea possesses but little
originality, it constantly excites the recollection of its
models, and particularly of the Diana of Gil Polo. Of
the invention of the fable, likewise, but little can be said,
for though the story is continued through six books, it is
still incomplete. In composing this pastoral romance,
Cervantes seems to have had no other object than to
clothe in the popular garb of a tale, a rich collection of
poems in the old Spanish and Italian Btyles, which he

! On this novel is founded the libretto of Weber's beautiful opera of
¢ I'reciosa.”—T.

2 From rincon, (a corner,) and cortar, (to shorten or cut.) Tbey we
merely two humorous names for pick-pockets. or purse-cutters. T
those who wish to become acquainted with the Novelas Exemplares,
1 would recommend the edition published at Madeid in 1783, by Antonio

Sancha, which, as far es I know, is the latest. »
3 A new and elegant edition of the Galatea was printed at Madrid in
1784, by Antonio Sancha. .
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could not have presented to the public yhder a more
agreeable form. The story is merelf &.c “.W which
holds the beautiful garland together; for the'poems are
the portion of the work most particularly deserving atten-
tion. They are as numerous as they are various: and
should the title of Cervantes to rank among the most
eminent poets, whether in reference to verse or to prose,
or should his originality in versified composition, be called
in question, an attentive perusal of the romance of Ga-
latea must banish every doubt on thesc points. It was
remarked by the contemporaries of Cervanteg that he was
incapable of writing poetry, and that he could compose
only beautiful prose; but that observation referred solely
to his dramatic works. Every critic sufficiently acquainted
with his lyrical compositions, has rendered justice to their
merit. From the romance of Galatea, it is obvious that
Cervantes composed in all the various kinds of syllabic
measure which were used in his time. He even occa-
sionally‘adopted the old dactylic stanza.! He appears to
have experienced some difficulty in the metrical form of
the sonnet, and his essays in that style are by no means
numerous;? but his poems in Italian octaves display thc
utmost facility; and among the number, the song of Cal-
liope, in the last book of the Galatea, is remarkable for

1 The following is a spécimen of Cervantes’ Versos de Arte Mayor :—
Salid de lo hondo pecho cuitado
Palabras sangrientas con muerte mezclgdas,
Y si los suspiros os tienen atadas,
Abrid y romped el siniestro costado:
El aire os empide que esté yu inflamado
Del fiero veneno de vuestros acentos,
Salid, y si quiera os lleven los vientos,
Que tédo mi bien tambien han llevado. .
? The subjoiped extract will show that Cervantes endeavoured to
combine in his sonnets the old Spanish style with that of Petrarch :—

Ligeras horas del ligero tiempo
Para mi perezosas y cansadas,
Si no estais en mi dafio conjuradas,
Parezoaos ya que es de acabarme tiempo.

8i agora me acabais, hareislo 4 tiempo
Que estan mis desventuras mas colmadas,
Mirad que menguaran si sois pesadas,
Que el mal se acaba, si da tiempo al tiempo.
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graceful casd of versification.! In the same manner
as (il PolotWis Diana makes the river Turia pronounce
the praiscd of the celebrated Valencians, the poetic fancy
of Cervantes summoned the muse Calliope before the
shepherds and shepherdesses, to render solemn homage to
those contemporarics whom he esteemed worthy of distine-
tion as pocts. But the critic can scarcely venture to
place rcliance on praises dealt out with such profusc
liberality. 'I'he most beautiful poems in the Galatea are
a few in the cancion style, some of which are in iambics,?

b osapido que venggis dulces sabrosas,
Pmes no hallarers camind, senda, o paso
De redycerme al ser que ya he perdido.

Noras & qualquier otro venturosas,
Aquella duice del mortal traspaso,

Aquelln de mi muerte solw os pido.

1 It comunences with the following <onorous stanzas :—
Al dulee son de mi templada hra
Piestad, pustores, el oido atento.
Oireis como en mi voz y en él respira
De mis hermanas el sagrado aliento:
Yeireis como os suspende y os admira,
Y colma vuestras almas de contento,
Quando os dé relucion aqui en el suelo
De los ingenios que ya son del cielo.
Pienso cantar de aquellos solamente
Aquien la parea el hilo aun uo ha cortado.
De aquellos que son dignos justamente
De en tal Tugar tenerle seiialudo :
Donde & pesar del tiempo diligente,
Por el Mudable oficio ncostumbrado
Y uestio vivan mul siglos sus 1enombres,
Sus claas obras, sus finosos nombres.
Z Jor exauple ;—
O alma venturosa,
Que del humano velo
Libie al alta region viva volaste,
Dexando en tenebrosa ‘
Carcel de desconsuelo
Mi vida, aunque contigo la llevaste!?
Sin ti, escura dexaste
Ta luz clua del dia,
Por tierra derribada
La espeianza fundada
Fn al mus fisme asiento de alegria:
Fn fin con tu partida
Quedo vivo el dolor, muerta la vida.

R 2
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and some in trochaic or old Spanish Xgrsej Cervantes
has here and there indulged in those antiqda®l and fan-
tastic plays of wit, which at a subsequent peri®d he him-
self ridiculed.? 'The prose of the Galatea, which is in
other respects so beautiful, is also occasionally overloaded
with epithet.?

Cervantes displays a totally different kind of poetic talent
in the Viage al Parnaso (Journey to Parnassus), a work
which cannot properly be ranked in any particular class of
literary composition, but which, next to Don Quixote, is
the most exquisite production of its extraordinary author.
The chief object of the poem is to satiri%e the false pre-
tenders to the honours of the Spanish Parnassus, who
lived in the age of the writer. But this satire is of a pe-
culiar character: it is a most happy effusion of sportive
humour, and yet it remains a matter of doubt whether
Cervantes intended to praise or to ridicule the individuals
whom he points out as being particularly worthy of the
favour of Apollo. He himself says—¢ Those whose names
do not appear in this list may be just as well pleased as
those who are mentioned in it.” To characterize true
poetry according to his own poetic feelings, to manifest in
a decided way his enthusiasm for the art even in his old
age, and to hold up a mirror for the conviction of those
who were only capable of making rhymes and inventing

1 Agora que calla el viento,

Y el soseogar esta en calma,
No se calle mi tormento,
Salgn con 1 voz el ulma
Para mayor sentimiento ;
Que para contar mis mules,
Mostrando en parte que son

a Por fuerza, han de dar sefinles
K1 ala, y el corazon
De vivas ansias mortales.

? Tor example :—
Con tantas firmas afirmas
Ji1 amor que esta en tu pecho, &c.
Aud these antiquated expressions are sometimes combined with fantas-
tical idens.
3 For example :—Mastines fieles, gunidadores de lns simples ovejuelas,
que debaxo de su amparo estun seguras de los carniceros dientes de los
hambrientos lobos.
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extravagances, seem to have been the objects which Cer-
vantes had,principally in view when he composed this
satirical poem. , Concealed satire, open jesting, and ardent
enthusiasin for the beautiful, are the boldly combined ele-
ments of this noble work. It is divided into eight chap-
ters, and the versification is in tercets. The composition
is half comic and half serious. After many humorous in-
cidents, Mcrcury appears to Cervantes, who is represented
as travelling to Parnassus in the most miscrable condition;
and the god salutes him with the title of the “ Adam of
pocts.”  Mercury, after addressing to him many flattering
compliments, conducts him $o a ship entirely built of dif-
ferent kinds of verse, and wllich is intended to convey a
cargo of Spanish poets to the kingdom of Apollo. The
description of the ship is an admirable comic allegory.?
Mercury shows him a list of the poets with whom Apollo
wishes to become acquainted; and this list, owing to the
problematic nature of its halt’ ironical and half serious
praises, has proved a stumbling block to commentators.
In the midst of the reading, Cervantes suddenly drops the
list. The poets are now described as crowding on board
the ship in numbers as countless as drops of rain in a
shower, or grains of sand on the sea coast; and such a

1 Mercury thus accosts him :—

O Adan de poetas, o Cervantes!
Que alforjas y que trage es este, o amigo ?

2 De la quilla & La gavia, O estraiia cosa !
"Boda de versos era fubricada,
Sin que se entremetiesa algnna prosa,
Las ballesteras eran de ensalada
De glosas, todas hechas & lnbodn
De 1n que se llamo Malmaridada.
Lra In chusma de romances toda,
Gente atrevida, empero necesarin, ®
Pues a todas ucciones se ncomoda. -
La popa de materin extraordinarie;
Bostarda, y de legitimos sonetos,
De labor peregrina en todo y varia.
Eran dos valentisimos tercctos .
Los espaldares de la izquierda y diestra,
Para dar boga larga muy perfetos.
Hecha ser la crugin se me muestra
De una luenga y tristisima elegia,
Que no en cantur, sino en llorar es diestra.
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tumult ensues, that, to save the ship from sinking by their
pressure, the sirens raise a furious storm. ‘Rje flights of
imagination become more wild as the story advaaces. The
storm subsides, and is succceded by a shower of poets,
that is to say, poets fall from the clouds. One of the first
who descends on the ship is Lope de Vega, on whom Cer-
vantes seizes this opportunity of pronouncing an emphatic
culogium. 'The remainder of the poem, a complete ana-
lysis of which would occupy too much space, proceeds in
the same spirit.  One of the most beautitul picces of verse
ever written by Cervantes, is his description of the goddess
Poesy, whom he sees in all hey glory in the kingdom of
Apollo.! To this fine picture the portrait of the goddess
Vain-Glory, who afterwards appears to the author in a
dream, forms an excellent companion.?  Among the pas-

U A portion of this masterly description may be quoted here . —
Bien asi semcjaba, que se ofrece
Entre liquidas perlws y entie rosas
Lu aurorn que decpunta y amancee.
La iica vestdura, lns preciosas
Joyyus que ln adornaban, competinn
Con Ins que suelen ser marabillosas.
Las ninfus que al querer suyo asistian
En el gallardo biio y bello aspeeto,
Las artes hiberales parecian.
Todas con amoroso y tierno afecto,
Con lus ciencins mas cluras y escogidas,
Le guardaban santisimo respeto.
Mostraban que en servirla eran servidas,
Y que por su ocasion de todas gentls
Fin mas veneracion eran tenidas,
su influjo y su reflujo las corrientes
Del mar y sn profundo le mostraban,
Y el ser padre de 1ios y de fuentes.
Las yerbas su virtud la presentaban, ,
Los arboles sus frutos y sus flores,
L. piedras el valor que en si encerraban.
2 The following is a passage from the description of I"anagloria :—
En un trono del suelo levantado,
(Do el arte a In materia se adelanta
Puesto que de oro y de marfil labrado)
Una doncella vi desde la planta
Del pie hastu la cabeza asi adornada,
¢ Que el verla admirg, y el oirla enanta.
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sages which for burlesque humour vie with Don Quixote
is the description ®f a second storm, in which Neptune
vainly endcavouys to plunge the poetasters to the bottom
of the deep. Venus prevents them from sinking, by
changing them into gourds and leather flask~.! At length
a formal battle is fought between the real poets and some
of the poetasters. The puem is throughout interspersed
with singularly witty and beautiful ideuas; aud only a very
few passages can be charged with feeblencss or languor.
It has never been equalled, far less surpassed by any
similar work, and it had no prototype. The language is
classical throughout; and it,is only to be regretted that
Cervantes has added to thé poem a comic supplement
in prose, in which he indulges a little too frecly in self-
praise.

The dramatic compositions ot (‘ervantes, were they all
extant, would be the most voluminous, though certainly
not the best portion of his works. Possibly those which
are now lost may yet be recovered; for a fortunate acci-
dent brought to light two dramas which had remained
concealed in manuscript till near the end of the eighteenth

Estuba en ¢1 con magestad sentuda,
Giganta al parecer en la estatura,
Pero aunque grande, bien proporcionada.
Parecin mayor sn hermosura
Mirada desde lejos, y no tanto
81 de cerca se ve su compostura, &e.

U Turbose en esto el lignido elemento,
De nucevo rendvose la tormenta,
Sopld mas vivo y mas apriesa el viento.
La hambrienta mesnada, y no sedienta,
Se nnde al nracan reeien venido,
Y por mus no penur muere conterfa.
O raro caso y por jumas oido,
Ni visto ! & nuevas y admirabls udms= ~
De la gran reina obedecida eft Guido!
Iin un instante el mar de calabazax
Se vié quajado, algunus tan potentes,
Que pasaban de dos, y aun de tres brazas.
Tambien linchados odres y valientes,
Sin deshacer del mar la blanca espuma,
Nadaban de il talles diferentes, &c.
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century.! Cervantes includes some of his dramas among
those productions with which he was hinfself most satisfied ;
and he seems to have regarded them with the greater self-
complacency in proportion as they experienced the neglect
of the public.2 This conduct has sometimes been attri-
buted to a spirit of contradiction, and sometimes to vanity.
The editor of the ecight plays (chiefly heroic) and eight
interludes, which were the last dramatic productions of
the author, has adopted the absurd notion that Cervantes,
in writing these pieces, intended to parody and ridicule
the style of Lope de Vega;® which is merely saying that
he attacked the whole literary ;public of Spain in the most
discourteous way. No traces of parody appear in any of
those dramas. They are, however, with the exception of
a few successful seenes, so dull and tedious, that one might
be inclined to regard them as counterfeit productions by
another author, were it not that their authenticity seems
to be sufficiently proved. The little interludes alone ex-
hibit burlesque humour and dramatic spirit. That the
penetrating and profound Cervantes should have so mis-
taken the limits of his dramatic talent, would not be suffi-
ciently accounted for, had he not unquestionably proved
by his tragedy of Numantia how pardonable was the self-
deception of which he could not divest himself. Cervantes
was entitled to consider himself endowed with a genius
for dramatic poetry; but he could not preserve his inde-
pendence in the conflict he had to maintain with the con-
ditions required by the Spanish public in dramatic com-

! These two dranas, the tragedy of Numanein and the comedy of 11
Trato de Argel, were first printed in an appendix to the new edition of
the T7iage al Parnaso, published at Madrid by Don Autonio Sancha, in
the year 1784, ,

2 In the supplement to the Viage al Parnaso, Cervantes particularly
mentions Lo nime dgymas in terms of the most decided self-satisfuction.
“1f they were 1ot my 6w n, (he says,) 1 should declare that they merit
all the praise they have obinined.” Ie alludes with particular compla-
cency to his comedy, entitled, La Confusa, which he styles a good one
amony the best, But La Confusa, as well as the others which (‘ervan-
tes praises, is Jost. Among the eight which are known, La Gran Sal-
tonu seems to be that which Cervantes mentions under the title ot La
Gran Turquesca.

See the first preface to the Comedias y Entremeses de Miguel de
Cervantes, published by Blas Nasarre, Madrid, 1749, 2 vols. 4to.
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position; and when he sacrificed his independence, and
submitted to ruleg imposed by others, his invention and
language were yeduced to the level of a poet of inferior
talent.  The intrigues, adventures, and surprises which
in that age characterized the Spanish drama, were ill suited
to the genius of Cervantes. His natural style was too
profound and precise to be reconciled to fantastical ideas,
expiessed in irregular verse. But he was Spaniard enough
to be gratified with dramas which, as a poet, he could
not imitate; and he imagined himself capable of imitating
them, becayse he would have shone in another species of
dramatic composition, had ghe public tastec accommodated
itself to his genius. ¢

With all its imperfections and faults, Cervantes’ tragedy
of Numantia is a noble production, and, like Don Quixote,
it is unparalleled in the class of literature to which it belongs.
Tt proves that under different circumstances the author of
Don Quixote might have been the Atschylus of Spain.
The conception is in the style of the boldest pathos, and
the exccution, at least taken as a whole, is vigorous and
dignified. The ancient Roman History from which Cer-
vantes selected the story of the destruction of Numantia,
afforded but few positive facts of which he could avail
himself. ITe theretorc invented along with the subject of
his piecc a peculiar style of tragic composition, in doing
which he did not pay much regard to the theory of Aris-
totle. Ilis object was to produce a piece full of tragic
situations, corgbined with the charm of the marvellous.
The tragedy is written in conformity with no rules save
those which the author prescribed to himself; for he felt
no inclination to imitate the Greek forms. 'The play is
divided into four acts, (jornadas,) and no chorus is intro-
ducéd. The dialogue is sometimes in tbreets, and some-
times in redondillas, and for the most part-iu” octaves,
without any regard to rule. The djcilon does not main-
tain equal dignity throughout; but' it is in no instance
affccted or bombastic. Cervante: has evinced admirable
skill in gradually leightening the tragic interest to the
close of the piece. The commencement is, however, some-
what cold and tedious. Scipio appears with his gencrals
in the Roman camp before Numantia. In a speech which
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might have been improved by abridgment, he reprimands
his troops, whose spirit has begun to-be superseded by
effeminacy. The soldiers are re-inspired with courage.
Numantian ambassadors enter with proposals for peace,
which are rejected. It is here that the tragedy properly
begins. Spain appears as an allegorical character, and
she summons the river Duero, or Durius, on whose banks
Numantia stands. The old river god appears, attended by
a retinue of the deities of the smaller rivers of the sur-
rounding country. These ideal characters consult the
book of fate, and discover that Numantia cannot be saved.
‘Whatever may be said against ghe bold idea of endeavour-
ing to augment the tragic pathos by means of allegorical
characters, it must be acknowledged that in this case the
result of the experiment is not altogether unsuccessful, and
Cervantes justly prides himself in the novelty of the idea.
The scene is now transferred to Numantia. The senate
is assembled to deliberate on the affairs of the city, and
among thg members the character of Theagences shines
with conspicuous lustre. Bold resolutions arc adopted by
the senate. The transition into light redondillas, for the
purpose of interweaving with the serious business of the
fable, the loves of a young Numantian, named Morandro,
and his mistress, is certainly a fault in the composition of
the tragedy. But to this fault we are indebted for some
of the fincst scenes in the following act. A solemn sacri-
fice is prepared; but amidst the ccremony an evil spirit
appears, seizes the victim, and cxtinguishes the fire. The
confusion in the town increases. A dead man is resusci-
tated by magic, and the scene in which this incident occurs
has a most imposing effect.! All hope has now vanished.

1 The departed spirit which is conjured back to the dead 1mdy,‘ deli-
ve.- the tolts7ing terrific address :—

Cese la ﬁt‘"iu del rigor violento,

Tuyo, Ma quino, baste, triste, baste
La que yg¢ paso en la region escura,
Sin que tu crezcas mas mi desventura.
Engafiaste, si piensas que recibo
Contento de volver a esta penosa,
Misera y corta vida, que aora vivo,
Que yu me va faltando presurosa;
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After the return of a second unsuccessful embassy, the
Numantians, by the advice of Theagenes, resolve to burn
all their valuable property, then to put their wives and
children to death, and lastly, to throw themselves into the
flames, lest any of the inhabitants of the town should be-
come the slaves of the Romans. Scenes of the most heart-
rending domestic misery, and the noblest traits of patriotism,
then cnsue.! Ianjine rages in Numantia.? Morandro,
accompanied by one of his friends, ventures to enter the
Roman camp. Ile returns with a piece of bread smeared
with blood; and, presenting it to his famished mistress,
L]

Antes me causas gn dolor esquivo,
Pues otra ves la muerte rigurosa
Triunfara de mi vida y de mi alma,

Mi enemigo tendia doblada palma; &e.

' Oue of the Numantinn vomen, for example, addiesses the following
speech to the senators :—

Bastw que e hambre in<ana
Os acabe con dolor,

Sin esperar ¢l vigor

De la asperesa Romana.
Decildes que o~ engendraron
Libres, ¥ hibres nacistes,

Y que \uestras madres tiistes
Tambien libres os criuron.
Decildes que pues lu suerte
Nuestra va tan de eaida,

Que como os dieron la vida,

Ansi mismo os den la muerte,
) muros desta cindad,

S poders hablad, decid,

Y il veces repetid :

Numantinos, hibertad !

2 A pother enters with her two starving cluldren.  She carries one at
the breast, and the other, whom she leads by the.lnmd, thus addresses
bier . —

Hyo.  Madre, por ventura habria
«Qui‘n nos diese pan por esto ?
Madre. Pan, hijo, ni aun otra cosa *
Que semeje de comer! \
fliyo Pues tengo de parecer
De dara Lambre rabiosa ?
Con poco pan que me deis,
Madre, no os pediré mnas.
Madre. Hijo, qué penas me das !
Hyo.  Pucs qué, mudre, no quereis ? &«
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falls at her feet mortally wounded.! The action proceeds
with unabated interest-to the end. An allegorical character
of Fame enters at the close of the piece, and announces
the future glory of Spain.

Allegorical characters, for instance, Necessity and Op-
portunity, likewise appear in Cervantes’ comedy, Ikl
Trato de Argel, (Life in Algiers, or Manners in Algiers.)
But their introduction amidst scenes of common life in-
Jjures the story, which is besides by ne means ingenious,
and imparts a cold and whimsical character to the picce.
This comedy, however, which is divided into five acts, is
not destitute of interest and spjrit. .

The romance of Persiles and Sigismunda, which Cer-
vantes finished shortly before his death, must be regarded
as an interesting appendix to his other works.2 The
language and the whole composition of the story exhibit
the purest simplicity, combined with singulur precision and
polish. The idea of this romance was not new, and scarcely
descrved to be reproduced in a new manner. But it appears
that Cervantes, at the close of his glorious career, took a
fancy to imitate Heliodorus. Ile has maintained the in-
terest of the situations, but the whole work is merely a
romantic description of travels, rich enough in fearful
adventures, both by sea and land, Real and fabulous geo-
graphy and history are mixed together in an absurd and
monstrous manner; and the second half of the romance,

v Worandro. Ves aqui, Lira, cumplida
Mi palubra y mis portias
De que ta no moririas
Mientras yo tuviese vida,
Y aun podré mejor decir
Que presto vendias 4 ver
Que a ti sobrard el comer,

" Y 1 mi fultard el vivir.
Lira™ = Qué dices, Morandro amado °
Morandro. Liray qge acortes la hambre,

Tintretghato que ln estambre
De mi pida corta el hado.
. Pero mi sangre vertida
Y con este pan mezclada,
T'e ha de dar, mi dulee amada,
¢ ‘Triste y amarga comida.

Tt »

2 A new and elegant edition of the 7 rabajos de Persiles y Sigismunda,
wus published at Madrid in 1781, by Don Antonio dc¢ Sancha, in 2 vols,
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in which the scene is transferred to Spain and Italy, does
not exactly harmohize with the spirit of the first half.

If we cast a glance on the collected works of Cervantes,
in order to ascertain what their author was entitled to
claim as his original property, independently of his con-
temporaries and predecessors, we shall find that the genius
of that poet, who is in general only partially estimated,
shines with the brighter lustre the longer it is contemplated.
That kind of criticism which is to be learned, contributed
but little to the development and formation of his genius.
A critical fact, which is a truer guide than any rule, but
which abandong genius whgn it forgets itself, secured the
fancy of Cervantes against the aberrations of common
minds, and his sportive wit was always subject to the
control of solid judgment.  The vanity which oceasionally
made him mistake the true bent of his talent, must be con-
fessed to have been pardonable, considering how little he
was known to his contemporaries. He did not even know
himself, though he felt the consciousness of his genius.
From the mental height to which he had raised himself,
he might, without too highly rating his own abilities, look
down on all the writers of his age. More than one poet
of great, of immortal genius, might be placed beside him
in his own country; but of all the Spanish poets, Cervantes
alone belongs to the whole world.

LOPE DE VEGA.

°

Lope Felix de Vega Carpio, the triumphant rival of
Cervantes in the conflict of dramatic art, was born at
Madrid, in the year 1562. lle was consequently fifteen
years younger than Cervantes. Marvellous stories are
related respecting the early developmeht of his poetic
genius, and his talent for composing verses. ‘Lnougl.
his parents were not rich, yet he. received a literary
education; and he is also said w have distinguished
himself in corporeal exercises. He lost his parents
before he was old enough to attend the university; but
through the assistance of Don Geronymo Manrique, the
grand inquisitor, and Dbishop of Avila, who was muwch
attached to him, he was enabled to complete a course of
philosophy at Alcala. After obtaining his degrec at that
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university, he returned to Madrid, where he became sc-
cretary to the duke of Alba. Me shortly afterwards
married; and from the period of that event, which seemed
to promise u carcer of tranquil happiness, the stormy vicis-
situdes of his lifc commenced. 1le hecame engaged in a
quarrel, fought a duel, dangcrously wounded his antago-
nist, and was obliged to fly. For several years he lived an
exile from Madrid; and on his return his wifc unfortunately
died. Harassed by this series of calamities, and being as
warm a patriot as he was a sincerc catholic, he entered
into one of the military corps which embarked on board
the invincible armada for the invasion of England. Though
he himself returned in safety to Madrid, yet he was
decply grieved at the ill success of the armada. His vigo-
rous constitution, however, enabled him to keep up his
spirits; he again became a secretary, once more entered
into the married state, and passed some time in uninter-
rupted domestic happiness. On the death of his sccond
wife, who survived her marriage only a few years, he re-
solved to forego the pleasures of the world, and for that
purpose took holy orders. He did not, however, retire to
a convent; but he deyoted himself wholly to the study of
poetry,—that study, which fromn childhood upwards had
principally engrossed his mind, and in the active prosccu-
tion of which he produced so extraordinary a result, that
it is difficult to conceive how any man could, even during
the most protracted existence, write as much as Lope de
‘Vega. Nevertheless he spent a part of his 1if » in civil busi-
ness, and in the discharge of military duties. He composed
in all the various kinds of verse which were in use in his
time; and in all he succeeded. But his dramas in parti-
cular were received with an enthusiasm which the labours
of no other Spanish poet had cver excited. Ile so pre-
cively struck the chord which harmonized with the taste
of the Spanish pablic, that he has been worshipped as the
inventor of the nationgl comedy, though Le only pursued
the tract which Torres Naharro originally opened.

Lope de Vega’s fertility of invention is as unparalleled
in the history of poetry, as the talent which enabled him
to’ compose regular and well constructed verses with as
much facility as if he Liad been writing prose. Cervantes
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styles him el monstruo de naturaleza, (the prodigy of
nature,) and this 1fame was not given him merely in levity.
He was constrgjned by no rules of criticism; not that he
was ignorant of the theory of the ancient poetry, but he
took delight in letting bis verses flow freely from his pen,
confident in the success of whatever he might produce.
The public, he observed, paid for the drama, and he
thought it but fair that those who paid should be served
with that which suited their taste. Lope de Vega re-
quired no more than four-and-twenty hours to write a
versified drama of three acts in redondillas, interspersed
with sonnets, tercets, and qetaves, and from beginning to
end abounding in intrigues, prodigies, or interesting situa-
tions. 'This astonishing facility enabled him to supply
the Spanish theatre with upwards of two thousand original
dramas, of which not more than three hundred have been
prescrved by printing. In general the theatrical manager
carricd away what he wrote before he had even time to
revise it; and immediately a fresh applicant would arrive
to prevail on him to commence a new picce. 1lle some-
times wrote a play in the short space of three or four
hours. The profits which the theatrical managers derived
from the writings of Lope de Vega, enabled them to be-
stow such liberal payment on the author, that at one time
he is supposed to have been possessed of upwards of a
hundred thousand ducats. But he did not long preserve
his fortune, though from the commencement of his celebrity
he always posgessed enough to enable him to live with
comfort. His purse was ever open to the poor of Madrid.

But Lope de Vega’s poetic talent procured him even
more glory than gain. No Spanish poet was ever so much
honoured during his life. The nobility and the public
vie@ in expressing their admiration of him. He was
chosen president (capellan mayor) of the spiritual colicy.
of Madrid, to which he had previously been admitted as a
member. Pope Urban VIIL sent him the cross of Malta,
and the degree of doctor of theology, accompanied by, «
flattering letter. The pope also appointed him fiscal of
the apostolic chamber. For these distinctions Lope de
Vega was not indebted merely to his poetic talents, No
Spanish poet of celebrity had hitherto manifested in his
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writings such enthusiastic interest for the triumph of the
catholic religion. Ile was accordingly appointed familiar
to the Inquisition, a post which was at that period regarded
as singularly honourable. But the Spanish public adopted
another mode of expressing their admiration of their
favourite dramatist. Whenever Lope de Vega appeared
in the streets, he was surrounded by crowds of people, all
eager to gain a sight of the prodigy of nature. The boys
ran shouting after him, and those who could not keep pace
with the rest, stood and gazed on him with wonder as he
passed. Ile died in 1633, in the sixty-third year of his
age. llis funeral was condycted with princely magnifi-
cence. The ceremony was"directed by his patron, the
duke of Susa, whom he appointed exccutor of his will.
The music of the high mass which was celebrated at his
funeral was performed by the musicians of the chapel
royal. During the exequies, which lasted three days,
three bishops officiated in their pontifical robes. The
memory of the ¢ Spanish Phenix,” as he was usually styled
by the publishers of his plays, was cclebrated with no less
pomp in all the theatres of Spain. Arithmetical calcula-
tions have been employed, in order to arrive at a just
estimate of Lope de Vega's facility in poctic composition.
According to his own testimony, he wrote on an average
five sheets per day; it has therefore been computed that
the number of sheets which he composed during his life
must have amounted to one hundred and thirty-threc
thousand, two hundred and twenty-five, gud that, allow-
ing for the deduction of a small portion of prose, Lope de
Vega must have written upwards of twenty-one millions,
three hundred thousand verses.!

Nature would have overstepped her bounds, and have
produced the miraculous, had Lope de Vega, along with

1 The biographer who wishes to compile, in a perfect and authentic
way, the life of Lope de Vegu, already so often related, must not neglect
the collection of elegies and epitaphs, which have been lately printed,
along with the hitherto scattered works of the great Spanish dramatist,
(Obras Sucltas de Lope de Vega; Madrid, 1770, &e., 21 vols., 410.)
Iiven Nicolas Antonio, whose manner is so jejune, and who nsnally
dibmisees poets with very little ceremony, bestows a long eulogium on
Lope de Vegn.
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this rapidity of invention and composition, attained per-
fection in any depdrtment of literature. But Nature did
her utmost for Lppe de Vega; for even the rudest, most
incorrect, and verbose of his works, are imbued with a
poctic spirit which no methodical art can create. This
poetic spirit is at the same time so national and so com-
pletely Spanish, that without an intimate acquaintance
with the works of other Spanish poets, and particularly
those who flourished at an early period, it is impossible to
perceive Lope de Vega’s merits and defects, or to under-
stand their gonnexion with each other. On this account,
however, he was*in a peculiar manner the poet of the
Spanish publie, the favourite of all ranks; and on this
account have hi§ writings always been partially or erro-
neously judged.

Lope de Vega was born for dramatic poetry.” In cevery

" other class of composition he was merely an accurate imi-
tator, or if he struck out a new course, it was in spo imper-
fect a way, that his example was injurious to the.cause of
literature. But if, as a dramatic poet, he did not create
the Spanish comedy, properly so called, his inexhaustible
fancy and the fascinating ease of his animated composition
impressed upon it that character by which it has since
been distinguished. All subsequent Spanish dramatic
poets trod in the footsteps of Lope de Vega, until genius
was banished from the sphere it occupied by the introduc-
tion of the Irench taste in Spain. The successors of
Lope de Vega merely improved the models which he had
created.  Ile fixed for a century and a half the spirit and
the style of nearly all the different kinds of dramatic enter-
tainment in Spain. It may therefore be proper to unite
with a notice of the dramatic works of Lope de Vega, a
sketch of the characteristics of the various$pecies of plays
then performed in Spain; and this sketch will at the same
time serve as a key to all the peculiarities of the Spanish
drama.

Since the age of Lope de Vega, the word comedy
(comedia) has had in the dramatic language of Spain a
totally different signification from that which was attached
to it by the ancient Greeks and Romans, and which #
retains in most countries of modern Europe. It is the
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generic name of several species of drama, some being, ac-
cording to our established notions, neither comedies nor
tragedics; but all approximating to one common spirit of
invention and exccution. The eritic will inevitably form
an erroneous judgment of these works, if he be guided by
notions deduced from the Greek and Roman drama, and
which, with certain limitations, are applicable to all dra-
matic compositions cxcept the Spanish comedy. The
spirit of the Spanish comedy must not be sought for in
that popular satire which constitutes the very essence of
the ancient and modern comedy, properly so called. The
compositions in which that spjrit is to be found are of a
totally different nature. In'them, stories of country and
city life arc clothed in romantic poetic colotrs, and blended
with the interesting inventions of a bold and irregular
fancy, without any distinction between the gay and the
serious, or the comic and the tragic. Ina word, a Spanish
comedy is in its principle a dramatic novel; and as there
are tragic, comic, historical, and purely imaginative novels,
50, in like manner, the Spanish comedy readily adopts
those various modes of exciting interest on the stage. In
Spanish comedics, as in novels, princes and potentates are
no more out of place than lackeys and fops; and these dis-
similar characters may all be introduced on the stage at
once, should the progress of the intrigue require so hetero-
geneous an approximation.  Satire is therefore merely an
agrecable accessory in the Spanish comedy, of which the
poet may avail himself at his pleasure. Ip these comedies
the powerful delineation of charactcr is no more essential
than in novels. Iven a motley combination of burlesque
and serious, vulgar and pathetic scenes, is not hostile to
the spirit of a Spanish comedy, the object of which is not
to maintain the interest in a particular direction. * The
subject of the piece may excite sympathy or horror; still
the picture presented is interesting, but interesting in a
manner totally different from that kind of comedy which
exhibits the follies of life in a satirical point of view. A
continuance of the pathetic or the horrific would be as
little congenial to the spirit of those dramatic novels which
the Spaniards call comedies, as a continuance of the
ludicrous. In this is manifested the first of the peculiar
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conditions required by the Spanish publie, of which notice
has alrcady been taken in treating of the origin of the
Spanish comedy. With any other people than the
Spaniards, thes¢ dramatic novels would have assumed a
somewhat different character, without, however, departing
from their original spirit. But this class of dramatic com-
position, which admits of the most singular mixture of the
pompous and the ludicrous, was particularly suited to the
Spaniards of the sixtcenth and seventcenth centuries, as
by it they were relieved from any long duration of serious
impressions.  With this first requisite of a changeable
dramatic form, avhich Lope, de Vega completely satisfied,
was associated a second. A® complicated plot was indis-
pensable in evéry drama, the subject of which was drawn
from the sphere of common life. As a substitute for that
sort of plot in historical comedics, extraordinary and
striking adventures were introduced, and miracles in spi-
ritual comedies. According to the universally reccived
notion of a Spanish comedy, in Lope de Vega’s time, no
distinction was made between the sacred and the profane
styles; for a legend was dramatised as a spiritual novel
‘Whether a nation which was satisfied with such comedies
did or did not beguile itself of the purest and most perfect
development of dramatic genius, is a question for separate
discussion. But the Spanish comedy, considered in all its
modifications, as a particular specics of drama, may stand
the test of sound criticism; and Lope de Vega in a great
measure contriputed to fix the national taste in these mo-
difications. In his tine, the classification was first made
of sacred and temporal dramas, or, as the Spaniards called
them, comedias Divinas y Ilumanas. The temporal
comedies were again divided into comedias Ileroycas,
(Hetoic comedies,) and comedias de QCupa y FEspada,
(comedics of the Cloak and Sword.) The heroie comedics
were originally the same as the historical, but the title was
subscquently extended to mythological and allegorical
dramas. The comedies of the Capa y FEspada were
founded on subjects selected from the sphere of fashionzable
life, and exhibited the manners of the age; they were like-
wise performed in the costume of the times. At a lamr
period a subdivision of these comedias de Cupa y Espada
s 2
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wis formed under the name of comedias de Figuron, be-
cause the principal cliaracter was eithtr a ncedy adven-
turer, representing himself as a rich nobleman, or a lady
of the same class. In Lope de Vega's time also. the
sucred comedies began to be divided into dramatised
Vidas de Suntos und . lutos Sucrameniales.  Both classes
were founded on the model of the dramas which used to
be represented in the cloisters. The Autos Sacramentales
Liad all a reference to the administration of the sacrament,
according to catholic notions. They seem to have had
their origin in the age of Lope de Vega; at least in the
prelude to one of his rAutos (the word hterally signifies
ucts), a countrywoman quesfions her husband respecting
the nature of these dramas.! Iinally, to the different
kinds of Spanish comedy existing in Lope de Vega’s age,
must be added the little preludes or recommendatory
pieccs, called loas, and the interludes, or entremeses, intro-
duced between the prelude and the principal comedy, and
which, when interspersed with music and dancing, are de-
nominated saynetes.

Heroic and historical comedies form a considerable por-
tion of the dramatic works of Lope de Vega, in so far as
they have been preserved.  The tragic scenes in many of
these comedies so well harmonized with the national taste
of the Spaniards, that they readily dispensed with genuine
tragedy; and as vivid a recollection of the old national
history was maintained by these theatrical representations
as by the old romances. Dut few of Icope’s historical
comedies relate, like his Gran Duque de Moscoria, to
forcign subjects.  In point of composition, his dramas do
not materially differ one from the other. Iven in his
historical pieces, he uses such freedoms with respect to
the unity of actlon, that only a slight similitude conhects

! In the prelude to the Auto £l Nowmbre de Jesus, (the Name of
Jesus.)  Nee the Obras Suellas de Lope de Tega, vol. xviii,  The
countrywoman asks :—

. Y que son Autos ?
And the husband replies :—
Comedias a glovia y honor del pan
Que tan devotu celebra
Fsta covonada villa.

[y
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the acts and scenes together; and he totally disregards the
unities of time and place. 'The exccution of these dramas
!s no less irreguar than their composition. According to
the humour in which the author happened to be when
engaged in his literary labour, his deseriptions and lan-
euage are vigorous or feeble, noble or mean, unpolished
or highly refined. A description of Las Almenas de Toro
(the Battlements of Toro), onc of the best productions in
the class to which it belongs, will afford a tolerably cor-
rect idea of Lope de Vega’s historical comedies. The
subject of this picce is the murder of king Don Sancho,
by Bellido Dolfes, a kni«rht.}vhom the king had offended
hy a violation ¢f his promi=e, a story which has likewise
turnished materials for several old romances. The Cid
Ruy Diaz is a principal character in this comedy, which,
like all others of the same kind, is divided into three acts.!
The seene opens with a view of the country before the
strongly fortified town of Toro in Leon.  The king Don
Sancho, the Cid, and a count Anzures enter. 'Che king
explains to the two knights, that state reasons prevent
him from fulfilling his father’s will, and that he camnot
leave his two sisters, the infantas Elvira and Urraea, in
pussession of the strong fortresses of Tore and Zamora.?

' Lope de Vega, in his dramus, employs the terms «elos and jornadus

wdisernninately.
‘I'rom the very commencement of the seene, it 15 obvious how w1l

Vepe de YVega understood the ait of composing spirited dinlogue :—

° .
D. San A\ me crena la puerta?

fa . 'Tiene muy justo temor.
Cud. Con ser muger se concierta.
du. De que te espantas sefior

que no te la tengn abierta ?
bizen que en el Dion que adorog
Jumm‘ quitar agora

sin guardarles el decoro

a dofin Urraca o Zamora,

v & Elvira su hermana o Toro,
'ues si muerto ¢l Rey Fernando,
¢l primera de Castilln

que est en el cielo reynando
por eterno cetro y silla,

1.1 si]ln mortal de\ando,
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The Cid with noble sincerity avows his opinion of the
king’s injustice towards his sisters, and offers himself as a
mediator in the dispute. The king and count Anzures
retire. The Cid advances to the walls, and meets a knight
named Ordonez, who has just come out of the fortress
to cxecute some enterprise in favour of the infanta Elvira.
Both knights are about to draw; but they recognise each
other, and cmbrace. The Cid is portrayed in all the
greatness of his character.! The infanta appears on the
walls, and states to the Cid her reasons for not opening the
gates to her brother. The king re-appears, and orders
preparations for storming the«arrison. The scene changes
—Don Vela, an old knight, who has withdrawn from the
tumult of public life, appears in front of his country resi-
dence. He communes with himself in a speech full of
dignity and beauty, but in some passages too poetical

‘ pues otro padre no tienen,
y quieres desheredallas.
Que mueho si se previenen
a defender sus murnllas ?
D. San. Conde Angures, si jurd,
gusto de mi padre fue,
gumde respeto o su muerte, &c.

1 Ordonez is exhibited in rather a lndierous light:—

Cid. No os prevengais que no quiero
refiir con vos. 1), Bie. Porque no?
Cid. Porque nuneca en quien temio %
manche i gallardo azero.
D. B. Aquien yo he temido, ¢s hombre
que avos os hara temblar,
Cid. 1 es el Invierno, en lugar
frio temblar hazer « un hombre.
D. B. Wo es sino el Cid.
Cid.  Pues si vos
temey s solo al Cid, oyd,
que u mi me temeys,
que el Cid soy. D. B. ¥l Cid vos ®
Cid.  Sipor Dios.
D. B. Ya que os he dicho en la cara,
invicto Cid, mi temor,
sabed, que yo soy seiior,
don Diego Ordoiiez de Lara.
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for the drama.! IIis daughter enters singing, and sur-
rounded by a rustie group. This scene introduces a ro-
mantic episode, which is interwoven with the main action,
and the hero of which is a prince of Burgundy, disguised
as a peasant, who is enamoured of the daughter of Don
Vela. 'The sccne again changes to the neighbourhood of
Toro. The infanta Elvira appears on the battlements,
and negotiations are once more set on foot. The king
himself holds a conversation with his sister, which, how-
ever, produces no conciliatory result. This brief, pointed,
and not very courteous dialogue, is interspersed with plays
of wit on the word Zoro, the name of the fortress, which
in Spanish sign.iﬁes a bull.? The king instantly commands

! He thus apostrophizes his rural retreat in the idyl style :—
T7el.  Montes que el Duero vaiia,
¥ en cdenus de yelo
os tiene por los verdes pies atados
desde que nuestrn Espafia
Pelayo (o fuesse el eiclo)
08 restaurd del barbaro habitados ;
de mis nobles passados,
vega de Toro hermosa,
que hazes competencia,
1o solo con Plasencia,
y o ln orilla del Betis generosa,
de fertiles trofeos,
mas a los campos celebres Hibleos.
Aqui donde esta casa
solar de mis abuelos
Ias jambas cubre de despojos Moros,
por donde alegre passu
Duero que quiebia yelos,
y cuyas Ninfas van cantando a coros,
haziendo que los poros .
de 1a hermosa ribera,
broten las altas caiias,
anchas como espadafias, -
de trigo fertil la mangana y pera;
y el razimo pessado
con verdes hilos al sarmiento atado.

2 What might not this scene have been rendered by a poct of a more
regular imagination!  There is, however, a certain degree of dignity_in
the commencement, to whieli the close forms a contrast the more dis-
cordant :—.

D. 8. Dexa las armas Flvira,
mira hermana que me corro
de sacarlas contra ti. .
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scaling ladders to be brought, and the storming of the
fortress commences, but the besiegers are repulsed. Thus
the first act concludes. With the commgncement of the
second act the rural episode becomes more nearly allied to
the main action. A sonnet in which the disguised prince
of Burgundy, and his mistress Sancha, express their senti-
ments of mutual attachment, affords an instance of that
protracted kind of metaphor, which Lope de Vega em-
ployed on such occasions, and which, a hundred years
afterwards, Metastasio likewise adopted in his opera
songs, as the poetic language of passion.! Don Bellido
Dolfas prevails on the king fo promise shim the hand of

Elv. Pues vete hermano piadoso,
y dexume en mis almenas.

D. 8. Si al assalto me dispongo,
¢omo 10 vees, que este muro
quedara de sangre rojo ?

Elv. Si quedard, mas sera

' de In vuestrn, 1. S. Pues yo rompo
la obligacion de sangre.
“lr. Y yo la defensa tomo,
que si fueras el Gigante
que tuvo el ciclo en los ombros,
no pusieras pie en ¢l muro.

D. 8. Mira hermana que eres monstruo
porque con tanta hermosura
tienes pensamicntos locos,

Elr. Elloco, el monstruo, eres tu,
pues que tu, hermano alevoso,
me quieres quitar Ia herencia. ¢

! 'The following metaphorical sonnet is decluimed by SanchLa:—

Kl agua que corrio de clarn fuente
por cristulino sarco al verde prado,
detiene al lnbrador, porque al sembrado
acudaszon mas prospera corriente.

No sule el agua, que los muros siente
del cesped, que por uno, y otro lado
cercau su wroyo, que cn la presa atado
hazen, que a ser estan que el curso anmente.

Ansi sucede amor en sus antojos,
quando ¢l honor del resistirse vale,
callando penas, y sufriendo enojos.

Dexale el al elma, que la presa yguale,

! y brota por los cercos de los ojos,

O rompe la pared, y junto sale.
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the infanta Elvira, on condition of his taking the fortress.
By dint of perfidy, Bellido Dolfos succeeds; but the king,
who is of opigion that a traitor should be rewarded
with treachery, refuses to abide by his promise. Bellido
Dolfos meditates revenge. Meanwhile Elvira escapes in
the disguise of a peasant, and takes refuge in the house of
Don Vela. With this combination of the heroic and
tender, domestic and rural situations, the action proceeds,
until Bellido Dolfos murders the king; an incident, how-
ever, which does not take place on the stage. The infanta
Elvira retugns to Toro, where she receives the homage of
her people, and ¢he prince of Burgundy, avowing his real
character, is united to his befoved Sancha.

Lope de Vega’s Comedias de Capa y Espada, or those
which may properly be denominated his dramas of in-
trigue, though wanting in marked delincation of character,
are romantic pictures of manners, drawn from real life.
‘They present, in their peculiar style, no less interest with
respect to situations than his heroic comedies; gnd they
exhibit the same irregularity in the composition of the
scenes. The language, too, is alternately elegant and
vulgar, sometimes highly poetic, and sometimes, though
versified, reduced to the level of the dullest prose. Lope
de Vega scems scarcely to have bestowed a thought on
maintaining probability in the succession of the different
scenes; ingenious complication being with him the essential
point in the interest of his situations. Intrigues are
twisted and enéwined together, until the poet, in order to
Lring his piece to a conclusion, without ceremony cuts the
knots he cannot untie; and then he usually brings as
many couples together as he can by any possible con-
trivance match. He has scattered through his pieces
ocedsional reflections and maxims of prtidence; but any
genuine morality which might be conveyed through the
stage, i3 wanting, for its introduction would have been in-
consistent with that poetic freedom on which the dramatic
interest of the Spanish comedy is founded. His aim was
1o paint what he observed, not what he would have
appraved, in the manners of the fashionable classes of his
age; and he leaves it to the spectator to draw his own n-
forences. I this indircct way only could the Spanish
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public tolerate moral applications in the drama; for the
Spaniard always considered the moraltty with which he
was occupied in church sufficient. An exuberant gal-
lantry, not always veiled by decorum, and only slightly
restrained by notions of honour, but never by a sense of
moral duty, constitutes the very cssence of these dramas,
de Capa y Espada. Where the passion is vehement, it
advances with true Spanish ardour to the attainment of
its objcct; where it is tender and sentimental, the romantic
tirades and far-fetched plays of wit are inexhaustible.
That love excuses everything, was at that time the darling
maxim of the gay world in Madrid; ard in conformity
with its spirit, Lope de Vegas young heroes and heroines
plunge headlong into intrigue.  Free scope is given to the
bascst artifice and perfidy; the man of fashion draws his
sword on the slightest provocation; and whether he
desperately wounds, or even kills his adversary, is a
matter of indifference. Disguises, too, abound in these
dramas. One of the most interesting of Lope’s comecdies
in this class, is La Villana de Xetafe, (the Peasant Girl
of Xetafe, a village in the vicinity of Madrid.) It ex-
hibits a serics of the boldest and most dexterous impos-
tures, by means of which the interesting heroine succeeds
in entrapping her lover, who is a man of rank, into the
bonds of matrimony. The confessors must have found some
difficulty in counteracting the ill effects which could not
fail to be occasionally produced by such examples, though
they were by no means set up as models. The fascinat-
ing natural painting of these intrigues, which at the same
time always possess a certain poetic elevation, constitutes
the chief charm of Lope de Vega’s comedies. 'The devia-
tion from nature in expression, which has frequently been
a suhbject of reproach to this prolific writer, is in most
instances merely attributable to negligence or rapidity
of composition. He faithfully embodies the general
forms of character, which, to be sure, are all alike in
the class of Spanish comedies now under consideration.
The vejete (old man), the galan (lover), the dama (young
lady), together with a suitable number of servants and
writing women, are the standing characters which are
constantly introduced, with no variety, except in the
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situations; but at the same time, they are drawn in such
animated colours, that the perusal of one or two of these
dramas of intrigue is sufficient to render the reader
familiar with the whole world which the poct describes.
In Lope’s comedies, as in real life, the (gracioso) buffoon
and the fool arc occasionally the same character. They
have also superfluous parts; personages totally uncon-
nected with the Dbusiness of the drama are sometimes
introduced.

In order to afford an idea of the composition of this
portion of the dramatic works of Lope de Vega, we may
select, as a specimen, the eomedy entitled, Le Fiude de
Valencin (the Widow of Valencia). It is one of the pieces
of this master in the art of intrigue in which the compli-
cation is best contrived, and it is, besides, remarkable in
the class to which it belongs for the unity preserved.in
the action. The scene is laid in Valencia in the time of
the carnival. Leonarda, a young, rich, and handsome
widow, living according to her own fancy, hase resolved
never to re-marry.  She enters with a book in her hand;
for she reads works of all sorts, sacred and profane, not
from picty or love of literature, but merely to amuse her-
self, while she never deigns to bestow a thonght on the
suitovs by whom she is surrounded. On the subject of her
reading she discourses very reasonably with her waiting
woman.' Iler arch attendant turns the conversation in

' Among other things she says :—

Como he dado en no casarme,
leo por entretenerme,
no por Bachillern hazerme
y de aguda graduarme,
Que a quien su buena opinion
encierra en silencio tal,
no halla en los libros mal,
gustosa conversacion.
Bs qualquier libro discreto
que si causa de hablar dexa,
es amigo que aconseja
y reprehende en secreto.
Al fin despues que los leo
y trato de devocion
de ulgunns imaginacion
voy castigando el desseo.

Ju. Y en que materin leias ?
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such a way, that the young widow, with all her pretended
wisdom, is induced to view herself in 4 looking-glass, and
in the very act of doing so, she is surprised by a visit from
her uncle. The old gentleman assures his fair niece, who
is highly vexed at the surprise, that she does well to con-
vince herself of the power of her charms by such indis-
putable testimony.! When, however, he begins to talk
of marriage, the lady contemptuously sketches a burlesque
portrait of a Madrid beau,? and describes, though in a lcss

Leo. De oracion.  Ju. Quien no se goza
de ver que tan bella moga v
tan santas costuribres crias.

.

I Lea, Juzgaras a liviandad
hallurme con el espejo,
Que suele ser conocida
Ia mucha de nna muger
cn yrse, y venirse a ver
despues de una vez vestida.
Y yo conforme a mi estado
hago en esso mus delito.
Lu. A enojo siempre me incito

con tu melindre estremado.
Es mucho que nna muger
que ha de estar un dia compueste,
vaya a ver i esta bien puesta
la toca o el alfiler ?
Quien se lo dirn mejor
si estn bien, o si esta mal
que esse palmo de cristal ?

Lco. Como disculpas mi error. »

2 '['his sketch is well worth transcribing :—
No sino venga un mancebo
destos de aora de alcor¢n
con ¢l sombrerito a horza,
pluma corta, cordon nuevo,
cuello abierto muy parcjo,
pniios a lo Veneciano,

"lo de fuera limpio, y sano,
lo de dentro suzio y viejo,
botas justas sin podellas
descalcar en todo un mes,
las calgas hasta los pies,
el vigote a las estrellas;
\abonzillos. y copete,
cadena falsa que assombre
guantes de ambar, y grande hombre
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happy style, the unfortunate consequences of an imprudent
match. The old suncle takes his leave, and the scene
changes, or rather it is transferred to the other division of

L) . .
the stage.  The ‘three admirers of the beautiful Leonarda
meet each other in front of her house. They express their
wishes and hopes in somnets, the subjects of which are
long-winded metaphors. As nonc of the party can boast
of his mistress’s favour, they mutually acknowledge their
ill suecess, and each describes a burlesque adventure, which
has occurred to him during the night, in front of Leo-
narda’s housc. Oue relates, that under the supposition

L) . - . . .
that he was stabbing a rival, he thrust his poniard into a
skin of stolen wine.! Meanwhile Leonarda hastily returns
L]

de un sonceto, y un villete

M con sus manos lavadas

los tres nul de renta pesyne

col que un poco se reliesque

entie savanas delgadas:

y passados ocho dins

se vaya aover forastelas,

0 en anmistades primeras,

buclva a deshazer Ins mias.

'Phis whimsteal adventure is thus deseribed —

Yo que estava en nn esquina

mirandolo desde lexos,

apresure luego ¢l passo.

Hevandome el asre en peso.

Llegando a la amada puerta

vi un bulto a mis ojos negro,

€con su capa, y con su espadd,

mirando, y hablando a dentro.

Llegueme n el, y meume

hasta la harba el sombrero,

3y dinele: o gentilhombre !

terciando el corto herreruelo.

Como no me respondia,

saco ln daga de presto,

y por el pecho a mi gusto

hasta la cruz se In meto.

Diome la sangre en el mio.

y bueto mi casa huyendo

miro a una laz la ropilla,

y olia como un incienso.

Tomo una linterna, y parto,

y quando a mirar le buelvo,

hallo derramado el vino,

y cl cuero midiendo el suelo.
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from church, where she has scen 4 young gentleman with
whom she has fallen deeply in love.” She immediately
forms a plan to induce this gentleman, whose name is
Camillo, to visit her, without either knowing who she is
or whither he is conducted. The whole intrigue is
managed by Leonarda’s coachman, Urbano, who is at the
same time the gracioso, or buffoon of the piece.!  While
Urbano is gone out in quest of Camillo, the three suitors,
without any previous arrangement with each other, arrive
disguised as dealers in books and copper-plate prints. They
obtain an interview with Leconarda, and make avowals
of their passion; but she receives them very unfavourably,
and they are all obliged to mbike a rapid retreat to avoid
being roughly handled by the servants. This scene is
highly amusing.  In the second act Camillo appears, and
after long hesitation, he consents to engage in the romantie
adventure. Urbano dresscs him in a doctor’s cloak, and
drawing the hood (capirote) over his eyes, he conducts
him blipdfold, with comie effect, through a varicty of
windings, to the house of Leonarda. The lady receives
him in the dark. Tights are afterwards brought in, but
Leonarda remaing masked. A sumptuous collation is pre-
pared, of which the young gentleman’s doubt and embar-
rasment will not permit him to taste a morsel. e com-
parves himself to Alexander, when he took the suspected
goblet from the hand of his physician.2 A tender dia-

1 Those who are unacquainted with the Spanish language, must not
suppose that the teim gracioso, as applied to this kiad of character, is
an extraordinary instance of that figme of speech called eupliemism, In
Spanish, gracioso more frequently signifies comic and ludicrous, than
graceful.

2 Ju. La colacion viene. C. En vano,
viene, a fe de gentithombre
4ue no tengo de comer.

Leo. A lo manos el provar
no lo podeys escusar,
que soy honrada muger.

Cam. Fs 1o del veneno?  Leo. Si,

por m1 vida que proveys.

Cam. Si ese juramento huzeys

ayw mil muertes aqui.
Quicro tomar el veneno
que Alexandro del Doctor,
que dgnde Ia fe es mayor,
no le haze el daiio ageno.
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logue ensues, after which the hood is again drawn over
the eycs of Caillg, and he is conducted from Leonarda’s
house. In this manner the intrigue procceds; but between
many of the scefies, whole days, and even weeks are sup-
pose to intervene.  Leonarda and her lover become more
and more intimate, though he neither knows who she is,
nor where she resides. All his endeavours to discover
these seerets ave unavailing; and at length he begins to
suspect that his unknown mistress is an old cousin of
Leonarda. In the meantime, the three rejected suitors,
who still mix in the plot, become jealous of the coach-
man Urbaito; gnd one spirited scene succeeds another
until an affray occurs in Which an honourable suitor of
Leonarda is wounded.  This accident produces the de-
nouement. Camillo recognises in his unknown mistress
the beautiful widow with whom he was previously
acquainted, and whose hand he joyfully accepts.  Thus
the picce is a comedy from beginning to end.

Lope de Vega’s spiritual comcdies afford a picture
of the religious notions of the Spaniards in thé age in
which he lived, not less faithfully portrayed than that by
which his dramas of intrigue represent the manners of
Spanish socicty. P’ure piety, according to catholic ideas,
blended with the most contradictory chimeras, and these
chimeras again ennobled by the boldest flights of imagina-
tion, form altogether a monstrous and extravagant patch-
work; but this hererogencous varicty is, nevertheless,
united by the gamifications of a poetic spirit, into a whole,
to which no Europcean imagination could now be expected
to produce a resemblance.  But Lope de Vega secems not
to have come to a positive determination respecting what
ought to have becn the true spirit of these dramatic pic-
turas of religious faith. The mixture f poetic and un-
poctic elements is very unequal in his different spiritual
comedies., His Lives of the Saints possess far more dramatic
spirit than his Autos Sacramentales; while, on the other

{rh. O lo que sabe de historiu,

Ju.  Ku verdad que es muy leydo.

{"rb. No lo tomeys tan polido, *
que en verdad que ¢s ¢unalforia
Entro, y 1w bevida saco.
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hand, allegory imparts a higher* dignity to the religious
mysticism of the latter. Both, however, have in common
a kind of operatic style, combined with the display of
theatrical machinery and decoration, calcuiated to captivate
the sengses. Of-all the dramatic works of Lope de Vega,
the Lives of the Saints are, in every respect, the most
irregular. Allegorical characters, buftoons, saints, peasants,
students, kings, God, the infant Saviour, Satan, and all
the most heterogencous beings that the wildest imagina-
tion could bring together, arc introduced. Music seems
always to have been an indispensable accessory. T.ope
de Vega’s spiritual comedy, entitled the Life of Saint
Nicolas de Tolentino,! comnences with a conversation
maintained by a party of students, who muke a display of
their wit and scholastic learning. Among them is the
future saint, whose piety shines with the brighter lustre
when contrasted with the disorderly gaicty of those by
whom he is surrounded. Satan, disguised by a mask,
joins the party. A skeleton appears in the air; the sky
opens, and the Almighty is discovered sitting in judgment,
attended by Justice and Mercy, who alternatcly influence
his decisions. Next succeeds a love intrigue betwecn a
lady named Rosalia, and a gentleman named Feniso. The
future saint then re-enters, attired in canonicals, and de-
livers a sermon in redondillas. The parents of the saint
congratulate themselves on possessing such a son; and this
scene forms the conclusion of the first act. At the open-
ing of the second, a party of soldiers are giscovered; the
saint enters, accompanied by several monks, and offers up
a prayer in the form of a sonnet. Brother Peregrino re-
lates the romantic history of his conversion. Subtle
theological arguments ensue, and numerous aneccdotes of
the lives of the saints are related. St. Nicolas prays
again through the medium of a sonnet. He then rises in
the air, eithér by the power of faith, or the help of the
theatrical machinery; and the Holy Virgin and St. Augus-
tin descend from heaven to meet him.? In the third act

1 St. Nicolas de Tolentino is a saint of modern creation.
2 The sonnet by whfcl.x St. Nicolas performs this miracle i< the most
be.utiful in this sacred farce semm
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the scene i3 transterred to Rome, where two cardinals ex-
hibit the holy cerécloth to the people by tor.ch light.
Music performed on clarionets ﬂdd:i to the solemmty.nf the
veremony, during which, pious dlscourse..s are delivered.
St. Nicolas is next discovered embroidering the habit of
his ovder; and his pious observations, while engaged in
this occupation, are accompanied by the chaunting of in-
visible angels. ‘The music attracts Satan, who endeavours
to tempt St. Nicolas. The next scenc exhibits souls in
the torments of purgatory. Satan again appears, attended
by a retinue of lions, serpents, and other hideous animals;
but in a scene which is intended for burlesque, (graciosa-
mente,) a monlg, armed witlf a great broom, drives ofl’
Satan and his suite.! At the conclusion of the picee, the
<aint, whose beatification is now complete, deseends trom
heaven in a garment bespangled with stars.  As soon a3

Virgen, Paloma eandida, que al suelo
Traxo ln verde puz: arco divino,
Que con las tres colores adar vino
Fe del coneterto entre lu tierry, y celo s
Dadme remedio, pues sabeys mi zelo!
No conut cane yo, porque imagino,
Que solo he de comer, pnesto que indigno
La de mi dnlee amor en blaneo velo,
No me dexeys, Cloistifera Vauia,
Y vos mi Padre wnado, Agustin Hanto,
Y mas ~i lega de un muerte el dia.,
Dadme los dos favor, pues podeys tanto,
Nignereciere la esperangn mia,
Que del Sol yne pisays pase mi Hanto.

' pne following is the edifying scene.  Dem. is @ contraction for
Lomonto, Satan, Rup. stands for Ruperto, the monk, who attachs 2l
wobdues him with the broom.  Pro. signifies pmior,

Rup. Aqui Padres agni, mueian los perros,

® /' Que visiones estrafing ? Rup. Sombfas vanas,

Ruperto soy : figuras Antoninuns,
dexad mi Santo.  Dem. Infame tn te pones
CON NOS0LL0S & MANOS, Y Tazones ?

Rup, Fuera digo, bellacos.  Dem. Pues infame
concortion assi te atreves > Rup. Bestin,
cal de la celda.  Demn. O vil espuma ollue.,

Rup. Hago muy bien, vos espumays calderas.
Llegue Padre Prior.  Pri. Aqui a este lado
digo los exoreismo~ de la lglesia.

De 1. O perro motilon.  Rup. A fuerne Demr O pesin.

T
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he touches the earth, the souls of his father and mether
are released from pufgatory and rise‘through a rock; the
saint then returns hand-in-hand with his parents to heaven,
music playing as they ascend.

The Autos Sacramentyles of Lope de Vega must have
been far less attractive than his Lives of the Saints. Com-
pared with the latter, their construction appears very
simple, and they are exccuted in a style of theological re-
finement which could not have becn perfectly intelligible to
the multitude. DBut the allegorical characters, which are
the most prominent in these pieces, produce an imposing
cffect. The dramas themselves are in general short. In
one which represents the ¥All, Man disputes with Sin and
Satan, and Llarth and Time take part in the dialogue.
Next are discovered Justice and Mercy scated beneath a
canopy, and at a table furnished with writing materials.
Man is interrogated before this tribunal.  The Prinee of
Leaven, the Saviour, enters. Reflection, or Care, (Cui-
dado,) kncels and delivers a letter to him.  The Saviour
subjects Man to another judicial examination, and pardons
him.!  But Satan re-appears and protests against the par-
don.*  Man has next to contend with Vanity and Folly,

' Care announces Man,

Cuidad. 151 Hombre esta aqui.

IHomb. Dume essos pies.  Principe. Ya te doy
el cornzon,  IHomb. TLuz mas pura
que el sol, imagen divina
de tu Padre; que diré
de tu piedad ? que dué
a tu mmor”  Principe. La vista inclina
al supremo tribunal @
sube conmigo y haremos
esta eseriturn,  Flomb. Qud extremos
de amor, piedad celestind !

Prencipd. Sube ta como dendor
a los estrados que ves,
umigo, que yo despues
bujaré como findor.

2 Reflection disputes with Satan on this point.

Demon. Mienten, que un hora segura
ann no log1é mi ventura,
pues de qué logrero soy,
si ha tantos afios que estoy
sin Dios en earcel tan dura *

Qué.es lo que estan escribiendo ?

<
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who are introduced as allegorical characters. Christ again
appears with the erown of thorns. In conclusion, the
heavens open, and the Saviour ascends to his cclestial
throne, with the %isual accompaniment of music. Direct
allusions to the sacrament of the altar were seldom neces-
sary in the Autos, as the whole tendency of the allegori-
cal action was directed to that objcct.

Lope de Vega’s Loas, and more particularly his Entre-
meses and Saynetes, seem to have been intended to indem-
‘nify the audience for the theological allegory of the sacra-
mental dramas; for it is only in connexion with the Autos
that these pfeludes and interludes are to be found. The
Loas are not always comic, and are sometimes only spirited
monologues. TNe interludes, or Kntremeses and Saynetes,
may also be called preludes, for though they were per-
formed after the Loa, which was properly the prologuc,
yet they preceded the Anto.  These interludes are bur-
lesque from beginning to end, and form a preparation for
the devotion of the Auto, quite in the Spanish taste.
Farces of this kind, portraying the incidents of common
life, never destitute of genuine comic spirit, and written
for the most part in verse, soon became indispensable to
the Spaniards, and cven to this day are never omitted in
their dramatic performances. The interludes of Lope de
Vega and Cervantes seem to have been the models of all
that succeeded them.

The dramatic genius of Lope de Vega has rendered him
immortal. 1In ghe seventeenth century, his plays were
universally read and performed throughout Spain. In
general they were first published singly, and for the most
part with the bookseller’s epithet—Comedia Famosa (the
Celebrated Comedy), which subsequently became a uni-
verssl deviee, aflixed to all comedies printed in Spain. In

Cuidad. L fianza.  Demon. Quién le fia?
Cwidad. Dios, gue Dios solo podia.
Demon., Dios fin?  Cuidad. Yo estan leyendo.
Justie.  Oid.  Prine. Ya estoy oyendo.
Justic Que os obligais, gran Seiior,

como principal deudor

u padecerlo y servir,
Demon. Ha se visto tanto amor !

T 2
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this manner Lope de Vega’s most popular comedies werr,
partly during the lite of the author, and partly after his
death, collected in five-and-twenty volumes;! exclusively
of the Autos, preludes, and interludes, Which afterwards
formed a separate publication.? Among Lope’s scattered
dramas which have been printed at a later period, are some
which are expressly denominated tragedies. For example,
£l Custigo sin Venganza, (‘The Punishment without Re-
venge,) in the Obras Sucltas, vol. viii.

‘The other poetic works of this prolific writer must be
very briefly noticed; for to give anything like a particular
account of them would require the space of a considerable
volume.? In epic poetry 1% maintained an unsuccesstul
contest with Tasso.  His Jerusalem Conquistadat! consists
indeed of twenty cantos in octaves, and contains some
beuutiful passages, but it will in no respect bear a compa-
rison with the Italian poem. Lope de Vega also aug-
mented the number of the continuators of Ariosto’s Orlando,
by the vublication of La Ilermosura de Angelica,® (the
Beauty of Angelica,) which is also a narrative poem in
twenty cantos, thongh shorter than those of the Jerusalem.
His other attempts at epic composition are—ZLa Corona
Tragica,’ (the Tragic Crown,) or the history of the unfor-
tunate Mary Stuart, queen of Scotland; and the Circeand
Dragontea.” 'The Corona 1'ragica is full of furious invec-
tive against the protestants, and against queen Elizabeth in
particular. The hero of the Dragonteais admiral Drake,
who is introduced in this poem as the tool of Satan, in

' A hist of the dramas contained in these twenty-five volumes is given
by N:colas Antonio, who hikewise communicates information concermag,
Lope’s other works, A gl aumng of some pieces may be tound in the
Obras Sueltas ; see note, 123G, I have never yet seen all the twenty -
five volumes togerher. 12 en in Spain, a complete collection is but
daely to be met withe  Sit gle dramas by Lope are to be found m me
of the numerons eollections of Spanish comedies by varous author.
La Huerta in his collection has not included « single play of Lope de
Vegn. doubtless for reasons whieh will hereafier be noticed.

2 T'he twelve collected by Ortiz de Villena, together with the i.oas
aud Entiemeses belonging to them, are newly printed in the Ohras
Sueltas, vol. xviti.

3 The Obras Sueltas contain abundant materials for such a work.

4 Nee the Obras Sueltas, vols. xv. and xvi. 3 Vol. ii.

$ Vol. 1v. . * Vol. iii.
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order that he may finally serve as an example of poetic
Jjustice. To compefe with Sanazzar, Lope wrote a sccond
Arcadia,! in the style of the Italian. He likewise wrote
several poems, which may be called cclogyes in the proper
sense of the term.  His Arte Nueva de Hazer Comedias,
(New Art of Writing Comedies,) is a humorous satire on
his opponents under the appearance of ridiculing himself.2
He anonymously supplied the Romancero General with
thirty-six romances.® His spiritual poems are to be found
in great profusion; and the number of his sonnets, some of
which possess first-rate merit, is considerable. His Laurel
de Apolo, a eulogy on variowg Spanish poets, which has
been frequentlysquoted, is but an indifferent production.*
His epistles are sufliciently numerous. Among his mis-
cellancous poems, those of the comic kind have most

. originality, as for example: La Gatomachia, (the Battle of
Cats,)® and the whole collection of miscellancous poems
which he published under the assumed name of the Licen-
tiate Tomé de Burguillos.® Among his most cekebrated
prose works, are Kl Peregrino en su Patria, (the Stranger
in his own Country,) a tolerably long novel.?” Dorothea,
a dramatic story, or as it is called, Accion en Prosa:® and
a Collection of Novels.?

THE BROTHERS LEONARDO DE ARGENSOLA.

Among the poets who flourished during the period now
under consideration, the place next in rank to Cervantes
and Lope de Vega must be assigned to two brothers,
whom their countrymen have surnamed the Iloraces of
Spain. Lupercio Leonardo de Argensola, born in 1565,
and Bartholemé¢ Leonardo de Argensola, born in 1566,
belotged to a respectable family, of Ttadian origin, but
settled in Arragon. Lupercio, who pursued his academic
studies in Saragossa, had the satisfaction to witness the

1 See the Obras Sueltas, vol. vi. 2 Vol. iv. 3 Vol. xviii.

4 Vol. i. and the succeeding volumes. -
3 Vol. xix. and likewise in the Parnaso Espafiol.
9 Vol. xix. 7 Vols, v. and vi. 8 Vol. vi.

? Vol. viii.—It is presumed that these bibliographic notices will not
be unaceeptable to those who wish to become acquainted with individual
works of Lope dz Vega. .
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successful performance of three tragedies, which he wrote
in the twentieth year of his age, and which are honourably
mentioned by Cervantes in his Don Quivote. His taste,
however, led him to cultivate another style of poetry, in
which he could imitate Horace, of whomn he was an enthu-
siastic admirer. His family connexion facilitated his in-
troduction to persons of rank; and he became secretary to
the empress Maria of Austria, who at that time resided in
Spain. He was soon after appointed chamberlain to the
archduke Albert of Austria. King Philip 1II. nominated
him one of the chroniclers or historiographers of Arragon,
and directed him to continte the annals of Zurita; and
the states of Arragon, which already possessed their own
particular chronicler, seized some plausible excuse for dis-
missing him, in order that Lupercio Leonardo de Argen-
sola might also be appointed historiographer for them.
He then determined to devote himselt exclusively to the
duties of his office; but he was induced to go to Italy in
company with the count de Lemos, the celebrated patron
of Cervantes, who was at that time viceroy of Naples.
Lupercio was appointed secretary of state and of war for
Naples; but amidst the varied and laborious duties attached
to such a situation, he actively pursued his poetic studies,
and did not even discontinue his Arragonese annals. He
was the principal founder of the academy at Naples. While
prosecuting this honourable carcer, he died in 1613, in
the forticth year of his age. Like Virgil, when he felt the
approach of death, he burned a considerabte portion of his
poems.

Bartholem¢, the younger Leonardo de Argensola, entered
the ecclesmstlcal state. During the first half of his life,
his success in the world was mseparably connected, with
the fortunes of his brother. Ile was chaplain to the
empress Mariaof Austria, then a canon in Saragossa; and
he afterwards proceeded to Naples in company with his
brother and the count de Lemos. Ile quitted Italy on the
death of his brother, and was appointed to complete the
continuation of the annals of Arragon which Lupercio had
left in an imperfect state. This task he executed in a way
that gave universal satisfaction. While the count de
Lemos was president of the council of the Indies, Bar-
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tholemé Leonardo de Argensola wrote a history of the

conquest of the Molucca islands. He was indefatigable in

the pursuit of his historical and poetic studies; and after
. » . .

passing a tranquil and honourable life, he died at Sara-

gossa in 1631, in the sixty-sixth year of lfis age.!

The poetry of these two brothers, who, in a critical point
of view, may both be regarded as one individual, is not
characterized by originality, or by depth of genius, in the
extended sense of the word. It is, however, remarkable
for a fine poetic fecling distinct from enthusiasm, a vigorous
and aspiring spirit, a happy talent for description, poignant
wit, classic dignisy of style,and, above all, singular cor-
rectness of taste. Both puued the same course with
equal ardour and adroitness; but Bartholemé had the
better opportunity of cultivating his talent, because he
lived longest. Next to Luis de Leon, they arc the most

" correct of all Spanish poets.

The tragedies with which Tupercio commenced his
poctic career, considered as youthtful essays, are worthy to
be remembered, though they do not merit the unbounded
praise which Cervantes bestowed on them in a fit of pane-
gyrical enthusiasm. It appears that they did not long
maintain their place on the stage. Two of the three
mentioned by Cervantes were, at no very remote period,
rescued from oblivion, and the third still remains undis-
covered.? The two which have been recovered, and which
arc entitled, the onc Isabella, and the other Alexandra,

-afford excellente specimens of language and versification.

The Alexandra contains scenes, particularly in the sccond

and third acts, which the greatest tragic writer might

advantageously adopt and interweave into a better con-

structed piece.> The Isabella is a trivial web of love
L

1 An account of the life of these brothers is prefixed to their works in
the Parnaso Espaiiol, vols. iii. and vi.; and also to the new edition of
their emas, by Don Ramon Fernandez, Madrid, 1786, 3 volumes, 8vo

2 'I'hey are printed in the sixth volume of the Parnaso Fspuaiiol.

3 The king shows to his fuithless consort, Alexandra, the body of her
murdered lover, -

Como, Alejandra, no miras
este noble corazon,

d6 se forja la traycion,
cubierto de mil mentiras 3
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intrigucs, and it terminates in a manner sufliciently awful;
but the picee is totally destitute of tragic dignity, notwith-
standing that it exhibits the hngulshmv and raging of
two Moorish kings, with all the pomp of oricntal acces-
sories Al(.xandm presents more numecrous and correct
traits of resemblance to the ancient drama; and yet towards
the close the action becomes most cextravagant, and is
marked by all the tumult of a modern theatrical spectacle.

But the poctic fame of Lupercio Leonardo de Argen-

Y pues el tuyo. ernel,

te bolvio conmjgo dura,
miralo, que per ventura
esta tu retrato en ¢l »
Esos son aquellos brazos,
por los quales me ahorreces,
que cifieron tantas veces

tu cuello con torpes lnzos.
Estos son contra mi hionra
aquellos biazos valientes,

¥ estos los pies diligentes
en proeurar i deshonra.
Mira tambien Ja cabeza,

Lu boca, los claros ojo~:
leliga con tales despojos :
miralos pieza por pieza;
que por quererlos ti tanto,
los he mandado guardar.
Piensasle resuscitar

aora con ese lanto ®

After a panse of horror and grief, Alexandra I)l(‘dl\s forth in the fol
lowing monologue :—
No puedo triste vengnrme.
O vosotros, soberranos !
va que me faltan las manos,
dadme voz paras quejaime.
Cielos, justicia venganza!
No os atapeis los oidos
dioses sordos adormidos,
si algo con ruegos se alcanza.
Y pues que los celestiales
niegan tambien su favor,
salid del eterno horror,
negros dioses infernales.
Por qué no temblaste, snelo ?
por qué las piedras no saltan »
Qué es esto, que todos faltan,
3 1A Hueve sangre el cielo ?
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sola, does not rest on his tragedies. His lyric poems,
cpistles, and satires in the manner of Horace, have trans-
mitted his name, without the aid of any recommenda-
tion, to posterit}. Lupercio formed his style after that of
ITorace, with no less assiduity than Luis°’de Leon; but he
did not possess the soft enthusiasm of that pious poet, who,
in the religious spirit of his poetry, is so totally unlike
[Torace.  An understanding at once solid and ingenious,
subject to no extravagant illusion, yet full of true poetic
fecling, and an imagination more plastic than creative,
impart a more perfect Ioratian colouring to the odes, as
well as to®the -canciones gnd sonnets of Lupercio. He
closely imitated ITorace in Is didactic satires, a style of
composition in"which no Spanish poet had preceded him.
But he never succeceded in attaining the bold combination
of ideas which characterizes the ode style of Horace; and
his conceptions have, therefore, seldom anything like the
Iloratian energy. On the other hand, his poems are
marked by no less precision of language than the models
after which he formed his style. Ilis odes, in particular, arce
characterized by a picturesque tone of cxpression, which
he scems to have imbibed from Virgil rather than from
Ilorace.! The extravagunt metaphors by which some of

! For example, the following :—
Bramando el mar hinchado
Con las nubes procura
Mezclar sus olas, y apagar la lumbre
Pel concavo estrellado,
Y de la horrible hondura
Trasladar sus arenas & la cumbre ;
Pero con la costumbre
De estoy trabajos graves,
Il hijo de Laertes
Rompe con brazos fuertes.
Lo que apénas pudieran altas naves
Con las proas ferradas,
Por otro Palinuro gobernadas.
Mas Ino, inmortal Diosa,
Viendo al prudente Griego
Fin tan grande peligro de la vida,
Benigna y amorosa
Busco remedio luego
Para facilitalle In salida;
Y de piedad movida ‘
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Herrera’s odes are deformed, were uniformly avoided by
Lupercio. Ilis best sonnets are those of a sententious
cast, which have some moral idea for their subject.! He
was likewise successful in the composition of popular songs
in redondillas. HMis epistles in tercets present, in their
kind, about the same degree of resemblance to the epistles
of Horace, as is observable between his odes and those of
his classic model. The ideas are expressed in a clear,
precise, and pleasing style; and these compositions are not
destitute of poctic and didactic interest. Still, however,
the vigour of Horace is wanting.? Lupercio did not enter

Le di6 el divino velq,

Con que cubrir solin

El cabello, que hacia

Kacurecer al Dios nacido en Delo;
Y en virtud de csta tocn

L1 mar se allana, y €1 la tierra toca.

1 As in the following :—
Imagen espantosa de ln mucrte,

. Suefio cruel, no tnbes mas mi pecho,
Mostrandome cortado el nudo estreclho,
Consuelo solo de mi adversa suerte.

Busca de algnn tirano el muro fuerte,
De jaspe paredes, de oro ¢l techo;
O el rico avaro en el angosto lecho
Haz que temblando con sudor despierte.

Fi1 uno vea el popnlar tumulto
Romper con furin las herredas puertas,
O al sobornado siervo el hierro oculto.

El otro sus riquezas descubiertas
Con llave talsa, o con violento insultd;
Y dexale al amor sus glorins ciertas.

2 The following satirical passage occurs in his longest epistle, which
is uddressed to a fiiend, and in which he has developed his whole turn
of temper and thought :—

Aunque el pintado pabo y la gallina .
De T Africa jamds como & los Grandes,

Ni an Mase Jaques honre mi cocina:

Ni lo traiga pagado desde Flandes,
Porque sabe & la hambre hacer cosquillas,
Y entrctenerla todo lo que mandes.

Ni e ulegren los ojos las baxillas,
Que lo ménos que tengan sea el ser oro,
Tanto el Arte estremo sus maravillas.

Que si en mi casa, como digo, méro,
No trocar¢ mi vida con sosiego
Por ¢l Rotaano, ni el Imperio Moro.
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with sufficient decision into the true spirit of Horatian
satire. e consigned to his brother the task of culti-
vating that class of composition, in which poetry is scarccly
distinguishable from spirited prose. Among his writings
which escaped the flames, there is only one piece of
satirical raillery, in the form of an cpistle to a coquettg.!
The poetic works of Bartholemé, the younger Leonardo
de Argensola, which have been preserved, arc twice as
numerous as those of Lupercio. The style of the two
brothers is so similar, that in some cases it is difficult,
and in others totally impossible to distinguish the one
from the other. This extraordinary conformity of cha-
racter, talent and taste, appdhrs at first sight no less singu-
lar a phenomenon than the inexhaustible fertility of Lope
de Vega. But it will be recollected that these brothers,
whose ages were nearly parallel, who were almost insepa-
rable companions, and constantly occupied in the study and
imitation of the same models, could not fail, by the culti-
vation of similar (and in neither, original) talents, closely
to approximate. Still, however, traces of difference are
discoverable in their works. Bartholemeé, by his numerous,

Ni Mercurio jamas oira mi ruego
Un Cielo mas arriba de la Luna,

Ni en su Altar por mis manos vera fuego.

Ni yo diré mas mal de la fortunn
Que de una vinda santa y recogida,

(Si santa y recogida se halla alguna.)
v The irony m’ght be more delicate; but it i9, neverthelesy, well ex-
pressed :—

Escribate pues satiras quien quiera,
Que yo alabanzas solas quiero darte,
Iasta que th te canses, & yo muera.

Ya. ya me tienes, Flora, de tu p;:rte,
Que, como tus costumbres amo tanto,
Munduble soy tambien por imitarte.

Qnicro dexar la pluma, que me espanto
De ver ese faror tras ordinario,

Y dar de contricion seiial ¢on llanto.

Pero tengo conmigo un tu contrario,
Que tiene prometido defenderme
Contra ¢l poder de Xerxes, y de Dario :

Y no me da lugar de recogerme,

Antes con amenazas me provoca:
Dios sube si ofenderte es ofenderme.
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.

cpistles and satires, rendered greater services to Spanish
poetry than his brother Lupercio. He was the first
Spanish writer who introduced concentrated satire in son-
nets, which he probably did after he became acquainted
with the Italian "poems of that class, but he has imi-
tated them with the spirit of Ilorace, and has avoided
everything like Italian flippancy. His spiritual canciones,
which are not equalled by any in the poetic works of Lu-
percio, are among the best in the style to which they be-
long. His most estcemed works bear the impress of a
more cultivated talent than is discernible in the writings
of his brother. Iislonger and.properly didactic satires arce
characterized by more causticify than gaiety in the ridicule
of general and particular follies.! But the enthusiasm of
the moralist never leads him into declamation in the man-
ner of Juvenal; and these satires are equally replete with
traits of mild philanthropy and sound judgment. His
epistles on human felicity and human weakness have
nearly the same character, but they are for the most part
serious and devoid of irony.? 1lis satirical sonnets present

1 For example :—
Ni a Italia has de pasar por Beneficios,
Para darles asalto con 1 eapa
De que son subrepticios, 6 obrepticios.
Para engaiiarlo no veras al Papa,
\unque te llame el golfo de Narbona
Tan pacifico en si, como en el mapa:
Que si Micer Pandolfo trae corona,
Y prebendado ha vuelto yn, Dios sabe
Qual Simon le ayudo, Mago, 6 Barjona.
Ya ni en si mismo, ni en su Patria cabe,
Ni de su loba prodiga lus baras
De gorgarin en su espaciosa nave.
Si th por estos términos mediaras,
Qué bascus, qué visages y figuras
De purq escrupoloso nos mostraras !

2 The following passage occurs in an epistle to a friend who wislied
to send his son to court while very young, in order that he might be-
come emrly acqnainted with the great world:—

Mirando estoy, que te santiguas desto,

Y que enojado quedas, ¢ risueiio,
Llamandome Filésofo molesto.

Pues enfrena la risa, O templa el cetio,
Y en mi defensa escuchame entretanto,
Que estas propsiciones d pefio,

-
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unequal degrees of merit; but in the best, the pupil of
Iorace is more obviously recognisable.! That Bartho-
lem¢ should have succeeded in spiritual canciones, may at
tirst sight be deemed a psychological enigma. But it was
precisely his critical and reflective turn of mind which
proved most essentially serviceable in guiding him througl
the gloomy regions of catholic mysticism. Being aw’en-
thusiastic catholic, he wanted no extraordinary inspira-
tion to furnish him with religious ideas; and the powers
of a language eminently picturesque, supplied him with
new views and images which he alternately developed
in majesti¢ deseriptions and pleasing comparisons.?
» L]
. ) B ' )
Si esta en verdad, que 1o nos mueve tanto
Docta declamacion, Griega, O Latina,
Como el exemplo vivo, 6 torpe, o santo:
Del padre, que & sus hijus disciplina
Con mal exemplo, quien dird que e« prueba
De In aguiln, que al sol los eximina ?
Pues dar rienda a la edad ferviente y nueva,
No es culpa de indisereto amor paterno,
Que a mamfiesta perdicion ln leva ?
1 diestro agricultor al arbol tierno,
De recientes raices, no lo expone
Luego a las inclemencias del inbierno.

' 'The following sonnet, addressed to an old coquette, may serve us
an example:—
Pon, Lice, tus cabellos con legias
De venerables, si no rubios, rojos,
Que ¢l tiempo vengador busca despojos,
Y %0 para volver huyen los dias.
Ya las mexillas, que avultar porfias,
Ciena en peitiles languidos, y flojos :
Su hermosa, atrocidad nobé & los ojos,
Y apriesa te deswrma las encias.
Pero tu acude por socorro al arte,
Que, aun con sus fraudes, quiero quwe defiendas
Al desengaiio descortés la entrada,
Con pacto () portu bien) que no pretendas
Reducida & rnimas, ser amada,
Sino es de ti, si puedes engaiiarte.

2 For example, the first stunzas of an ode on the immacunlate conasp-
t.on of the holy virgin:—
A todos los espiritus amantes,
Que en circulo de luz inaccesible
Forman amphitentros celestiales,
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The praises lavished on the Argensolas by all parties,
would afford sufficient ground for the cenjecture that their
poetic works had produced some influence on their con-
temporaries. But that influence is chiefly obvious from
the poetic style of the men of talent with whom they lived
on terms of intimacy, of one of whom, named Alonzo
TisY zerro, there is extant a short but cxcellent epistle,
published along with the answer of Bartholemé de Argen-
sola.

The historical works of the younger Argensola are
also deserving of honourable mention in an account of the
polite literature of Spain. Few narratives of Indian
aftuirs are written with so mgch judgment and elegance

Dixo el Padre comun, ya no terrible
Bibrando ray 0s vengativos, antes

Con manso aspecto, grato & los mortales :
Ya es tiempo de admitir 4 los uinbrales
Del Reyno eterno los del baxo mundo,
Que su gemido, y su miseria vence.

Y porgque la gran olirs se comience,
Muestre la idea del saber profundo

Su concepto feenndo,

La preservada esposn: qne en saliendo,
11 pacifico cetro de oro estiendo.

Mary Magdalen 1s thus apostrophized :—

O tu siemypre dichosa pecadora,
La que fuiste por tal con grandc espanto
Del vulgo con el dedo sefinlada !
I'us lngrimas con Christo pueden tanto,
Que la menor lo enciende y enamora,
Y & la cnlpa mayor dexa anegada.
'I'n quedas en Apostol transformada,
Y de ignorante y mala, santa y sabia.
No ¢s mucho que la zarza en flor se mude,
Y que cl alamo sude .
Tin dbmpetencin de 1o mirra Arabia;
Y que quando de yerba al campo priva,
La mies en abundancia se recoja.
Veuid & ver de rosas y azucenas
Las montaiiae esteriles mas enas,
Y un arbol seco 1evestido de hoja.
La planta antes mutil Dios enltiva:
Regada en su jardin con agna viva,
Es fructifera ya, y sus ramas bellas
Tocan continnamente en las estrellas.
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as his Ilistory of the Conquest of the Molucca Islands;!
and his continuatien of the Annals of Zurita? exceeds in
rhetorical merit the work of the original historiographer
The circumst#ces connected with the accession of
Charles V. and the Castilian rebellion, subjects to which
no Spanish writer had previously ventured to allude, are
related by Argensola with no less freedom and fidelity than
other events; though of course without his attempting to
urge any apology for the rebels. In the reign of Philip
111 but little danger was to be apprehended from such
freedom; and when, in the year 1621, Philip 1V. ascended
the throne’in the seventeenth year of his age, Argensola
did not hesitate to dedicate pis Arragonian Annals to the
duke of Olivatez, who in the name of the young king was
invested with unlimited sovercign authority. The duke
of’ Olivarez, on receiving this dedication, little imagined
that the recollection of the ancient privileges of the Ar-
ragonian states, which had been solemnly ratified by
Charles V. and which were so much expatiated on in these
annals, would, at no very remote period, rouse the people
of Arragon to take up arms in defence of their constitu-
tion—that constitution on which the duke wished to en-
croach in order to recruit the exhausted strength of Castile.

CONTINUATION OF THE HISTORY OF SPANISII LITERATURE
DURING THE AGE OF CERVANTES AND LOPE DE VEGA.

A very acchirate idea of the general spirit of elegant
literature in Spain, during the age of Cervantes and Lope
de Vega, will be obtained, if, to an cxamination of the
works of those eminent men and the two Argensolas, be
adged a recollection of the labours of their immediate pre-
deeessors; for the other Spanish poets &f that period fol-

v Conquista de las Tslas Moluecas, ol Rey Felipe LTI, &e. (written
at an carlier period than the Annals of Ariagon), por el Licenciado
Bartholeme Leonardo de Argensola. Madiid, 1609, in folio.  The li-
bravy of the University of Ciottingen contains this work, and also that
next notiecd,

2 Primesa parte (asccond part was intended to follow) de los Anales
de Aragon que prosigue los de G, Zurita, &e., por el Dr. Barth. Iseon.
de Argensoln.  Zaragoza, 1630, one vol. thick fol.
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lowed in the beaten path as far as they were able to go,
and if any one ventured on a new course he only wandered
into insipidity. These authors, though deficient in origin-
ality, are not without merit; but so great'is their number,
that it would be impossible to find room for even a very briet
notice of all their works in a general history of literature.
Theve was at this time a sort of poetical ferment in Spain,
which can only be compared with that which prevailed in
Italy during the sixteenth century. 'The blending of the
Italian style with the old Spanish, had excited a new en-
thusiasm throughout the whole nation; and in proportion
as the Spaniards were excluded from philosophic thinking,
their passion for works of favey was augmented. Under
these circumstances, elegant prose writing could only fol-
low in the train of poetry.!

FRESH FAILURES IN EPIC POETRY—ERCILLA’S
ARAUCANA.

Success in epic poetry was still denied to the Spanish
muse. The confounding of epic poetry with relations of
actual events, embellished with poetic language, seems to
have perverted the talent for true epopee. The Spanish
poets who attempted this style, studied after the false
model of Lucan, and, according to an old critical phrase,
endeavoured to be more Luwcanists than Lucan himself.
'The imagination, which possessed unbounded dominion
over the stage, seems to have obtained in norrative poctry
only the scanty privilege of inventing a few ornaments.

Among the unsuccessful attempts at epopee, particular
distinction is due to the Araucana of the heroic and
amiable Alonzo de Ercilla y Zuiiga, a poem which has
the accidental advantage of being better known on this
side of the Pyrences than many other Spanish works of
far superior merit.  Ercilla has recorded the most remark-
able events of his own biography in the Arqucana, and

« ' The poetical lists, in Lope de Vegw's Laurel de Apolo, in Cevvan-
tes’ Tuge al Parneso, and in other landatory or ironical poems, are
in no way available either for the historian or the critic. Accident and
caprice have introduced many obscure names into these poems, and many
poetic wiiters of merit are not mentioned.
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the rest of the poem also reflects an interest on the
author. Ile was born at Madrid in 1540, or according to
some in 1533, and became page to the prince of Asturias,
Don Philip, withe whom he travelled into Italy, the Nether-
lands, and England. At the age of twenty-two, he em-
barked as an officer for America, along with a newly
appointed viceroy of Peru. He distinguished himsett” in
the war against the Araucans, the bravest of the South
Anmerican tribes. In the midst of his exploits, he con-
ceived with youthful ambition the plan of writing a nar-
rative of the conquest of Arauco in an epic form, but with
the strictest regard to histqrical truth. e executed his
project in spite of the dangegs which surrounded him, and
the fatigues hé had to undergo. In a wilderness, in-
habited by uncivilized people, surrounded by enemies, and
in a resting place roofed only by the canopy of heaven,
he composed at night the verses which were to be the
memorials of the events of the day. In prosccution of
hLis purpose, he was obliged to use seraps of wastg paper,
often too small to contain more than six lines, or to make
picces of leather supply the total want of paper. In this
way he completed the first part of his poem, consisting of
fiftcen cantos. Before he was thirty years of age he re-
turncd to Spain, full of hope, both as a soldier and a poet;
but the gloomy Philip, to whom he enthusiastically dedi-
cated the Araucana, took little notice of him, and less of
his work. KErcilla deeply felt this neglect; but nothing
could damp hig romantic attachment to his cold-hearted
sovereign, whom he still persisted in celebrating in the
scquel of his poem. Ile received no mark of favour ex-
cept from the emperor Maximilian I, who appointed
him one of his chamberlains. Dissatistied with his fate,
Ercilla travelled from place to place; but his journeys did
not prevent him from proceeding with his poem until he
completed it by the addition of a third part. When he
died is not known, but it was after he had attained his
fiftieth year. ,
The Arcucana, so called from the country Arauco, is
really no poem. It is, however, impossible to read the
work without feeling interested in the author, and being
delighted by his talent for lively description, which no
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just critic can call in question. But notwithstanding that
talent, Kreilla is merely a versifying historian, capable of
clothing his subject in a poetic garb, but not of elevating
it to the sphere of true poetry. His diction is natural
and correct; andl to this the Arawcana is, in a great
magsure, indebted for its celebrity. Its descriptive beauties,
and ‘some scenes in the style of romantic love, certainly
make the composition approximate to poetry; but the
heroic spivit which pervades the whole work is by no
means a poetic spirit. The principal events follow each
other in chronological order. The combats are described
in succession, as they actually arose, without” any regard
to poctic interest.  Kreilla, ifdeed, prided himsclf on this
historical precision, and he challenged any of his country-
men who were acquainted with the war in Arauco, to
deteet a single inaccuracy in his narrative. The historical
succession of events imparts, however, a sort of epic unity
to the work. The Spaniards in Arauco are surrounded
by dangers, which gradually augment until they reach a
crisis; when a reinforcement arrives from Peru, and the
Spuniards experience a favourable change of fortunc.
The capture of Canpolican, the Araucan commander, who
is put to death in a way repugnant to humanity, closes
the narrative, though it does not terminate the war; but
the barbarous and unjust execution of the brave chief
being deereed by a Spanish council of war, is not censured
by Krcilla. Ifrom the manner in which the poem con-
cludes, it must be regarded as incomplete, considered as
an historical narrative. Even the moral interest of the
events operates in a way contrary to the intention of the
author; for the feelings of the unprejudiced reader are,
trom the commencement, excited in favour of the brave
savages, who, Lalf-naked, and destitute of fire arms, con-
tend for their natural frecdom against enemies so superior
in the art of war. The style of historical truth in which
the principal events are narrated, forms an unpleasing
~contrast with the fiction in the details, which is intended
to diffuse a poctic character over the whole work; for
Ereilla at length found it necessary to depart from his
pian, in order to escape from the monotony into which he
had fallen. In the first fifteen cantos the poetic colouring
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is merely confined to the descriptions; but in the two
following parts,! the author has interwoven a number of
fabulous accessories. He has introduced, for example, a
poetic account of the magician Fiton’s wonderful skill and
his garden of paradise,” and also the story of the fair savage
Glaura, who recounts the incidents of her life in the style
of a Spanish romance.®  Ercilla likewise relates the death

1 The poctic nwrative extends to thirly seven eantos,
2 'This description of the garden and palace of a magician i the wilds
of Ametriea, oversteps the bounds of consistency as well as probability.
t he deseription of the magic palace deserves, however, to be quoted :—
"T'enin el suelo pag orden ladvillado
de c1istalinas losas tgasparentes,
queel color contrapuesto y varnuo
hracin labor y visos diferentes:
el ciclo alto didfano estiellndo
de munierables piedias relnerentes,
que toda Ja gran camaa alegraba
Ta viuia luz que dellas revoeaba,
Sobre colunas de oro sustentadas
cren liguras de bulto entdrno estabuan,
por arte tan al vivo wasladudas,
que un sordo bien pensara que hablaban:
v dellas T hazafias figuradas
por las anchas paredes se mo<traban,
donde se vin el extremo y execlencin
de armas, letras, vivtud, v contimeneia.
Fn medio desta camara espaciosa,
qne medin milla en quadro contenin,
estaba una gran poma mlagrosa,
que una luciente esfern ln cenin,
quedpor arte y labor maravillosn
en el ayre por si se sostenn
que ol grun eirculo y maquina de dentro
puatece gne estiivaban en sa centro,
 iate thus speaks of the ardour of her lover's affection :—
Visto yo que por mnestras y rodeo
muchus veees su pena descubiin,
conoct que su intento y mal deseo
de Tov hionestos limites salia:
mas ay ! que en lo que yo padezec veo
1o que el misero entonces padecia,
sue a término he llegado al pie del pulo,
(ue aun no puedo decir mal de lo malo,
{allibale mil veces suspirando
en il los engaitados ojos puestos,
otros andabu timido tentando
entrada a sus osados presupuesteos :

v2
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of Dido after Virgil, and in honour of his king, he gives
a detailed account of the battle of Lepanto. In addition
to the descriptions, some of the speeches, particularly that
delivered by the cacique Colocolo in the second canto,!
may be referred to as the best parts of this unpoetic poem.

“WMeanwhile the passion for epic poetry, which took
possession of so many Spanish writers in the age of Cer-
vantes and Lope de Vega, gave birth to a torrent of heroic
poems.  To the Caroliads, which have already been
noticed, there succeeded La Restauracion de Espana, (the
Restoration of Spain,) by Christoval de Mesa; Las Navas
de Tolosa, (the Plains of Toulouse,) by the same author;
La Numantina, by Franciscotde Mesquera; La Invencion
de la Cruz, (the Invention of the Cross,) by Lopez Zarate:

yo In ocasion daitosa desviando,

con gravedad y términos houcestos

(qne es lo que mas 1eflrena la osadia)

sus erradas quimeras deshacia.
Estaudo sola en i aposento un dia

temerosn de algun atrevimiento,

unte mi de rodillas se ponia

con grande tinbacion, y desatiento:

diciendome temblundo : o Glaura mia,

ya no basta razon, m sufrimiento,

ni de fuerza una minima me queda,

que u la del fuerte amor resistir pueda, &e

! Even Voltuire bems testimony to the escellence of this speech;
and Veltaiie was certainly a judge of 1hetorical, though not of j octical
exeellence.  The address commences thus :—

Caciques del Estado defendores,
codicia del mandar no me convida
a pesarme de versos pretensores
de cosa que a mi tanto era debida;
porque segnu mi edad, ya veis, sefiores,
que'estoy al otro mundo de partida;
mas el amor que siempre os he mostrado,
u bien aconsejaros me ha incitado.

Por ¢ué cargos honrosos pretendemos,
Y ser en opinion grande tenidos,
pues que negar al mundo no podemos
haber sido sujetos y vencidos ?
Y e esto aveliguarnos no queremos
estando aun de Espaiioles oprimidos :
mejor fuera esta furia egecutalla
contra el fiero enemigo en la batalla, &ec.
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Maltea, by Hyppolyto Sanz; El Leon de Espaila, (the
Spanish Lion,) by Pedro de Vezilla; Saguntina, by Lorenzo
de Zamora; Mexicana, by Gabriel Laso de Vega; Austri-
ada, by Rufo Ghttieraz, &c. None but men who make
this branch of literature their particular’study, now think
of perusing these and similar patriotic effusions, which
were at the period of their publication regarded a$ epic
pocems,! but which only serve to prove, with the greater
certainty, that Spain is incapable of producing a Homer.
A genuine subject for epopee was scarcely to be found in
the nationgl history of Spain, even during the ages of
chivalry; and modern history was not then more suscep-
tible than now of receiving & truly epic form.

LYRIC AND BUCOLIC POETS OF THE CLASSIC SCHOOL
OF THE SIXTEENTH CENTURY.

Lyric and bucolic poetry, and also elegant satire, after
the two Argensolas had given the tone to that species of
composition, continued to be cultivated by various pupils
of the classic school of the sixteenth century. That school,
which was then on the decline in Italy, still maintained
its ground in Spain, and preserved its reputation in spite
of' the opposition made by the different parties who con-
tended for their respective styles, particularly by that off
Lope de Vega, and by onc of a still more dangerous kind,
which will soon be more distinctly noticed. The disciples
of this classic® school, together with those writers who,
since the time of Boscan and Garcilaso de la Vega, had
tormed their style on the model of the ancients and the
most estecmed poets of Italy, may be called the Spanish
Cinguecentisti, in a favourable sense of the term, though
some of them wrote in the seventeenth century. 'The
most distinguished among them really flourished in the
sixteenth century; and the rest, whose number is incal-
culable, possessed, at least, the merit of endeavouring, like
the Italian Cinguecentisti, to express sensible ideas in cor+
rect language,

! Velasquez and Dieze, p. %3, give numerous bibliographical notibes
of these works, -
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To this classic school belongs Vicente Kspinel, an
cecclesiastic of the province of Granadar He was likewise
celebrated as a musician, and he perfected the Spanish
guitar by the addition of the fifth string. He died in
poverty, in the ninetieth ycar of his age, at Madrid, in
1684. 1lis canciones, idyls, and clegics, though destitute
of originality, are distinguished by a spirited and inarti-
ficial character, and they abound in beautiful images and
descriptions. Ispinel’s poetic style is extremely melo-
dious. In his idyls he has very successfully imitated the
pleasing syllabic measure which Gil Polo introduced into
Spauish literature under the pame of Llimas Provenzales;!
and he was one of those wiiters who most contributed
to bestow a metiical polish on the redondilla stanzas of
ten lines, (decimas.) Ile translated Ilorace’s Art of
Poctry, in iambic blank verse, and scveral of Iorace’s
QOdes after the manner of Luis de Leon. Some of this
author’s prose works will hereafter be nqticed.?

1 For example, in the following deseription of rural tranquillity : —
Ay apacible y sosegada vida,
de vulgwr sujecion libre y esenta,
do el almu se sustenta
con bianda soledad entretenida ;
dé nuncea tuvo la malicia entrada,
ni desagrada
mansu pobreza:
todo es llaneza
sincéra y pura
do nunea dura
el fingido doblez qué al alma gasfu;
ui al humilde espiritu contrasta !
Aqui sustenta el misero villano,
sin artificio 6 canlelosa maitana,
In bellota 6 oastuiia,
apedreada de la simple mano.
“Dale del agua pura y trasparente
la clara fuente
no le molesta
calor de siesta;
y si le ofende
. luego se tiende
bajo de un estendido sauce O robre,
contento, sin mirar si es rico 6 pobre, &c.
2 Several of Espinel's prose works are inserted in the third volume of
the Parnaso Espaiiol ; and the translation of the Epistle to the Pisones
forms the commencement of the first volume of that collection.
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Christoval de Mesa, an ecclesiastic of Estremadura, was
contemporary witle Torquato Tasso, with whom he main-
tained the most friendly intercourse. e made, however,
very little imprbvement in epic art through his intimacy
with that celebrated man. Ot three corhpositions, which
Christoval de Mesa intended for epic poems, not one las
been preserved from oblivion. His tragedy of Pompey
is likewise forgotten. He was, nevertheless, a good trans-
lator; and his translations of the ZEneid and the Iliad are
esteemed cven at the present day. He also published a
Spanish vegsion of Virgil's Georgics.

Juan de Morales obtained a similar reputation through
his translation  of Horace’s 80des and Virgil's Georgics.
The particulars of his life are not known. He wrote some
good sonnets.!  This writer must not be confounded with
his namesake, Ambrosio de Morales, the historian.

Augustin de Texada, or Tejada, who was born in the
year 1635, is distinguished as a writer of spiritual odes
and cancioncs. His poems in this class vie with those of
the younger Argensola in poetic dignity of composition
and genuine lyric diction.? Ile has, however, committed

1 For example, the following. The prevailing idea is not new; but
it is followed up in the genuine spirit of sonnet composition :—
Jamas el cielo vio llegar Piloto
Al dessendo puerto tan contento
De las furiosas olas y del viento
L nave sin timon, y el arbol roto,
Y tanando la tierra tan devoto
Correr al templo con piadoso intento,
Y en el por verse puesto en salvamento
Colgar las ropas, y cumplir el voto:
Qual yo escape del mar del llanto mio,
Passada la borrasca de mi pena,
Y en el puerto surgi del desenguiiog
Cuyo templo adorne de mi navio,
Colge mis esperangas y cadena,
Por ser mi bien el fruto de mi dafio.
2 The following is the first stanza of his cancion on the ascension of
the Ioly Virgin:— .
Angelicas esquadras que en las salas
Tlenas de olor de gloria, con inmenso
Gozo, de que llenays el claro Cielo,
Andays batiendo las doradas alas,
Y al eterno Regente days encienso,



296 HISTORY OF
the error of introducing mythological images in his Chris-
tian poetry. But in this respect he' merely conformed
with the bad taste of his age, which in Spain and Portugal
favoured the most absurd misapplication of the Greek
mythology, for, to humour the prejudices of the church,
it was necessary that the heathen deities should appear
only as allegorical characters in catholic poetry.

Andres Rey de Artieda, a brave Arragonian officer, was
a very learned scholar and a particular friend of the
Argensolas. Among other works, he wrote poetic epistles
which are full of good sense and natural feeling.! His

sonnets are remarkable for their novel and poignant style.?
I.n

Que olor espira de inmortal consuefo,

Torced el blando buelo,

Y recebid en vuestras bellas plumas

A la que encierra en si las gracias sumas,

Pues que rompiendo la fulgente massa

Del Cielo cristalina

Que a la tierra le sirve de cortina,

Veys que el un firmamento y otro passa

Hasta llegar al trono do reside

El que del Cielo el movimiento mide.

1 His epistles in the satirical style are, however, so full of allusions
to particular circumstances which occurred during the life of the author,
that they are not easily understood. The following passage is from an
epistle on the Spanish comedy.

Si quando Rey, como Seiior se sienta
si cobra quando Cid tantos aceros,
que al parecer emprendera a cinquenta,
Es a dicha Morales, o Cisneros? ¢
0 es la triste Belerma Mariflores,
quando a llanto y pasion puede moreros ?
Claro es que no son ellos pues, Sefiores,
que importa a la Comedia que sean malos,
si para recitar son los mejores ?
Lios palos, que se dan alli son palos '
a los que como simples los reciben.
F entremés fingido afrentaralos ?
A dicha los que mueren no reviven ?
Y s1 es que lo requiere la maraiia,
los que lo fingen paren, o conciben ?
Sola la vista y opinion se enguiia,
y asi el vicio y virtud de ellos no ofende,
ni a la Comedia en un cabello daiia.

2 The following colloqujal sonnet may serve as an example :—
A. Quién vive'aqui? C. Un pobre peregrino.
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Gregorio Morillo imitated Juvenal in his didactic satires,
and vented his spleen in well-turned verses.!

Luis Barahona de Soto is, in preference to many of his
contemporaries, entitled to an honourable place among
Spanish poets. He was born in the proYince of Granada,
and was a physician by profession. His eclogues fe-
semble those of Garcilaso de la Vega; and his canciones
abound in romantic grace.?2 His satires, which were lately

A. Pues peregrino con hogar y casa?
(. Vo la veis toda ya desierta y rasa,
que solo este sobrad® quedd en pino ?
4. Quién os retrajo & taplugar? C. Mi sino.
A. Quien sois? (. Soy viento que no vuelve, y pasa:
tuve fuvor del mundo, fui del asa;
paso el buen tiempo, y el adverso vino.
A. Qué haceis aqui? (. Un cesto, una canasta,
tal vez de mimbre, tal de seco esparto,
con que gano el sustento que me basta.
Y no me vi (0s prometo) jumas harto
de pretensiones militares hasta
que el desengaiio me alquilo este cuarto.

! [For example :—
Quién se fuera a la Zona inhabitable
por no perder del todo la puciencia,
que quieren que lo sufra, y que no hable !
‘Tubieron Persio y Juvenal licencia
de corregir las fultas del Imperio;
y no he de hacer yo escrapulo y conciencia,
Viendo en una ventana una Glicerio,
nnssegunda Venus, que la ocupa,
donde pensaste que era un Monasterio,
Y que & la mar se arroje le chalupa,
como la galeaza, y tienda velas,
y tanto aquesta, como aquella chupa ?
Mas quién no ha de calzarsa las espuelas,
por no ver afeitada, como gninda, o
1a que ha perdido en navegar las muelas ?
2 One of these compositions commences in the following way :—
Qual llena de rocio
suele salir, los campos alegrando,
1n clara Aurora con el rostro helado,
<util aura soplando,
tal por el verde prado
salio mi pastorcilla al llanto mio,
dejando alegre el suelo,
y de sus gracias embidioso ebcielo.
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republished, have the spirit of Juvenal, but want the
delicacy of Horace; they are, however; writterr in a clear
and energetic style. This writer, moreover, gained cele-
brity by a continuation of the Orlando Furioso, which was
highly esteemed by Cervantes, and is entitled, Las Lagri-
m¥s de Angelica, (the Tears of Angelica.)!

Pédro Soto de Rojas, who was a particular favourite of
Lope dc Vega, endeavoured to introduce the academic
systems of Italy, which had never been successfully imi-
tated in Spain. A literary society cstablished at Madrid,
after the Italian fashion, rececived the ludicppus title of
Academia Selvaje, (Academy of Savages;) and in this
society Soto de Rojas was distinguished by the surname of
P Ardiente. 1lis eclogues bave the usual character of
Spanish poems of that class, clothed in elegant and har-
monious language.?

Esparcese sin arte
sobre 1a nieve del marmoreo cucllo,
tirnda en hebras larga veun de oro;
y parn enriquecello
en dos madejas vauias se reparte,
con bien mayor tesoro,
descubriendo la cara
mas que la luva y las estrellas clara.
La tierna yerva crece,
donde In plunta sienta, y eria oloies,
y el arbol gne desgaja con su mano
pimpollos brota y flores,
y el ayre fresco y vano,
hablando con olores lo enriquece,
y lleno de alegria
promete al mundo venturoso dia.
1 'The curate in Don Quixote, during the examination of the knight's
library, says, that if these 'L'ears had been doomed to be burned, he him-
self should have shgd tears. 1 have not seen the book in any collestion.

/2 For example :—

Ya en sus troncos nativos

temerosa ln sombra se recoge,

y deja la floresta
. por bien pasar la fatigada siesta:
ya el zefiro ligero, que despliega
sus alas al nacer del Sol dorado,
con arrullos lascivos
al verdor de los hojas las entrega,
y al blanco lirio en el sediento prado
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Luis Martin, or Martinez de la Plaza, an ecclesiastic of
Granada, a province fertile in literary talent, was par-
ticularly celebrated for the grace of his madrigals, and
other small poems of a similar kind.!

Balthazar del Alcazar, who appears to have been a
native of Andalusia, sought to distinguish himself af a
writer of epigrammatic madrwo,l:. In his comic madri-
gals,? he was, however, less suc(.easf'ul than in those of
gullantry 3 Healso s appears to have been one of the first

bObl‘L‘ lo% hombmﬁ de In ﬂnr veeina
¢l cuello enfermo del calor inclina :
Marcelo, al Olm8 erguido, i te place,
10~ Pas0s encani pa,
que al baiio de lns Nayades cortina
entietegido con In yodra hace:
sonara tu zampoiia dulcemente,
stave tu znmpoiia,
con quien Ias duras sierpes su ponzofia,
los vientos su braveza,
y las fieras suspenden su aspereza.
' One ot Martin's most charming madrigals may be {ranseribed
here :—
1ba cogiendo flores,
y guardando en la falda
mi Ninfu, pura hacer una gnirnalda;
mas primero las toca
& los rosados labio de su boca,
y les di de su aliento los olores;
y estaba (por su bien) entre una rosa
una abeju éscondida,
su dulee humor hurtando;
¥ como en la hermosa
flor de los labios se halld, atrevida,
Ia pico, sacd miel, fuese volando.
2 The following secms to have been vastly admired by some eciitics,
sinee it has found its way into various collections:—
Revelome ayer Luysa
Un caso bien de reyr,
Quierotelo, Ines, dezir,
Porque de caygas de risa.
Has de saber que su tia,
No puedo de risa, Ynes
Quiero reyrme, y despues
Lo dire qnando no ria.

3 For exanpie, the following trifle :—
Madalena me pico
Con un aliler el dedo, «
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Spanish poets who wrote odes in Sapphic feet, in so far as
the Spanish language would permit the émployment of that
measure.!

Gonzalo de Argote y Molina, one of those brave men,
who, in the reigh of Philip IL., fought gallantly for the
héhour of their country aad their king, but whose valour
remained unrequited, was more distinguished as an histo-
rian than as a poet. To his literary patriotism the Spaniards
were indebted for the publication of the Infante Don Ma-
nuel’s Conde Lucanor.? Ilis poems are, however, worthy
of honourable notice. An ardent feeling of patriotism is
the soul of his canciones and other lyric compositions.?

Dixele: Picado quedo,
Pero yu lo estava yo.
Riose, y con su cordura
Acudio al remedio presto,
Chupome el dedo, y con esto
Sane de la picadura.
! For exunple :—
Suelta la venda, sucio y asqueroso:
laba los ojos llenos de leguias :
cubre las curnes y lugares feos,
hijo de Venus.
Deja las alas, las doradas flechas,
arco, y aljuba, y el ardiente fuego,
para que en falta tnya lo gobierne
hombre de seso.
2 Sce page 4.
3 One of his canciones addressed to his country :ommences in the
following 1anner:—
Levante noble Espaiia
tu coronoda frente,
v alégrate de verre renascida
por todo quanto baiia
en torno la corriente
del uno y otro mar con mejor vida,
aual Fenix encendida
en gloriosa lama
de ingenio soberano
muy alto y muy humano,
que a ti y & si dio vida y inmortal fama,
que durara en el suelo
quanto la inmortal obra de Marcelo.
Dejaron muy escurs
las importunas guerras
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Francisco de Figueroa spent a portion of his life in
Ttaly, in the twofold capacity of an officer and a states-
man. During his residence among the Italians, he en-
Jjoyed a dealeeoof public esteem which was extended to
fow of his countrymen. IHe wrote poems in Italian as
well as in Spanish. Among his friends and admirers.fie
was called the divine, and he was ranked among the-most
cminent Petrarchists of his age. Ilis amatory sonnets
are written in a pleasing and natural style, and abound in
the softest touches of romantic melancholy.! The ad-
mirers of Francisco de Figueroa likewise conferred on
him the sutname of the Spamsh Pindar; but that was a
mere whim.?

Christoval Suarez de I<1rrueroa, an imitator of Monte-
nayor, wrote a pastoral romance, entitled dmarillis, which
was very generally read at the time of its publication.
1le also made a translation of Guarini’s 1 astor deo, and

de \ andalos y Godos generosos
Ia antigua hermosura

de tus felices tierras

y sitios de tus pueblos gloriosos :
y al fin mas invidiosos

dé tn belleza ilustre

los fieros Africanos

con muy profanas manos
estragaron del todo el sacro lustre
del terreno mas lindo

que hay desde el mar Atlantico hasta el Indo.

1 For instance, the following sonnet:—
Yace tendido en la desierta arena,
Que quasi siempre el mar baiia y escondc,
De Tirsi el cuerpo; el alma alverga donde
Sembrd Amor la simiente de su penn:
Alli miéntras su llanto amargo suena
Entre las peiias, Eco le responde :
Tirsi cmtndo, donde estas? Por dond®
Saldras & ver tu luz pura e serena ®
Aqui el cielo nubloso, el viento ayrado
Mantienen con ¢l mar perpetua gueira,
Y ¢1 con estas montaiias que rodea.
Ay de ti, Tirsi, de dolor cercado,
Mas que de mar, quando sera que lea
Fili en tu frente lo que el pecho encierra.

2 A new edition of the best poems of Francisco de Figueroa was pib-
lished by Ramon Fernandez at Madrid, in 1789, in 8vo.
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cultivated with some degrec of suceess the Italian lyric
forms of pastoral romance. Some of.the poems of the
latter class contained in the Romancero General, appear
to be written by this author. His Endechas, or Elegiac
Songs in the popular style, though not particularly rich in
ideas, are nevertheless pleasing with respect to language
and versification.!

Another poet of this name, Bartholomé¢ Cayrasco de
Figueroa, is the author of a long scries of spiritual canciones
and tales called ecanfos, which were much esteemed on
account of the edification attributed to their contents. In
these poems the author explains the mysticism of the
Christian religion, according to the Catholic dogmas and
the scholastic ideas of Christian virtue, in a manner more
pedantic than poctic; but yet in pure and elegant language.
e was likewise one of the Spanish imitators of the Italian
verse with dactyllic terminations, called versos esdrujolos,
from the Italian versi sdruccioli.?

1 One of his Tindechas commences thus :—
Bella Zagleju
del color moreno,
blanco milagioso
de mi pensamiento :
Gallarda trigueiia,
de belleza extiemo,
ardor de Ias almas,
y de amor trofeo:
Suave Siiena,
que con tus acentos
detienes ¢] cmiso
de Jos pasageros:
Desde que te vi
tal estoy que siento
preso el alvedrio,
. ¥ abrasado el pecho.
2 I'or example :—

De las Damas fantasticas,
mas que la caiia moviles,
presos de amor en esta red amplifica,
seglares y monasticas
de bujn suerte ignobiles,
de muy oscura fama y muy clarifica,
que lengua tan manilica
dira los echos frivolos,
vanidades gentilicas,
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Juan de Arguijo, a native of Seville, seems to have
enjoyed high repuation among the poets of his time.
Lope de Vega formally dedicated several of his works to
him. Some well written sonnets and other small poems
are the only productions of this author new extant.!

Pedro Espinosa, an ecclesiastic, who possessed somit
poetic talent, and who wrote on various subjects, compiled
a lyric anthology of the works of the above and other
Spanish poets, who adhered more or less rigidly to the
principles of the old school, but whose fancy sometimes
roamed unrestrained with Lope de Vega, or sometimes
degenerated into affectation jwith Gongora.?

RISE OF A NEW IRREGULAR AND FANTASTICAL
STYLE IN SPANISH POETRY.

1t is impossible to draw a rigid line of separation be-
tween the disciples of the classic school, and the partisans
of lyric irregularity, who indulged in no less freedem than
Lope de Vega, while at the same time they endeavoured

pues templos y Basilicas
pretenden como dioses estos idolos,
Luereeins y Cledpatras,
que hacen a los necios ser idolatras ?
' 'Lhe follovang is one of his sonnets :—

Si pudo de Anfion el dnlee ranto
Juntar las piedras del Troyano muro,
51 eqn suave lira, oso0 seguro
Baxar el Tracio al Reyno del espanto;

Sila voz regalada pudo tanto,
Que abrio las puertas de dinmante duro,
Y nn rato suspendio de aquel escuro
Lugar lu pena y miserable Hanto;

Y <1 del canto la admirable fuerga
Domestiea los fieros animaies,
Y enfrena la corriente de los viow.

Que nueva pena en mi pesur se esfucrza,
Pues con lo que descrecen otros males,
Se van acrecentando mas los mios.

2 The collection is entitled—Flores de Poectas ilustres de Flspaiia, '
&c. ordenude por Pedro Esporosa. Valladolid, 1603, in quarto. 1'rom
tius anthology hias been partly selected the specimens of the works of
those poets who have just been noticed.  The rest of the examples afe

scattered tlnorgh the Parneo Espaitol, R
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to exceed him in forced conceits. *Even the disciples of
the classic school are not totally exemp¢ from extravagant
ideas and unnatural metaphors; and they occasionally pour
forth a torrent of words, which though sometimes big with
brilliant ideas, more frequently wastes itself in mere froth
ald foam. It cannot be doubted that the Italian school of
the Marinists exercised an influence on these Spanish
poets. But Marino, being a Neapolitan by birth, was a
Spanish subject, and educated among Spaniards. It is
therefore more natural to regard his style as originally
Spanish, than to trace to Italy the source of those aberra-
tions of fancy, which, in the age of Cervantes and Lope de
Vega, again found admirers in Spain. Marino’s was the
old Spanish national style, with all its fauits, divested of
its ancient energy and purity, polished after a new fashion,
stripped of its simplicity, tortured into the most absurd af-
fectation of refinement, and that affectation displayed in a
boundless prolixity.

One of the most zealous adherents of this party was
Manuel Faria y Sousa, a Portuguesc by birth. Some
cause of discontent had induced him to quit his native
country and to fix his residence in Spain; and in com-
posing both poetry and prose, he in general preferred the
Castilian to hisvernacular tongue.! It can scarcely be sup-
posed that he introduced this perverted taste from Portu-
wal; though his Portuguese poems exhibit no less affecta-
tion of style than those which he composed in Castilian,
and in which a judicious direction of the fancy is scldom
obscrvable. His ideas are, for the most part, intolerably
fantastic. One of his Castilian songs, for example, is
composed in honour of his mistress’s eyes, “in whose
beauty,” he says, “love has inscribed the poet’s fate, and
which are as la~ge as his pain, and as black as his destiny,
&c.”2 He displays similar extravagance in most of his

1 His Castilian and Portuguese poems are published under the
title :—Fuente de Aganippe, o Rimas varias de Manvel de Faria y
NSousa, &c. Madrid, 1656, 4 vols. octavo. They are also included in
his Divinas y Humanas Flores, Madrid, 1624, in octavo,

2 This absurdity occurs in a gloss on an old couplet.
Ojos, en cuya hermosura
cifro n;i suerte el Amor,
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Castilian sonnets; in one, for instance, he relates ¢ how ten
lucid arrows of crygtal were darted at him from the eyes
of his Albania, which produced a rubious effect on his
pain, though thecause was crystaline,” &c.! In this ab-
surd style he composed hundreds of sonnets. Faria y
Sousa, however, wrote several good works on history and
statistics;? and it must be recollected that in his poetry he

grendes como mi dolor,
negros como mi ventura.
Jin una hexmosura de ojos
dixo Amor que me dmia
a padecer sus enojps,
donde el Alma dexaris,
desu incendio, por despojos,
Pues si en la belleza pura
de ojos, mi mueite procura;
si en vos mis ojos no fue,
que soys de Albania, no se,
0Jos, en cuya hermosura,
Quiso amor mostrarme ardiente
mi suerte en cifias algunas, -
¥ vio de negro luziente
ravadus dos medeas lunas
e el papel de la frente :
Y abaxo visto el valor,
0jos, de vuestro esplendor,
por ceros vino o teneros,
que en dos animados zeros
cifrd i suerte el Amor.
' the onginal tlus odd conceit runs in the following way ;—
Flecando de sus manos peregrinas,
de cristal diez lnzientes passadores,
de rube fue el efeto en mis dolores,
«i de Albania 1as causas eristalinas.
Mus ya que, hwmnanas, quando no divinas.
en sangrienta afension foriman amoices,
de tantos deificados esplendores
desmentidos en nieve, v clavellinas.
Amor en mis heridas reparando,
de flechas con duleissimo decoro,
a mi noble aficion la va inclinaudo.
Yo de nuevo, nunque herido, me cnamoro
de verle hermosamente estar flechando
o1 bluncos de diamante empleos deoro.

2 Uis Europa Lortuguesa, (u hombastie title for Portugal Europeano,)
is & work wlneh contaiug considerable information on the statictics &t
Portugal.

X
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merely followed the party which® he most admired, and
which indeed had its precursors in Portugal as well as in
Spain.

This party, which soon became powerful, imitated the
negligence of Lape de Vega. But Lope de Vega was not
% pedant; and when he failed in producing real beauties,
he did not coin false ones. His pretended imitators, how-
ever, used the alloy of pedantry most unsparingly, and
therehy carried the affectation of ingenious thoughts, in
the style of the Italian Marinists, to an incredible height.

GONGORA AND HIS ESTILO CULTO—TIIE CULTORISTOS—
THE CONCEPTISTOS.

Luis de Gongora de Argote was the founder and the
idol of the fantastical sect which at this period led the
fashion in literature, and attempted to create a new epoch
in Spanish poetry by dint of exquisite cultivation and
refinement.  Gongora was a man of shrewd and power-
ful mind; Dbut his natural faculties were perverted
by a systematic prosccution of absurd critical reveries.
Through lifc he had to maintain a constant struggle with
the frowns of fortune. He was born in Cordova, in the
year 1561; and alter completing his studies in his native
city, found himself without any provision for the future.
e took holy orders, and after eleven years of solicitation
at the court of Madrid, obtained a scanty bencfice. The
dissatisfied turn of mind occasioned by his adverse for-
tune, contributed to develop that caustic wit for which
he was particularly distinguished. He wrote satirical
sonnets, which for bitterness of spirit can scarcely be ex-
ceeded;! and he was still more suceessful in romances and
songs in the burlesque satirical style. ~Works of this

1

el
1 The following, which is a description of Life in Madrid, may serve
as u specimen of these satirical sonnets :—

Una vida bestial de encantamiento,
Harpias contra bolsas conjuradas,
Mil vanas pretensiones engaiiadas,
Por hablar un oidor, mover el viento ;

Currozas y lacayos, pages ciento,
Habitos mil con virgenes espadas,
Damas parleras, cambios, embaxadas,
Caras posadas, trato fraudulento;
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kind did not, it is true, possess the merit of novelty in
Spanish literature; but Gongora’s satirical poems are
vastly superior to those of Castillejo. It would be scarcely
possible to preserve, in translation, the caustic spirit of
Gongora’s romances and songs. To give full effect to
these compositions, the genuine national spirit of the se®
rious romances and canciones must never be lost sight of.
In Gongora’s satirical works the language and versification
arc correct and elegant, and the piquant simplicity of the
whole style would never lead to the supposition that the
ambition of marking an epoch in literature could have
betrayed thé author into the most intolerable affectation.!
He was less successful in sciging the cordial tone of the

Mentiras arbitreras, Abogados,
Clerigos sobre mulas, como mulos,
Embustes, calles sucias, lodo eterno;
Hombres de guerra medio estiopeados,
Titulos y lisonjus, disimulos,
Jisto es Madrid, mejor dixera Infierno. .

! The following ZLetrilla may be taken as a specimen of Gongora's
artificial style -—

Da bienes fortuna
Que no estan escritos,
Quando pitos flautas,
Quando flautas pitos.

Quan diversas sendas
Se suelen seguir
En el repartir
Las honras y haciendas.

A unos di encomiendas,
A otros sambenitos,
Qunndo pitos: &e.

A veces despoja
De choza y npero
Al mayor cabrero,
Y i quien se le antoja,
La cabra mas coja
Parid dos cabritos,
Quando pitos, &ec.

Porque en una aldea
Un pobre mancebo
IIurt) solo un huebo,
A sol bambonea,
Y otro se pasea
Con cien il delitos,
Quando, &e.

x2
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old narrative romances. But his canciones in the ancient
Spanish style are in general masterly compositions, full of
true natural and poetic fecling.!

It was doubtless in one of his fits of moody eccentricity
that Gongora conceived the idea of creating for serious
poetry a peculiar phraseology, which he called the estilo
culto, meaning thereby the highly cultivated or polished
style. In fulfilment of this object, he formed for himself,
with the most laborious assiduity, a style as affected as
it was uncommon, and at variance with all the ordinary
rules of the Spanish language, either in prose or verse.
He particularly endeavoured to introduce intd his native
tongue the intricate constructions of the Greck and Latin,
though such an arrangement of words had never before
been attempted in Spanish composition. IIe consequently
found it necessary to invent a particular system of punc-
tuation, in order to render the sense of his verses intelli-
@ible. Not satisfied with this heterogeneous kind of phrase-
ology, Jhe affected to attach an extraordinary depth of
meaning to each word, and to diffuse an air of superior
dignity over his whole style. In Gongora’s poetry the
most common words receive a totally new signification;
anl with the view of imparting perfection to the estilo
cuito, he summoned all his mythological learning to his
aid.  Such was Gongora’s New Art. In this style he

U A charming little song by Gongoran commences in the following
munner . —
L:s flores del 10mero, '
Nifna 1sabel,
Hoy son flores azules,
Mufiana seran miel.
Zelose estas la ninia,
Zelosa estas de aquel,
. Dichoso pues lo buscas,
Ciego, pues no te vé.
Ingrato pues te enoja,
Y confiado, pues
No se disculpa hoy
De lo que hizo ayer.
Enjugen esperanzas
Lo que lloras por él,
Que zelos entre aquellos
Que se Lian querido bien,
Hoy son flores nzules, &ec.
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wrote his Soledades, his Polyphemus, and several other
works. Even thes choice of the title Soledades, (Soli-
tudes,) was an instance of Gongora’s affectation; for he
did not intend %o express by that term the signification
attached to a similar Portuguese word, (Saudade,) which
is the title for a work relating to the thoughts and aspira®
tions of a recluse. Gongora wished by his fantastic title
to convey an idea of solitary forests, because he had
divided his poem into sylvas (forests), according to a
particular meaning which the word bears in Latin. This
work, like gll Gongora’s productions in the same style, is
merely an insipid fiction, full of pompous mythological
images, described in a strajn of the most fantastic bom-
bast.! The duke of Bejar, to whom the work is inscribed,
must, if he only read the dedicatory lines, have imagined
himself transported to some foreign region, in which the
Spanish language was tortured into a corrupt dialect.?

U The poem commences as follows :—

lira del Aiio la Iistacion florida,
En que el mentido Robador de Furopa
(Media Luna Ins Armas de su Frente,
Y el Sol todos los Rayos de su Pelo)
Luciente honor del Cielo
En campos de Zafiro pace Estrellas
Quando el que ministrar podia la Copa
A Jupiter mejor, que el Gargon de 1da
Naufrago, y desdefiado sobre ansente,
Lagrimosas de Amor, dulzes Querellus
Da el Mar, que condolido
Fue a las Hondas,que al Viento
El misero tGiemido,
Segundo, de Arion, dulze Instrumento, &c.

The above is only about the half of the first period.

2 $he singularity of the language must be perceptible even to those
who possess only a slight knowledge of Spanish. The dedication com-
mences as follows :—

Passos de un Peregrino, son, errante,
Quantos me dictd Versos, dulze Musa,
En Soledad confusa,

Perdidos unos y otros Inspirados,

O tu, que de.venablos impedido,

Muros de Abeto, Almenas de Diamante,
Bates los Montes, que de Nieve armados
Gigantes de Cristal los teme el,Cielo,
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Gougora appears to have been peculiarly anxious to
develop the spirit of his Vew Art, both at the commence-
ment and the close of his whimsical compositions.!

But Gongora’s labours for the formation of the new
style did not tend to better his fortune; for when he died
in 1627, he held merely the post of titular chaplain to
the king. His works were, however, universally read in
Spain; and in proportion as men of sound judgment em-
phatically protested against the absurditics of the Gon-
gorists, the more vehemently did the latter assert their
pretensions.? Thus Gongora in some measure,attained his
object. Ilis arduous exertiops to establish his style did
not, it is true, promotc him to a lucrative post; but they
were rewarded with the unlimited admiration of a nu-
merous party, composed of men of half-formed taste, who
found it easy, in the crisis of the conflict between the Spa-
nish national style and the Italian, to raise themselves

Donde el Cuerno del Feo repetido,
FFierus te expone, que al teiiido Suelo
Muertas pidiendo Terminos disformes ;
Fspumoso Coral le dun al Tormes.

! The two concluding stanzas of Gongora’s Polyphemus are worthy
to be tiansenbed as literary curiosities :—
Con Violencia desgajd infinita
La maior Punta de la excelsa Roca,
Que al Joven, sobre quien la precipita,
Urna es mucho, Piramide no pocan :
C'on lagrimas la Ninfa solicita
Las Diedades del Mar, que Acis invoct,
Concurren todas, y el Peiiasco duro,
La Sangre que exprimio Cristal fue puro.
Sus Miembros lastimosamente opresos,
Del Escollo fatal fueron apenas,
Que los Pies de los Arboles mas gruessos
Calgd el liquido Aljofur de sus Venas:
Corriente Plata ul fin sus blancos Iuesos,
Lamicendo Flores, y argentando Arenas,
A Doris llega, que con Llanto pio
Yerno lo saludo lo aclamd Rid.

2 Notices concerning the vaious editions of the works of Gongora
may be found in Dieze's Remarks on Velasquez, p. 251. A selection
from the works of this writer, whose rexl merit some critics have
attempted to deny, was published by Don Ramon Fernandez, under the
title of Poesias de D. Luis Gongora, Madrid, 1787. The selcction
forms a small octavo voltme.
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into importance. Proud of their half cultivation, they
regarded every writer who did not admire and imitate
the style of their master, as a man of limited talent, inca-
pable of appreciating the beauties of the estilo culto.! But
none of Gongora’s partisans possessed the talent of their
leader, and their aftectation became on that account stilt
nmore insupportable. 'T'hey soon separated into two simi-
lar yet distinct schools, one of which reprcsented the
pedantry of its founder, while the other, in order to ren-
der the art of versifying the casier, even dispensed with
that precision of style which Gongora, in his wildest
Hights, still sought to prescrye. The disciples of the first
school were proud to be the commentators of their mas-
ter; and in théir voluminous illustrations of Gongora’s
unintelligible works, they did not negleet to pour forth all
the stores of their crudition.? 'These were called the
Cultoristos, a name which was applied to them in derision.
The sccond school of the Gongorists more nearly resem-
bled that of the Marinists; and its disciples were, distin-
guished by the name of Conceptistos, in imitation of the
Italian term Concettisti, which was applied to the followers
of Marino. The Conceptistos revelled in the wildest
regions of fancy, without the least regard to propriety or
precision, and werc only desirous of cxpressing prepos-
terous and extravagant ideas (comcetti) in the unnatural
language of Gongora. Somc individuals of this party were,
however, inclined to imitate the careless style of Lope de
Vega. .

Alonzo de Ladcsma, who died a few years before Gon-
gora, obtained admirers for his poems, chiefly spiritual,
which he wrote in the obscure phraseology of the estilo
culto.?  For example, in paraphrasing the mysteries of

! Dicze calls the estilo enlto the Spanish ornamental style ; but this
term as meorrcet when employed to designate the particular style of
Gongorw's school.

2 Among these illustrative works, are Saleedo Coronel’s diffuse Com-
mentaries on Gongora’s Polyphemus y Soled wdes, printed in 1629 and |
1636 ; and also the Lecciones solennes a lus Obras de Luis de Gongora,
by Joseph Pellicer de Salas, which appeared in 1630.  See also Dieze's
Notes.

3 The fifth volume of the Parnaso Espaitol is disfigured by a coh-
siderable number of Ladesma's poerns.
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the catholic faith in lyric romances, he thus speaks of the
birth of the Saviour :—¢ The star of the east rose at the
time ordained by God, so that the enemy of day might
lose the prey he had seized, and with it the hope of his
false pretensions, as God assumed human flesh in order
that man might enjoy him,” &c.! To men inbued with
superstition, and denied all reasoning in matters of faith,
ravings of this kind were well calculated to turn their
heads, and involve them in a vortex of romantic mys-
ticism.

Ifelix de Arteaga was likewise a zealous cultivator of
this distorted style, both in,sacred and profanc poetry.
In 1618, he held the post of court chaplain at Madrid,
and he lived until the year 1633. The chief portion of
his songs, romances, and sonnets, are of the pastoral kind.
He extols ¢ the miracles of Amarillis, that angel of the
superior class, to whom truth and passion have given the
name of Pheenix, She once espied Lefore her door a
peasant, who, though not worthy to adore her, was yet
worthy to languish for her sake. This happened onc
evening, which was a morning, since Aurora smiled, and
showed white pearls between rows of glowing carmine.
The angel was amused by burning those she had illu-
mined, and this beautiful angel fell from the heaven of

! bow pompously this poem commences in the original '—And yet
Low mueh in the romance style '—

Sale la estrella de Oriente '
al tiempo que Dios dispone
que el enemigo del dia
pierda La presa que coge,
Y con ella ln esperanza
de sus falsas pretensiones,
tomando Dios enrne humana,
‘para que el hombre le goce :
Por donde Santa Maria
recibe el famoso nombre
de ser Madie, siendo virgen,
de quien siendo Dios, es hombre,
Muy pobremente camina
con ser tan rico y tan noble,
que amores de cierta Dama,
. le traen en hibito de pobre ; &e.
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her ownself,” &c.! This author also wrote, after the man-
ner of Lope de Vgga, a comedy, called Gridonia, which
he styles a royal invention, (invencion real,) because po-
tentates, princesy and princesses are brought together from
the most distant parts of the earth, and introduced with
vast scenic pomp.* ’

Some of the adherents of this party, who were distin-
guished for natural genius and ability, will be hereafter
noticed. We must not, however, neglect to mention, that
the estilo culto likewise gained a footing in Spanish
America; and that various works in that style, by Alonzo
de Castillo Solorzano, were,very neatly printed at Mexico
in the year 16%5.3

TWO DRAMATIC POETS OF THE AGE OF LOPE DE VEGA.

Lope de Vega had now become the model of the Spanish
dramatic poets, who soon appeared as numerous, and
laboured as assiduously as if they had been beund to
supply all the theatres in the universe with new pieces.

¥ This rhapsody cannot be read without cxciting astonishmeunt :—
Los milagros de Amarilis,
aquel Angel superwor,
a quien dan nombre de Fenix,
la verdad, y la passion.
Mirava a su puerta un dia,
en la Corte un labrador,
® que s: adorar no merece,
padecer siy, merecio.
Una tarde, que ¢s maiiana.
pues el Alva se 10,
¥ entre carmin encendido,
candidas perlas mostro.
Divirtiose en abrasar
& los mismos que alumbro,
v del cielo de si misma
el Angel bello cayo, de.
2 The Gridonia is included in the Obras Posthumas Dwinas y Hu-
manas de Don Felix de Arteaga, Madrid, 1641, 1 vol. octavo. .
3 The collection which T have now before me, and which is entitled
Varios y Honrstos Entretenimientos, by Castillo Solorzano, (Mexico,
1629 in octavo,) was, appatently, not the only publication of the lgind
wnch appeared in Mexico.
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But most of these dramatists, who may altogether be con-
sidered as forming one great school, were contemporary
with Lope de Vega only during their younger years. T'he
clegant Calderon, who was born in the year 1600, may
also have influenced the exercise of their talents. In the
history of the Spanish theatre, it will therefore be proper
to range together those dramatists on whom it is probable
the example of Calderon may have operated.! This,
however, is the proper place for noticing two contempo-
raries of Lope de Vega.

The first of these writers, whose talents entitle them to
an honourable rank in litcrature, is Christoval de Virues,
a native of Valencia. He fought in the battle of Lepanto,
and is usually distinguished by his military fitle of captain.
The period of his dcath is not known. Both Cervantes
and Lope de Vega mention him in terms of commendation.
Virues was not the pupil of Lope. Though older, as it
would appear, than that distinguished man, he was, like
him, inspired with enthusiasm for dramatic poctry; and
they entered upon the same career at nearly the same
time. Virues did not adhere more attentively than Lope
to the strict rules of the ancient drama. Dut he wanted
the fertile imagination of his rival, and he conceived it
necessary that the modern drama should approximate, in
a slight degree, to the antique, at least in some of its
forms. He was one of the Spanish dramatists by whom
the last attempts were made to separate tragedy from
comedy; and his efforts in this way are descrving of more
praise than has hitherto been conceded to them. Virues
was a poet, born for tragic art; but his genius wanted
cultivation. Pure poectic spirit, and a bold and energetic
style, are the distinguishing features of all his works.
But, like Lope de Vega, he was every inch a Spani.rd.
He obeyed the influence of the national taste, and he could
not restrain his own genius within the bounds which he
had himself prescribed. Among his five tragedies arc
some which might more properly be termed comedies,

1 Velasquez has oceasioned no small degree of confusion in this por-
tiou of the history of Spanish poetry. e first, according to the prin-
ciples of French criticism, confonnds all the dramatic writers of Spain
in one class, and afterwards draws wide distinctions between them.
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according to the Spanish acceptation of the term.! It is
obvious that Vu‘ucﬁ endeavoured to create a sphere of his
own, and that in proportion as he wrote, he made advances
in his art. Hie Semiramis, the first tragedy he wrote,
which is chiefly in octaves, interspersed here and there
with redondillas, is crude both in conception and execu™-
tion; but the language, even of this imperfect drama,
makes energetic approaches to that genuine expression
of tragic pathos which Cervantes and the clder Argensola
in some measure cntertained.? Ilis tragedy, entitled Le
Cruel Lasa7zdra, which is richer in dramatic spirit, and
more finished and Systemafic in its exceution, might in
the hands of a writer of genjus be casily rendered a tragic
masterpiece. Virues selected from the history of the
kingdom of Leon the subject of this tragedy, in which he

Y Obras Tragicas y Lyricas del Capitan Christoral de Virues, Ma-
drid, 1609, in oetavo, 1t does not appear that they have ever heen re-
pnnted

2 The fullovmlg monologue, in which Semiramis wavers between the
conflicting passions of love and wmbition, will afford a specimen of the
tragic style of Virues:—

Pero mis pensamnientos amorosos
dexadme norn en puz, mientras la guerra
de mis altos desseos valerosos
hace temblar y estremecer ln tierra.

Los filos azerndos 1igurosos

que en Ia baiza mil aiios & que encierra
mi coragon, dexad que aora corten,
qu®tiempo avra despues que s¢ reporten.

Ticmpo despues avra para gozarme
no con un Nino torpe i asqueroso,
tiempo tendre despues pura empleurme
en un Zopiro dulee i amoroso, .
ticmpo tendre para desencerrarme
de un cautiverio infame i afrentoso o
(ue a ya diez i seis afios que en mi Reina
con titulo de Reina sin ser Reina.

Aora lo sere, no ai duda en ello,
aunque la tierra se rebuelva i hunda,
avra sacare del yugo el cuello
unnque Amon con sus rayos me confunda,
avra o 1ms desseos pondre el sello,
destus trugas mi gozo i bien redunda,
de aqui lera, i sino sucede
€osa no avra que no intentada qnede.
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intended to unite the ancient and modern styles.! That
a drama of intrigue, like the Casandra, should not have
obtained greater popularity in Spain would be inexplicable,
were it not for the dislike which the Spanish public mani-
fested towards all dramas in which the tragic character
was exhibited without the intervention of comic scenes.
Cultivated taste will, however, perceive many faults in
this tragedy. The uninterrupted delirium of passion
which prevails from the beginning to the end of the piece,
renders the whole more astounding than impressive. The
stormy movement of the action has notwithstanding, in
most of the scenes, a very paptlvqtmg eﬁ'ect and thqt
passionate vehemence, in the painting of which Virues
was eminently successful, is, in this drama, characteristi-
cally Spanish. The horrible deaths with which the piece
closes, and which, according to the nature of the catas-
trophe were by no means necessary, are likewise in unison
with the spirit of a Spanish national tragedy. The spring
of action is the wicked spirit of a revengeful woman, whom
jealousy betrays into a series of the most treacherous in-
trigues. The dialogue is occasionally somewhat declama-
tory; but in its best parts it is energetic and unconstrained.?

! ITe says in his prologue :—

Yo c1eo que el mas alto i cierto amparo
que en todo ¢l suelo tiene, esta sin duda
aqui donde oi se aguarda Ia Tragedia
de la cruel Casandra, ya famosa
Ia cual tambien cortada a la medida |
de exemplos de virtud (aunque mostrados
tal vez por su contrario el vicio) viene
acompuaiiada con el dulce gusto,
siguiendo en esto lo mayor fineza
del arte antigo i del moderno uso,
que jamas en Teatros Espaiioles
visto se aya, sin que a nadie agravie.

 For example, in the following scene. The prince is surprised by the
sight of his beloved I'nlgencia, against whom he has been prepossessed
by the treacherous hypocrisy of Casandra:—
Fulgene, La que sin ti Seitor no quiere vida,
no es mucha que no huya de la muerte
que tu safia le tiene prometida
osando, como ves, bolver a verte.
. Aqui me tienes « tus pies rendida.
Si verme en tu presencia es ofenderte
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Of all the dramas of Virues, his Marcella, in which princes,
princesses, robbers, peasants, and servants, are jumbled
together in irregular confusion, was doubtless most in
unison with the, Spanish taste.

The other Spanish dramatist who remains to be noticed
among the poetic writers of the age of Lope de Vega, 1s
Juan Perez de Montalvan, whom Lope himself regarded
as his first pupil, and who obtained, probably through the
interest of his patron, the post of notary to the Inquisition.
1Ie was a young man of distinguished talent, and even in
his seventeenth year he wrote plays in the style of Lope
de Vega. °*He first entered the lists in competition with
his master, after whose death he pursued his literary occu-
pations with guch assiduit}, that when he died in 1639,
though aged only thirty-five, the number of his comedies
and autos amounted to nearly one hundred; and in ad-
dition to these productions, he was also the author of
several novels. Ile put together, in a single volume,
some of his dramas and novels, and his moral reflec-
tions, full of formal erudition; and this singufur com-
pilation was published under the no less singular title of
Book for All! His comedies are neither more finished
nor more systematic than those of his master, but they
prove how easily a Spanish writer of imagination might,
in that age, be roused to venture into competition with

tanto que en mi executes lo jurado

¢ qqui mi cuello al hierro aparejado.
DProwep. Esilusion, es sueiio lo que veo

110 que oyo? que dezis Fulgencia?

que novedad es esta n devaneo ?

tentaisme por ventura de paciencia ?

de vuestra muerte tengo yo desseo ?
~Casand. i ami me a de ofender vuestra presencia ?

1 yo ¢ jurado cosa en vuestro daiio ? ®

venis dezi con algun nuevo engaiio ?

Busta pues el passado con que el Conde

(quisistes poner mal comigo tanto,

Ia verdad es un Sol que no de esconde.

De vuestro aviso y discrecion me espanto, &ec.

U Para Todos, Exemplos morales, humanos y divinos, en que se tralan
diversas Cuwncias, de., por el Doctor Juan Perez de Montalvan, in
quarto. In the copy which I have seen, the date of the year oi®the
utle-page is obliterated.
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the inexhaustible Lope dc Vega, and also how far a poet
of talent, with a certain degree of practice, was capable of
succeeding in dramatic intrigue. Montalvan’s comedies
possess, however, a more partlcular intenest, inasmuch as
they exhibit traces of genius, which, under other circum-
stances, would have constituted a painter of dramatic
character. In two of his historical comedies, he has in-
troduced Henry IV. of France, and Philip IL of Spain.
A kind of moral dignity, almost approaching to sanctity.
is falsely attributed to the latter; but the prominent
features of his character are truly seized and strikingly
delineated.! The amiable 1fenry IV. is, however, por-

1 The historical drama in which Montalvan has drawn the chara ter
of Philip I1., bears the affected title of £ sequndo Seneca de Espaiia
‘I'he second Scneca, here alluded to, is no other than Philip himself.
Montalvan has, on the contrury, desciibed the Infant Don Carlos as o
hot-brained blockhead. Philip summons Carlos to his presence in ordev
to correct him :—

Rey. Yo tengo pocas razones,
pero tengo muchos manos,
y al pusso que s¢ quereros
subre tambien castigaros.
Vuestras locas travesuras
me secaron de mi passo,
que aun unu cuerda torcida,
si la tiran mucho al amco,
parece que se querella,
y se buelve contra el brago.
Entendeisme ?  #r. Si Sefior.
It.  Pues procurad de enmendaros,
que os pesara de no hazerlo,
si, por la vida de entrambos.
(Levantase furioso, y quierese ir.)
Pr. Fuego por los ojos echa.
Vive Dios que le he temblado,
pero no importa. Seiior !
Rey. Que quereis ?
Lr.- A no enojaros
el escucharme, yo 0s diera
por mi parte tal descargo,
que con vos quedara bien,
puesto que estais enojado.
R. Antes me hareis un gran gusto,
por disculparme en amaros.

Philip then continues to admonish Don Carlos solemnly and with
suppressed ill humour.
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truyed to the life." In his Autos Sacramentales, Montalvan
cven ventured to, differ from Lope de Vega, in order to
give to these dramas the popular character which Lope
had sacrificed ig his allegorical moralities. He composed
an auto on the romantic conversion q¢f Skanderbeg, in
which drums, trumpets, clarionets, cxplosions of squilfs
and rockets, and all the pomp of spectacle is introduced.
But the most extravagant creation of Montalvan’s fancy
is his auto of Polyphemus, in which the cyclops of that
name appears as the allegorical representative of Judaism;
and the rest of the cyclops, together with the nymph Gala-
thwea, and *other mythological beings, are introduced for
the allegorical personation o.f Faith and Infidelity, accord-
*

11 comedy in which the character of Ienry 1V, appears, is entitled
1)l Mea sealo de Viron.  lenry and Marshal de Biron are rivals in a
love aff ir.  ‘The marshal, with the frankness of a soldier, confesses his
attachn ient for the lady, and llenry relinquishes his suit. * And did
this giv you so much concern?” says Ilenry to the marshal,

Marise. lsta es mi confusion,

Rey. Y ess0 os tenia afligido ?
Mar. Claro esta porque naci

inferior y vos aqui
sois i Rey. Rey. Vos los aveis sido
para mi en mi voluntad,
como nora lo vereis :
va, Blanca, dueiio teneis.
Blun. De que munera?  Rey. Fscuchad
Curlos, quanto a lo primero
os aviso, que no es ley,
que un vasallo con su Rey
hable nunca tan entero.
Porque se deve advertir,
que ¢l Rey se puede enojar,
) enojuda, hazer baxar
al mismo que hizo subir,
Vos aqui me aveis hablado
con alguna sequedad :
pero m1 gran voluntad
el yerro os ha perdonado.
Que nunca para consigo
amigo se ha de dezir
al qne no sabe sufrir
alguna falta a su amigo:
yo lo soy vuestro, y ansi
(aunque a Blanca amando estoy)
licencin de amarla os doy,
y servirla desde aqui.
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ing to Christian notions. To these characters are added,

Appetite as a peasant, Joy as a lady, an{ finally, the Infant
Christ. Drum and trumpet accompaniments are not for-

gotten in this auto. 'The cyclops, too,-perform on the
guitar; and an is]and sinks amidst a tremendous explosion
df fireworks.!

NOVELS IN THE AGE OF CERVANTES AND LOPE DE VEG.A.

Though poetry, whether under heterogeneous or har-
monizing forms, was, next to religion, the object which
principally interested the Spanish public in the age of
Cervantes and Lope de Vega, yet elegant prose was not
consigned to such obscurity as to engage only the attention
of the learned. The old Spambh sounduess of under-
standing which particularly displayed itself in Cervantes
and the two Argensolas, still in some measure maintained
its influence. But upon the whole, that rhetorical cultiva-
tion which had been so carly developed in Spain was obvi-
ously on the decline.

Novels and romances, cither decidedly bad or very in-
different, were no less widely circulated than rapidly pro-
duced, and so great was their number that they counter-
acted the good eftects which the master-piece of Cervantes
must necessarily have produced under more favourable
circumstances. If few new romances of chivalry were
now written, the old ones were read with the greater
avidity. After the Galatea of Cervantes any very suc-
cessful production in pastoral romance was scarcely to be
expected. Romances, depicting the manners of modern
society, were, however, proportionally the more numerous.
Among the best of the serious, but yet spirited produc-
tions of this class, is the Life of Marcos de Obregony* by
the poet and musician Vicente Espinel.? The obJect of
the author was, in his old age, to transmit useful instruc-
tion to the rising generation in the form of a novel. The

1 Both these autos are included in the Pura Todvs. See note, page
317.

2 Relaciones de la vida del escudero Marcos de Obregon, dc., por b
Muestro Vicente Espinel ; Barcelona, 1618, in 8vo.

3 See page 204,
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Spanish title in which the hero of the story is styled an
FEscudero, would segm to indicate a remance of chivalry,
but the whole character of the work is modern. 'The
Escudero is a sorg of gentleman or squire by courtesy, and
by no means a shield-bearer. The book,is intended as a
moral warning for young men without fortune, who hope’
to get honourably through the world by attaching them-
selves to persons of distinction. The story, though enter-
taining, presents nothing particularly attractive; the nar-
ration is rather prolix, but still natural; and the diction
plainly denotes the classic pupil of the sixteenth century,
though Iispifel, as he states,in his preface, consigned his
romance to the correction of Lope de Vega, whom he
styles the “divihe genius,” after having himsclf revised
the verses which Lope composed in his youth. The in-
sipid jokes which occur in Marcos de Obregon, for example,
those in derision of the Portuguese and their language,
must be considered as belonging to the natural local colour-
ing of the work. .
Among the romances of knavery, (del gusto picaresco,)
the celebrated Don Guzman de Alfarache may claim a dis-
tinguished place next to Luzarillo de Tormes.! It was
published in the year 1599, and consequently before Don
Quixote appearcd. Like Lazarillo de Tormes, it was
speedily translated into Italian and French, and was sub-
scquently published. in various other languages, not ex-
cepting the Latin. Mattheo Aleman, the author of Guzman
de Alfarache, who bad withdrawn from the court of Philip
IIL and lived in retirement, was not induced, by the suc-
cess of his comic romance, to devote himself to a second
production of the same class. The knowledge of the world
he had acquired at court, as well as in the sphere of com-
mondife, is doubtless abundantly unfolded in his Guzman
de Alfarache. The manners of the lower classes of Spanish
society, in particular, seem to be portrayed with admirable
accuracy. In spite of the vulgarity of the subject, and the
burlesque style in which it is treated, no ordinary share

1 Primera parte de la vida de! Picaro Guzman de Alfaracl®, com-
pueste por Mattheo Aleman. Brnssel, 1604, in 8vo, is the title of the
oldest edition that I have seen. The words Primera purte have refd.
rence to the Continuation, which is the pmduct.ion of another author.

Y
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of judgment is perceptible throughout the whole of this
comic novel; and in his humorous language the author
has preserved a certain degree of natural elegance even in
describing the lowest scenes. ‘

That the Spaniards were by no means sparing of appro-
‘bation to works of this class, is obvious from the atten-
tion bestowed on the mannered continuation of Aleman’s
romance, by a writer styling himself Mattheo Luzan, and
still more by the favour lavished upon La Picara Justina,
a silly and pedantic pendant to Guzman de Alfarache, by
a writer named Ubeda. In Cervantes’ Journey to Par-
nassus, no literary production of the age is‘so categori-
cally condemned as this Picara Justina. And yet it was
oftener printed, and probably more read than cven the
Journey to I’arnassus.

Little anccdotal stories of a sprightly character likewise
made their appearance in Spanish literature at this period.
A collection of thesc productions, connected togcther by
means of dialogue, was published in 1610, under the title
of Pleasant Dialogucs for Carnival time, (Dialogos de
~Apacible Entretenimiento,) by Gaspar Lucas Ilidalgo.

The political romance of Argenis was pompously ar-
ranged to suit the taste of the Spaniards of that age, by
the Gongorist Pellicer de Salas.

Among the novels which possessed more of an imagi-
native character, the best then produced were those of
Percz de Montalvan, the dramatic poet.!

The present is not the proper place to introduce a com-
plete or copious list of all the works in the class above
alluded to. Other writers have already enumerated them
with sufficient accuracy.? Unfortunately, even the very

1 Besides thoseswhich are included in his Para todas, a separdie col-
lection was published under the title of Succesos y prodigios de Amor,
en ocho novelas eemplares, por el Doctor Juan Perez de Montalvan.
‘The sixth edition (that with which I am acquaiuted) was published at
Seville in 1633, in 4to.

# Those who wish to find a catalogue of Spanish novels and romances
of middling and inferior merit, must turn to Blankenburg, who, in his
appendix to Sulzer's article Erzihlung, enumerates them at consider-
able length. The list might be augmented by an examination of the
cOlleetion of movels and romances in the library of the University of
Gottingen. .
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best of these novels and narratives present no traces of the
advancement of tasge and literary cultivation.

The novels of a Spanish lady, named Dona Mariana de
Caravajal y Saavedra, must not be passed over without »
particular notice. Respecting this authorebs, who was g
native of the city of Granada, but little is said by writers
on Spanish literature. Her ten novels have been fre-
quently reprinted, and were apparently very well received
by the public.! Doita Mariana states in her preface, that
her novels are intended to afford amusement in “ the lazy
nights of 1]ull winter;”? and they may, even now, be re-
commended®to those who stand in neced of such amuse-
ment; for they are by no mpans devoid of fancy. They
are, however, written in a style of affected verbosity, and
the verses, interspersed through the tales, exhibit no traces
of poetic talent. In her pr(-.f'acc, the authoress promises to
present to the Spanish publie, twelve comedies * from her
ill-made pen,” as a proof of the ¢ kindness of her inten-
tion.”  Spain could indeed scarcely be expected.to give
birth to a poetess in the truc sense of the term. The
terrible yoke imposed on the conscience and the under-
standing, against which even masculine genius could only
contend by boldly plunging into the wilds of romantic in-
vention, weighed still more heavily on the female mind,
which, without a certain spirit of freedom, can seldom range
beyond the boundaries established by custom, and the
routine of ordinary thinking. Writers on Spanish lite-
rature, howevar, mention in terms of approbation scveral
female writers of verses, and also women of erudition, like
Aloysia Sigea, distinguished for their knowledge of lan-
guages.

1 ¢ new edition of the Novelus enlretenidus, cogipuestas por Defia
Muariana de Caravajal y Suaredra, was published at Madrid so late as
the year 1728,

2 In Spanish this phrase has a comical effect :— Entretenimicntos en
que divertus las perezosas noches del erizado irvierno.

3 She says :(—Admitas mi voluntad, perdonando los defeotos de nuna
tan mal cortuda pluma, en lu qual hallaras mayores descos de servirte’
con doze comedias, en que conoscas lo affectuoso de mi deseo.

Y 2
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PROGRESSIVE CULTIVATION OF THE *ISTORICAL ART—
MARIANA.

At this period of Spanish literature, history was the only
kind of composition which maintained its old precision and
dignity, while of the perfect cultivation of the other
branches of prose writing there remained little hope.

The General Iistory of Spain, by the Jesuit Juan de
Mariana, though not a model of historical art in the most
extended sense of the term, is, in point of style, unques-
tionably a classic production. . Mariana, who may be said
to have transterred the genuine spirit of the eloquence of
the sixteenth century into the seventeentn,! was not one
of the pensioned historiographers or chroniclers who have
already been frequently mentioned, and who, it must be
confessed, honourably discharged their dutics. IIe ob-
tained reputation both in France and Italy as a professor
of scholastic philosophy and theology; but his love of litc-
rary retirement induced him to return to Spain. Of his
own free choice, he undertook to compose a new general
History of Spain from the earlicst period to the death of
Ferdinand the Catholic. His predecessors had been suffi-
ciently numerous, and he did not find it necessary to col-
lect the materials for his history by laborious compilations
from the old authors and chroniclers of the middle ages.
IIe was thus at liberty to prescribe to himself a nwore
pleasing task—namely, that of judiciously combining the
most interesting events, and describing them with rhetorical
precision in clegant language. With the view of acquir-
ing a prose style, formed in the spirit of the classie histo-
rians of antiquity, Mariana composed his work originally
in Latin,? a method which Cardinal Bembo had adopted in
writing his Hjstory of Venice. After he had completed

1 Mariana wrote as early as tlhie reign of Charles V., and he died in
the year 1623, in the ninetieth year of his age.

2 The title is:—Joannis Mariane Ilistoriwe, de rebus Hispair,
2ibri triginta. It has been frequently piinted; and there is onc very
elegant edition in large folio, Hagae Comitum 1731. The Spanish
nnmes of persons and places are, however, latinized in a manner so ar-
tifftial, as to render them no less unintelligible than the names in Cardinal
Bembo's History.
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this first labour, and dedicated the thirty books of his his-
tory in Latin to Philip 11, he followed the example of
Bembo in translating it himself, and lhe in fact recomposed
§t in Spanish.! é[his work he also dedicated to the king.
"Though this twofold dedication might have served to prove
that the author was far from being liable to the imputation
of cherishing views dangerous to the state, yet a party, with
whose designs sevdal passages of this history did not ac-
cord, found it easy,\nder the government of the ever
Jjealous Philip, to cast on Mariana the suspicion of favour-
ing wicked and rebellious principles. He was formally
brought before the inquisitign, and it was with difficulty
he escaped destruction. 1Iad he devoted more attention
to the philosophy of history, he could not so easily have
repelled the charge of impartiality, to aim at which was
then considered an unwarrantable assumption not to be
tolerated in any Spanish writer. But it is only in his style
that Mariana was impartial. To exhibit facts as they
stood in their natural connexion was suflicient fo give
umbrage to the court and the inquisition; and solely to
such an exposition was it owing that the historian’s in-
tentions became a subject of suspicion. Elegant compo-
sition was his grand object; and in this respect he far
exeels Bembo, because he is not, like him, mannered. His
diction is perfectly faultless, his descriptions picturesque
without poetic ornament; and his narrative style may, on
the whole, be accounted a model.  He has been very suc-
cessful in avoiding protracted and artificially constructed
sentences.?  Mariana could not, however, resist the tempt-

!There is a beautiful edition of this Listorical work, published by
patriotie subscription, 1 o <eties of <mall folio volumes, nuder the fol-
Towirf title s —Historia general de Espaiia, que escribio el Py Juan de
Juriana, de. Valencia, 1985,

* The subjoined extract, which affords a specimen of Mariang’s histo-
1icul style, is the commencement of his description of the lbattle which
was lost by king Roderick in couflict with the Arabs, and which was
tollowed by the overthrow of the gothic monarchy :—

1 movido del peligro y daiio, v encendido en deseo de tomar emiendn
de o pasads y de vengarse, apellidi todo el reyno  Mando que todos
los que fueser de edad, rendicsen A las banderns.  Amenazi con graves
custigos & Jos que lo contravio Ineicsen.  Juntose & este Hamamieto
g an niumero de gente: los que menos caentan; dicen f1eron pusados de
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ation of putting speeclies into the mouths of his historical
characters, after the manner of the ancient historians. In
fine, comparing this history with other works of a similar
kind, which previously existed in Spanish literature, it
will be found that, though justly entitled to a high share
of esteem, it cannot be regarded as forming an cpoch either
in a philosophic or literary point of view.

Having described the rise and progress of the historical
art in hpam, it cannot be nucessmy to give a minute
notice of historical works, which for the most part possess
only the ncgative merit of not being ill writtcn. The age
of Cervantes and Lopc de Vega was, moreover, the period
at which the historical literature of the Spaniards began to
form itself into that perfect whole for which it is so pecu-
liarly remarkable. At that time, the old chronicles were
committed to the press one after another: and the continu-
ation and correction of the national history was the only
literary occupation which could be pursued with any hope
of success by men of talent, who felt no impulse to poetry.
Some, indecd, preferred to distinguish themselves in scho-
lastic theology, or in writing books of pious edification, in
which it was, above all things, necessary to avoid saying
anything new.

It is still less necessary to enter upon a detailed exami-
nation of various works in the didactic department of
Spanish literature, which are, upon the whole, not badly
written, but not one of which exceeds in rhetorical merit
the works of Perez de Oliva, Ambrosio d& Morales, and

cien mil combaticntes.  Pero con In lurga paz, como acontece, mostra
banse cllos alegres y bra\os, blasonaban y aun renegaban; mas eran
cobardes a mnrmllla, sin esfuerzo y aun sin fuerzas para sufrir los tra-
bajos y incomodidales de 1n guerra. ILa mayor parte iban desarnfidos,
con hondas solamente 6 bastones.  Iiste fue el exército con que el Itey
marché la meltﬁlel Andalucia. Llego porsus jornadas cerce de Xerez,
donde el enemigo estaba alojado.  Asentd sus reales y fortificolos en un
1llano por la paite que pasa ¢l rio Guadalete,  Los unos y los otros de-

. seaban grandemente venir 4 las manos; los Moros orgullosos con la
victoria; los Godos por vengarse, por su patria, hijos, mugeres y liber-
tad no dudaban poner i riesgo las vidas, sin embargo que gran parte
dellos sentian en sus corazones una tristeza extraordinaria, y un silencio
quhl suele caer a lLis veces como pre«agio del mal que ha de venir sobre
algunos.  Lib. vi. cap. 2.
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other authors already noticed. The writings of Balthasar,
or Lorenzo Gracian, who endeavoured to introduce a kind
of gongorism into Spanish prose, will be more fully noticed
at the close of the present book.

FLUCTUATION OF SPANISH TASTE FROM THE CLASSIC
'14). THE CORRUPT STYLE.

In order to mark™the transition from the golden age of
Spanish literature to the period when the encrgy of the
national genius was subdued in the conflict with opposing
circumstances, it will be prqper first to notice some poets
and prose authors who, during the latter half of the inter-
val embraced by the present section, assumed a tone pecu-
liar to themselves; and also, another set of writers who
were their immediate successors. Quevedo may with pro-
priety be placed at their head. During a part of his life,
he was contemporary with Cervantes, Lope de Vega, and
the Argensolas, and was, morcover, an opposer of the New
Art of Gongora. But both in poctry and prose he de-
viates so strikingly from the classic, and so obviously ap-
proaches the ornamented and artificial style, that by com-
mencing with him the retrograde course which Spanish
literature began to take, even in the period of its highest
cultivation, will be most distinctly perccived.

QUEVEDO.

The circumstances of the life of Francisco de Quevedo
Villegas,! a man who has almost invariably been praised
or censured with partiality, had a most important influcnce
on the development and employment of his talents. He
began cven in childhood to breathe the air of courts. Ile
was born, in 1580, at Madrid, of a noble family, and was
educated at the court under the care of his widowed mother,
who was one of the ladies of the royal household. An
cager thirst for knowledge was the first indication of his

! T'he surnume Villegns has given rise to many blunders respectiug
Quevedo and the celebrated I.stdban Manuel de Villegas. A good ab-
stract of the various biographical notices of Quevedo is prefixed tosthe
fourth volume of the Parnaso Lispafol.
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active and restless mind; and the impressions he received
in his infancy induced him to make thg scholastic theology
of catholicism his first study in preference to every other
kind of learning. He was sent to the university of Alcalag
where he recengd the degrec of doctor in theology in kis
‘fifteenth year, a fact which appears almost incredible.
Grown weary of theology, he directed his attention to law,
philology, natural philosophy, medicine’and clegant litera-
ture; and he pursued all these studics without any regular
order. It is probable that at this period he injured his
sight by indefatigable reading; for in the prime of life he
was incapable of distinguishing any object at the distance
of three paees, without the aid of glasses. But neither this
infirmity nor the crooked lega which he had received from
nature, deterred him from mingling in fashionable society.
His figure, which was in other respects strong and well
proportioned, joined to his prepossessing countenance, con-
tributed in no slight degree to the early development of his
self-esteem.

Quevedo returned to the court of Madrid, with a mind
stored with all kinds of academic lore. But hLe soon
became cngaged in a dispute, fought a duel in which he
wounded his antagonist, and was compelled to fly. He
proceeded to Italy, where the Spanish viceroy of Naples,
Don Pedro Giron, duke of Ossuna, interested himself for
the accomplished fugitive. He procured his pardon at
Madrid, and retained him in his service at Naples. Que-
vedo now became a statesman and a mun of business.
ITe played the most prominent part at the court of the
vice-king, executed important commissions, visited the
papal court, in quality of ambassador, was rewarded
with titles and pensions, and seemed to be the favourite
of fortune. Bat he was suddenly cast down by thet fall
of his patrony the duke of Ossuna. Quevedo was con-
nected with that powerful grandee in all his transactions,
and thus became involved in his fate. In 1620, in the
fortieth year of his age, he was arrested and removed to
his country seat, La Torre de Juan Abad, where he was,
by the order of the government, confined during three years,
netwithstanding }us delicate state of health, which this
restraint rendered daily worse. So rigidly was this kind
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of imprisonment enforced, that it was with great diffi-
culty he could obtgin leave to go to a neighbouring town
to commit himself to the care of a physician in whom he

ould eonfide. e

\t length Quevedo’s papers being strictly examined,
hiSNgnocence became unquestionable, and he was set at
libert\_ He now demanded indemnification and the pay-
ment of e arr®ars of his pension. Instead, however, of
obtaining attention” to his claims, he was threatened with
a new exile, and received an order to quit the court.
This sentence he found means to cvade, and even court
intrigue seémed at last incljned to favour him ; but in the
conflict between vanity and, reason, Quevedo in due time
proved himesff a philosopher. He willingly forsook the
court, retired to his estate of La Torre, and devoted
himself’ wholly to literary pursuits. It is probable that
about this time he wrote the poems which, on their first
appearance, were published as the works of the Bachelor
de la Torre, an old poet of the fifteenth century. The
name of his country residence apparently suggested to
Quevedo the disguise of the above title. There is also
reason to suppose that during this interval of seclusion he
wrote the greater portion of his works both in prose and
verse. But these writings, which overflow with wit and
satire, and display that independence of mind and cha-
racter seldom found welcome in courtly circles, tended
to keep alive the attention of those who conceived them-
selves to be attacked. As the crisis of his varied fate
approached, Quevedo seems to have totally forgotten the
intrigues of which he had been the victim. Ie had
already passed several years in literary tranquillity, and
was upwards of fifty years of age when he married. But
hisewife, to whom he was tenderly attached, did not live
long, and Quevedo’s evil star once more induced him to visit
Madrid, where, in 1641, he was arrested at midnight in
the house of a friend with whom he resided. THe charge
preferred against him was that of being a libeller, who_
spared neither the government nor public morals; he was
thrown into a small und unwholesome prison, and treated
with the most rigid severity, not even experiencing s$he
humanity usually extended to the vilest criminals. In
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the meanwhile, his property was sequestrated, and though
not convicted of any crime, he was compelled to subsist on
charity. He was again scized with a severe fit of illness.
The insalubrity of his prison caused ulgers to break out
in some parts of his body, but he was even then denjgd
the aid of a surg(,on In this situation, Quevedo appfuled
for justice to the duke of Olivares, the all-powerfi prime
minister of Spain, in a letter which /as become cele-
brated. His case was now, for the &rst time, strictly in-
vestigated; and it was ascertained that he had merely
been supposed to be the author of a libel, which was
subsequently discovered to ljave been written in a mo-
nastery. Quevedo once more regained his freedom, but
with the loss of a considerable portion of his fortune, of
which indeed he retained so scanty a remnant, that he
was unable to continue long enough in Madrid to solicit
the indemnification justly due to him, and without which
he could not subsist with respectability. A prey to
sickness, and deprived of the hope of ever obtaining jus-
tice, he retired to his country seat, and there died in the
year 1645.

A man who, like Quevedo, reaped the bitterest fruits
from political injustice, cannot be very heavily reproached
for seizing in his satires every opportunity of chastising
and ridiculing the ministers of that injustice, even more se-
verely than other enemics of truth and equity. But Quevedo
was not a mere satirist. Ile may, without hesitation, be
pronounced the most ingenious of all Spanish writers,
next to Cervantes; and his mind was, moreover, en-
dowed with a degree of practical judgment, seldom com-
bined with that versatility for which he was distinguished.
Could Quevedo have ruled the taste and genius of his
nation and his pge in the same degree in which that taste
and genius influenced him, his versatility, joined to his
talent for coﬂ1posmg verses with scarcely less rapidity
than Lope de Vega, might have rendered him, if not a
poet of the first rank in the loftier region of art, at least
a clagsic writer of almost unrivalled merit. But this
scholar and man of the world was too early wedded to
copventional forms of every kind. It may indeed be
said that he was steepcd in all the colours of his age. A
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true feeling of the independence of genius never animated
him, lofty as his spirit in other respects was. His taste
imbjbed some portion of all the conflicting tastes which at
{hat period existed in Spain. His style never acquired

zinality, and his mind was only half qultivated.

“gevedos writings, taken altogether in verse and in
prose,sgw massive ornament of jewellery, in which
the scttin@ of sotes parts is exquisitely skilful, but that of
others extremely rude, and in which false stones and gems
of inestimable value are neary equal in number. His most
numerous, and unquestionably his best productions, arc
those of tlle satirical and gomic kind. Though Quevedo
did not strike into a totally new course, yet by a union
peculiar to limself of sports of fancy, with maxims of
reason and morality, he evidently enlarged the sphere of
satirical and comic poetry in Spanish literature. 1Ie oc-
casionally approached, though he never equalled, the deli-
cacy and correctness of Cervantes.  His wit is sufficiently
caustic; but it is accompanied by a coarscnegs which
would be surprising, considering his situation in life, were
it not that Quevedo, as an author, sought to indemnify
himsclf for the constraint to which, as a man of the world,
he was compelled to submit. For this reason, perhaps,
he bestowed but little pains on the correction of his
satires.  Ilis idecas are striking; and arc thrown together
sometimes with absolute carelessness, sometimes with re-
fined precision; but for the most part in a distorted and
manncered strwin of language. This mixed character of
cultivation and rudeness peculiarly characterizes his sati-
rical and comic works in verse, in which, as he himself
says, he has exhibited ¢ truth in her smock, but not quite
naked.”! Ile appears as the rival of Gongora in nume-
ro®: comic canciones and romances in ¢dhe old national
style.?  In these compositions, he humorously parodied

1 Verdades dir¢ en camisa,
Poco menos que desnudas.

2 These conciones and romances are contained in the great collection
of the poems »f Quevedo, published by the Gongorist Gonzales de Salas,
under the Gongonstie title of &9 Parnaso Espaiiol, Montc ¢n dos cum-
bres dividido, (by whiclt is meant, in two volumes.) A ncw, but very
fur from elegant, edition of this collection of Quevedo’s poems appéared
at Madrid. in 179229, in quarto. Tt is divided, into bouks, each of which
bears the name of one of the Muses.
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the extravagant images of the Marinists,! and the affected
singularity of the Gongorists.? QQuevego wrote no incon-
siderable number of his comic and satirical poems in the
jargon of the Spanish gipsies; and it is therefore prox
bable that they are not intelligible to many readers s
R
! Jor example, in the following song to a linnet, which isuéseribed
a4 o singing and flying flower :— - N
Flor que cantus, flor que bml/

Y tienes por facistol

El laurel, para gque al Sol,

Con tan sonoras cantelas,

Le madrugns, y desuelas,

Digas m(,

Dulce Gilguero, for que ?

Dime, Cuntor Ramillete,

Lyra de plume volante,

Silvo wlado, y elegante,

Que en el rizado copete

Luces flor, suenas fulsete,

Porque cantas con porfia

Embidias, que Nora el dia,

Con lagrimas de la Aurorn

Sioen latisa de Tidora

Su amanccer desconsuclas,

Llor que cantas, tlor que buclas, Ke.

2 An instance of this occurs in the following song, which passes from
one style to another :—

Pero s1endo tu en la Villa
Damna, de demanda, y trote,
Bien puede ser que del mote,
No ayas visto la cartilla.

Va de el estilo que brilla
En la Cultcrana Prosa,
Grecizantey y Lalosa :
Mucho sera si me entiendes,
Yo vacio pyras, asciendes,
Qulto va Sefiora hermosa.
Sgpien el palor ligustre
Destallece los candores,
Quando muchos esplendores
Conduce a poco palustre,
Construye al aroma ilustre
Vietima de tanto culto,
Presentiendo de tu vulto,
Que 1ayes fulmina horieudo;
Niome entiendes, ni te entiendo,
Ducs cutule, que soy cullo.
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this side of the Pyrenees.! These romances and can-
ciones, which werg distinguished by the name of Xacaras,
were rendered so extremely popular by Quevedo, that
gven down to the present day the Spaniards continue to
mire them.? His DBayles, or comic dancing songs, are,
count of their numerous allusions to national pccu-
no lggs obscure to foreigners than the Xacaras.
Panish poets, Quevedo has been the most
successful writer of burlesque sonnets in the Italian man-
ner. Some of these sonnets he shortened, by depriving
them of the three last of their legitimate number of lines,
while the Ralians, on the cpntrary, attached to theirs the
comic sequel which they cplled the Coda® Quevedo's
productions in“this class are, for the most part, like their

1 A specimen of thus gipsy gibberish may be curious to those who
are not acquainted with 1t ;—
Ya esta guardando en la trena
T'u querido Fscartaman,
Que unos alfileres vivos,
Me prendieron sin pensar.
Andaba & caza de gangas,
Y grillos vine & cazar,
Qne en mi cantan como enhaza,
Las noclies de por San Juan.
Tintrandome en la bayuen,
Tlegandome a remojar
Cjerta pendencia mosquito,
Que se ahogh en vino, y pan.
2 .\ new collecfion of this kind of gipsy romances was published at
Madrid 1n 17790in octavo, under the title of Romances de Germniu,
Cermania is the Spanish name for the gipsy race.

3 For example, one in which a young married man, on the third day
after his nuptials, asks his wife, how many years a man daily grows
older in the matrimonial state ?

] Antiyer nos casamos, oy querria, .
Doiia Perez, saber ciertas verdades ;
Pecidme, quanto nnmero de edades
Fafunda el matrimonio en solo un dia?

Un antiyer soltero ser solia,
Y oy casado un sin tin de Navidades
Han pueste dos marchitas voluntades
Y mas de mil antafios en la mia.
E»sto de ser marido un aiio arreo,
Aun a los azacanes empalaga;
Todo lo cotidiano es mucho, y feo,
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Italian models, full of allusions which cannot be under-
stood without the assistance of a commentary. Some have
a piquant, sententious turn. But the licentious humour
which distinguishes this specics of compesition in Italiap °
literature, Quevedo renounced, either voluntarily, or frga
fear of the inquisition. Besides his burlesque sonnes-, he
wrote canciones and madrigals in the same style. .«

Quevedo’s satires, in the manner of Juvenii, naturally
connect themselves with Lis burlesque poems. Like his
model, he has infused into them nearly as much poctry
as the satirical style is capable of receiving.! These com-
positions display the noblest, enthusiasm for truth and
justice,2 and the most patriotic zeal for the honour of
Spain,? forcibly and clearly expressed.

I See the collection of Salas, Musa II. &e.
2 This is apparent in the commencement of the following extract:—

No he de callar, por mas que con el dedo,
Ya tocando la boea, o y & Ia frente,
Silencio, avises, O amenaces micdo.

No ha de aver un espiritn valiente ?
Siempre s¢ ha de sentir, lo que se dice ?
Nuneca se ha de decir, 1o que se siente ?

Oy sin miedo, que Iibre escandalice,
Pucede hablar ol ingenio, assegurado
De que muyor poder le atemorice.

Iin otros siglos pudo ser pecade
Severo estudio, y Ia verdad desnuda,

Y romper el silencio ¢l bien hablado.

Pues sepa quien lo nicga, y quien lo dnda,
Que ¢s lengun In Verdad de Dios seve.o,
Y 1a lengua de Dios nunea fue muda.

Son la verdad, y Dios, Dios verdadero.

Ni eternidad divina los separa,
Ni de los dos alguno fue primero.

Si Dios A lu verdad se adelantaua,

Siendo verdad, implicacion huviera
“¥in ger, y en que verdad de ser dexara.

3 He carnestly condemus the Spanish imitation of the Arabian tour-
naments with pointed canes :—

Quexosa es vor un Infazon de Espaiia,
Abrevindo en la silla & la gineta,
Y gastar un cavallo en una caiia ?

Que la niiiez al gollo le acometa
Con semejante municion, apruebo ;
Mas no la edad madura, la perfeta.
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Quevedo’s satires in verse, and his humorous poems,
are not so well known out of Spain as his prose writings
of the same description, of which the most remarkable are
his Visions or Decams, and his novel of the Great Tacafo,
¢ the Captain of Thieves, called Don Pablos, (Vida del
Buston, llamado D. Pablos,) which certainly may bé
regarusd as the most burlesque of the knavery romances.!
Lucian turmshed him with the original idea of satirical
visions; but Quevedo’s were the first of their kind in
modern literature. Owing to frequent imitations, their
faults are now no longer disguised by the charm of
novelty, arfd even their mgrits have ceased to interest.
still, however, they must be regarded as ingenious pro-
ductions, abowfiiding in practical truths. They are not, it
is true, remarkable either for delicate satire or pure philo-
sophy. But Quevedo’s object was to scourge human
folly and vice in the mass; and the severe lashes which
he deals out in his Visions are in excellent unison with
the popular nature of the idea, and the poignant, style of
its execution. Ile has made perverted Justice, with all
her servants and satellites, and particularly the Alguazils,
figure in the foreground of his picture; but the melan-
choly fate of' the author may well excuse, though even in
the visionary world, these monotonous features in his sati-
rical work. Among the passages for which no just excuse
can be found, are some coarse descriptions. The reader
is occasionally surprised by thc humorous sallies with
which Quevedo breaks forth in these Visions; for cxample,

ki xercite sus fuereas el mancebo
lnfrentes de esquadrones; no en la frente
De el util bruto el hasta de el acebo.

151 trompete le llwna diligente,
Dando fuerza de ley ¢l viento vano,
Y ul son esté el exercito obediente.

Con quanta magestad llena la mano
L pica, y el mosquete carga el ombro,
De ¢l que re atreve a ser buen Castellano.

1 Quevedo's Sueiios, or Visiones, which are now translated into almost
every cultivated lunguage in Kurope, were, shortly after their appearance,
intioduced iuto German literature by Moscherosch von Wilstedt, under
the title ot Gesichte Philanders von Sittewald. The romapee of the
Great Tacaiio has also been translated into vgrious languages.
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in that of thc Last Judgment, in which he describes
‘¢ some merchants who had got their souls on the outside of
their bodies, so that their five senses got into the finger
nails of their right hand.”!

For the serious works of Quevedo, we must refer here
to liis poems only, as his serious compositions in prosc are
in general of a theological and ascetic character. The son-
nets, canciones, odes, and pastoral poems; “Whith he pub-
lished under the name of the Bachelor de la Torre, are
cven at the present day highly extolled by eritics;? and
these poems have certainly more correctness than most of
Quevedo’s other works. But they chiefly consist of imi-
tations of the Spanish Petrarchist style, which was always
foreign to Quevedo; and notwithstanding their extreme
clegance of language and versification, they are absurdly
surcharged with antiquated phrases of affected gallantry.
The snows which énflame the poet, and similar tropes
in which the beauty of a mistress is brilliantly set
torth, occasionally call to mind the style of the Italian
Marinists. Nevertheless, some of these sonnets well de-
serve the favour which has been extended to them.?

1 Pero lo que mas me espantd, fue de ver los cuerpos de dos o ties
mercadores, que se havinn vestido las almas de revis, y tenian todos los
cinco sentidos en las niias de ln mana derecha.  Suehio del Juizio final,
o de las Calaveras.

2 An elegant edition of these poemg was published by Luis Joseph
Velasquez, the author of the History of Spanish poetry, under the title
of — Doesias que publico Dr. Francisco de Quevedo Villegas con el
nombre de Bachiller Frane. de la Torre, &e. Madrit, 1753, in quaito.
Velasquez has proved Quevedo to be the author of thesé compositions.

3 For exarople :—

Bella es mi Ninfa, si los lazos de oro

al apacible viento desordena:

Dbella si de sus ojos enagena

el altivo desdin que siempre lloro. '
Belln, si con la luz que sola adoro

la tempeqmd del viento, y mar serena :

belln, si & la dureza de mi pena

buelve las gracias del celeste Coro.
Bella, si mansa, bella si terrible,

bella si cruda, bella esquiva, y bella

si buelve grave aquella Inz del Cielo.
Cuya beldad humana, y apacible,

\ ni se puede saber lo que es sin vella,
ni vista entendera la que es el suelo.
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Quevedo’s Endechas, or Laments, have a pleasing na-
tional character.! _[he pastoral poems contained in this
collection approximate to the good specimens of the six-
teenth century.« Quevedo evidently wished to prove
what he was capable of producing in this,style of compo-,
sition

The serious poems of which Quevedo has avowed him-
self the author are very unequal in character.2 llis
didactic and sententious sonnets are energetic, but defi-
cient in delicacy.? Some of the best assume a satirical

! The commencement of one ofghese Endeehas may be transcribed
a5 a xpecimen :—

e Corona d¥1 Cielo,
Auadnu bella,
conocida estrella
del noctuino velo,
T sola del coro
de las lumbres bellus,
ove mis querellas,
pues tus males Horo.
‘I'tt fuiste querida,
y olvidada fuiste,
Yo querido, ¥ triste,
quien me amo, me olvida.

¢ The style of the following appears unoljectionnble :—
[Ssta por ser, O Lisi, la primein
Flor, que ha ossado fiar de los calores,
Recien nacidas joyns, y coloves,
Aventurando ¢l precio & la 1ibera:
sty que estudio fue & In Primavera,
4" en quien se anticiparon explendores.
De el Sol, serd primicia de las floves,
Y culto, con que In alma te venera.
A corta vidu nace destinada,
Sus edades son horas: en un dia
Su parto, y muerte el Cielo rie, y llgra.
Logrese en tn cabello respetada
De el ailo, no malogre lo que cria,
Aqueta en Jargun vida, eterna Aurora,

3 The suljoined is on modern Rome :—
Buscas en Roma a Roma, 6 Peiegiino,
Y en Roma misma 4 Roma no la hallas.
Cadaver son, lus que ostentd murallas,
Y 'Tumba de s1 proprio el Aventino.
Yaze donde reynaba el Palatino,
Y limadas del tiempo las medgHas,
z
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turn.! His odes in the Pindaric style are, however, stiff
and formal. He wrote a piece of moral declamation in
verse, called Sermon Estoyco, (Stoical Sermon,) which is,
in truth, precisely what the title denotes.

. 'That Quevedo entertained very vague notions respecting
poetry, is particularly evident from the whim which in-
duced him to translate, in rhymed verse, the stoical Enchi-
ridion, or Manual of Epictetus. The translation is, how-
ever, much esteemed by the Spaniards.?

VILLEGAS.

An Anacreon was still wanting to Spanish literature,
though various attemnpts in the Anacrcontic style had been
made. That a poet, penetrated at once with the classic
spirit of Anacreon, Horace, and Catullus, should now arise,
and become the favourite of the Spanish public, was a
thing scarcely to be expected; for all the resources of
amatory poetry in the only style which had hitherto been

Maus se muestran destrozo a las batallas
De Tas edades, que Blason Latino.

Solo el I'iber quedd, cuya corriente,
Si ciudad la rego, ya scpoliura
La Nlora con funesto son doliente.

O Romna, en tn grandeza, en ta hermosura
Huyo lo que era fivme, y solamente
1.0 fugitivo permanece, y dura.

Jor exumple, the following, which is addressed to Astrea:—
Arroja las balanzas, sacra Astrea, .
Pues que tienen tu mano embarazada;
Y si se mueven, tiemblan de tu espada,
Que el peso, y la igualdad no las meneuw.
No estas justificada, sino fea;
Y en vez de estar igual, estas armada;
Feroz te vé lu gente, no ajustada;
Quoleres que el tribunal batalla sca ?
Yi militan las Leyes, y el Derecho,
Y te sirven de textos las leridas,
Que escrive nuestra sangre en nuestro pecho.
L.a parca eres fatal para lus vidas,
Pues fo que hilaron otras, has deshecho,
Y has buelto las balanzas homicidas.

‘2 This way probably account for its insertion in the second volumc
of the Barnaso Espaiol,
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found agreeable to Spanish taste, seemed to be exhausted.
The poetry of Villpgas, however, produced, precisely for
this reason, the more powerful impression on a public
which ardently longed for entertainment.

Estévan Manuel de Villegas was born in the year 1595,
at Nagera, or Naxera, a little town in Old Castile. The
history of his life is simple. His parents, who were noble,
though not rich, sent him to study at Madrid and Sala-
manca. His taste for poetry was developed at a very
early period. Even in his fifteenth year he translated
Anacrcon, and several of the odes of Ilorace, in verse;
and likewise imitated those poets in original compositions.
In his twentieth, year he gave the finishing touch to his
youthful effusions, and added to the collection of his trans-
lated and original poems a second part, which has since
been published conjointly with them.! Ile soon after
printed the whole collection at his own expense, at Naxera,
under the title of Amatorins; but in the interior of the
book, the poems are styled Eroticas.? Villegas ventured
to dedicate these poems, together with the part added to
them, to which a particular title might more properly have
been assigned, to Philip TIL, though individual portions of
the collection had previously been addressed to other
patrons, That a monarch like Philip 1IT. should have
accepted the dedication of such a collection may not be
surprising, and the freedom was pardonable in a young
author of threc-and-twenty. But this dedication is, in
another respeos, remarkable in the history of Spanish
literature; for the FEroticas of Villegas contain some pas-
sages which, though not wanting in delicacy of expression,
ave nevertheless so extremely free, that it is wonderful
liow they happened to escape the censurc of the Inquisi-

' ’l‘.he third book of the first division of these pm‘r:xs, is dedicated to
I ernandez de Velasco, the constable of Castile. In the dedieatory vei: es
Villegas says :—

Mis dnlces cantilenas,
Mis suaves delicias,

A los viente limadas,

A los colorce escrilas, dc.

* The edition which I have seen is entitled, Amalorias de D. Fst bgn
Manuel de Villegas. 1t is printed at Naxera, and on the title-poe
Inars the date of 1020, and on the final page, 1¢17.

z 2
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tion. The dedication was, however, productive of neither
good nor evil to the poet. For several years he vainly
solicited a lucrative office, and was at last obliged to con-
tent himself with the scanty emolument arising from an
insignificant post in Naxera, his native town. From that
time he devoted his leisure to the composition of philo-
logical works in the Latin language; and though he pro-
duced nothing new for Spanish poetry, he made a prose
translation of five books of Boethius. He lived till the
year 1669.

The graceful luxuriance of the poetry of Villegas has
no parallel in modern literatire; and, enerhlly speaking,
no modern writer has so well succeeded in blending the
spirit of ancient poetry with the modern.” But (onstantly
to observe that correctness of ideas which distinguished
the classical compositions of antiquity, was, by Vi illegas,
as by most Spanish poets, considered too rigid a requisi-
tion, and an unnecessary restraint on genius. He accord-
ingly sometimes degenerates into conceits and images, the
monstrous absurdity of which is characteristic of the
author’s nation and age. For instance, in one of his odes,
in which he entreats Lyda to suffer her tresses to flow, he
says, that ¢ when agitated by Zephyr, her locks would
occasion a thousand deaths, and subdue a thousand lives;”!
and then he adds, in a strain of extravagance surpassing
that of the Marinists, ¢ that the sun himself would cease
to give light, if he did not snatch beams from her radiant
brow to illuminc the east.”? But faults of this glaring
kind are by no means frequent in the poetry of Villegas;
and the fascinating grace with which he emulates his
models, operates with so powerful a charm, that the occa-
sional occurrence of some little affectation, from which he
could scarcely be expected entirely to abstain, is easily over-
looked by the reader.

The order in which the poetic works of Villegas are

1 Assi las hebras, que en el alma adoro,
Del Zetiro movidas,
Daran mil muertes, venceran mil vidas.

? Ni el mismo Sol resplandecer pudiera,

Si de tu roja frente
No hurtara rayos, para darle al Oriente.
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arranged is by no means the best; but as it was chosen by
the author, it is proper to observe it in pursuing a notice
of the poems themselves. The first book of the first part
commences with thirty-six odes in the style of some of the
odes of Horace. The Dedicatory Ode, addressed to the
king, announces, in language truly charming, the spirit of
the whole collection.! Then follow, in a similar strain,
the most delightful plays of fancy, abounding in classical
allusions, without the least trace of pedantry. The style
of Villegas even imparts a charm of novelty to descriptions
of things whjch have been most often described.? Inthese

1 In this ode Villegas snys:— ®

Ng aspiro a mas Inwreles que a mi lHama
que offende a sus deseos, quien hen ama :
sigu el joven valiente
en polverosa meta carro ardiente,

i el, de todos servido,

feliz privado, a rei agradecido;

stga de noche, i dia

por la campaiia umbnn

el caqador hgero

al xavah cerdoso,

va siendo monteado, ya montero.
Siga por mar i tierra el belicoso
varon, la dura guerra,

i en mar sea delfin, i tigre en tierra.

Que yo, de alngos tiernos persuadido,
sequir tengo las llamas de Cupido,
seguir tengo los fuegos,
adestrado de locos, i de ciegos.

2 For example, the following stanzns :—
quan dulee, i suave
es ver al campo, quando mas reciea-
en el se quexa el ave,
el viento spira, el agua lisongea,
i las pintndas flores
crian mil visos, paren mil olores.

Kl alamo, i el pino
sirven de estorbos a la luz de Febo.
Brinda el baso contino
del claro arroyo con aljofar nucvo,

i lu tendida gramna
mes: a la gula es, i al suefio cama.

Tu solamente bella

n0s haces falta, Tyndaris graciosa,

i i tu blanca hicella

no te nos presta como el alva hermosa,

lo dulce i lo suave .

quan amargo sera, quan duro, i grave, &e.
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odes, romantic levity assumes freedoms which, if not
always of the most pardonable, are invariably of the most
graceful description;! whilst the soft and melodious ex-
pression of tender passion, which in more than one in-
stance occurs, has never been surpassed.?

The second book of the first division of the poems of
Villegas consists of odes, which are free translations of the
first book of Horace. It ought not, therefore, to have
been ranked under the same title with the other poems in
the collection. There is something pedantic in the gene-
rical titles by which he distinguishes the different odes;
for example— Memptica, Inetica, Parenetica, &c.

1 One of these odes commences in’thc following ci)fnic style :—
Fintanto pues, hermosa casadilla,
que los dos al pavon i tortohlla
imitamos ficlmente,
tu con bellegn, i yo con voz doliente
mi voz de tu belle¢a
cante, qual cisne en sunayor tristega:
pues por ti mi deseo
es musico sunve mas que Orfeo.
Cante el heroico al son de la trompeta
¢l subito rumor de la escopeta,
i ¢l tragico celébre
culgado de Cothurno, accion fundbre:
que yo de ti, casada,
lyrico siendo, en cythars templada
cantaré solamente
tu voea, i ojos, tu mexilla, i frente, &c.
2 For example, in the song (for an ode it is not).n which the con-
cluding line of each stanza is repeated as a burthen.
Jurd, que me seria
en amarme tan firme como roca,
o como robre essento:
i que atras volveria
este arroyuelo, que estas hayas toca,
sutes que el Jjuramento :
pero yu la perjura
cortar el arbol de mi f¢ procura.
Iste diran los vientos,
que dicron a su jura las orejas :
esto diran los rios,
que por estar atentos
el susurro enfrenaron a sus quexas:
R pero los llantos mios
diran, que la perjura
cortar el*arbol de mi f& procura.
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With the third book of the first division commence the
Anacreontic songs,,or, as they are styled in the collcction,
the Delicias of the poet. Their measure is chiefly Ana-
creontic, sometimes in blank verse, and at other times
presenting the most pleasing alternation of rhymes and
assonances. Light pleasing images and soft luxuriant’
ideas float through these songs even more gracefully than
in the odes attributed to Anacreon.! Nothing can ex-
ceed the beauty of those in which a certain delicate moral
feeling is combined with a pathetic simplicity.? Only a
few can be said to be absolutely copiced from the Greek or

Latin originals. .
The fourth Rook of the first part contains the com-

plete translation of the Greek odes aseribed to Anacreon.
The second division is chiefly occupied with elegics and
idyls, or eidillios, as Villegas, in hellenizing the term,chooses
to call them. The clegies, which might with greater pro-

' One commences thus :—

Luego que por oriente
muestia su blanca frente
cl ulba, que aporfia
sano nos muestra el dia,
i a la tarde dolicnte
veras salir las aves,
yn ligeras, ya graves,

i ya libres del sueiio
escelavas a su duefio

dar canticos suaves:

Ins Auras distraidas,
que soplan esparcidas
por selvas no plantadas,
0 se mueven parudas,

o se paran movidas, &e.

2 The following contains an exquusite picture of the grief of a bird
for tRe loss of her young :—

Yo vi sobre un tomillo
quexarse un paxarillo
viendo su nido amado,
de quien era caudillo,
de un labrador robado.
Vile tan congojado
por tal atrevimiento
dar mil quexas al viento
para que al cielo santo
lleve su tierno llanto,
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pricty be denominated epistles, do not belong to the best
of the kind in Spanish literature; in the idyls, or mytho-
logical tales, as they ought to be called, Villegas appears
as one of the Cultoristos, or disciples of the school of
Gongora.!

The collection concludes with several imitations of
Greek and Latin verse, which may be regarded as the
first compositions of the kind in Spanish that were not
complete failures. Doubtless the Spanish language adapts
itself somewhat more readily to the ancient metres than
the Italian; for final syllables sounded in prgnunciation,
but subju,t to elision in scqnning, do not oceur so fre-
qucntly in Spanish as in Italian. This dnﬂurenu, is, how-
cver, in reality, but of trivial 1mportance, and Spanish

verses in the ancient syllabic measures do not flow much
more naturally than the Italian compositions of the same
kind; because many words derived {rom the Latin have
received in Spamah, as well as in Italmn, a modem quan-

[l

.

Hleve su triste acento,
ya con triste harmonia
esforgando al intento
mil quenas repatiac:
ya eansando callava :
y al nuevo sentimuento
ya sonoro volvin.
Yn cirenlar volaba:
ya rastrero conia :
M pues de rama en rama
al 1istico segma,
i saltando en In groma,
parece que decia:
dame, rustico fiero,
mi dulee compaiiin!
Yol que respondin
el ristico: No quecro. »
' The ~ubjoine4'p.\squge presents a specimen of the affectation of the
Lstilo Culto :— -
T.os ciento, que dio passos, bella duma,
los mul, que dio suspiros, tieino rio,
siendo ella esquiva, mas que al Sol su rama,
i el, mas que el Sol, amante a su desvio:
yo cantare, que amor mi pecho inflama,
i no de Marte el plomo, cuyo brio
¢ en el vacindo bronce, resonante
venganga es ya de Jupiter tonante.
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"tity,! which is generally confounded with the ancient
quantity by the imitators of the Greek and Latin metres.
The Spanish hexameters of Villegas, it is trug, approach
in point of facility to the hexameters of antiquity.? But the
pentameters defied his imitative talent.3 In his sapphig
verse the measure resolves into iambics. One of these
sapphic odes is, however, exquisitely beautiful.t

CONTINUATION OF THE HISTORY OF LYRIC, BUCOLIC, EPIC,
DIDACTIC, AND SATIRICAL POETRY, TO THE CLOSE OF
THE PERIOD EMBRACED IN THIS SECTION,

L]
After Quevedo and Villegas, and before entering upon
the notice of a series of dramatic poets, whose works
must form a subject of separate consideration, it will

! See the first volume of my History of Italian Literature, p. 50,
2 Villegas has thus tianslated one of Virgil's idyls 1nto Spanish
hexameters :—
Lycidns, Corydon, i Corydon el amante de Philis,
Pastor el uno de cabras, el otro de blancas ovejas,
ambos a dos tiernos, mogos ambos, Areades ambos,
viendo que los rayos del sol fatigaban el orbe,
i que bibrando fuego feros In ennicnla ladra,
al pmo christal, que cria la fuente sondéra,
Hevados del son alegre de su blando suswiro,
las plantas veloces mueven, los passos animan,
i al tronce de un verde enebro se sientan amigos, &e.
3 The following are intended for hexameters and pentameters :—
Come el monte sigues a Diana, dixo Cytheren,
ictyna hetmosa, siendo la eagn fen ?
No me la desprecins Cyprida, responde Diana,
Tu tambien fuiste caga, la red lo diga.
4 It is an ode to Zephyr :—
Dalee veeino de 1a verde selva,
huesped eterno del Abril florido,
vital aliento de 1a madre Venns,
Zephyro blando,
Si de mis ansias el amor supiste,
tii, que las quejas de mi voz llevaste.
oye, no temas, + a mi Nympha dile,
dile que muero.
Philis un tiempo mi dolor sabia,
Philis un tiempe mi dolor loraba,
quisome un tiempo, mas agora temo,
temo sus iras; &c. o



346 HISTORY OF c

be necessary to mention several ingenious writers, who,
though endowed with eminent talents, vere nevertheless
unable to retard the fast approaching close of the golden
era of Spanish poesy. )

JAUREGUI.

If pure diction, joined to a descriptive style of the most
perfect kind, might form a sufficient claim to the title of
poet of the first rank, the right of Juan dc Jauregui, or
Xauregui, to that distinction, among the Spanish poets of
the first half of the seventecnth century, cquld not be
disputed.  Jauregui, who was of Biscayan origin, but
educated in the interior of ,Spain, first, developed his
talents in Jtaly. In that country he prosecuted his poetic
studies, and at the same time thought it no degradation
to practise painting as a profession, though he was a
nobleman and a knight of the order of Calatrava. Ile is
said to have excelled in painting even more than in
poetry. While in Italy, he made a Spanish translation of
Tasso’s Amynta, in which he was so successful, that the
translation is still regarded by the educated portion of his
countrymen as possessing the characteristics of the hap-
picst original composition. Jauregui was a decided oppo-
nent of the Gongorists: but his taste did not coincide
with that of Quevedo. He devoted much talent and
industry to a free translation of Lucan’s Pharsalia in
octaves. He died in 1650. His poetic remains, ex-
clusive of his translations, are by no mehps numerous.
The translation of Lucan was not published till long after
the death of Juaregui; but ever since its appearance
the Spaniards have admired it as a classic composition;
and it unquestionably possesses all the merit that the
translation of sich a work can possibly present. Dut
from u man who could be induced to apply so much labour
and time to a translation of Lucan, no very extraordinary
proofs of poctic talent were to be expected; and it must
be confessed that Jauregui in none of his compositions
has risen above what may be called the poetry of style.
He might have carried this kind of merit still farther, had
not+his Lucan led him into a kind of manncred affectation.
Among his original works, his Orfeo, a mythological tale,
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in five cantos, deserves to be distinguished.,! But his lyric
poems, and particudarly his sonnets, bear evident traces of
the man of genius and of cultivated mind.?2 Jauregui’s
dramatic compositions, which were written with the view
of reforming the national taste, are now lost to literature,
and were at the time of their production indignantly
banished from the stage. He is the author of some small
works in prose, one of which is a treatise on painting.?

' ‘The stanzus in which the arrival of Orpheus at the Acherou is related,
4y serve as a specimen of Jamegur's talent for poctic deseription :—
Ll&a 2 Aqueronte, y en su aiilla espera,
Las cuerdas requiriendo y consultando :
Ve lnggeosers barca, a b ribera
Opuesta conducir copioso bando :
Del instrumento, y de la voz esmera
De nuevo entonces el acento hlando ;
Gime la cuerda al rebatir del arco,
Y su gemido es remora del barco.
Resono en la ribera tiempo escaso
Il canto que humanar las piedras suele ;
Quando atras vuelve, y obedece el vaso
Mas i la voz, que al remo gue le impele ;
La conducida turba, al nuevo caso,
Se admira, se regala, se conduele,
Y las 1éprobas almas, con aliento,
Se juzgan revocadas del tormento.—Orfeo, Cant. I1.

2 The following is a sonnet of Janregui, addressed to the rising sun:
Rubio Planeta, cuya lumbre pura
del tiempo mide cada punto, i ora,
si el bello objeto, que mi pecho adora
solPle gozo entre la noche oscurs ;
Por qué ya se adelunta, i se apresura
tu luz injusta, i el Oriente doru ?
las sonbras nlexando de la Aurora,
i con las sonbras mi feliz ventura ?
Diras que el dulce espacio defrandudo
ya de la noche, me daras el dia, .
tal que de vida un punto no me devas.
Si deves (causa del nusencia mia)
que es vida solo el tiempo que me llevas ;
i el que me ofreces un mortal cuidado.

3 Jauregur’s translation of lacan was published, together with his |
Orfeo, under the title of Phwrsalia de D. Juan de Jauregui, por 1).
Ramon Fernandez, Madrid, 1789, in 2 vols. 8vu. The other poetic
works of this author, including his translation of the Amynta, are col-
lecled in the Remas de D. Juan de Jauregui, Seville, 1618, inquarth.
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BORSA Y ESQUILLACHE.
1

Prince Francisco de Borjay Esquillaché, a knight of the
Golden Fleece, and for some time viceroy of Peru, was
the most distinguished, in point of birth, of all the Spanish
pocts of his age.!  With regard to cultivation, he may be
placed on alevel with Jauregui; but hLe deserves to rank
higher in poetic invention. Throughout his long life,
which, when he died in 1658, had extended to nearly
cighty years, he scems constantly to have dorroted a por-
tion of his time to the study of poetry; and though he was
not entitled to the praises laviched on him by his flatterers,
who styled him the Prince of Spanish Poets, he may be
regarded as the last representative of the classic style of
the sixteenth century. The collection of his sonnets,
cpistles, tales, romances, and canciones, forms a large
quarto volume, the last half of which is printed in double
columns.? Prince Francisco dec Borja was likewise the
author of an unsuccessful epic poem, entitled, Napoles
Conguistada, and various works on sacred subjects.
Though he did not contribute to the advancement of
Spanish poetry, yet in all his writings he decidedly op-
posed that subtlety and affectation which in the time of
Gongora usurped the place of real genius. The intimate
friendship he had contracted in his youth with the younger
Argensola, had no doubt a favourable influence on the
carly development of his talent. In the yreface to his
poems, which is in verse, he explains the principles of his
taste with so much accuracy, modesty, and elegance, that
the reader cannot fail to be prepossessed in his favour,

! The nume of this poet is of Italian origin. He was descended
from a branch of the Ttalian house of Borgia, and married the heiress
of the principulity of Squilluce in Naples. Both numes were, according
to Spunish custom, Hispanized, first in the pronunciation, and subse
quently in the orthography.

2 T have scen only the second edition of the Obras in verso de D.
Francisco de Borja, Principe de Esquillache, Anberes, 1654, (92
pages, quarto.  Some of his poems are contained in the Parnaso
Espatiol,
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before entering on an attentive perusal of his works.! 1le
was particularly averse to all kinds of affectation and ex-
travagance.? Mot of his sonnets bear traces of mature
reflection.3 Hig long tale of Jacob and Rachel, (Cuntos
de Jucob y Raquel,) in octaves, has indeed no other merit

e thus addresses his poems :—

A manos de muchos vais,
YVersos mios, sin defensa,
Y sujetos a la ofensa
De quien menos la esperais.
Y si en tal peligro estuis,
Tnjustamente me animan
Los que pideif que os impriman ;
Pues quando gizir pretenden,
Ni oscuros son, no se entienden,
¥ si claros, no se estiman,

El que sabe, estimar,
Sialgun estudio teners:
A mas gloria no aspireis ;
Ni mas el tiempo os dard.
Quicn defenderos podra,
Nevd quando mas, alguno ;
Y sies Platon, basta él uno.
Que en las frases y en los modos
Querer contentar a todos,
Es no agradar a ninguno.

2 fle thus characterizes bis own style :—
Sigo un medio en la jornada,
Y de nus versos despido,
0 palabras de ruido,
O llaneza demasiada ;
Y oscurtdad aqfectada.
Es camino de atajar
No saberse declarar;
Ya quien se deve admitir,
Estudie para escrivir,
o No escrive para estudiar.
3 For example, the following, which may be s&led the Disenchant.
ment, (Desengano.)
Dicliosa soledad, mudo silencio,
Secretos passos de dormidas fuentes,
Que por el verde prado sus con.entes,
Jumas, si van O vienen diferencio :
Vitestra quietud estimo, y reverencio
Con vjos, y deseos diferentes;
Pues yn, ni el ciego aplauso de las gentes
Con ambiciosa pluma diligencio. .
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.

than that of elegant diction.! His lyric romances, how-
ever, of which he wrote upwards of two hundred and
fifty, present at once the richest and mbst beautiful glean-
ings in that species of poetic composition.?

Desde Iu luz, que viste la mafiana,
Los passos cuento al trabajado dia,
Hasta que pisa 1 Sol la espuma cana.
De quanto fue mi engaiio, y compaiiia,
De quunto ame, con ignorancia vana,
En vuestra soledad perdi 1a mia.

' 'T'he commencement of this poem, except in so faras regards the
diction, encourages no favourable expectation :—
Cnnto a Jacob, y de su Iisposa canto N
T peregiina angelica hiermosura : *
Siete aios de fineza, amor y llanto,
Sin premio, sin verdad, y sin ventura:
1] engano~o Suegro, que entretanto
Con fingidn esperanza le assegura,
Y al burlado pastor, que le servia,
Promesas de Raquel enmple cou Lia.
+ 'T'n, Musa celestial, que en lus estrellas
Segura pones invisibles plantas,
Y en dulee paz de sus legiones bellas,
Sobre Ins altas fuentes te lebantas :
S1 es tuyo el mando, si obedecen ellns
De ewsas puras esquadras sacrosantas,
Presto desciendn de su rayo ardiente
Fuego, quc el pecho y su temor aliente.
¢ Part of one of these poems may be transeribed here . —
Llumuvan los pajarillos
C‘on dulees voces al Sol, .
Que por aver quien le llama,
Mal dormido recordo.
Jscuchava entre Tas aves
De un anoyuelo la voz,
Que agradecido a su lumbre,
La bien venida le dio. )
° Lntre las ramas de nn olmo
Le ncompaiia un ruiseitor,
Ynamorado testigo
De quantas vezes salio.
Yo sola triste al son
De todos lloroe soledad, y amor,
“n el valle de mi aldea
Zclosa aguardando estoy,
Que salgn un Sol a mis ojos,
Que en otros bragos dormio.

o
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OTHER POETS OF THIS PERIOD—THE SYLVAS, OR
* POETIC FORESTS.

To enter intd a detailed description of the works of
some other Spanish poets, with whom. the old national
poctry and the Italian style equally perished, would be
the more unnecessary here, as those poets, though not
without genius, wanted proper cultivation, and merely
followed in the general stream. Besides, there is no want
of literary notices which furnish abundant information
respecting Luis de Ulloa, Francisco de Rioja, Gravina,
Manuel de Mela, Juan de Tarsis, Count of Villamediana,
and others.! Bt is, howeves, worthy of remark, that at
thix period, as in preceding ages, Spanish noblemen and
men of rank were distinguished among the candidates
for poetic fame. The Poctic Forests, (Sylvas,) as they
were styled, according to Gongora’s nomenclature, but
which were afterwards designated by the common Spanish
word Selvas, doubtless contributed in no slight degree to
hasten the decline of genuine poetry in Spain.  In these
Forests thymed prose could flow on without obstruction,
and every conceit was in its proper place; for no fixed
metre, and no unity of ideas or events restrained the poet
or versifier.  The works of Count Rebolledo, which are
deserving of particular notice, will afford a suflicient idea
of the direction thus given to the lyric, didactic, narrative,
and bucolic poetry of Spain, in a general combination of
all these stylgd

REBOLLEDO.

Bernardino, Count Rebolledo, was one of the heroes
of the latter period of the thirty years war in Germany.
Afr having distinguished himself in the emilitary service
hoth of Spain and Austria, he resided for a considerable
time in the quality of Spanish ambassador at Copenhagen,

Montes dezidle, que siento
e los males el mayor,
Hi como al padre del dia
Le veis primero que yo; &c.
! 1t 1~ only necessary to refer to Velasquez snd Diezc®
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where he watched over the interesty of his sovereign with
reference to the designs of the king of Sweden. His
taste for military and political affairs did not preclude the
exercise of his talent for poetry. But it was not until his
mission to Copenhagen, when he had attained the age of
inaturity, that he found leisurc to prosecute his poetic
studies with assiduity. Thus, for the first time, and per-
haps for the last, was Spanish poetry in the middle of the
seventeenth century transplanted to Scandinavia. Count
Rebolledo was much pleased with his residence in Copen-
hagen; and he rendered signal service to his Danish
majesty, when Charles Gustavus, king of Swefen, marched
across the frozen Belt, and bombar ded the Danish capital.

Though a zealous cathohc, hé felt for the woyal house of
Denmark a kind of personal devotion, which he seized
every opportunity of manifesting, both in verse and prose.
He took particular interest in the study of the history and
geography of Denmark, with the view of describing them
in Spamsh verse. Having returned to his native country,
where he was appointed minister of- -war, he died in 1676,

in the eightieth year of his age. IIis poems were, during
his life, “collected and published under various titles.l
One of these collections, entitled Ocios, (Leisure Hours,)
proves that count Rebolledo, though he only travelled in
a long beaten track, and even in that track did not shine
above his contemporaries, possessed, never thelesk, a degree
of poetic cultivation, probably unparalleled in Copenhafren
in the age in which he lived. Ile was particularly suc-
cessful as a writer of elegant madrigals;* and he is the

1 1t is not now necessary to refer to the old and desultory collections
of the works of count Rebolledo. Tley may be found collected alto-
gether under their respective titles in the edition of the Obras Pocticas
de Conde Bernardino de Rebolledo, Madrid, 1778, in 4 vols. oct wo.
In this collection the interesting letter in prose, (Part 1. in the Ocios,
p. 261,) in which Rebolledo gives a detuniled account of his residence in
Copenbagen, is deserving of particular attention.

2 The three following afford fuir specimens of his talent in this species
of composition :—

I.
Dichoso quien te mira
y mas dichoso quien por ti suspira,
¢ y en extremo dichoso,
«quien un suspiro te debié amoroso.
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author of a play, entitled, Amor Despreciando Riesgos,!
(Love Dreads no Danger,) which possesses considerable
interest. But Rebolledo’s name has been rendered still
more remarkable in the history of Spanish literature Ly
his dull Forests, for which he himself claimed the title of
poetic, though they cxhibit only the last traces of Spanish’
poetry. Other writers had already done their utmost to
give importance to the rhymed prose of these Forests.
But Rebolledo so completely mistook the essence of poetry,
that he really conceived he was executing works of high
poetic merit, when he put into verse a compendium of the
ITistory and™Geography of, Denmark, entitled, Selvas
Danicas, and a treatise on the Art of War and State Po-
licy, entitled, Selva Militar y Politica. Whoever attempts
to travel through Rebolledo’s Danish Forests, will soon
find, especially if he have any recollection of genuine
Spanish poetry, that he has undertaken a very unpleasant
task. In the first half of the work, not a single poetic or
even ingenious trait enlivens the dry cnumeration qf facts.
What the author intended for a narrative poem, is found
to be merely an account of the Ilistory of Denmark, re-
lated in the lowest style of commonplace prose; and the

Lasi, yo te vi en suefios tan piadosa,
como despiert el alma de desea,
pero menos he mosa.
sQuién habra que tal crea?
® dos imposibles me fingio lu idén,
y con ser su il ision tan engniiosa
la temo mister
y que inmortal en mi el tormento sen,
si no has de ser piadosa hasta ser fea.

111,
Lisis, este dimmante
de mi firmeza simbolo brillante
en que quiso incluir naturaleza
un rayo de la luz de tu belleza,
bien constante, y helado,
a nuestros corazones retratado,
mas puede la experiencia persuadirme,
que es el tuyo mas duro, el mio mas firme,

1 See vol. ii. of the Obras.

A A



354 HISTORY OF

‘

maltitude of northern names, whi¢h partly retain their
original spelling, and are partly Hispanized, have a pecu-
larly grotesque effect.! 'Ihe geography of Denmark,
which constitutes the sccond part of the.work, presents a
few poetic passages? But the Military and Political

1 For example :—
T.os Estados, de aquel vinculo libres,
eligicron concordes a Chistiano,
lujo de 'T'vodorico
de Oldemburg y Delmenhorste Conde
(progeunio del famoso Witekindo,
sucesor de los Reyes de Saxonia,
con titulo de Duqug)
cusO con Dorotén,
viuda de Christoval, '
y corondse luego en Copenhaguen.
Fn wanto los Suecos cligieron
a Carlos, y tuvieron
los dos dudosa guerra;
pero siendo vencido y desterrado,
y Christinno en Succia coronado,
' llevo o Dania el tesoio de aquel Reyno:
w que afindio Ja herencia
de Sleswic y de Holsocia,
por la muerte de Adolfo,
su director y tio. 8elvas Danices, 1. cap. ii.

2 'I'he commencement, for instance :—

T.a selva mas pomposa,
que a su derdad consagra Dinamarcu,
tiene por centro un christalino lago,
que de nn ameno isleo,
que visten flores y coronan plantas,
¢s fragrante y lucida competencia, o
¢s hundosa tambien eircumferenciu :
y ¢l ulas bellas Ninfus,
de la deidad al culto dedicadus,
apacible teatro,
donde lazos y redes
duclen tender en las estivas calmas,
a los peces, Jus fieras y loy almas.
Aqui yo fatigado
de un infinito ninnero de penus,
de procelosas wrus agitado,
del destino arrastrundo las cadenas,
cierto de sus injurias,
y del progreso de mi vidu incierto,
1o esperado tomé traquilo puerto;
y entic sus verdes y floridas greiias
de la deidad 1everencié las sefias.
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Forest, which is intended for a didactic poem, is rhymed
prose from beginning to end. It is difficult to say whether
the principles of tactics,! or the instructions in the art of
government,? appear most ridiculous in the versified garb
in which Rebolledo has clothed them. 'Tlie worthy author,
might with more propricty have applied the title of poems
to his Selvas Sagradas, (Sacred Forests,) which are
translations of the Psalms in the loose forms of the Forests.

v For example :—
Tlasta ¢l cordon vestido de lndrillo

®yle ticrm solo ¢l parapeto aprucba,
w quantos en su fhrica molestan
gugan con lo que duran Io que cuestan :
Ia linea de defensa
al tiro de mosquete no aventage,
nt excedan de noventa,
ni tengan menos de sesenta grados
los angulos franqueados ;
capaees los haveses,
y las golus no esuechas, .
entre »i guarden proporciones tales,
que por perfecionar nlgunas cosas
no queden las demas defectuosas,

Selva militur y polit.  Iistincion,
(that is to say, Section) vi. § 2.
¢ For example : —
Lu antiguedad Ilamo advertidamiente
los consejeros ojas,
son del cuerpo politico y humano
adalides forzosos,
|‘lfe han de haber visto mucho,
verlo de l¢jos y de cerca todo,
y recibir especies diferentes,
y por los nervios opticos
comunicarlas al comun sentido,
representando fieles Jos obgetos,
sin ocultar virtndes ni defetos ;
el Reyno que no admite compaiiia
anda o cicgas sin cllos,
Ia prudencia Renl esta librada
¢n saber escogellos,
y @ cunidadoso examen obligada.
1. c. Distancion xxiii. § 2.

AA2
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CONTINUATION OF THE HISTORY OF TUE SPANISH DRAMA.

The feeling of regret with which the decay of Spanish
poetry in the age of Rebolledo is beheld, yields to the
agreeable surprise which arises on taking a retrospective
view of the Spanish drama, the history of which must
now be continued to the close of the present peried. The
history of the Spanish drama should properly be studied
as a whole; but that combined mode of viewing the sub-
jeet was not compatible with a synchronous : account of all
the remarkable productions ,of the pOlltL “literature of
Spain.  Having, however, in connexion with Lope de
Vega, spoken of Virues, Montalvan, and others, it will,
at least, be convenient not to separate the series of dra-
matic poets who emulated or imitated Calderon.

CALDERON.

Again, in the history of Spanish poetry, a writer occurs
whose name deserves to be transmitted to the latest pos-
terity, and who flourished along with others who are also
worthy of honourable remembrance.

Pedro Calderon de la Barea, descended from a noble
family, was born in the year 1600. He is said to have
written his first dramatic wogk before he had completed
his fourteenth year. Iaving finished his collegial studies
at an early age, he, according to the custom of the times,
attached himsclf to some patrons whom h¢ found among
the nobility at the court of Madrid. Not satisfied, how-
ever, with this mode of introducing himself to the great
world, he became a soldier, and served in several cam-
paigns in Italy and the Netherlands. Meanwhile, the
tame of his talents as a dramatic poet was widely spread;
and it was foretold that he would equal, if not exceced,
Lope de Vega. King Philip IV., who afforded more
liberal encouragement to the drama than any of his pre-
decessors, and who was himself the author of several
plays, was gratified by the idea that he had in Calderon
aman capable of giving splendour to the court theatre.
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e called him to Madrid in the year 1636, and shortly
after invested him yvith the order of St. Jago. From this
period Calderon became permanently fixed at court, and
his young sovereign, whose chief attention was devoted to
amusements and festivities, kept him in gonstant activity.,
No expense was spared in bestowing pomp and brilliancy
on the pieces which Calderon produced for the entertain-
ment of the court; but, on the other hand, it was expected
of him to accommodate his genius to the conditions re-
quired by a courtly audience. His taste was consulted
in the arrangement of all public festivities, and the tri-
umphal arch through whiech queen Maria of Austria
made her publig entrance info Spain was erected in con-
formity with his suggestions.

In his fitty-second year Calderon took holy orders, but
did not on that account totally relinquish his previous
occupations. From that time, however, he applied him-
selt’ with more particular assiduity to the composition of
his Autos Sacramentales, which soon superseded through-
out the whole of Spain all the older dramas of this class.
Calderon lived to an advanced age, admired by his country-
men, and amply rewarded by ccclesiastical dignities, pen-
sions, and presents, from his sovereign. In the estimation
of the public, his dramas surpassed those of every preced-
ing and contemporary writer. But in his old age, he
himself attached but little importance to his temporal pro-
ductions.  The duke of Veragna addressed to him a
flattering lectg® requesting to be furnished with a com-
plete list of his dramas, because the booksellers were in
the habit of selling the works of other writers under his
name. In reply, Calderon, who was then in his eighticth
year, supplied the duke only with the list of his Awtos
Sadamentales. He added 1n a letter, that, with regard
to his temporal dramas, he felt offended that, in addition
to his own faulty works, those of other authors should be
circulated in his name; and besides that, his writings
were so altered, that he himself could not recognise even
their titles. Ile also expressed his determination to fol-
low the example of the booksellers, and to pay as little
regard to his plays as they did; but he observed that,
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on religious grounds, he attached more importance to his
Autos.! .

Calderon died in 1687, in the cighty-seventh year of
his age. Several collections of his dramas appeared dur-
ing his life, and among the rest one published by his
brother, Joseph Calderon, in 1640, but none were edited
by the author himself. The great edition of the collected
comedies of Calderon was commenced by his friend, Juan
de Vera Tassis y Villaroel, in 1685; but there is no rea-
son to believe that the poet, who was then cighty-five
years of age, assisted in preparing that edifion, even so
far as to certify the authentieity of the component parts.
It is thercfore questionable whether the hundred and
twenty-seven plays published in Calderon’s name be all
genuine.  This doubt may indeed be hazarded with the
greater probability, as Juan de Vera Tassis, who under-
took to publish the complete collection of Calderon’s
dramas, estimates the number of his Autos at ninety-five;
while Calderon himself; in his conscientious list furnished
to the duke of Veragua, states their number to be only
sixty-eight, including those not printed. It can scarcely
be belicved that Calderon wrote twenty-seven Autos after
he had attained the age of eighty.?

On a comparison of the dramas of Calderon and Lope
de Vega, it requires no extraordinary critical penetration
to discover the essential services rendered by the former
to the dramatic literature of Spain. Which of these
writers possessed the greater share of invdntive talent, is
a question difficult to detcrmine, for Lope de Vega was
not the inventor of that species of dramatic composition

! The Duke of Veragua's letter, together with Calderon’s answer, and
the catalogue to which the correspoudence bears reference, are plinted
in La luerta’s Tgatro 1lcspafiol, vol. iii. part ii.

2 Satisfactory ‘acconnts of the vaious collections amld editions of the
dramas, and other less important works of Calderon, arc contained in
Dieze's Remarks on Velasquez, p. 242 and p. 341. The dramas of
Calderon which TLa Tluerta has published in his 7eatro Iespafiol,
afford but a partial idea of the poct’s talent: for those he hay selected
are all Comedias de Cupa y Espada, two only excepted ; and of these
two, one, which is styled a Comedia hcroyea, belongs to the mytho
1ofical class.
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which was common to both, and Calderon was not behind
him in the inventipn of new combinations of intrigue, in-
genious complexities of plot, and interesting situations.
In general, the invention of Lope may be the bolder, but
it is also the more rude of the two; and with regard to
all that may be called refinement, whether in conception
or execution, but more particularly in style, Calderon
formed for himself an entirely new sphere. 'The delicate
art with which he gave the last polish to the Spanish
drama, without changing its nature, carries with it an en-
nobling digpjty in some of his historical, or, as they are
styled, heroic comedies.  Iw his comedies ot intrigue, this
delicacy is copspicuous in jis manner of portraying the
weneral forms of character, which had now become natu-
ralized on the Spanish stage, and which usurped the place
of individuality. Calderon’s comedics arc not pictures of
character any more than those ot’ Lopc de Vega, for with
the delineation of particular character they would have
ceased to be pure dramas of intrigne. Dut theyx abound
in characteristic traits, in those traits which develop, as
it were, out of the souls of the dramatic personages, the
natural course of the gay intrigue in all its various modi-
fications. As an acutc observer of the female mind and
manners, Calderon was infinitely superior to Lope de Vega.
This delicacy of obscrvation accords admirably with the
almost incredible subtlety of his combinations of intrigue;
and the clegance of his language and versification com-
pletes the ingghious harmony of these apparently irregular
dramas, which, though not sufficiently perfect to be re-
garded as models, arc nevertheless true to the rules which
the author prescribed to himsclf. The other merits be-
longing to his dramas, such as the seductive gracefulness
and faclhty of the dialogue, Calderon shares in common
thh all the good dramatic writers of Spain. The faults
with which he may be rcproached, and which in some
measure belong to the species of drama which he adopted,
are morc numerous in some of his pieces than in others.
It must also be observed, that, in several of his heroic
comedies, he sinks so completely beneath his own standard,
that it is ditficult to recognise him. .
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In Calderon’s Comedias de Capa y Espada,! the plots
are usually of so complicated a nature, that no reader,
excepta Spaniard, habituated to thissort of mental exercise,?
can on a first perusal seize and follow the various threads
of the intrigue. By an ingenious entanglement of inci-
‘dents, the principal characters of the piece are repeatedly
plunged from one unexpected embarrassment into another.
Calderon particularly excelled in the accumulation of sur-
prises, in connecting one difficult situation with another,
and in maintaining undiminished the strongly excited in-
terest to the close of the piece. But in order to render
this task the easier, he paid sill less attention than Lope
de Vega to probability in the succession, of the scenes;
and hxs characters make their entries and their exits just
as it happens to suit the convenience of the author. The
Spanish public was, however, disposed to pardon every im-
probability of this kind, when it gave rise to some new
situation full of dramatic truth. Calderon appears to
have estimated the merits of his dramas of intrigue, in
proportion to the effect produced by the situations; and
in this respect he was the more an inventor in proportion
as he introduced the less variety into his characters. In
all Calderon’s comedies of intrigue, the dramatis personw
are the same individuals under various names. Two or
three ladies of fashion, two or three lovers, an old man, a
few waiting maids, a few male servants, and among these
last, one who acts as the gruacioso, or buffoon; such are
the standing characters with which Caldersn usually con-
tented himself in his sphere of dramatic composition. The
motives on which the plot turns are a licentious gal-
lantry, unmingled with any moral interest, and a point of
honour which gives rise to incessant contests. On the
slightest cause of offence, swords are drawn, and waen

a

;O%ee the definition of the various classes of the Spanish comedy,

p. g

2 According to the testimony of travellers, cven the most unlettered
Spaniard is so accustomed to follow without effort a complicated drama-
tic plot, that after witnessing the representation of a piece, he will de-
scribe all the minute details of the romantic story, while a well-informed
fortigner, familiar with the Spanish language, can with difficulty com-
prehend 4 few of the scenes.
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passion rages, even daggers are employed. Romantic ac-
cessories are foun.d in wounds and murders, though the
latter, it must be admitted, are not quite so frequent as
the former. Among the other passions, the fury of jea-
lousy is conspicuous; and in order to bring this passion
into play, the author avails himself of disguises, conceal-
ments, mistakes of persons, houses or letters, and occasion-
ally some particular local circumstance, such, for instance,
as the sccret door, which appears to be a cupboard, in the
lively drama of La Dama Duende, (The Fairy Lady.)
There is also no want of night-scenes in Calderon’s pieces
of intrigue. ““But however astonishing may be the variety
of the situations which he has created out of this uni-
formity of plan, yet they cannot long satisfy a cultivated
taste, requiring a nobler kind of variety.

How far Calderon in his Comedius de Capa y Espada
has correctly represented the fashionable werld of Madrid,
as it existed in the reigns of Philip I1L and Philip1V., is
a question which cannot now be satisfactorily determined.
Modern Spanish writers have conceived they were pro-
nouncing a judicious critical censure, when they cast on
Calderon’s dramas the reproach of insulting the whole
Spanish nation, by representing it as composed almost
solely of romantic coxcombs and intriguing coquettes.
These attacks on Calderon are the consequence of incon-
siderate zeal for the principles of the French drama, by
which the dramatic literature of Spain must never be
judged.! It s scarcely necessary to observe, that a reprc-
sentation of one class of men, who were particularly con-
spicuous in Madrid, could not be intended as a represen-
tation of the whole Spanish nation. But attempts have
been made to depreciate, by still more plausible sophisms,
the merits of Calderon’s sketches of manngrs. It has been
remarked, that he has totally violated nature, by putting into
the mouths of valets and waiting women, poetic ‘language,
which would be extraordinary even if delivered by their
masters and mistresses. The Spanish servants of the pre-,

1 A very superficial criticism «n (‘alderon’s dramatic works, written
by Blas Nasarre, who was prepoccessed in favour of French hiterature,
14 contained in the History of Spanish Poetry, by Velasquez. ®See
Dieze's edition, p. 341, *
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sent day are, doubtless, less likely than those of the seven-
teenth century to converse in the pocticyl style in which the
servants in Calderon’s plays, on particular occasions, ex-
press themselves. But the spirit of these particular occa-
sions must not be misunderstood. The servants in Calde-
ron’s comedies always imitate the language of their mas-
ters. In most cases they express themsclves like the latter,
in the natural language of real life, and often divested of
that colouring of the ideas, without which a dramatic work
ceases to be a poem. But whenever romantic gallantry
speaks in the language of tenderness, admirgtion, or flat-
tery, then, according to Spanish custom, every idea be-
comes a metaphor; and Calderon, who was a thorough
Spaniard, seized these opportunities to give the rein to his
fancy, suffering it to take a bold lyric flight beyond the
boundaries of nature. On such occasions, the most extra-
vagant metaphoric language, in the style of the Italian
Marinists, did not appear unnatural to a Spanish audience;
and ever Calderon himself had for that style a particular
predilection, to gratify which he sacrificed a chaster taste.
It was his ambition to become a more refincd Lope de
Vega, or a Spanish Marino. Thus, in his play, entitled,
DBien vengas Mal, si vengas Solo, (Misfortune comes Well,
if it comes Alone,) a waiting maid, addressing her young
mistress, who has risen in a gay humour, says—* Aurora
would not have done wrong had she slumbered that morn-
ing in her snowy crystal, for that the light of her mistress’s
charms would suftice to draw aside the curtyins from the
couch of Sol.” She adds, using a Spanish idea, “it
might then indeed be said that the sun had risen in
her lady’s eyes,”! &c. Valets on the like occasions speak

' Tnes. Que ayrosa te has levantado ?

* Fsta vez sola, sefiora,
no biciera falta ln aurora,
quando en su cristul nevado
dormida hnbiera quedado;
pues tu luz correr pudiera
In cortina lisonjera
al sol, siendo sumillér
de uno y otro rosiclér,
deydad de una y otra esfera.
Bien el coneeplo Hespaitol
dizeya, viendote ahora......
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in the same style; and when levers address compliments
to their mistresses, and these reply in a similar strain, the
play of far-fetched metaphors is aggravated by antitheses
to a degree which is intolerable to any but a Spanish
formed taste.! DBut it must not be forgotten that this lan-
guage of gallantry was in Calderon’s time spoken by the
fashionable world, and that it was a vernacular property of
the ancient national poetry.

Faults of a less pardonable nature in Calderon’s dramas
arc the stale jests, the meaningless plays on words uttered
by servants? and the burlesque situations arising out of

D. dnw. Qué?
Ines, Jue en tus ojos, seiiora,

madrugaba el chno <ol :

dixera, al ver tu arrebol

(quien a tu rigor sn ofiece,

quien sus desde.aas padeer,

Don Luis......

Bren vengas Mad, si vengqas Solo oHorn. i

T An example of tlus ocaia in o conversation in the comedy, entitled
“ A House with two Doors is il to Watel.”

Lisardo. Difialmente pudiera
conseguir, seiora, ol Sol,
que la flor del girasol
su resplandor siguiera.
Dificilmente qusicra
el Norte, fixa Iuz clara,
que el Tman no le mirara ;
y el Tman deticilmente
intentara, que obedicnte
el acero le dexara,
Si Sol es vaestro explendor.
girasol la dicha mia:
s1 Norte vuestra porfin,
piedra Imin es mi dolor:
si es Iman vuestro rigor,
acero mi ardor severo;
pues como quedarme espero;
guando veo, que se van,
mi Sol, mi Norte, y mi Iman,
siendo flor, piedra y acero ?

Cusit con dos Puertas, mala es de Guardai.  Jorn. i

The lady replies to this compliment in a similar strain.

2 In the Casa con dos DPuertus, dc., the valet thus jokes witl®ihe
lady’s maid, who is on the stuge with her misfress, but both viiled :—
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accidents which, according to the testimony of travellers,
are still common at night in the streets of Madrid and
Lisbon.! But it must be recollected that in Calderon’s
time the jests of servants were considered as indispensable
m a Spamsh drama of intrigue, as the presence of the
gracioso himself, who is, for the most part, one of the
valets.

But the violations of cultivated taste which occur in
Calderon’s comedies of intrigue are so amply redeemed,
that the critic cannot long hesitate to decide whether faults
or beauties are most abundant. Some of thesg dramas are
particularly remarkable for those descriptive narratives,
by the introduction of which gearly all the, Spanish come-
dies of the same class bring to recollection their original
relationship with novels.? Thouah individual character is

Calubazas, Mui malditissmas caras
debers de tener 1as dos.

Sl Mnucho mejores, que vos,

C'alubuz, Y esta bien encarecido;
porque yo soy un Cupido,

Selvia. Cuprdo somos yo y ti
Calabaz,  Como”
Silvia. Yo el pido, y tiel cu.

Culabaz.  No me esta bien el parudo.

! An incident of this oceurs in the first scepre of the picce entitled,
Dar Triempo al Ticwpo, (Give Time to Time.)
Voz. Aguava!
Chacon, Mientas, picaiia;
que esto 1o es agua,
D. Juan. Que ha sido
Chacon.  Que ha de ser, pese oi mi alma;
cosas de Madrid precisas,
que antes fueron necessarias.
Yive Christo.. ...
D. Juan. No des voces.
Chacon. ('émo no! Puerca, berganta,
si eres hombre, sal aqui.
D. Juan. No el barrio alborotes: calla.
Chacon, Calle un limpio.
Dar Tiempo al Tiempo. Jorn.i.

2 These storics are sometimes related in the most elegant octaves;
for example, in the play entitled, Con quien ¥engo, Vengo, (I Come
with*whom I Come,) there is one whici commences in the following
WAy t— .
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wanting, yet sometimes, in the course of the intrigue,
beautiful characteristic traits unexpectedly occur.! The
delicacy of the poiht of honour, which in all these dvamas
supplies the place of morality, is frequently exhibited by
Calderon in its most brilliant point of view;? and he some-

Yo vi en Milan ura mmjer tan bella.
No digo bien mujer. Yo ¥i una Diosa,
en los cielos de Abul fragante estrella,
en los campos del sol lueiente rosa
tan entendida, tan sagaz, que en cla,
&igmo demas estabay el ser hermosa,
que parece formd naturalesn
entie la diserecion tanta belleza.

TR fue, que habfendo, 4 mu desselo dado
mas de alguna ocasion, y habiendo sido
agradectdo iman de mi cundwdo
¥ no mgrata prision de m sentudo -
habiendy pues a mi temor Lbrado
necios fuvores, que bond el olhdo,
con nueva voluntad, con mievo empena,
mudable me desd por otro dueio. .

Con quaen Fengo, Vengo,  Jorn. ii.

1 One may be quoted from the play, entitled Bicn vengas Mal, si
1enqgas Solo, (Misfortune comes Well, if it comes Alone;) a lady reso-
Imely refuses to betray a seeret, which her lover endeavours to extort

fiom her.

D. Dicgo. Mujer eres: poco importa,

que descubras un secreto.
No aspires, Doria Ana, i ser
el prodigio de estos tiempos.

D. Ana.e Quien fue prodigio de amor,
.

sabra, seilo del silencio.

D. Dicgo. No quiere, 1a que o su amante

no descubre todo el pecho.

D. Ana.  No es noble, quien le descubre,

quando va una vida en ello.

D, Dicgo. En fin no lo bas de decir ?
D. Ana.  No. .

D. Dicgo. Pues en nada te creo.

D. Ana. Valgate Dios por retrato,

en qué confusion me has puesto.
Bien 1rngas Mal, st vengas Solo.  Jorn. .

. .
? In Los Empeitos de un Acaso, (the Consequences of an Accident,)
a lover resolves, for lLis mistress’s sake, to assist his rival in a case of

difficulty :—

Que noble, honrado y valiente,
viendo humilde 4 su enemigo,
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1’

times, with much formality, oversteps the Spanish rule,
by which moralizing was excluded from this species of
drama.! The apphcatlon which may be made of the plot
is frequently denoted by the title of the piece, and is still
more distinctly developed at the conclusion.? Calderon
deserves praise for having but seldom introduced sonnets
in his comedies of intrigue, though he has amply availed
himself of other freedoms, in order to maintain the privi-
lege of poetry in portraying the scenes of common life.?

no le ampara y favorece ?

No solo pues Ia licencia

que me pide, le®oncede

mi valor; mas Ja palabra, .

de ayudaule, y de valerle,

hasta que 4 su dama libre.

51 easo, Don Diego, es este.

Mirad, como faltm puedo

a su amparo, quando ticne

privelegios de enemigo,

v de amigo en mi Don Felix °
Los Ewmpenios de un Acaso,  Jorn, ii.

1 Thus, & father points out the levity of another lady, as an example
for lis daughter to avoid :—
Ya vos, Lija, 1o que pasa,
a gquien da neeios oidos
a pensamientos perdidos.
Mira fuern de su casn
una wmujer, que ha venido
buscandonos por sagrado.
Mira un amante empeiiado,
mira un hermano ofendido,
y mirala & ella en efecto
a riesgo, por un error,
de perder vida y honor.
Dar Tiempo «l Tiempo. Jorn. i.

The prece entitled Tambten hay duelo en lus Damas, (Ladies also
fiave their "l'toubless) terminates in the following manner :—
Con cuyo raro suceso,
sacando la moraleja,
quede ul mundo por exemplo,
que hubo una vez en el mundo
mujer, ainor y scereto,
porque hubo duelo en las dumas.
Perdonad sus muchos yerros.

3 &for instance, the double soliloquies, running in concert, of which
the followiag is a specimen :—
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Calderon’s heroic comedies are much diversified in
their kind, and very unequal in their merits. Some are
distinguished front the dramas of intrigue only by the
rank of the characters. Of this class is the well-known
piece entitled, £l Secrelo a Voces, (the Published Sceret,)
imitations of which have appeared in the Italian, Krencls,
and German languages. The Spaniards number it among
their heroic comedies, merely because an Italian prince
and princess are introduced in it.  Other plays by Calde-
ron, which, according to the Spanish nomenclature, are
ranked in the heroic class, are in fact romantic pastoral
dramas; as fer example, the pleasing picce entitled, Eeo
y Narciso. Others, again, are romantic mythological fes-
tival pieces, actompanied By transformations and melo-
dramatic splendour; of this kind is Ll mayor encanto
Amor,(Love is the greatest Knchuntment.) Finally, among
Calderon’s heroic comedies are included his lhistorical
dramas, several of which may properly be called tragedics.
Some of these historical dramas are among the best, while
others are the most trivial of Calderon’s productions.
All are melo-dramatic spectacles, in which armies defile,
battles are fought, and sumptuous banquets are given,
The scene is by turns a palace, a landscape, a cavern, or
a pleasure garden, while drums and trumpets flourish, and
cannon thunder at every opportunity.

In all that regards scenic splendour in the composition
of historieal plays, ecven Lope de Vega must yield to
Calderon, for gthe dramas of the latter were represented
at the expenge of the royal treasury. But in the histo-
rical style of dramatic composition, Calderon only sue-
ceeded when he selected his materials from the events of
Lis own country. Where he has adapted to the Spanish

D. Diugo.  Habra hombre mas infeliz!
D. Pedro. ilabra hombre mas desdicLado !
D. Diego. Qué no hayn nna ingrata hallado !
D. Pedro.  Que no haya hallado & Beatriz !
D. Miego. S duda gue la siguid,
el que su vida guardaba.
D. Iedro. Sin duda en la calla estaby,
€l que a su rexa llamo. .
Dar Tiempo al Tiempo. dorn. i,
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stage subjects from the Greek and Roman bhistory, as in
his Alexander the Great,! and in his Coriolanus,? the ab-
surd transposition is almost forgotten' amidst the extra-
vagant confusion of the events, by which romantic
situations are brought about one after another, but pro-
ducing only a poor cffect. The great poet seems occa-
sionally to have been forsaken by his good genius, parti-
cularly when he makes a display of erudition in the very
same scenes in which he completely perverts ancient his-
tory. But Calderon’s historical dramas of this class are
very inferior to those of which the story was invented by
himself, and the scene arbitrarily laid in aftient Greece.
Among the latter is a plece entitled, Finezas contra
ch'zas', (Generosity for Gererosity,) a beautiful poem,
full of tenderness and mythological piety. DBut this
drama, though, perhaps, single in its kind, must never-
theless yield to the Christian drama, of which the history
of Portugal furnishes the hero. The tragedy of Don
Fernando, entitled El Principe Constante, displays all the
lustre of Calderon’s genius. The unities of time and
place are lost sight of in the unity of the heroic action,
into which Calderon has infused the purest spirit of
pathos, without departing from the Spanish national style
of heroic comedy. This tragedy might not improperly be
named the Portuguesc Regulus. Don Fernando, a Por-
tuguese prince, lands at the head of an army, accompanied
by his brother Don Lnrique, on the coast of Barbary in
Moroceo. He is victorious in his first hattle, and he
makes prisoner the African hero, Muley, wno relates to
him his history. The prince, moved by generosity, libe-
rates his captive. No sooner has Muley expressed his
surprise and gratitude, than the Moors return with a re-
inforcement, and the Portuguese prince is himself made
prisoner. At this juncture commence the tragic scenes,
which are prepared by pathetic situations of another kind.
The king of Fez and Morocco immediately offers liberty
to his royal prisoner, on condition of the surrender of the

1 The Spanish title which Calderon has given to this comedy is, Darlo
todo, y no dar nada. (To give all, and give nothing.)

2¢Called by Calderon, Las Armas de la Hermosura, (The Arms of
Beauty.) »
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garrison of Ceuta on the coast of \Iorocco, which is in
possession of the Portuguese. The prince declares that
he would rather die in the most degrading captivity, than
consent to obtain his freedom by d(.hveunf' a Christian
town into the power of the infidels. The Moorish king,.
however, relies so conﬁdently on the acquisition of Ceuta,
that he treats the prince with every mark of respect until
the return of the envoy from Portugal. The answer of
the Portuguese government proves to be, as the king of
Fez expected, a compliance with his proposal; but_the
prince firmly refuses to be ransomed on the required
condition. [Ie now receives the most rigorous treat-
ment, which’ he, bears with, pious herowm, and without
complaint, until his bodily strength is exhausted and he
expires. The sufferings and fortitude of Fernando,—the
conflict between gmtitude and religious prejudice in the
mind of Muley, who exerts his utmost endeavours to
deliver the captive prince,—and, on the other hand,
Muley’s romantic passion for the king’s daughter,s who is
the destined bride of another,—and the still more rc-
mantic tenderness of the princess,—form altogether a
picture so noble and so truly poetie, that it would be un-
fair, in this brief sketch of the piece, to notice the nume-
rous errors it unquestionably presents. The action scems
to terminate with the death of Fernando; but a fresh
army arrives from Portugal, and the ghost of the prince,
with a torch in his lumd, appears at the head of the troops
and leads them®n to victory. The impression produced
by this apparition gives the finishing touch to the ro-
mantic pathos of the foregoing scenes.! The beautiful

! The effect cannot be conceived without the necessary connexion ;
hut tge words spok n by the ghost ot the pminer, wdien about to head
the army, may be quoted here :—

Al Pues  embestir Enrique, que no hay duda |
que 1 cielo nos ayuda. £ Sios u)nda
Sale Don Fernando.
porqg te ob]ignndo al cielo,
que 10 ta Fe, tu Religion, tu zelo,
oy tt cauca defiende,
libru me u mi esclavitud pretende,
porg'ie por raro ¢xemplo
por tantos Templos, Dios me ofgece un Tewplo,

BB
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flights of fancy which occur at the commencement of the
piece are worthy of particular attentiop. There Calderon
has painted his favourite images in his comparison of
waves with flowers.! On another occasion of a similar
%kind a comparigon of stars with flowers, and of flowers
with stars, is introduced into two concerted sonnets.? The

antorcha desafida del Oriente,

tu exercito arrogante

alumbrando he de ir siempre delante ;

para que oy en trofeos,

iguales, gran Alfonso, en tus deseos,

llegues a Fez, no a ctonarte agora

sino a librar mi Ocasg en el Aurora., Jornada iix.

.

! Comparisons of heaven with the earth, and of water with the earth,
through the idea of a flower, were much in favour with the other
Spanish poets of Calderon's age. The following is a conversation
hetween the Moorish Princess Pheenix, (Fenix was formeily u nume
for women in Spain,) and her femaule slaves in a garden on the sea-
shore :—

. Zur. Pues puedente divertir

tu tristeza estos jurdines,
qual In primavers hermosa
labra en estatnas de rosa
sobre templos de jazmines,
hazle al mar, un barco sea
dorado curo del Sol.

Roes. Y quando tanto arvebol
errar por sus ondas vea,
con grande melancolia
el jardin al mir dira:
ya el Sol en su centro esta,
muy breve ha sido este dia.

Fen, Pues no me poedo alegrar,
formando sombras y lexos
la emulacion que en reflexos
tienen la tierra, y el mar,
quando con grandezas sumas
compiten entre esplendores
lay espumas a las flores,
las flores n las espumas.

* With all their fanlts, these two sonnets are so beautiful and so per-
fectly in Calderon’s style, that they may properly be included in the col-
lection of examples quoted here—Prince Fernando brings flowers to
the Princess Phanix.  After various compliments have been uttered,
l’n;rnnndo s0yS t—

. Esias que fueron pompa, y alegria,
despertondo al Albor de la mafiana,
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heroic character of Don Fernando is decidedly evinced in
his first specch to his companions in arms; and his noble
spirit is still more distinctly developed when he restores
Muley to freedom.! But a more minute detail of the

a la tarde seran lastima vaua,
durmiendo en brago- de la noche fria.
Fste matiz, que al cielo desafia,
Iris listado de oro, nicve y grana,
serd escarmiento de la vida humana,
tanto se emprende en termino de un dia.
A florecer las rosas madrugaron,
¥ %ara envejecerse flovecieron,
cuny, y sepulero en un boton balluron.
Talgs Ws hombies su® fortunas vieron,
en un dia nacieron, y espiruwron,
que passados los siglos horas fueron.
To this Phoenix 1eplies in a struin somewhat over poetic exen for a
Moorish princess ;—
Fen. Fssos rasgos de Inz, eseas centellns,
que cobran con amagos superjores
alimentos del 8ol en resplundores,
aquello viven que se duelen dellas.
Flores nocturnas son, aunque tan bellas,
efimeras padecen sus mdores ;
pues si un din es el siglo de Ias flores,
una noche es la edad de Ins estrellas.
De essa pues Primavera fugitiva,
ya& nuestro mal, ya nuestro bien se infiere,
registio es nuestro, 0 muera el Sol, O viva.
Que duracion avra que el hombre cspere,
O que mudanga avra que no reciba
g Astro, que cada noche nace, y muere °

1 Fer, Valiente Moro, y galan,
si adoras como refieres,
si idolatras como dizes,
si amas como encareeces,
si zelas como suupiras,
si como rezelas temes,
y si como sientes amas,
dichosamente padeces,
no quiero por tu rescute
mas precio, de que le acetes.
Buelvete, y dile a tu dama,
que por su esclavo te ofrece
un Portugues Cavallero,
i si obligada pretendo
pagarme el precio por tig

BB 2
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beauties of this tragedy would carry us beyond the limits
of the present work. .

Calderon’s Autos Sacramentales may be noticed in a
few words. In this class of dramatic composition, Cal-
Jderon pursued the path previously trodden by Perez de
Montalvan, but he left his model far behind him. Some
of his autos, of which that entitled Le Devocion de la
Cruz (the Miracles of the Cross, or, literally, the Devotion
of the Cross) may be cited as an example, are the grandest
and most ingenious productions of the kind in the Spanish
language. But in these spiritual dramas, reason and
moral feeling are so pervertgd by extravdgant and fan-
tastic notions of religious faith, that it is impossible to
forbear congratulating those nations whose better fate las
cxcluded them from amusements of this kind.

HISTORY OF THE SPANISH DRAMA CONTINUED TO THE
CLOSE OF THE IERIOD OF TIIIS SECTION.

Never, perhaps, was any dramatic poet accompanied in
so long a career by such a number of rivals, friends, and
imitators, as Calderon. It was precisely the half century
during which he indefatigably laboured for the Spanish
theatre that gave birth to the greater part of those dramas,
the number of which is better known than their merits. In
consequence of the popularity of Lope de Vega and (‘al-
deron, the passion for dramatic composition became as
epidemic in Spain as that of sonnet writindz had formerly
been.  The encouragement which Philip IV, gave to the
drama doubtless contributed not a little to excite this poetic
cmulation,  But the multitude of writers who entered
into the competition were ambitious of rivalling Lope
de Vega ands Calderon in fertility of invention. *The
fecondity of -Percz de Montalvan, who, notwithstanding
his short life, wrote nearly one hundred plays in the
style of Lope.de Vega, was not allowed to remain a

yo de doy lo que me deves,
cobra lu denda en amor,
¥ Jogia tus interesses,
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solitary example. The impression produced by succes-
sive comedias famogas on a public whose greatest mental
enjoyment was found in the theatre, was also felt by those
who were desirous of producing similar works. Thus
every piece which was applauded sowed the seeds of new,
comedies. No author thought it necessary to reform the
principles on which Spanish comedy was composed, or to
attempt to distinguish himself by any particular originality.
At the same time, the spirit which governed this emula-
tion was equally remote from intentional imitation of the
more celebrgted dramatic poets. IHe who was ambitious
of adding one more to the numberless dramas in the pos-
session of the stage followed,in the general stream, under
the influence of impressions previously received. To
wit and faney free scope was allowed, but any original
traits which the new production might contain were more
or less overshadowed by the gencral character of this
class of composition. The whole of those dramatists
whose works so closely resemble each other, form there-
fore only one school. Were not the critic assisted by
names the most extensive, knowledge of this department
of Spanish literature would, in most cases, be insufficient
to enable him to distinguish the labours of different
authors. It often happened that several writers formed a
co-partnership of their talents for the production of onc
picce; hence arose the practice of printing on the titles of
some dramas the words, “by two wits,” or “by threc
wits,” (de dg} ingenios, or de tres ingenios.) Of the
numerous aspirants in this conflict of efforts and of
talents, proportionally few succeceded in obtaining a
celebrity which entitles them to be placed near Lope de
Vega and Calderon. These few, however, whose number,
corllpared with the approved dramatists o% other nations,
the French comic authors excepted, is still very consider-
able, vied in ingenuity and delicacy of composition with
Calderon, and endeavoured to surpass him in regularity.

Several authors have, with much labour, endeavoured
to discover the number of the Spanish dramas, as if the
knowledge of their amount, even correctly ascertained,
could be worth the pains necessary to acquire it. Of she

>
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three thousand eight hundred and fifty-two dramatic
works which La Huerta has enumergted,! the greater
part belongs to the age of Calderon. 'Those which Cal-
deron himself wrote appear in the list, and it also in-
¢ludes a considerable number of short interludes, some of
thch, perhaps, did not cost their authors more than a few
hours’ labour. But this list contains only the printed
dramas known to literary collectors. That the number of
pieces remaining in manuscript is much greater, may
from analogy be presumed; for of the dramatic composi-
tions of the idolized Lope de Vega, which are estimated
at more than two thousand, not many more than three
hundred have been prmtcd ‘

It would not be uninteresting to analyzo ‘for the pur-
pose of comparison with the works of Calderon, some of
the best of the other dramas of this age; but such details
do not fall within the provinee of a general history of
Spanish literature. Some of the contemporaries of Cal-
deron, however, vied with him so meritoriously, that an
express but brief notice of their merits becomes indis-
pensable.

ANTONIO DE SOLIS—MORETO—JUAN DE IIOZ—TIRSO DE
MOLINA — FRANCISCO DE ROXAS — AUGUSTIN DE SA-
LAZAR—MIRA DE MESCUA, ETC.

An honourable station beside Calderon belongs to
Antonio de Solis, one of the most eminent guthors of his
age. Ile was ten years younger than Calderon, whom he
survived a few years. Ilis literary pursuits were not
limited to the study of poetry, for morals, politics, and
history, also occupied his attention, particularly in his
maturer years. ( He wrote the preludes (loas) to some of
Calderon’s ¢gamas, and he appears to have been con-
nected by the ties of friendship with that great poet.
The fame of his political and historical knowledge ob-
.tained for him a place in the administration under
Philip IV., and after the death of that monarch he was

! The list is given in the appendix to his 7%eatro Hespafiol, under
the Yitle: —( ‘atelogo Alphabetico de las Comedias, Tragedias, &e. Ma-
drid, 1785, .
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appointed to the lucrative post of Coronista de las Indias
or historiographer of the transactions of the Spaniards in
both Indies. While he held this office, he wrote his cele-
brated History of the Conquest of Mexico, which will be
more particularly noticed at the close of the present book.
Finally, he entered into holy orders, and-devoted himseli
almost exclusively to exercises of devotion: he died in
1686. His plays do not display so much boldness of
imagination as Calderon’s, but they are ingeniously com-
posed in the Spanish national style of intrigue, and they ex-
hibit an clegant vivacity of diction. 'With regard to plea-
santries put®#nto the mouths of servants, he does not
exactly correspond with other Spanish dramatists. His
dramatic compositions are thore regular than Calderon’s,
beeause he was less liable to be seduced by the force of
his imagination. Among his comedies attributed to the
heroic class, fil Alcazar del Secreto, (the Castle of
Mystery,) is justly much valued. In lis dramas of
intrigue, he has endeavoured to vary the characters more
than his great contemporary; thus gipsies figuré in his
piece called La Gitanille de Madrid, which is partly

founded on one of Cervantes’ novelas exemplares.!
Augustin Moreto possessed a higher degree of comie
talent than Calderon. This able and industrious writer
was also favoured by Philip IV., but he became an eccle-
siastic, and renounced writing for the theatre. Some of
his pieces are comic from beginning to end, and are also
comedics of eharacter, though the form of the Spanish
drama of intriguc is still prescrved. *In his piece entitled
De fuera vendra, quien de casa nos echara,? (1le will
come from without, Who will turn us out,) he has intro-
duced an old coquette, a military coxcomb, and a cowardly
ande pedantic doctor of laws! These characters are drawn
with a comic force which has seldom Been surpassed,

1 The Aleazar del Seereto, snd the Gulanddla de Madrid, and scvoral
other pieces of merir, by Antomo de Solis, may be found in La Lluerta’s
Theatro Hespaiiol.  Accounts »f the editions of the dramas and other
works of this ingeuious writer are given by Dicze in his edition of
Velasquez.

2 This piece 1s printed with several others by Moreto, in the 1%egtro
Hespaitol. ’
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though it must be confessed that they partake too much
of caricature. In general, Moreto approximates more
than Calderon to Terence, whose comelies became, in the
scquel, models for the Spanish dramatists, when the prin-
ciples of the French drama were adopted; but his gracioso,
‘who is always the fool of the piece, in the character of a
servant, repeats too often the same sort of wretched jests.

Juan de Iloz likewise approached to the comic style of
the regular dramas representing character. Of this author
nothing further is known except that he wrote an excel-
lent comedy, entitled Ll castigo de la Miseria, (Avarice
Punished,) which presents a considerable femblance to
one of Cervantes’ novels.!

Tirso de Molina, or Gabriel Sellez, (as his real name is
said to have been,) was one of the most prolific dramatic
writers among the contemporaries of Calderon: he is the
reputed author of upwards of seventy plays still extant. He
vied with Lope de _Vega and Calderon in the merit of in-
gemouq and bold invention, which is partlculally mani-
fested in his historical and spiritual dramas.?

The dramas of intrigue by Krancisco de Rojas, or
Roxas, a knight of the order of Santiago, were, about the
middle of the sixteenth century, as much ecsteemed as
those of Calderon, for the art of ingenious complexity
which they exhibited rendered them particularly pleasing
to the Spanish taste. A play by this author, entitled

Entre Bobos anda el Juego,® (When Fools play, the Game
goes well,) is cven at the present day ae dlstnwmshed
tavourite on the Spanish stage. He was not'so successful
as a writer of heroic comedies. Mis Casarse para Ven-
garse, (Marriage of Vengeance,) which is a sort of tragedy,
is absurdly surcharged with bombastic phrases.

.

1 It belongs to tlfe class of comedias de figuron. (See p. 260.)  La
Huerta places ghis comedy at the commencement of his Thealro
Hespaiol.

2 Blankenburg, in his literary appendix to Sulzer’s Diectionmy, ex-
pregses A donbt whether there ever was a particular collection of the
‘om edies of Maestro Tirso de Molina. T can at least state that J have
seen a fifth volume of his comedies, (Madrid, 1636, in quarto,) which
contains eleven dramas, chiefly historjcal and spuitual.

3 J'his is the only drama by Rojas given in La Huerta's Theatre;
and in tha older collections the works of Rojas scldom appear.



SPANISH LITERATURE. 377
.

Agustin de Salazar y Torres was educated in Mexico,
and, after his return to Spain, lived at the court of
Philip IV. He was an admirer and disciple of Gongora,
as many of his poems prove; but though an inveterate
Gongorist, he was one of the cleverest writers of that
school of affectation. His dramatic works are distin™-
guished for ingenuity of invention, and a style which
shows that he knew how to elevate himself above the
common level, without running into bombast.! His
heroic comedy, entitled, Elegir al Enemigo, (How to Choose
an Enemy,) is full of genuine poetry.

Antonio Mira de Mescua, or Amescua, who lived as an
ecclesiastic at the court of Philip IV., must not be omitted
in the list of the Spanish *dramatic poets of the period
now under consideration. Ile was regarded by many of
his contemporaries as a second Lope de Vega,? and he
doubtless more nearly approached the rude brilliancy of
Lope than the elegant manner of Calderon. 1le re-
mained, however, far behind his model; yet his historical
and spiritual dramas are distinguished for conceptions
which, though extravagant, are not devoid of interest,
and which were, morcover, perfectly in unison with the
prevailing Spanish taste. In I Caballero sin Nombre,
(the Knight without a Name,) he has even ventured to
introduce a wild bear on the stage.

To the historian who makes the dramatic literature of
Spain his particular object, must be consigned the task of
collecting the necessary information respecting the works
of Antonio de Mendoza, Luis Velez de Guevara, Alvaro
Cubillo, Luis Coello, Felipe Godinez, Juan Matos Fragoso,
and other dramatists, who, in the age in which they lived,
were frequently placed on a level with Calderon. The
waiter who devotes his attention to thjs department of
Spanish literature must likewise take into consideration

t Many of his dramas may be found in various collections. They
are included along with his other poems in the Cithara de dpolo by D.
Agust. de Salazar y Torres, Madrid, 1692, in two volumes, published,
by one of the author’s friends, who on his part was a perfect Gongorist,
as the titleadf the collection sufticiently shows.

? Nicolas Antonio, a very incompetent judge in matters of taste,
lauds Antonio de Mescua to the skies. But he is seldom mentioned by
other authors. .
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the older dramatic works which appeared during the latter
years of Lope de Vega's career; as for example, the come-
dies of Juan Ruiz de Alarcon, Guilltn de Castro, &c.!
Neither must he neglect to furnish bibliographic accounts
of the various collections of Spanish dramas published by
different editors. * In the present work it is only necessary
to observe, that these collections, the greater part of which
appeared in the seventeenth century, were all speculations
of the booksellers. Most of them present abundant traces
of haste and negligence, and but few are distinguished for
critical discrimination in the selection. "The historian of
the Spanish national taste will, however, constlt those col-
lections with a view of ascertaining what dramas were, at
a certain period, the greatest favourites in Spain; for the
booksellers published their collections in conformity with
the humour of the public. Thus cvery drama which was
printed, was styled a Comedia famosa, so that about the
middle of the seventeenth century, the epithet famosa had,
by frequent repetition, lost all value.

CONCLUSION OF THE HISTORY OF SPANISH RHETORIC AND
CRITICISM WITMIN THE PERIOD OF THIS SECTION.

The works belonging to the department of clegant prose,
which appeared during the period of the ascendancy of
dramatic poctry in Spanish literature, may be noticed in
few words. 'The authors who still adhered to the spirit of
genuine prosc writing, gave no new direction to rhetorical
cultivation. They merely continued, with l.udable per-
severance, the task begun by their predecessors, namely,
that of opposing the party who methodically endeavoured
to introduce into prose composition a new tone of inge-
nious absurdity.

Romantic prdse no longer maintained a conflict with
truc rhetoricy but proceeded in a separate course. The
reading portion of the Spanish public continued to be sup-
plied with romances and novels, most of which, however,
were the production of obscure writers. Several Spanish
ladies contributed their share in this kind of authorship.

!} A historieal comedy by Guillen de Castro, entitled, Lus Moceduades
del (1d, fuvnished Corneille with the idea of his tragedy of the Cid.
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The necessary distinction between historical and romantic
narrative was now made by the historiographers or chro-
niclers, whose numbers had been augmented since the ex-
tension of the Spanish possessions in India and America.
But among all these writers, Antonio de Solis, who has
alrcady been noticed as a dramatic poet,’is the only one
who produced a work deserving to be ranked among the
models of historical composition. His history, which he
wrote in the quality of historiographer of the Indies, is the
last classic relic of the kind of which Spanish literature
can boast. It contains an account of the Conquest of
Mecxico, in a’genuine historigal form, notwithstanding that
the subject was calculated f*) seduce a poetic author into
the romantic farrative style.] Those who are unacquainted
with the fact of Antonio de Solis being a celebrated poet,
will never conjecture it from the general tone of this work.
No writer could possibly mark with more solidity of taste
the distinction between poetry and prose.  Antonio de
Solis had, however, attained the age of maturity when he
laid down the principles by which he was guided in the
discharge of his functions as a historian.  ITe states in his
preface that in history all ornaments of rhetoric are merely
accessories; and that accuracy of narration is true histo-
rical clegance. Ile says, that truth must be of all things
the most important to the historian, and that, in historical
composition, what is truly stated, is well stated.? Accord-
ing to these principles, the very worst style possible would

[

b An elegant cdition of the Ihistorua de la Conquista de Mevwco, por
D. Antonio de Solis, in 2 vors. quarto, was published at Madrid in
1796,

2 'The following are the historiographic rules of Antonio de Solis, in
his own words :—

INs Adornos de la Lloguencud son aceidenles e lu Historia, enya
substancin es le erdad, que dicha como fue, se dize ien: wiendo ln
puntualidad de In noticia lu mejor eleganein de la Narracion.  Con este
conocimiento he puesto en Ia certidumbre de lo que refiero, mi principal
cuydado. Examen, que algunis vezes me bolvio & la tarea de los Li-
bros, y Papeles: porgue hallando en los Sucessos, O en sus curcnnstan-
cns, discordantes, con notable oposicion, A nuestros mismos Faciitores,
me ha sido necessuio busear la Verdad con poes luz, & congeturarla de
lo mas verisimil; pero digo entonces m reparo: y sillego & formar
opinion, conozco la flaqueza de mi dictamen, y dexo, lo que afirme, al
arbitrio de la razon.— Prologo, . ]
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be tolerable in a faithful historical narrative. But it would
appear that Antonio de Solis, through a distrust of his
own poetic imagination, exaggerated to himself the neces-
sity of self-denial as an homage due to historical fidelity;
gnd this exaggeration. which in reality was only theore-
tical, proved of €ssential service to him in the execution of
ais work. His talent for description, and his cultivated
taste, naturally elevated him above the dryness and dulness
of the common chronicle style. Though he secms scarcely
to-have reflected on the more essential requisites of the
historical art, yet his work has not suftered J)s their neg-
lect. As a dramatic poet, he had been accustomed to an
arrangement of events which goncentrated them in a single
point of view; and profound pohtlcal knowledge was not
required for the just exposition of transactions occurring
in the expedition of a small party of Spanish adventurers,
led on by the daring Hernando Cortes, to the conquest of
the kingdom of Mexico. N othing more was necessary
than a spmple and unaffected narmtlon to cause the inte-
rest naturally belonging to the subject to be strongly felt.

INTRODUCTION OF GONGORISM INTO SPANISH PROSE—
BALTHASAR GRACIAN.

The elegant simplicity of the historical style adopted by
Antonio de Solis, forms, with the Gongorism which about
this time crept into Spanish prose, from the poetic school
of Gongora, a rhetorical contrast, whicl is the last remark-
able phenomenon in the history of Spanish literature. The
pedantic commentators of the unintelligible Gongora had
long been accustomed to write a strange fantastic prose
style, but this prosaic Gongorism had not infected any
man of distingwished talent, until Lorenzo, or Balthasar
Gracian, begame a popular author Writers on literature
mention but few particulars respecting the life of this dis-
tinguished man, who is supposed to have died in the year

.1652. Itis probable that he himself concealed his literary
existence; for it is conjectured that the works which on
their title-pages bear the name of Lorenzo Gracian, were
really written by Balthasar Gracian, who was a jesuit, and
the brotker of Lorenzp. Respecting Lorenzo nothing fur-
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ther is known than that he is understood to have lent his
name to the productions of his brother; but, be this as it
may, the writings which have conferred celebrity on that
name are, in some measure, sutliciently jesuitical.! They
relate, in general, to the morality of the great world, to
theological morality, and to poetry and rhetoric. The most
voluminous of these works bears the affected title of F)
Criticon. It is an allegorical picture of the whole course
of human life divided into Crises, that is to say, sections
according to fixed points of view, and clothed in the formal
garb of a pompous romance. It is scarcely possible to open
any page ofsthis book withgut recognising in the author a

man who is in many 1e&pects far from common, but who,
from the ambition of being &ntirely uncommon in thinking
and writing studiously and ingeniously, avoids nature and
good sense. The most ambiguous subtleties, expressed in
ostentatious language, are scattered in profusion through-
out the wunkw and those affected conceits are the more
offensive, in consequence of their union with the really
grand view of the essential relationship of man to nature
and Lis Creator, which forms the subjeet of the treatise.
Gracian would have been an excellent writer had he not
so anxiously wished to be an extraordinary one. His
shorter productions, in which he develops his theory of the
intellectual faculties, and the conduct of life, are still more
disfigured by affected ornament than the tedious Criticon;?

1 They are ull (ollocted nunder the title of Obras de Lorenzo Gracuan,
d¢.  Amberes, 16220, in 2 vols. quuito.

2 Of this the following fragment of a conversation between Fortune
and a dissatisfied person affords a specimen :—

Tampoco sera el llamarte hijo de tu madre. Menos, antes me glono
vo de esso, que ni yo sin ellu, ni ella sin mi: ni Venus sin Cupdo, m
Cupido sin Venus. Ya se lo que es, dixo la Fortuna. Que? Que
~iagites mucho el hazerte heredero de tu abuelo el mar, en lu inconstan-
cin. y engaiios?  No por cierto, que essas son niferias; pues si estas
<on burlas, que seran las veras? Lo que & mi me irrita, es, que me
lTevanten testimonios. Aguarda, que ya te eutiende, sin duda es aquello
que dizen, que trocaste el arco con la muerte, y que desde entonces no
te llaman ya amor de amar, sino de mour, amor A muerte; de modo
que amor, y muerte todo es unn.  Crisi iv.

3 He reduces all mental tulents and faculties 1o two kinds, Geno and
Ingenio.  But the distinctions he draws between them wre as difficalt
to tianslate as the different apphications of the YFrench woid Espriy On
this subject Le says, among other things :— ’
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they, however, occasionally contain striking observations
intelligibly expressed.! Ilis Oraculo Manual has been
more read than any other of his works. It is intended to
be a collection of maxims of general utility, but it exhibits
Eood and bad precepts, sound judgments, and refined

phisms, all confounded together. In this work Gracian
‘has not forgotten to inculeate the practical principle of
jesuitism ¢ to be all things to all men,” (kacerse a todos),
nor to recommend his own favourite maxim, “to be com-
mon in nothing,” (en nada vulgar,) which in order to be
valid would require a totally different interpretation from
that which he has given it. £

Gracian’s uncommon prose was formed according to
certain principles. His book on the Art df Ingeniously
Thinking and Writing,? is no inconsiderable contribu-
tion to criticism in Spanish literature. He refines to an
incredible degree on subtle distinctions and antitheses,
with the view of systematically bringing the style of his
countrymen to the level of his own. Mis illustrative
examples are selected from Italian and Spanish pocts,
particularly from Marino, Gongora, and Quevedo.
Throughout the whole work, ingenious thoughts (con-
ceptos) are constantly the subject of consideration. A
man of genius, he says, may receive these ideas from
nature; but art enables him to create them at pleasure.
“As he who comprehends such ideas is an eagle, so he

Estos dos son los dos Exes del luemuento disereto, l,p, naturaleza los
alterna, y el arte los vealga. Iis el hombre aquel celebre Microcosmos,
y cl Alma su fiomauento.  Hermanados el Genio, ¥ el Ingenio, en veri-
ficacion de Athlante, y de Aleides; asseguran el brillar, por lo dichoso,

y 1o lucido, & todo ¢l resto de prendas,

Kl uno sin el otro, fue en muchos felicidad & medias, acusando la
embidia, 0 el desenjdo de In suerte,—E! disereto, Opp. t. 1. p. 389.!

! Kor example, in the treatise last quoted, he says :—

Ay hombres ¥n designales en las materias, tan diferentes de si mismos
en las ocasiones, que desmienten su propio credito, y deslumbran nuestro
concepto ; en unos puntos discurren, que buelan, en otros, ni perciben,

i se mueven. Oy todo les sale bien, maiinna todo mal, que aun el en-
tendimiento, y In ventma tienen designales.  Donde no ay disculpa, es
en Ia voluntad, que es crimen del alvediio, ¥ su variar no e<talexos del
desvariar. Lo que oy pounen sobie su crbegn, mailana lo llevan entre
piese por no tener pies, ni cubega.

2 The Spunish title of this work is, Agudeza y Arie de Ingenio.
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who is capable of producing them must be ranked among
angels; for it is an cmployment of cherubim, and an cle-
vation of man, which raises him to sublime hierarchy,™
Ile then proceeds to describe those conceplos which he
pronounces to be undefinable, because “they are to the
understanding what beauty is to the eye; and harmony tb
the car.”  Next follows an enumeration and explanation
of the many combinations by which the various classes
of these ideas—for example, the proverbial, the pathetic,
the leroic, &c.—may be produced. Doetic figures are
examined in rotation; and the style of truc rhetoric is
defined accokding to the sape principles. Thus through-
out the whole ook good sense and good taste are most
ingeniously fbused.

"This art of poetry and rhetoric by Gracian was, in the
seventcenth century, th only work of the kind which
produced any influence on the taste of writers and the
public.

Gongorism peeps forth even in the published letters of
the eminent men of this period, which exhibit a’ strained
formality and an affected elegance. The letters of Que-
vedo form in this respect no exception. Kven in those
of Antonio de Solis the facility of the true epistolatory
style is wanting.?

1 Si el percibir la agudeza acredita de Aguila, el produzirla empeiiaie
en Angel: empleo de Cherubines y elevacion de hombres, que nos
1cmonta & extravagante Geramquia,

2 Eseste wr.lfno de aquellos, que son mas conocidos & bulto y menos
A precision: dexase percibir, no definir, y en tan remoto assunto esti
mese qualquiera descripcion, lo que es para los ojos la hermosura, y
para los ordos la consonuncia, esso es pma el entendiniento el concepto.
—Ayudeza y drte de Tngenio.  Discurso ii.

3 These letters are contained in the collection of Mayans y Sisear.
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BOOK IIL

HISTORY OF SPANISH LITERATURE FROM ITS DECLINE IN

THE LATTER HALF OF THE SEVENTEENTH TO THE END

OF THE EIGHTEENTH CENTURY.

LY

Tars book is intended to be only a supplement to the two
preceding books of the Ilistdry of Spanisk Literature.
To describe in detail the gradations through which the
Spanish nation descended from the most brilliant height
of literary independence to the servile imitation of foreign
forms; and to mark how the depressed national spirit
again revived and reanimated the native literature, is
a task which must be left to the writer whose object may
be to give an account of every production which appears
within the circle of polite learning. From him, however,
who has rather chosen to take a general historical view of
the development and progress of literary genius and taste
in modern Europe, it would be unreasonable to expect
specitic notices of works of minor interest, published dur-
ing the period of an expiring and slowly reviving litera-
ture. In the eighteenth century no poet axose in Spain
to form an epoch such as that marked in Italfan literature
by Metastasio; and whatever was then accomplished in
Spanish prose, was a consequence of the imitation of
French models.

It is scarcely necessary to observe, that no distinet line
of separation caf exist between this period and that which
precedesit. “When lights are gradually and imperceptibly
extinguished, it is impossible to name the moment when
,obscurity commences. It would be no less difficult to fix
precisely the epoch of the revival of Spanish literature,
for it is marked by no particular phenomenon. 'The ne-
cessary division in the history of the progressive and
retrogressive state of Spanish literature must therefore
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be referred, without any precise determination, to the
reign of Charles 11., from 1665 to 1700. Some dramatic
authors who maintdined the respectability of the Spanish
national theatre, to the beginning of the eighteenth cen-
tury, will consequently be included in this last book.,
Thus the account of. the new dawn of hational genius,
promising better times, will be given in connexion with.
the immediately preceding literary transactions.

‘This book may be conveniently divided into three
chapters. The first will contain the history of the com-
plete decay of the Spanish national spirit in respect to
literature.  fif the second will be given a brief account of
whatever literagy events appear to descrve consideration,
from the reifn of Charles 1L to the commencement of
the reign of Charles III.  ‘The third chapter will be de-
voted to a summary notice of the more reeent oceurrences,
which, particularly in the last ten years of the eighteenth
century, appear to have given a new direction to Spanish
literature. .

CHAPTER 1.

GENERAL VIEW OF THE STATE OF POETICAL AND RHETO-
RICAL CULTIVATION IN SPAIN DURING THIS PLRIOD.
*
Witmn the’century included in the reigns of the three
Philips, from 1556 to 1665, that is to say, the golden age
of Spanish literature, the national spirit, which the vicious
system of the government was calculated to repress, be-
came at last, like the national resources, completely ex-
hausted. Under Charles 1I., the wounds of the body
politic, which had long profusely bled, began to exhibit
frightful gangrenes. Inevery quarter of the world, Spanish
valour had done its uttermost for the support of the per-,
verse measures of a despotic government, and the state at
length seemed on the verge of dissolution. The enormous
treasures which poured into Spain from the mines, of
America were immediately consigned to foreign ,nations.
cc
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Thus the richest country in the world was overwhelmed
with debt. Agriculture and industry languished, especially
in the interior of the monarchy, where'a near view of the
splendour of an ostentatious court still served to gratify
Castilian vanity, but where every blow levelled against the
whole state was most directly felt. "The occupation of one
half of America carried off men from the mother country by
thousands at a time; and in addition to this drain, the
population had been suddenly diminished to the extent of
nearly half a million, by the tyrannical expulsion of the
Moriscos, or baptized Arabs. Spain was also engaged in
uninterrupted warfare during the whole of tlte century in
which the three Philips reigned. Conginual levies of
troops, combined with oppressive taxation; at length so
reduced the nation, that the government lost the instru-
ment it had abused; and every sacrifice made to meet
cases of imperious urgency, scrved only to produce new
humiliation. The little kingdom of Portugal, by a fortu-
nate effort, threw oft’ the Spanish yoke, and became once
more an independent state.  Torrents of Spanish blood
were shed in the Netherlands, ‘with the view of suppress-
ing, at any price, the freedom of the United Provinces;
yet those provinces flourished in full vigour, while Spain
was reduced to the Iast stage of political inanition.  Still,
however, Spanish genius appeared to soar superior to all
the evils that assailed the state, as long, at least, as the
semblance of the ancient national greatness rcmained.
But with the death of Philip IV. even that semblance
vanished. The widowed queen, who was appointed gnar-
dian of the young king, then only five years of age, acting
under the influence of father Neidhart, a German jesuit,
offered the last insult to the feclings of the nobility and
the people.  Ng sooner was father Neidhart driven away
by the party.of Don John of Austria, the natural son of
Philip 1V., “than France obtained possession of a con-
siderable portion of the provinces which Spain still held
,in the Netherlands. In the West Indies, a republic of
pirates was cstablished. This new encmy grew out of the
remarkable association of the Flibustiers, or Buccaneers,
men who regarded Spanish America as a booty on which
they were entitled to prey. This state of things was not
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.
improved when the full powers of government were placed
in the hands of the weak Charles II., the period of whose
reign is the most nfelancholy in Spanish history.

The circumstance of a French prince being called to
the Spanish throne, in obedience to that will of Charles 1X,
which has becn so much censured, was by no means un-
fortunate for Spain, either in a literary or political point.
of view. The war, which was partly a civil contest, and
which was maintained for twelve years before the new
Philip, the fifth of that name, was tranquilly seated on his
throne, scemed, however, to threaten the annihilation of
the last remhiint of Spanish national vigour. The mild
and rigidly dl)io,us Philip V. had been, by his personal
character and’mode of thinking, previously brought into
relationship with the nation to which he now belonged.
He manifested no desire to transplant into Spain the
literature of IFrance, which at that time began to exercise
an influence over the whole of Kurope. The foreigners
whose promotion to important posts, during the,reign of
the first Bourbon in Spain, rendered them the objects
of much patriotic jealousy, were Italians and Irishmen,
but in no instance IFrenchmen. The French influence
operated in Spain only on the wavering politics of the
cabinet of Madrid; the change of the reigning dynasty
produced therefore little or no influence on Spanish lite-
rature. All that Philip V. did to promote the advance-
ment ot learning on the French model, was wholly confined
to the celcbutul institution of royal academies, among
which the academy of history, and still more, the 'u-adomy
of the Spanish language and polite literature,! may be re-
garded as having operatcd influentially on the literature of
Spain. But this last-mentioned academy, which was
estmblished in the ycar 1714, was never jntended for the
annihilation of the spirit and peculiar forms of Spanish
poetry and eloquence. The cultivation of the Spanish
language was its cspecial care, and its labours for the
accomplishment of that object were crowned by the pro-.
duction of its excellent dictionary. The efforts made by

v The Real Academia Espaiiola, founded of the plan of 1he Acadrmic
Frangaise. .
cc2
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rome members of this academy to form the taste of their
countrymen on the model of that of France, must be at-
tributed to themselves individnally. They merely followed
the new current of' Frenceh taste, in common with almost
every person in Europe who had then any pretensions to
polite cducationt If these innovators must be called a
literary court party, the term can only be employed in the
sense in which it would, with qu]dl proprit,t) , apply to
the same sort of party existing in other countries, where
the Trench style became the Fashionable style of courts,
and was, with courtier-like complaisance, geners ally adopted
by authors both in verse and in prose.

The French taste spontanqously penetrated into Spa-
nish literature when the age of Louis XIV. began to ex-
creise an imposing influence over the whole of Europe.
But the Ifrench taste would have operated on the lite-
rature of Spain, which had already been carried so far
beyond that of Ifrance, in a very different manner, had
not the ¢ld national energy been crippled in every direc-
tion. 1lad it not been for this unfortunate circumstance,
crowds of servile imitators and psucdo crities would never
have obtained a footing in Spain.  Men of rightly cul-
tivated understanding would have reconciled their purer
taste to the yet unexhausted national genius, in order to
enhance the advantages of Spanish literature in its compe-
tition with the literature of France, and to learn true cle-
gance from the Freneh, without, like them, sacrificing (o
mere clegance beauties of a higher order. ¢ But the age
of vigour was past; though feeble pride would in no re-
speet renounce its pretensions.  Two parties now arose
in the polite literature of Spain.  The leading and would-
be elegant party, included persons of rank and fashion,
who had begup to be ashamed of the ancient natiofial
literature, amgd who yet wished to prove that that national
literature, even when estimated according to the rules of
Frencl criticism, possessed many beautics.  That the
.French might no longer boast of superior taste, this party
sought to improve Spanish poetry, and particularly the
Spanish drama, by translations of I'rench works and imita-
tiogs of the Frencle style. To the party of fashionable
innovatoes was opposed the old national party, composed
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of persons distinguished for their obstinate attachment to
ancient taste, and even to ancient rudeness. ‘This party
continued, as herclotore, to be that of the Spanish public;
but it remained fora time without any literary representa-
tive. Thus was it reduced to the necessity of sceing
writers, who laid claim to the title of ¢ipanish patriots,
publicly attack its old favourites, particularly Lope de
Vega and Calderon, while no zealous pen took up their
public defence. Nevertheless, this party continued un-
shaken in its opinions. Even during the extreme erisis
of the conflict between the IFrench and the national taste,
about the nfiddle of the eighteenth century, the Spanish
theatre preserved its owngpeculiar forms. It assumed,
however, a character no less varied than the German
theatre at present exhibitx,  Plays in the national style
were performed on the Spanish stage alternately with
translations and imitations of French and even of English
dramas; and though this heterogencouns variety did not
degencrate into the monstrous, as it now does on the Ger-
man stage, where a national style never prevailed, yet
nothing could be more inconsistent than the contrast of
plays in the French and English taste with the old
Spanish comedies.  But these comedies, and in general
all the old national poetry, once wmore obtained spirited
defenders among Spanish ciities and authors, after the
ancient taste had withstood the shock of the last erisis, in
its conflict with the modern.  Thus another literary
triumph wasdzained by the tenacity of the Spanish publie,
to which, in matters of taste, monarchs otherwise despotic
readily granted perfect freedom. .

The mixture of national and foreign taste in the
modern literature of Spain, was promoted in no slight
d8gree by the introduction ot French magners, which had
at this period spread over Europe, In Spain, however,
they were less encouraged by court example than in other
countries. At the court of Madrid, old Spanish formality
was still preserved; and among the nobility, as well as the
people, the natioual costume was only gradually super-
seded by the French style of dress.. PBull fights continued
to be the favourite amusements of t%} Spaniavds froip the
highest te the lowest ranks,  Bug the solemn, Awlos de
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Fe,! in which the inquisition appeared in all the splendour
of its power, and in which heretics were burned amidst
the approving shouts of the spectators,’ no longer insulted
humanity. The last of these horrible festivals of fanati-
cism was performed with extraordinary pomp at Madrid
in the year 1680, in compliance with the pious wish of
king Charles II.  The Bourbons who succeeded to the
Spanish throne, whatever might be the ardour of their
catholic zeal, appeared to regard such barbarous spectacles
with disgust, and thus set an example of refinement which
honourably marked their relationship to the French royal
family. At this period, too, yhen the stormt of the Re-
formation had subsided, religion as well, as manners as-
suined a milder character throu"hout all Europe. The
Spaniards, however, could not be induced to renounce
their sacred comedics, until, in the year 1765, they were
formally prohibited by a royal decree, because they ex-
cited the derision of foreigners.

Finally, in the second hall of the eightcenth century,
scientific learning gained an ascendancy over politc lite-
rature in Spain, as in every other part of Europe. A
philosophy in the sense of the Irench encyclopwdists
inflicted wounds equally mortal on fanaticism and poetic
enthusiasm, The spirit of experiment, which sought, by
an accumulation of facts, to scan the furthest depths of
human knowledge and the principles of all science, and
styled that accumulation sound philosophy, had, since the
time of the French encyclopadists, found fav\)ur in Spain,
as in cvery part of Lurope, (x(,rmuny exccpted True
poetry, to which this spirit of experiment is the most
dangerous of all enemies, could not easily revive in its
former magnificence. But a wider ficld of general utility
was, under certain restrictions, opened to elegant profe;
and criticismﬂat" least obtained the negative advantage of
being able to impede any new cencroachments of ingenious
extravagance.

11t is singular, that over all Furope, the Portuguese phrase, Auto de
Fe, has become current in preference to the Spanish Aufo de Fe.
(-
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* CITAPTER II

DECAY OF THE OLD SPANISH LITERATURE, AND INTRO-'
DUCTION OF THE FRENCH STYLE.

Tue last branch of Spanish national poctry still flou-
rished in the reign of Charles II., for the French drama,
which then appeared in the first dawn of its celebrity, had
as yet no influence on the drama of Spain. Several
assiduous whiters continued to enrich Spanish literature
with new piecgs in the mgnner of Calderon; and these
writers have here the first claim to consideration.

CANDAMO, ZAMORA, AND CANIZARES, DRAMATISTS
IN THE OLD NATIONAL STYLE.

Towards the close of the seventcenth century, the
dramas of Francisco Bancas Cindamo, were pafticularly
esteemed. Candamo, who was an Asturian of noble ex-
traction, received, during a certain period, a pension from
Charles IL for writing for the court theatre at Madrid.
He, however, died in indigence in the ycar 1709. His
historical play, entitled, £l Esclavo en Grillos de Oro,
(the Slave in Golden Fetters,) is still spoken of in terms
of approbation in Spain.! It is a romantic ancedote taken
from the history of the emperor Trajan. The singular
combination of the ancient and the romantic costume which
this play presents, is a fault with which the author must
not be reproached; for since Lope de Vega’s time the
spirit of the Spanish drama required that the events of
aflcient history should be arrayed only in the garb of
romance. But Céndamo has put into the mouth of the
emperor Trajan a superabundance of phrases which are
exceedingly dull, though conveyed in light and harmonious
verse. The purely romantic scenes in which ladies and

! La Huerta includes this play nmoug the four Comedias Heroycas
of his Theatro Hespaiiol, probably for the sakp of its elegant language ;
for in other respects it would not have beenfifficult to have selegted a
better drama in the class to which it belon ge.- e
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)
young knights appear, are the best in this drama,
which, accordmfr to the Spanish classxﬁcatlon, is an heroic
comedy.

Antonio de Zamora, a gentleman belonging to the court
of Madrid, was particularly distinguished as a writer of
‘comic dramas. « The comedy entitled, El Hechizado por
Fuerza, (the Bewitched by Force,') is one of the most
‘humorous and regular in the Spanish language. It may
also be numbcered among the dramas of char:wtel ;5 at least
the two principal parts, though a little overcharged, are
nevertheless boldly conceived and consibtently maintained.
One is a fantastic old man, who contmually éXpresses him-
self in a tone of sarcastic comic humouy:—he makes a
parade of his odd fancies, as if they were s many proofs
of real wisdom; and he is induced to consent to a marriage
under the idea that he is bewitched. The other comic
character is an enamoured physician, who is prevailed on
to take part in the pretended bewitching, and who is him-
self outwitted by the sprightly girls whom he has assisted
in playhig off their trick on the old man.

Joseph de Canizares, who likewise lived at the court
of Madrid, produced a considerable number of Spanish
comedies. IIe particularly devoted his attention to that
class of dramas of intrigue called Comedias de figuron, in
which the principal character is a pretender or bragga-
docio, cither male or female, who, by dint of impudencg
and artifice, obtains a certain degree of credit. Among
the dramas of Canizares, the bpam.u'd.:. partuular]y csteun
his comedy entitled, £! Domine Lucas;? it is a drama of
character, comic throughout, and of the most regular
description, though it by no means departs from the
Spanish national %tyle. The title may be translated
¢ The Pedant Squire;” for Domine Lucas, the liero of the
piece, is a Jouﬁfr country gentleman, a student of Sala-
manca, extremely dull and affected, and withal proud of
his noble birth. With this character is very happily com-
bined the uncle of Lucas, a brave, amiable, and sensible
0ld gentleman, though, like his nephew, he interlards his

Le Yhevt's Theatro Hesyaitol,
2 TLis nipce 15 alo contyined in the Zheatio Hespenol.

! This comedy may b\f('mml m many collections. It is included in
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discourse with scraps of Latin from the Corpus Juris.
An old domestic, who likewise has recourse to Latin
whenever his wit fails him, is well grouped with his
masters. An excellent female pendant to the doltish
hero is exhibited in the character of one of the daughteys
of the old uncle, who in the end is united to Lucas, while
her sprightly sister, to whom the Domine was betrotheg,
clopes with a more agreeable lover. The traits of cha-
racter in the whole of this comic picture, though by no
means delicately sketched, are, nevertheless, full of dra-
matic spirit.

These, ahfl some other plays, by writers whose names
are not distinguished, comyplete the stock of the Spanish
national drima. The striking regularity which distin-
guishes some pieces must by no means be attributed to the
influence of French taste. It is possible that a vague idea of’
the regularity of the French comedy may at this time have
found its way into Spain; but among the older Spanish
dramas, particularly thosc of Solis and Morcto, some are
10 less regular than the comedies of character written by
Zamora and Canizares; who, besides, did not always, any
more than their predecessors, confine themselves rigidly
within the bounds of regularity. In the works .of these
latter poets, the theatrical personages are precisely of the
same cast as in the writings of the older dramatists.
Young officers, who are usually represented as volatile
lovers, boast of their adventurcs in Flanders, and sing
romances twthe accompaniment of the guitar. This sort
of’ character is the prototype of that which on the French
stage was subsequently called the Cheralier. No trace of
the imitation of French manners is perceptible; and if]
here and there, a French word is introduced, it is always
With a comic signification.!

DONA JUANA INEZ DL LA CRUZ.

Nothing poctical was at this period produced, or at
least nothing sung and written in the Iyric or other stylés

1 Par example, the word Wadamsela, (toyp the Fieneh Mademoselle.
In ike nmanver, Cervantes anvoduced the Word W adiome, hut iyis em-
ployed oniy 1 a comice «cnse. _
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of poetry in Spain obtained literary celebrity. It would,
however, be unjust to pass over in silence some works
which made their appearance about thid time, and which
are interesting, inasmuch as they afford instances of
the continuation of the taste for old Spanish poetry.
mong these theanost remarkable arc the numerous pro-
ductions of a Spanish American poetess, named Doina
Juana Incz de la Cruz, who was much celebrated in
Mexico about the latter end of the seventeenth century.
On the title-page of her works, which, however, she did
not publish herself, this distinguished woman is styled the
tenth muse.!  Respecting the history of her hfe, nothing
is known, save what is mentiongd in her popms. She was
a nun in a Mexican convent; and she compfains of her
weak state of health in the verses which form the preface
to her poems. -Her writings sufficiently prove that she
lived on terms of intimacy with the viceroy and the other
Spanish grandees in Mexico, and that frequent demands
were made upon her talent for the celcbration of festivals,
both spiritual and temporal. Much as Inez de la Cruz
was deficient in real cultivation, her productions are emi-
nently superior to the ordinary standard of female poctry.
Among the Spanish ladies who have directed their talents
to poctic composition, she deserves to take the foremost
rank;—no very high distinction, perhaps, considering that
literature has been but little cultivated by the female sex
in Spain. But that fact renders it the more worthy of
remark, that in America, flowers of geniug were per-
mitted to bloom, which in Spain would in all probability
have been blighted in the bud. 'The poems of Inez de la
Cruz breathe a sort of masculine spirit.  This poetic nun
possessed more fancy and wit than scntimental enthu-
siasm; and whengver she began to invent, her creatiors
were on a bold and great seale.  Iler poems are of very
unequal merit] and are all deficient in critical cultivation.

1 T have seen the thiud edition of the poetic writings of this lady.
T'he following is the title :—Pocmas de la unica poctisa dmericana,
Musa decima, Soror Juang I'nez de la Cruz, &e. Sacolas a luz D. Juan
Canmacho Gayna, Cavall\o'del orden de Santiago, &c., Barcelona,
1691, {n quarto.—It certaityy would not be fair to pass by unnoticed a
book of this kind, which wel through three editions.
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But in facility of invention and versification, Inez de la
Cruz was not inferior to Lope de Vega; and yet she by no
means courted litérary fame. The complete collection of
her poems, which seems to have been first printed by order
of the vice-queen of Mexico, occupies a volume, consist,
ing of twenty-five sheets in octavo. Ofsome of her son-
nets the subjects arc ingenious plays of romantic wit;! of
others, poetic reflections.?  She also wrote burlesque son-
nets, on rhymed endings, which have all the freedom and
spirit that can be required in that species of composition.
A kind of poetic self-deception, which assumes the tone of
philosophic easoning, is digclosed in several of the lyric

s .
! The following is one of three sonnets, in which the autlioress rings
changes on the thewme, ** whether it is better to be Leloved without
loving, or to love without being beloved :"—

Feliciano me adora, y le aborrezeo ;
Lisardo me aborrece, y yo le adoro;
por quien no me apetece ingrato, lloro ;
y al que me llora ticrno, no apetezco : .
A quien mas me desdora, ¢l almn ofrezco ;
4 quien me ofrece vietimas, desdoro ;
desprecio al que emrigueze mi decoro
y al que le haze despreeios, eprriquezco :
Si con mi ofensa al uno rc:collvvﬁgo,
me reconvicne ¢l otro a mi ofendido
y & padecer de todos modos vengo ;
Pues ambos atormentan mi sentido ;
agueste con pedir 1o que no tengo,
y wneste con no tener lo que le pdo,

[}
2 For exankple, the following, in which, however, the play of the
antitheses hecomes at last figid :—
En persiguirme, Mundo, que interessas ®
en que te ofendo ? quando solo intento
poner bellezas en mi entendimiento,
v no mi entendimiento en las bellezns ?
Yo no estimo thesoros, ni riquezas ¥
y assi, siempre me causa mas contento,
poner viquezas en mi entendimicnto ;
que 1o mi entendimiento en las riquezas.
Y no estimo hermosura, que vencida,
es despojo civil de las Edades;
ni riqueza me agrada fementjda :
‘Femendo por mejor en mis Vefdades,
consumir vanidades de la Vila,
gue cousumir la Vida en ynidades.
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romances of Inez de la Cruz.  She evidently. took con-
siderable pains to persuade herself that she was happy.!
A great portion of her poems in the romance style relate
to circumstances of temporary interest. In her dramatic
works, the vigour of her imagination is particularly con-
spicuous. The collection of her poems containsno comedies,
properly so called, but it comprises a series of’ boldly con-
eeived preludes, (loas,) full of allegorical invention; and it
concludes with a long allegorical auto, which is superior
to any of the similar productions of Lope de Vega. It is
entitled, El Divino Narciso, a name by which the
authoress designates the heavenly Bridegrbom. The
Spanish public had never bgfore witnegsed so bold a
travesty of the ideas of catholic Christianity, under the
garb of Greeck mythology. It would be impossible to
give a brief, and at the same time intelligible sketch of
this extraordinary drama. With regard to composition, it
is very unequal; in some respects offending by its bad
taste, and in others charming by its boldness. Many of
the scenes are so beautifully and romantically constructed,
that the reader is compelled to render homage to the
genius of the poetess; while at the same time he cannot
but regret the pitch of extravagance to which ideas really
poetic are carried. 'There is one peculiarly fine scene in
which Human Nature, in the shape of a nymph, secks her
beloved, the real Narcissus, or the Christian Saviour.

t (One of these lyiie romances begins in the followin$ ,manner -—
Finjamos, que soy feliz,
tiste pensmniento, un rato ;
¢uizd podreis persuadirme,
amque Yo se lo contrario.
Que, pues solo en Ia aprehension

Snvame el entendimiento

alguna vesz de deseanso :

Y no siempre esti- el ingenio

con ¢l provecho encontrado.
Todo elymundo es opiniones,

de papeeres tan varios ;

que lojue el uno, que es negro,

el otro Rrueba, que es blanco.
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The imagination of the authoress had, doubtless, been
influenced by impressions received from the Song of
Solomon.! Next'to this grand Auto, the spiritual can-
ciones in the old Spanish style, and some cantatas, deserve
to be distinguished among the works of Inez de la Cruz,
They abound in sentimental fancies, andthough genemlly
extravagant, often possess beauties which render them
highly interesting. According to the notices in the
collection, they were all surg in the churches of Mexico.
Some Latin compositions of the same class are inserted,
which seem also to have been written by Inez herself.
The writer* tvho may undertake a history of the poctic
dev clopmcnt of the cathohc faith, will find his advantage
in rendering Timself intimately acquainted with these
poems.

GERARDO LOBO.

In order to be satisfied that Spanish poetry inelined
very little to the Frencly, in the early part of the eighteentls
century, it is only necessary to advert to the continued
influence of Gongorism at that period, as exemplified in
poetic productions, in other respects too unimportant to
claim any notice. Men of rank in particular, who, fol-
lowing the honourable example of their forefathers, con-

1 [t commences thus :—
Nar.  De busear a Narciso fnﬁg.ul N,
~ln pFI"Inllll sossiego a mi pie errante,
i & mi planta cnusadn,
qae tantos ha ya dias, que vagante
examina las brenas
s poder encontrar mas que Ias senias :

A este Bosque he legado, donde espero
tener noticias de mi Bien perdido,
que si sefins confiero, *
diziendo esta del Prado o floride,
que producir amenidades tantas,
es por aver besado yi sns Plantas.

O qnantos din< lia, que he ex~minado
la Selva flor a flor, ¥ planta i planta
astando congoxado
i tiste coragon en pena tanty
v mi pie fatignndo vagamund
tiempo, que siglos <on, sely o/qne es Mumlo‘. -
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tinued to cultivate the arts and sciences, seem to have
regarded Gongorism as the only style that was truly gen-
tlemanly and worthy of their adoption. Accordingly,
Eugenio Gerardo Lobo, who was a captain in the Spanish
guards, and commandant of the town and fortress of Bar-
celona, composed,in his leisure hours many spiritual and
temporal poems in the manner of the Gongorists, which,
after the author’s decease, were reprinted. 1 A new edition
of these poems, which appeared in 1758, is inscribed by
the publisher to a miraculous image of the Virgin, with
all the usual formality of a dedicatory epistle. In this
dedication the Holy Virgin, in quality of queén of Heaven,
is addressed by the title of « Your Majesty.” Thus, in
the middle of the eighteenth ‘century, wher an elegant
and learncd party had long rendercd homage to French
literature, the taste of the Spanish public could still en-
dure absurditics of this kind.

DIFFUSION OF THE FRENCII TASTE—LUZAN, IIIS ART OF
POETRY, ETC.

It was in the commencement of the eighteenth century
that the French taste found its way into the Spanish
academy; and this circumstance, which was not the mere
effect of accident, serves to mark a kind of epoch in the
history of Spanish poetry.

Ignacio de Luzan, who has become the authority to
whom most Spanish critics refer, must be regarded as the
founder of the French school in Spanish litetature. 1le
was a member of the royal Spanish academy, a member
of the academy of history, an honorary member of the
academy of painting, sculpture, and architecture; and at
the same time counsellor of state and minister of com-
merce. In additidn to these dignities, he was distinguished
for extraordifiary learmng, and he was in partmular very
deeply versed in ancient literature. He studied with great
assiduity Aristotle’s Art of Poetry and Rhetoric, and also

! The new edition which 1 have before me, entitled, Obras pucticas
41¢l Excellmo. Seitor Do}, Eugenio Gerardo Lobo, Madrid, 1758, in
2 vols, quarto, is printed i\ a style of elegance by no means common in
bpumsh books of that perio§,
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the rhetorical works of Cicero. e was a lover of poetry,
and composed very elegant verses in his native tongue.
Being, as his writings sufficiently prove, a man of candid
and enlightened mind, national pride did not deter him
from making himself intimately acquainted with French
literature; and comparing it without prejudice, under its
best point of view, with the literaturc of his own country,
"This was certainly a course altogether new for a Spanish
author.

In order to form a just estimate of the spirit of Luzan’s
labours, it is mecessary to bear in mind that the theore-
tical literattile of Spain furnished him with scarcely a
single trace of gound criticjsm. Even those Spanish poets
who possessed the justest fecling for poetic beauty, pro-
pounded, in their theoretic explanations, the most erro-
neous notions on the value and the essence of poetry.
Only a critical tact, and an instinctive initation of good
models, had preserved the most correet among the Spanish
poets from wanderings of the imagination and pgrversions
of judgment; and, in the age of Luzan, the only art of
criticism which was theorctically taught in Spain, had
issued from the school of Gongora, and was consequently
only calculated to assist the systematic propagation of ah-
surdity and affectation. In that age, the elegant correct-
ness of the French poets was calculated to dazzle by the
charm of novelty. The delicate subtleties whereby the
principles of French criticism and of EFrench poetry, since
the age of Moliere and Corncille, were derived from the
classic school of antiquity, together with the moral syllo-
gisms with which those principles were entrenched behind
Aristotle’s Art of Poetry, as their last bulwark, were of
a nature to seduce a man of Luzan's erudition. Tis par-
thulity for the French school, and his effopts to reform the
Spanish taste according to the principles of that school,
are therefore no proofs of narrowness of mind, though
genuine poetic feeling certainly was not within the spherc
of Luzan’s talent. IIe¢ possessed : delicate sense foy
elegance and the dress of poetry, but not for the cnergy
and loftiness of poetic genius. ‘That'he should, therefore,
with the best intentions, have theorjtically misundergtood
the essence and design of poetry, s)dd, in conforpity with
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the spirit of French criticisin, have confounded the objects
of the poet with the duties of the or: ator and the moralist,
are errors easily accounted for.

With the view of fundamentally reforming the literary
taste of his countrymen, Luzan wrote his celebrated Art
of Poetry. It was first published at Saragossa in the
xear 1737, in a folio volume containing five hundred and
three pages;! and it has ever since been the code to which
Spanish critics and authors have referred for the decision
of all cases of doubt. Sound judgment and classic erudi-
tion are the chief characteristics of the worke The diction,
too, is simple and elegant, and polixity is avoided, though,
in order to attain that degree, of perspicyity, which was
necessary for subduing Spamsh prejudice, much detail
was indispensable. Newly discovered truths must not be
looked for in Luzan’s Art of Poetry. Ie even claims
credit for the doctrines he develops on account of their
venerable antiquity. His theory is declared by himself
to be, in the main, no other than that of Aristotle, the
greatest of philosophers. Lo the neglect of that theory
he attributes the multitude of monstrous excrescences by
which Spanish literature is disfigured. He, thercfore,
conceived he was rendering, though at the risk of being
reproached with pedantry,? an important service to the
literature of his country, by the restoration and just ap-
plication of those ancient and only true principles whick
had long been acknowledged and valued by the critics of
foreign pations. In support of his doctrines, Luzan re-
gards the critical observations of various French writers,
particularly Rapin, Corneille, Crousaz, Lamy, and Madame
Dacier, as next in authority to the works of Aristotle.
He also availed himself of the Italian works of Gravina
and Muratori. Thcse, and other foreign authors, arf
quoted by ngme.” Spanish readers must, doubtless, have
been not a little surprised to find among the quotations
passages from French authors, given in the French lau-

! The title is :—La Poclica, & Reglus de lu poesia en general, y de
sus principales cspecicsi por D. Ignacio de Luzan Claramunt de
Suelves, y Gurrea, Zarvagdza; 1737,

2 He snys :—Yo s, qud estas co-ns, donde la ciitica tiene algnna
parte, se Quelen bautizar de klgunos con el nombre de bachillcrias.
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euage, under the Spanish text. This was an unexampled
phenomenon in Spanish literature; and, though a trifling
circumstance, it sctves to prove the increasing influence of’
the French language in Spain.

The want of novelty in the principles of Luzan's Art
ot Poetry, is compensated by the new application ot those
principles to Spanish literature. 'The arrangement of thes
theory which was introduced, also belongs, at least in part,
1o himself; and in the development of that theory it is
easy to recognise the man of judgment, and the perfect
master of his subject, though he only improved what had
been previousty produced. ,The work is divided into tour
parts or books.  The first Jevelops, according to the no-
tions of the duthor, the origin, progress, and essence of
voetry, (el origen, progressos y essencie de la poesia.)
The second book explains the usefulness and pleasnre of
poetry, (wtilidad y deleyte de la poesia.) The third book
treats, at ample length, of tragedy, comedy, and other kinds
of dramatic composition; and the fonrth, of epic. poetry.
These chief divisions present, indeed, only the outline of
Aristotle’s Art of Poetry; and Luzan’s work can, no more
than its prototype, be regarded as a complete theory of
the poetic art. In this respect Luzan went no {urther
than his predecessor, Lopez Pinciano, who had long be-
tore equally well perecived that the work called Aristotle’s
Art of Poctry was, in fact, merely a fragment.! It ix
-ingular enough that Luzan takes no notice of Pinciano's
remarkable waek; but whether he was unacquainted with
it, or whethet® he was intentionally silent, does not appear.
Within the boundaries of his four unsystematic divisions,
Luzan pursues his own course; but the present is not the
proper occasion for accompanying him step by step.  As,
however, the publication of Luzan’s boolg has been at-
tended by important consequences, it will be proper to
explain the manner in ‘which this eritic understood the
principles of Aristotle, and how he applied them to Spanish
literature.

Luzan, in his exposition and application of Aristotle’s
theory, takes hLis departure from the,sshie false principle

1 See page 228,
1 DD
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which misled all the French critics in the age of Louis XIV,
He views poetry closcly and directly on its moral side;
but not in that comprchensive mannet in which every-
thing, when contemplated on its moral side, ought to be
examined. Ile regards it merely as an art destined to aid
morality, properly so called; and that aid appears to him
‘the more easily given, because he adopts the maxim that
the object of poetry is to be at once useful and agreeable.!
Deceived by this Gothic idea, which scems to have been
founded on the misunderstanding of a passage in Horace,
and which is certainly as old as modern htemture, it be-
came impossible for him either to attain a just notion of
the poctic workings of the imggination, in, re,htlon to the
beautiful, or todiscover the truth of the proposition that such
employment of the imagination possesses in itself, under
proper restrictions, a moral value, and ennobles human
existence. Having fallen into the common error, Luzan,
like the French poets and critics, was capable of taking
only & very contracted view of poectic beauty. Genuine
simplicity and elegance, and in both a delicate infusion
of wit, formed with Luzan, as with French writers and
critics, the summary of all poetic excellence.  According
to these principles, the imagination was regarded as merely
the handmaid of the recreative wit and the moralizing
Jjudgment.  Genius was to be tied down by rules, in con-
formity with these narrow ideas of the spirit and ol)ject of
poetry. To satisty the taste, in the exercise of wit and
Judgment, was regarded as the highest objegt of the poet’s
efforts.  The bold flight to a frecr and fairer world, whenee
the true poet dcuves the spirit of his imaginings, in the
imitation of nature, was deemed merely an agreeable ac-
cessory. In a word, the genuine essence of poetry was

! 'I'hus, he snys Homer intended his 1liad as a book of moral*and
political insgpuction, suited to the most common understanding :—

Con esle intento esc1ibio Jomero sus Poemas, explicando en ellos
a los enlendimientos mas bassos Ias verdades de la Moral, de la Poli-
ty, ¥t bien (como muchos sientan) de 1a Philosophia natural, y de
la Theola n. Pues en In Iiada debavo de Ja Tmagen de In Guerrn
Troyana, y de las disensiones de los Capitanes Giiegos, propuso a la
Greein ento ces dividilln pn vandos wn cxemplo en que aprendiesse &
aprcwmu o s diseonding, conocrendo quan graves dajios causaban ul
public 0 Y @ n(‘cvswu“t para el sucesso en las empiressis crala union,
v confnd.: de los Gefes Ve in Exercito.—Lib i
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held to be an adventitious ornament, while its station was
usurped by mere natural sentiment, and elegant or inge-
nious simplicity. *

The usctul and the agreeable, in the trivial signification
of the terms, are therefore the verbal pivots around which
Luzan’s whole poetic theory turns. It i$ easy to conceive
what degree of excellence and truth was to be derived
from such principles in their application to Spanish lite-
rature. Luzan zealously supported the cause of good taste
against the absurdities of the Gongorists.!  Ile exposed,
without reserve, the weak side of Lop(- de Vega’s poetry;
and the (‘\K‘lmpl(‘b he selects from the works ot that poet,
in order té s}xow how far they arc at variance with nature
and reason, prove preclsely what they are intended to
prove.  But to admire genius in its wanderings, and even
in many cases to prize those wanderings more than a
Irigid elegance, required a view of the aub]uot which
Luzan’s mind did not embrace. Il was precisely the
man to detect and enumerate the errors of the favourite
poctry of his country; but he wanted the critical eye
which would have enabled him to do justice to its beautics.
Poetry he defines to be an “imitation of nature, cither
general or particular, made in verse, for utility or amuse-
ment, or for both together.”* e observes, that little
plays of fancy, such as sonnets, madrigals, and songs, may
~ometimes have no other object than agreeable amuse-
ment; but that in poetry of a more important kind, such
as comedies, %ragedies, and ecpopee, the useful .md the
agrecable must neeessar ily be combined together—that is

I The following passage will aflond a speeimen of Lnzan's didaetie
stvle i —

Y estos con el vano, inutil aparato de agudezas, y conceptos qfect-
dosy de melaphoras ectravagantes, de exprossiones lanchadas, y de ter
wenos enltos, y nueros, embelesaron ¢l Vulgo, y aplaudidos de In igno
tanein comu, se usmparen la glovia debida a los buenos Poetas.  Fue
creciendo este desorden sin que nadie intentasse oponer sele,  Los ig-
norantes, no temendo quen les abricsse los oj)s, seguan aciegas 1o
vaceria de los aplausos populure~ y alubaban lo que no entendian, s *
s razon que I de el exemplo ajeno.—Iab i.

? e says:—Digo, que se podra :Iv/l'nir}n r"or“‘in, imitacion de la
naturaleza o en lo universal, o en Jo partieufar, heehia en versos, o gma
utihdad, o pare deleite de los hombres, o Jara oy otro juntamgnte.—
Ui i, cap. 5. .

pDp2
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to say, the work must at once instruct and entertain.
Accordingly, when he comes to treat more particularly of
dramatic poctry, he says, * a tragedy is'such an imitation
of an action as is calculated to excite fear, pity, or other
passions; but a comedy must be an action so represented
as to inspirc love of some virtue, or hatred and abhorrence
of some vice or fault.” It is not necessary to particu-
larize the judgments which a critic, armed with these
opinions, must have pronounced on the Spanish drama.
Luzan not only blamed the Spanish dramatists for the
violation of the Aristotelian unitics, on the ground that
such violation was contrary tq nature, but it even con-
demned as not moral, or at leagt not suihclrntly moral, the
genuine nature w]nch he could not avoid lecogmsm«r in
their works.  Ile, however, says, that what is first to be
esteemed in the Spanish dramatists “is their ingenious
invention, their extraordinary wit and judgment; admir-
able and essential qualitics in great poets. Lope de Vega
merits particular praise for the natural facility of his style,
and the adroit way in which he has in many of' his come-
dies painted the customs and the character of certain per-
sons. I admire in Calderon the dignity of his language,
which, without ever being obscure or affected, is always
clegant.” e proceeds to culogise the art of ingenious

Ve following we his own woids :—

Extos dos diversos assuntosy y fines hacen tambien diversa Lo Uabul
‘Liagien de la Comiea, y & entiambas de In Fabula en general: a todas
tres es comun el ser un descurso inventado, o ana ficwon de un hecho :
peo con esta diferencia, que la Fabula T'ragicn ha de Ler vmitacron de
wn hecho e modo aplo para corvegir el temor, gl compasseon. y ol ras
passtones 2y ln Fubula Comien b de sex mtitacwon, o ficcion ae un
hivcho en modo apto para aspivar el amor de alguna cildud, 6 ] des-
pl/ oy aborrecniento de alynn victoy w defecto.—1ab, iii.

* He cays:—

Y en fu degue &t mi no falta tan debida equidad no pwdiendo )Mun
tqui distintathente, y por mnenudo los muchos aciertos de nuestios Co-
micos, purque pma esso setin menester escribir un gran volumen o
parte; me contentm con decir por mayor, y en general, que en todos
comunmente hallo rama mgeniosidad, singular agudeza, y discrecion,
prondas mai esseneiales para formar grandes poetas, y dignas de admi-
racion ; y anado que en purticular alabard siempre en Lope de 1t ga 1
nazural fucilidad de su estylo, y la suma destreza, con que en muchas
de €us Comedias se ven pintadas las costumbres, y el character de al-
gunas pessonas : en Caldyrén ndmiro la nobleza de su locucion, que sin
sei jamis obecura, ni afecuda’ es siempre elegante; &e.—Lib. fu.
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development displayed in Calderon’s dramas of intrigue;
and attributes a similar merit to some of the comedies of
Antonio de Solis ‘and Moretto. Under the same point of’
view he judges the writings of the latcr Spanish drama-
tists, on which he confers particular commendation omn
account of their superior regularity®? Next follows a list
of the faults which, according to the above principles, he
imputes to the Spanish drama in general, and to the
favourite dramatic poets of the Spanish public in parti-
cular.  On these points he makes many just observations.
IIc had goqd reasons for not venturing to attack the
Spanish  Attos.  He accordingly dismisses them very
briefly, progouncing no literary judgment on them, and
merely observing that they ave allegorical representations
in honour of “the most holy sacrament of the altar.”
Thus did a eritie, whose voice a century earlicr would
scarcely have been heard, systematically undertuke to
reform Spanish taste. Tt appears, from Luzan's introduc-
tory observations, that he was either not suflicjently ac-
quainted with the history of the poetry of his nation, or
had forgotten most cssential facts, otherwise he never
could have adopted the notion that Spanish taste had de-
generated for want of learned critics to open the eyes of
the public. The Spaniards of Luzan’s age paid no more
attention to his Art of Poetry than their ancestors had
bestowed on Lopez Pinciano’s, which inculeated the same
principles two hundred years carlier, when the Spanish
drama was,’in its infancy. DBut the members of the
Spanish academy regarded Luzan’s book with a~ much
veneration, as if through it the light of pure taste had
first been disclosed to Spain; and thus was the academy
at length placed in conflict with the public it sought to
improve. Whether all the members of; that literary in-
stitution concurred in Luzan’s plans of critical reformuation,
cannot now be known. This, however, is certain, that
nothing was written in defence of the national style, either
by an academician or by any other critic or amateur; and

i Velasques, under the convietion that nothfng could be moie correet
and striking than Luzan's judgment on t) Spanish drama, has quoted
lus opinions at length, and incorporated fiem m his History of Spasich
Poctry.
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all the writers who, since that period, have, by means of
critical treatises and new dramas, zealously laboured to
improve the dramatic literature of Spain, according to
French principles, have been members of the Spanish
academy.

Luzan himsclf* did his utmost to support his theory by
some original poctic productions and translations from the
French. 1le translated onc of La Chaussee’s comedies;
but with what success it was represented on the Spanish
stage is not mentioned. It was, however, followed by
various translations of French dramas by other writers.

Luzan’s poetic compositions are certainly *honourably
distinguished by correctness, #acility, and elegance, and
by what may be termed the poetry of language, from the
works of the Gongorists, which at that time werc not
entirely exploded in Spain. They consist of occasional
poems and poctic trifles, such as might have been written,
without the aid of genius, by any man of cultivated mind,
possessing a certain degree of descriptive talent. Zealous
Gallicist as Lnzan was, he had too much solidity of taste
to attempt an imitation of the structure of Irench verse in
the Spanish language; and, accordingly, his contributions
to the poetic literature of his country are in the usual
national metres. A poem in octaves, which he read on
the opening of the Academy of Painting, Sculpture, and
Avrchitecture, in 1752, fifteen years before the publication
of his Art of Poetry, reccived particular approbation. He
read poetic compositions of the same kind, on several
occasions.  Some of his odes and canciones were not pub-
lished till after his deceasc; among the number are two
on the retaking of the Fortress of Oran;! an occasional

! The two opening stanzas of this poem will afford a sufficient sp.e-
cimen of the poetigidiction of the ingenious author :—
Alora es ticmpo, Futerpe, que templemos

el arco y cueidas, y de nuestro canto
se oyga la voz por todo ¢l emisferio.
Las vencedoras sienes coronemos
del sagrado laurel al que es espanto
del intic] Maugitano ul Marte 1bero.
Ya para quimd(é quiero
los himuos de algria y las canciones,

. premio no \il\qu el coro de las nueve
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poem, entitled, the Judgment of Paris, which is prettily
conceived, and elegantly executed,! and some poems imi-
L]

a las fatigas debe,
y al valor de esforzados corazones ?
Para quando estara, Musas, guardado
aquel furor que bebe
con las hondas suavisimas mezelando
de ta Castalia fuente al labio solo
de quien tuvo al nacer propicio Apolo ?
Una selve de pinos y de abetes
cubrio la mar, angneta a tanta quilla:
sphira henchir tanta vela falté el viento.
De flamulas el uyr® y gallardetes
gobtado divisO desle la onilla
palido €l Afiicano y <in aliento:
del hiumedo elemento
dividiendo los liquidos cristales,
y blandiendo Neptuno el gran Tridente,
wlzo ayrado 1a frente,
de ovas coronado y de corales,
Quitn me agovin con tanta pesadumbre
I espuldn?  Hay quicn intente
poner tal vez en nueva servidumbre
mi libre imperio ? o por ventura alguno
me Ja quiere usurpar ? No soy Neptuno ?
1 ‘The following three stanzas fiom this poem will serve to show the
manner in which Luzan combined his poetic subject with the peculiari-
ties requisite in a poem wiitten on a particnlar occasion :—
Qual fabulosa antiguedad pintaba
al padre hibre, o al Darduno Xanto,
unndo sobre las ondas se asomaba
eit oir de algun mortal quejn o quebranto;
O como al dios Neptuno figuraba
Musa gentil en sun fingido canto,
quundo iba por el mar con Deyopéa,
Cimodoce, Nerine, y Galatéa,
Tal Manzanares a mi vista ofrece
espectaculo nuevo y agradable:
crece mi suspension, mi pasmo erece
al ver que aquel anciano venerable
conmigo desde el agua i hablar empieze
con apacible voz y rostro afable:
fielmente su discurso no prolijo
conserva la memoria; asi me dijo :
Estiangero pastor, que en nd ribera
buscas tranquiiided a tus fitigas,
vite otra vez, no es este primera,
y s¢ t1 nombie ya, sin due Jo digas:
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tated from the Greek of Anacreon and Sappho.! Luzan
dicd in the year 1754,

MAYANS Y SISCAR—BLAS NASSARL.

Among the e ontcmporarws of Luzan, the roy al librarian,
Gregorio May'ms y Siscar, is entitled to praisc, for having,
in lnograpln(-:ll literary, and rhetorical works, furnished
many hints and notices which throw light on thc history
of Spanish literature.  Ilis collection ot detached writings
on the Ilistory of the Spanish language, (Origenes de la
Fengua Espaiiola,) embraces more than the title promises:
and, among other things, contains a well written discourse,
exhorting authors to pursue the true idea of Spanish clo-
quence.r  DBut his diffuse Art of Rhetoric,® which he
published twenty years later than the work last mentioned,
is mercly a formal compilation of the ideas and criticisms
of Aristotle and modern writers. It might with equal
propriety be entitled an Art of Poetry. The examples
given from the poets are long and numerous.

Blas Antonio Nassare, prelate and academician, labourced
to attain the same kind of merit. Ile was, however, so
blinded by his predilection for French literature, that he
considered the eight comedies of Cervantes, which he
first restored to light, as parodics on the style of” Lope de
Vega.t

MONTIANO’S TRAGEDIES IN THE FRENCH STYLE.
Y

Agustin de Montiano y Luyando, who was counscllor
of statv director of the acadcmy of history, and a member

Ins bellas Ninfas de esta nndosa esfera
Gnicas <on de tn zampoiia aigas :

zamp®in y vos aates de ahora oyeron;
antes tumbien & uttumbas aplandieron.

! These, and the other wed ta of Lusun, are included in the secoint
and fourth volmes of the LPar aso Espaiol.

2 Oracion en gue se echorta sequer la verdadera idea de la cloque -
ca fspaiola. 1L as containe  in the first volume of the ten qnoted
Orygenes of this meritoridus author.

3 Rhetoriea de Don Grv!/dqn Muayans y Siscar. Valencia, 17
volunes, Svo.

1 See ange 24S,
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of the Spanish academy, undertook to introduce regular
tragedy on the Spanish stage, according to Luzan’s prin-
ciples. With thls view he wrote two tragedics, the one
entitled Iirginia, and the other Ataulpho, in which, with
the exception of the rhymecless iambics, which he substi-
tuted for the French Alexandrines, he bas most anxiously
endeavoured to fulfil all the conditions required by French
criticism.!  Both these tragedies are remarkable for pure
and correct language; for the cautious avoidance of false
metaphor; and for a certain natural style of expression,
which is sometimes wanting even in the dramas of Cor-
neille and *Racine. They are, however, formed on the
French model, with sucl scrupulous nicety, that they
might be mistaken for translations.? It is scarcely neces-
sary to mention, that in these tragedies the Aristotelian
unities are rigidly observed, and that in the Virginia the
father does not stab his daughter on the stage.

b See Dieze on Velasquez, p. 265, Lessing has made the Germaes
aciuainted with Montiano’s Virginia.  Though Lessing hnew little of
Spamsh dramatic literatme, even at sccond hand, he at that time took
an interest i every tingedy on the subject of Virgima, beeause he was
engaged on one of us own, wineh he ultimately converted mto L
milin Galotti.

2 In the fifth act, when the catastrophe is near its developement,
Virginia discourses in the following manner with Ieilius, her betrothed
bridegroom :—

TTirg.  Casi, Seiior, mi gratitud quisiera
no hubeite ya elegido por mi dnefio;
p‘urqlw finu lo hiciesse el alma nhora.
Tode ¢l honor, In Iibertud me vale,
que in es mas beneficio que la vida
Por tu esfuerzo lo gozo, y voluntaria
de tn dommio Ta decluo sierva .
sera la possession con que te brindo
legitima, Sefior, si la acetares. °
Icd.  Que coragon, Seiiora, habra tan duro,
que & ser feliz con tigo se resista?
Assi hubiesse logrado mi fortuna,
con lu ruina total de tu enemigo,
Lilnarte de una vez del triste ahogo.
Pero ni puede unir a mis parciales,
~mo es & los que vis que me acBmpaiar.
N1 de Valerio <¢, ni s¢ de Jloracio,
tal ves por agnorar nuestri contlicto,
& por la angustin. v brevgidad, del tiempo.
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To the play of Virginia, which was published in 1750,
some years before Ataulpho, Montiano annexed an historical
critical treatise on Spanish tragedy.! Fatriotism had cer-
tainly some share in this treatise; for, in the first place,
Montiano wished historically to defend his countrymen
against the rcpreach that no Spanish tragedy had ever
been written; and secondly, he wished in his Virginia to
furnish the first experiment of a Spanish tragedy, with-
out violation of dramatic rules, though he did not pretend
to set up that specimen as a model. He states, with all
due modesty, that his work cost him much labour, and
expresses a hope that his countrymen might Be induced to
imitate his example, to disregard the approl;atlon of the
ignorant multitude, and to strive to do better than he had
done.? Ina preface to his tragedy of Ataulpho he enlarges
on the same theme.

VELASQUEZ.

Among the number of the Spanish Gallicists, must
likewise be included that intelligent writer, Luis Joseph
de Velasquez. Ilis History of Spanish Poetry, (Origenes
de la Poesia Espaiiola,) published in 1754, proves that the
Spaniards had then, in a great mcasure, forgotten their
national literature. Velasquez unquestionably took con-
siderable pains to collect, with critical spirit, those facts
which were probably better known to him than to any of
his contemporaries; and yet he has, upon the whole, ob-
scured rather than elucidated the history:of Spanish
poetry. His criticism is quite in the French style, with a
slight tincture of Spanish patriotism. Velasquez was a

! Discurso sobre lus tragedias Espafiolas, de D. Aguslin de Montupro
y Luyando, &c. Nadiid, 1750, in 8vo, published along with Vir-
ginin.

2 The following are his own words :—

Por mi ofrezco al publico La Virginia ; 'T'ragedia que he procurado
trabajar con algun estudio, y desuelo: y si logro que no se desprecie,
sera quanta ventaju puedo proponerme, y esperar por galurdon de mi
Jatiga : mas el inducir & mis compatriotas, & que imiten este rumbo, y
a que le mejoren (como Ye serd mas facil que a mi a qualquiera regular
ingcnio) cabe unicamente englas facultades de la providencia, segun la
obstifacion de los muchos gde permanecen alistados en las cenfurias
del ignorante_vulgo.
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member of the French academy of inscriptions and belles
lettres. .

Not a single Spanish poet of distinguished merit
flourished during the first half of the eighteenth century.
That such a dearth should have succeeded so great a fer<
tility of talent, is a circumstance which the exhaustion of
the national spirit does not sufficiently explain, It is®
also necessary to take into account the conflict maintained
between favour shown to the French style and the de-
mands of the Spanish public. Supported by national
approbation, $panish poetry had gloriously flourished; but
it perished when new arbiters of taste, who judged accord-
ing to foreign eprinciples, scould with impunity treat the
Spanish public as an ignorant multitude.! In this collision,
Spanish eloquence sustained no immediate injury. Indeed,
the influence of the French style could not then operate to
its disadvantage, for at the commencement of the eighteenth
century, French prose was fitted to scrve as a model for
clearness, precision, facility, and elegance. But no aspir-
ing spirit now animated Spanish avthors. Books written
in correct prose were produced in sufficient numbers; and
yet no work appeared which deserved particular distine-
tion for rhetorical merit, or which contributed in any
degree to invigorate the literature of Spain.

CIHAPTER 1IL

CONCLUDING PERIOD OF THE HISTORY OF SPANISH
LITERATURE.

The Spanish writers who lived about tfe middle of the
cighteenth century, began to be ashamed of the unwor-
thy bondage which had severed them from all common
sympathy with the public taste. It is doubtful whether, at
this particular period, the nation ir general began once
more to be roused to a sense of its own importance; but

v Bl ignovante vulgo, is the favourite expression of all the Spuhish
Gallicists, whenever they speak of the Spanish public.
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this is certain, that literary patriotism imperceptibly
revived within the narrow circle of Spanish authorship.
Lven several members of the Spanish academy proved
that they were no longer to be satisfied with mere
T'rench elegance. 'I'he works of the sixteenth and seven-
teenth centuries *were again received into favour. Men
vof superior talents arose, who endeavoured to combine
Spanish genius with French elegance; and the literature
of Spain began to acquire a new life.

LA HULRTA.

One of the first who openly attacked the -party of the
Gallicists was the patriotic Vicente Garcia de la Huertu,
a member of the Spanish academy, and librarian to the
king. None but a man whose literary judgments wcre
accredited by the same honourable posts which gave
peculiar weight to those of the Gallicists, could at that
time hope to oppose with success the fashionable opinion
concerning Spanish literature. La Iluerta, however, un-
dertook a dangerous task, for with every talent and right
feeling for genuine poetry, he was by no means a skilful
critic.  In systematic coolness of judgment he was incom-
petent to enter the lists with men of Luzan’s critical abi-
lity. The true principles on which Spanish poetry was
to be defended against French criticism were at that
period not at all understood; and La Iuerta was not the
man to discover them. But his feeling acted in the place
of his judgment. It groped on when abandoned by theory.
and r¢jected every theory to which it could not be recon-
ciled. Conscious of his deﬁoiency, La Huerta was ex-
tremely diflident whenever his opinions came into collision
with those of [.uzan and other academicians. But when
his task was to reply to the observations of French
critics, his patriotic enthusiasm knew no bounds. In ex-
ercising the law of retaliation, he attacked the admired

« Coryphai of the French Parnassus with a degree of bit-
terness which would cast a stigma on his reputation for
taste, did not his othe;r works sufficiently prove him to
haxe been unjust only through the excess of a just indig-
nation. Fortunately for La Huerta, it was not until his



SPANISH LITERATURE. © 413

works had obtained decided credit, that he openly avowed
his hostility to the Gallicists. Among the poems which
first conferred celebrity on his name, is a piseatory eclogue,
which he read at a distribution of academic prizes in the
year 1760. This purely oceasional effusion is written in,
the national lyric style of the eclogues of the best period
of Spanish poetry, and is free from orientalisms.!  Three,
years afterwards, on a similar occasion, he read a mytho-
logical poem in stanzas. These were succeeded by other
poems, also of occasional origin, by which La Iuerta dis-
armed the critics, who might have been disposed to assert
that he wasedestitute of the necessary feeling for French
clegance. The romances Dy which he sought to give to
that style of nitional poefry a new existence in the ele-
gant world, seem to have been written at various periods
of his life. Besides lyric romances, which had not entirely
iost their ancient consideration, he composed narvrative

! The beautiful conumencement of this  Kgloga piscatorio may be
Lanscribed here :—

Bramaba el ronco viento,
v de nubes el sol obsenreerdo
horror al 1ar indomito afindia :
el hquido elemento
de rayos y relmmpagos herido
contra su proprio natural ardu.
Huye la luz del dia
que el fuego interrnmpdo sostituye.
De sus cabaius huye
¢? Pescudor al monte mas veeino
v solo en tan violento torhellimo
rotas quedan del mar en las orillas
Jjareins, entenas, arboles y qullas.

Objeto son funesto
v embaiazo tambien de las arenas
naufragos lenos y humedo velwnen;
y en elemento opuesto °
trueean los hombres aguas de horror lenas,
v las TFocas 1n seen arena lamen,
Con payoroso examen
advierte, destrozado su barqulla
en la tragica orilla
\LCION 3 y en el monte, ann mad segmo
recela Grauco: porque el golfo duro
abandonar si antiguo seno quiere,
y hnir del Cielo, que le azota y hieres
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romances in the old style. In one.of the latter composi-
tions his success is remarkable.! He likewise revived
the Spanish custom of composing pcetic glosses; and
some of his sonnets deserve the highest praise. That he
was well acquainted with Latin “and French poetry is
evident from his metrical translations of some of Ilorace’s
odes, and of several fragments from the works of the
“French poets.?

But he had greater difficultics to overcome in his endea-
vours to restore the Spanish drama to its former lustre.
ITe was not so great a poet as to be able to advance, by
the help of French elegance, in the same coarse in which
Calderon himself’ had lhalted. Calderon’s dramas were,
however, still performed with ‘approbation, i spite of all
that was said by the critics, and La Huerta wrote for one
of these picces a prologue (loa) in the old style. At
length, when he thought he could rely on the favour of a
certain portion of the public, he came forward with his
first cssay in tragic art—namely, his Raquel, (Rachel.)

U The commencement of this romance calls to mind the composition
of the fifteenth and sixteenth centnries :—

Il Afiicano alarido
v ¢l toneo son de las armas
en los valles de Gunnel
1 saludos del Alba:
Que i ser testigo salia
de 1as vietorins, que aleanzan
contra los mfieles Tanas
las enelnllas Castellanas :
Quando el valeroso Iizan
sobre una fogosa alfana,
regalo de Ilacén, Aleaide
de Font-Hacén y Tn Adrada :
Desnudo el nervioso brazo,
y el alborndz a la espalda,
esgrime lo muerte en una
- 'T'unecina cimitarra.
Crece 1a <angrienta lid,
y cl suelo de sangre empapan
Ias azagayas Moriseas
y las E-panolus lanzas,

2 These and the other poems extant Ly La Huerta are inclndai m
the Olras pocticas de D. Vicente Garea de la Huertr, &e My hiid,
17795 in 2 volumes Svo, il
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This tragedy, which was intended to combine the old
Spanish forms with the dignity of the French tragic style,
without being sulfject to the French rules of dramatic art,
was first performed at the court theatre of Madrid in
1778. For upwards of half a century no new drama had
been received with such enthusiasm by,the Spanish pub-
lic. It was represented at every theatre in Spain; and
even before it was printed, upwards of two thousand
copies were taken, and many were even sent to America.!
The Gallicists in Spain now rose in opposition to La
Huerta; but he replied to them in a tone of contemptuous
haughtinessy 'while he alwpys observed the strictest mo-
desty in addressing the puplic.

La Huerta’s Rachel is not a maater-picce; but it is
noble testimony of the poetic national feeling of an in-
genious writer, who exerted his utmost endeavours to
restore the eredit of the Spanish drama.  The subject is
taken from the old history of Castile. King Alplionso
VIIT., who has resigned his heart and his royal dignity
to the fair jewess Rachel, is implored by the people and
ihe nobility to shake off the dishonourable yoke. IIc
hesitates between love and duty, until the spirit of dis-
content, which has been with difficulty repressed, breaks
forth in rcbellion. 'While the king is out hunting, Rachel
is surprised in the palace, and her base counsellor, Reuben,
nmurders her to save his own life; which he only pre-
serves until the arrival of the king, by whom he is hilled
in revenge sfor the death of Rachel. The tragedy is
divided, acedrding to the old practice, into three jornadas;
but, in other respects, it is obvious that the author took
considerable pains to conform, under certain limitations,
to the FFrench rules of dramatic art.  The dialogue pro-
®:eds uniformly in jambic blank verse, without the intro-
duction of sonnets, or any other kind of Metre. All irre-
gular theatrieal pageantry is avoided. The language,
upon the whole, preserves a dignified character; and in
seyeral seenes the tragic pathos is complete.”  But the

1\See the pefaee to the hefore-mentioned (Ghras.

‘or example, 1 the foll wing <peech of Rachel. The kg hes left

herigand she meditates ou the probable consequendes of lus absenec—
»
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composition fails in the distribution of the characters.
Only a feeble light is thrown on Rachel, the heroine of
the tragedy. Her counsellor, Reuben;'is a stupid con-
temptible Jew, whose lamentations in the moment of
danger border closely on the ludicrous;! and the weak
character of the.king, who changes his resolution on
every new impression, frequently approaches caricature.
The author has, however, succeeded admirably in exhibit-
ing a striking contrast in the characters of two Spanish
grandecs:—the one, a base courtier, named Manrique; the
other, Garcia de Casiro, is in all his sentiments and actions
a correct representative of the spirit of ancfent Spanish
chivalry in its purest dignity. In the patriotic portraiture

El cielo os guarde,
Quanto, ay de mi, que os ausenteis, me pesa !
Qué es esto, congojado pecho mio ?
(‘orazon, que temor te desalienta ?
Que sustos te atribnlan?  Ya Castilla,
a mi arbitrio no rinde la obediencia ?
Pues, corazon, que graves sobresaltos
won los que te combaten, y te aquejan ?
Sin duda debe ser, que como el cielo
no te cr1H para tan alta esfera,
como es el Solio regio, mul se halla
tu natural humilde en su grandeza.
Tomen exemplo en mi los ambiciosos,
y en mis temores el sobervio advierta,
que quien se eleva sobre su fortuna,
por su desdicha, y por su mal se eleva.
Mas como asi me agravio neciamente ?
Mi valor, nu hermosura, las estrellas,
¢l cielo mismo, que doto mi alma
de tan noble ambicion, y la fomenta,
no confirman mi merito ? &c.

' He atters the following exelamations, while, at the same time, he
cndenyonrs to eseape from the perils by which he js swrrounded :—

O Lorror! o muerte! o tierra !
como a este desdichado no sepultas ?
Tus profundas entrafias manifiests,
y esconde en ellas mi cansada vida :
librame de los riesgos, que me cercan.
Queé susto! que pesor!  Nadie se duele
de mi?
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of this character, La Huerta’s whole soul is developed;!
and the national spirit which pervades the tragedy, doubt-
less contributed in® no small degree to ensure its celebrity.
La Huerta's tragedy of Agamemnon Vengado, is a work
of trivial importance compared with Rachel. It is founded
on the prose translation of the Klectra of+Sophocles, which
Perez de Oliva produced two hundred years carlier;?  but
it is a remarkable, and by no means unsuccessful attempt
to unite the romantic and the classic forms, according to
the conditions required by a modern audience. Ia Huerta
wrote his Agamemnon in compliance with the wishes of
some ladies of Madrid, whg were desirous of seeing a tra-
gedy in the Grgeian costuge. The place of the chorus is,
after the French manner, supplied by a female confidante.
Part of the scecnes are entirely taken from Sophocles,
others are those of the original remoulded, and some are
new. From the beginning to the end of the tragedy, the
poetic language is admirably preserved; and the alternation
of the rhymeless iambics with octaves and lyric metres,

completes the beauty of the whole.?

! Tn one of the first scenes, Garein de Castro avows his sentiments
to the king with the spirit of a true knight and the fidelity of #
subject :—

Ksa voz, que de escandalo y desorden
el viento puebla, o noble Alfonso Octavo,
Monarca de Castilla, quien por siglos
cuente el tiempo feliz de tu Reynado :
esa voz, que en el Templo originada
profano del Iugar los fueros santos,

y de la Magestad los privilegios
tan injuriosamente ha vuluerado ;
si el fin, »i los intentos se examinan,
y el zelo que la anima contemplamos,
aliento es del amor mas encendido,
voz del afecto mas acrisolado. »
Voz es de tus Vasallos, que de serlo
testimonio jamas dieron mas claro,
que quando mas traydores te parecen,
que quanto los estas mas infamando, &ec.
o 2 See page 217.

3 ehe narrative passages in octaves are excellent. or example :—

Los jovenes de Crisa valerosos,
con la paz de la Grecia mal contentos,

E'E

1
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Finally, La Huerta adapted Voltaire’s Zaire to the
Spanish stage. After he had unquestionably acquired the
right of pronouncing a decided opinion on the literature of
his country, he published his Theatro Hespafiol; and in
fiis prefaces to some of the volumes of that collection, he
launched forth his invectives against the French drama.!
‘La Iuerta’s Theatro Hespasiol is a classic selection from
the incalculable store of Spanish dramas; and the selection
is certainly well made consistently with the plan which he
had adopted. With the view of marking his hostility to
the Gallicists, he selected only those Spanish comedies
which are particularly distingnished for ingenuity in in-
vention and eclegance in exccvtion.  Thns, upwards of
three-fourths of the whole collection consists of comedias
de capa y espada, chiefly from the pen of Calderon. But
for this very reason the work does not properly fulfil its
title, as it exhibits the Spanish theatre only under one
point of view. La Iluerta has not even selected a single
piece from Lope de Vega, beeause the plays of that great

pues Troya ya vendida, o cus fogosos

espiritus fultuban los fomentos,

purR ejereer sus biios generosos,

y noble alarde hucer de sus alientos,

disponen una fiesta, en que se encieria

retiato vivo de mentida gueria,
Previenense caballos y hibreas,

njustanse divisus y colores:

a aquel adornan joyns y preseas,

este copin al escudo sus amores,

Quanto o1o dan las minas Kuropéas,

y quantos brotan en Oriente olores,

erun a la lueida compaiiin

wdorno, gusto, brillo y bizania, &e.

1 This collectiost, wlieh has been so frequently alluded to in the
comse of the present work, is cutitled—2%eatro Hespaiol, por Don
iteente Gareid de la Huerta, Madrid, 1789, sq. in 16 volumes, small
octavo.  The 1Gth volume, which contains some critieal notices 1m the
form of an appendix, was published ouly lately. The 15th vowume,
which bears the title of Suplemento, comprises the tragic dramos, { La
Huerta himself; and (the 14ith volume presents u choice select on of
burlesque interludes.  The work also contujns an alphubetic . st of
nearly wll the dramas 1n the Spauish lunguage, which is extremely , seful.
"T'he title is eharacteristic, from the substitution of the word IIespg sol for
Espaitol, nocording to its Jderivation from Hispanus.
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dramatist were not sufliciently clegant for his purpose :
neither has he granted a place to the most beautiful of
Calderon’s heroic’comedies, being deterred from inserting
them by their irregularity; and in conformity with the
plan he had laid down, he could with still less propricty
admit an Aulo into his collection. By this work, he how-
ever attained the objects he had in view, which were to®
restore the Spanish national comedy to its honourable
place in literature, and to vent his feelings of indignation
against the Gallicists. He treats the Italian authors, who
had openly avowed their disapproval of the Spanish drama,
with no les# Scverity than dic evineed towards the French
critics. Quadgio, Tirabosghi, Bettinelli, and other writers
« of the same race,” (de la misma raza,) are denounced by
La Muerta as malignant and envious critics. IIe accuses
Signorelli, of ¢ notorious falschood.” “Puecrile egotism,” he
says, “is the soul of French criticism.” The frigid cold-
ness of French tragedy was with him more offensive than
the neglect of rules in the Spanish drama. Racine, the
favourite tragic writer of the Irench school, owed his fame
solely to the “ dull scrupulosity,” which he observed in
composing his tragedies, but not to the “ masculine vigour
of genius, or the fire and spirit of fancy.” The ¢ natural
sublimity” of Spanish genius could not be restrained by
the fetters of the French school.  Luzan, though in many
respects a very estimable author, was imbued with pre-
judices. Velasquez, with all his delicacy and erudition,
had fallen iffto the errors and misconceptions of Luzan.
In general, Spanish poctry had, like the Spanish nation, a
certain oriental character, which, in his opinion, it should
preserve. Irench imitations of Spanish dramas of in-
trigue are declared perfectly insupportable; and, in par-
tfeular the Marriage of ¥igaro, whichs hie says, “is a
comedy altogether contemptible,” (dcspreciada en todus

suNpartes.!

;Ya'l ITuerta remained a debtor to the public for the cri-
ticr? grounds of these denunciations, which called forth-
the pitterest answers from the adverse party, and also for

1 'Chese expressions are collected from the prefaces to some of the
volwles of T.a Huertws Z'heatro Hespafiol. 1t is not necessary td give
precif,‘ refereuces to passages. » ' ’

‘EE2
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a reply 4o his opponents. He asserted briefly and bluntly
that those opponents were merely “an absurd set of cynical
and drivelling critics, the vehicles of envy, ignorance, and
imbecility.” What might not this patriotic author have
cffected had he been as energetic in his reasoning as in his
censure! He nevértheless appears to have contributed more
Fhan any of his contemporaries to produce a re-action in
Spanish literature, which was indispensable to give to that
literature the opportunity of again acquiring poetic cleva-
tion.
SEDANO.

The publication of the choie® Spanish poems, collected
by Don Juan Joseph Lopez de Sedano, was a circumstance
which favoured the restoration of the poetry of the six-
teenth and seventeenth centuries to its proper place in
Spanish literature. This work appeared in the year 1768,
under the title of the Parnaso Esparol ; but there cer-
tainly would have been little difficulty in producing a bet-
ter collection. The notions which Sedano entertained
respecting religion and morality have induced him to mingle
not a few bad and indifferent productions with poems of
superior merit; and it was by no means a happy idea to re-
print long translations, such as thewhole of Tasso’s Amynta,
when so much of the rich fruit of the original Spanish
stock remained ungathered. But the undertaking was
praiseworthy; and the biographical and literary notices
annexed to the work rendercd the Spanish public once
more acquainted with estimable authors whom it ought
never to have forgotten.

YRIARTE. )

Tomas de Yriarte, gencral archivist to the high council
of war, and translator to one of the ministerial dep .rt-
ments of state in Madrid, combined French elegance 'vith
the ancient forms of Spanish poetry in a manner ,ery
different from that of La Huerta. After having acql{qred
a certain degree of reputation by several translation’ of
French dramas, ‘by original poems in the Latin langf age,
and various other literary labours, he obtained mop. de-
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cidedly the favour of the eleg:_mt pox_‘tion of the Spanish
public by his Fubulas Lz'ternrzas., (Literary Fables,) first
printed in the year 1782 Yriarte conceived the novel
idea of rendering literary truths, many of which may at
the same time be regarded as moral truths, themes fu
fables in the style of «Esop; and of composing these fubles
in cvery variety of verse which was in any way applicable=
to them. No classical fabulist had hitherto appeared in
Spanish literature. Yriarte’s fables are, however, not only
remarkable for their classic language and excellent versifi-
cation, but they possess a peculiar charm of style which
may be midtaken for a happy imitation of the manner of
Lafontaine,stheugh it is te be traced to a different source,
Like Lafontaine, Yriarte had a true feeling for that deli-
cate harmony which is so indispensable to the fabulist, and
for that spirited infantine style, which, in gracelul gossip,
playfully unfolds the truth, as it were intuitively, and as it
ought always to be disclosed, in apologue, without the
slightest trace of didactic design. He had no need to turn
to the writings of foreigners in quest of the literary ele-
ments of such a style. It was only necessary to combine
the exquisite simplicity of the old Spanish romances and
songs with the true spirit of /Ksopian fable, and his nar-
rative style could not fail to assume the tone in which it
so successfully rivalled the manner of Lafontaine. Accord-
ingly, among Yriarte’s sixty-seven literary fables, those
composed in redondillas and other kinds of Spanish national
measures, pdssess the superiority in point of graceful exe-
cution. Some are not remarkable for their didactic merits.
But even when the idea, or what is styled the moral, pre-
sents no particular interest, Yriarte’s fables please by the
graceful handling of the subject. An example of this may
be seen in the fable which describes the Ass finding a flute
in a meadow. Accidentally breathing into the lip-hole with
h1 nose, and hearing the tone of the instrument, he per-
su:fles himself that naturc Las qualified him for a musician,?

’!l‘hey are included in the first volume of the Coleccion de Obras en
ter.r y prosa de D, Tomas de Yriarte, Madnd, 1787, 8vo.

2 "ubles cannot be judged of from fragments; therefore the® sub-
Joine  which is in the popular song form, iy transeribed gt length :—
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‘Whether Yriarte wholly invented these fables, is a ques-
tion which can only be decided by laborious investigation.
One of the number, in so far as regards the lesson or
moral, precisely resembles Gellert’s fable of the Painter in
Athens.! Yet this circumstance by no means warrants
the inference thas it is borrowed.

Este fabulilla,
Salga bien, & mal,

Me ha occurrido ahora
Por casualidad.

Cercu de unos prados
Que hai en mi Lugar
Pasaba un Borricv
Por casualidad.

Una flauta en ellos
Hall6, que un Zagal,
Se dexi olvidada
Por casualidad.

Acercose a olerla
El dicho animal;

Y dio un resoplido
Por cusualidad.

Fon 1a flauta el aire
Se hubo de colar;

Y soné la flauta
Por casualidad.

Oh'! dixo el Borrico:
Qué bien sé tocur!

Y diran que es mala
La masica asnal.

Sin reglas del arte
Borriquitos hai
Que una vez aciertan
Por casualidad.

Southey hes very happily imitated this fable in English.

1 This fable may likewise be inserted here. It is particularly re-
markable for the happy employment of the redondillas :— ‘
Un oso con que la vida
. Ganaba un Piamontes

La no mui bien aprendida

Danza ensayaba en dos pies.
Quericndo hacer de persona,

Dixo,a una Mona: Qué tal?

FEra perita la Mona,

Y respondiole: Mui mal.
Yo creo, replici el Oso,

Que me haces poco fuvor.
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Considerable praise has been bestowed on a didactic
poem by Yriarte, entitled Music;' but with all the merits
which this production may in other respects possess, it is
no less deficient in the true characteristics of a didactic
poem, than are the earlier essays of the Spaniards in th/
same class. It is judiciously conceived, executed with
the requisite elegance of language, and contains many pas-.
sages which are by no means destitute of poetic beauty.?

Pues qué ? mi aire no es garboso ?

No hago el paso con primor?
Estaba el Cerdo presente,

Y dixo: Bravo® bien va!

Bailarin mas axcelente

No se ha visto, ni vera.
Echo el Oso, al oir esto,

Sus cnentas alla entie si,

Y con ademan modesto

Hubo de exclumar asi :
Quando me desaprobuba

La Mona, llegué a dudar:

Mas ya que el Cerdo me alaba,

Mui mal debo de bailar.
Guarde para su regalo

Esta sentencia un Autor:

Si el sabio no aprueba, malo !

Si el necio aplande, peor!

' Lo musica, poema. It has been several times printed. In the
Obras de D. Tomas Yriarte it occupies one half of the first volume.

2 J'or example, the following lines, which occur at the commence-
ment of the second canto of the poem, and which relate to the inven-
tion and progress of music.

En la mas deliciosa
Y mas poblada aldéa
De 1a feliz Arcadia residia
T.a Zagala Criséa,
Que asi como de hermosa
Se llevaba entre mil la primacia, .
Tambien por desdefiosa
Ganod justa opinion y nombradia.
Con tal delicadeza
De vido 1a crido Naturaleza,
Y alma la did tan docil, ¢ inclinada
A sentir de ln Msica el eucanto,
Que en todn aquella ristica morada
86lo algunos Pastores
Diestros en el taiiido y en el canto
Osaban aspirar & sus favofes, &c
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But the systematic form is not disguised by poetic compo-
sition. Instead of diffusing a poetlc interest over the
truths to be inculcated, and presentm" even the instruction
as a picture of the imagination, according to the proper
vhouo'h seldom realized idea of a dldactxc poem, Ynarte,
like most didactic poets, regarded instruction as the main
-=object, and the creations of poetic fancy merely as acces-
sory embellishments: thus three-fourths of his work con-
sist only of elegantly versified prose.!

LEON DE ARROYAL. ‘.

To give an account of all the,, poets, whg a,.f the latter
end of the eighteenth century contributed *to restore the
credit of Spanish poetry, is a task which must be consigned
to other historians of literature who may possess favour-
able opportunities for becoming intimately acquainted with
the more recent productions of Spanish genius. A con-
siderable number of bibliographic notices which would con-
tribute to the accomplishment of this object are extant.?

In taking a survey, however, of the latest period of the
history of Spanish poetry, the odes of Leon de Arroyal

1 The following passage, which is mere prose, immediutely succeeds
the invocation to Nature at the commencement of the poem :—
Las varias sensaciones corporales,
Del corazon humano los afectos,
Y aun las mismas nociones ideales,
En diversos dialectos
Se expresan por los d6rganos vocales,
Pero si, estando €l animo tranquilo,
Inspira simples y uniformes sones ;
Quando se halla agitado de pasiones,
Nueva inflexion de acentos da al estilo :
1 tono de la voz, alza y sosticne;
Tan pfonto le retarda, o le acelera;
"Lyn pronto le suaviza, O le exdspera;
Cbn encrgicas pausas le detienc ;
T.e da compas y afinacion sonora,
. Y a su arbritrio le aumenta, 6 le minora.
2 The Bibliothece Espuiola de los mejores escritores del ve Yradq de
Carlos III. ; por D. Juan Sempére y Guarinos, &c. Madrid, 1789, in
U volumes, Bvo, may be consulted with advantage. Useful particulars
respecting the latest Spanish productions in polite literature may also
be found 1n t.h% publications of some recent traseilers, /
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must not be overlooked.! Though these odes are inferior
to the older Spapish productlons of the same sort, yet
some of them are distinguished, not indeed for bold, but
for airy flights of fancy,? and for harmonious versnﬁcatlon
At the time of their appearance there were likewise puﬁ:-
lished anonymously some anacreontic songs by a lady, who
imitated Villegas with grace as well as with decorum.t "

1 Las Odas de D. Leon de Arroyal.  Madrid, 1784, in 8vo.
2 For example, the commencement of the ode to Field-marshal Na-
valiermosa,
' Precioso es gl dinmante,
y esmeralda de Oriente,
& el oro mas Jue todo apetecido,
y cadn qual bastante
a saciar de la gente
vulgar el vil espiritu abatido,
que nunca ha conocido
el precio que se encierra
en los claros honores de la guerra.
Una verda corona
de Jaurel, a de oliva,
«a un espiritu humilde es despreciable ;
pero no al que a Belona
sigue, para que viva
su nombre entre los hombres admirable.
Nada hay tan codiciable
como la heroyca fama
al que de si lo mas precioso ama.

3 Particularly in the verse which the Spaniards call Rimas Proven~
zales—\iz., @
. Ay, verde bosque ! ay, soledad amada!
ay del manso arroyuelo umena orilla,
do Ia simple avecilla
con trinos al Pastor humilde agrada!
do la blanca y pintada mariposa
besa la rosa,
y el gilguerillo
en el palillo
de Ia alta encina
amante trina,
micntras favonio y cifiro sopiando, .
el prado van de tlores esmaltando. -

4 The foilowing song will afford a spccime'n of the poetic talent of
this unknown authoress :

Por Endimion la Luna
desde los cielos baxa,

¢
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JUAN MELENDEZ VALDES.

But a poet of the graces, who has had but few equals
uyen in the golden ages of Spanish poetry, and who excels
in his particular sphere, remains to be noticed. This orna-

Junent of modern Spanish literature is Juan Melendez
Valdes, a doctor of law, and professor of polite literature
in Salamanca. A delicate fancy, ever lively, yet ever true
to nature; an uncommon intensity of feeling; graceful
turns of thought; a classic precision and elegance of lan-
guage, and the most pleasing flow of versification, are so
happily combined in this author’s works, that the critic’s
task must be panegyric if he be not totally insensible to
the charm which such a phenomenon presents in modern
poctry.! At an early period of life, Melendez began to
retrace the footsteps of Horace, Tibullus, Anacreon, and
Villegas. But, as he must have felt that the luxuriant
graces of his Spanish model were not to be excelled, his
imagination appears to have spontaneously applied itself to
a more exquisite painting of amatory ideas and images,
and to the dignifying of that kind of poetry by a certain
moral delicacy to the observance of which Villegas at-
tached too little importance. The joys, sorrows, and
sports of rustic love, rural festivals and amuscments, are

dexando el blanco carro
por una cueba parda.
Por Adonis Citeres
a pie corre y descalza,
colorando las rosas
con sangre de sus plantas.
Pues si hasta las Deidades
sienten de amor la llama,
¥y por amar descienden
Me divinas & humanas :
Que har¢ yo estando herida
de 1a amorosa llaga,
si no darle & mi dueiio
corazon, vida y alma ? *
! T have seen only the first volume of the Poesias de D. Juan Me-
lendez Valdés, Madrid, 1785, in 8vo. The contents of the sccond
volume are specified in a preliminary notice to the Bibliotheca Espa-
fola of Don Juan Sempere. = See note 2, p. 424.
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the materials which confer a peculiar character on the
anacreontic effusipns of Melendez. Were it not that the
picturesque descriptions sufficiently indicate the Spaniard,'
his verses might sometimes be mistaken for translations

from an English or German poet. Nothing can surpads
some of his descriptions in the graccful colouring of-tenden

sentiment.? It is only necessary to bestow a slight glance

I This will be obvious even from a fragment; as, for instance, the
following passage, which occurs in the description of & rustic dance :—
Ay! que voluptuosos
Sus pasos! gomo animan
Al mas cobarde amante,
Y al mas hdlado irritan !
Al premio, al dulce premio
Parece que le brindan
De amor, quando le ostentan
Un seno que palpita.
Quan docl en su planta !
Que acorde a la medida
Va del compas ! lns Gracias
Parece que la gman.
Y ella de frescas rosas
La blanca sien ceiiida
Su ropa libra al viento,
Que un manso soplo agita,
Con timidez donosa
De Cloe simplecilla
Por los floridos labios
Vaga una afuble risa.
A su zagal incauta
Con blandas carrerillas
- Se llegn, y vergonzosa
Al punto se retira; &e.
2 For example, the following short idyl, as it may properly be deno-
minated :—
Siendo yo nifio tierno
Con la nifia Dorila
Me andaba por la selva
Cogiendo florecillas,
De que alegres guirnaldas
Con gracia peregrina,
Para ambos coronarnos,
Su mano disponia. .
Asi en nifeces tales
De juegas y delicias
Pasabamos felices
I.n? horas y los dias.
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on the compositions of Melendez to feel the injustice of the
reproach cast on Spanish poetry by a French traveller,
who observes ¢ that the Spaniard is so completely a citizen,
that not even in his poetry does he manifest a taste for
tural life.” This reproach, which is probably only directed
againat the poetic writers of the present day, would be un-

~worthy of notice were it intended to apply to the Spanish
poets of the sixteenth and seventeenth centuries, whose
numerous pastoral compositions abound in descriptions of
rural scenery, and evince an intuitive perception of the
poetic beauties of unsophisticated nature. Be this as it
may, the Spanish academy thought proper, i the year
1780, to award a prize for the best poem in preise of rural
life; and on this occasion Melendez gloriously competed
with Yriarte.

Besides the anacrcontic poems of Melendez, his lyric
romances, his popular songs, in which the old national
style is combined with modern clegance, his romantic
odes, his elegies and his sonnets, must be numbered

Con ellos poco a poco
La edad corrié de prisa,
Y fué de la inocencia
Saltando la malicia.

Yo 1o sé: mas al verme
Dorila se reia,

Y & mi de solo hablurla
T'amnbien me daba risa.
Luego al darle las flores
F1 pechio me latia,

Y al ella coronarme
Quedabuse embebida,
Una tarde tras esto
Vimos dos tortolillus,
Que con tremulos picos
Se halagaban amigas.
Alenténos su exemplo,

Y entre honestas caricias
Nos contamos turbados
Nuestras dulces fatigas.
Y en un punto, qual sombra
Volé de nuestra vista

T nifiez; mas en torno
Nos dio el Amor sus dichas.
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among the best productions in Spanish literature.! How
admirably he succeeded in the composition of poetic
epistles is proved’by the classical dedication of his poems
to his friend Jovellanos.2 He has rendered service to the
Spanish theatre by dramatizing the story of the rich

Camacho from Don Quixote. He is glso the apthorof
several treatises on moral and philosophical subjects.

1 As a speeimen of the Spanish sonnets of this Iatter period, one from
the pen of Melendez may with propuety be chosen in preference to
many others :—
Qual suele abeja inquieta revolando
oBor dorido pensil gntre mul rosas
JHasta venir 4 hyllar las mas hermosas

Anllar con dulee trompa susurrando.
Mas luego que las ve con vaelo blando
Baxa y bate las alas vagarosas,
Y en medio de sus venas olorosas
El deliendo aroma esta gozando.
As1, mi bien, el pensamiento mio
Con dichosa zozobra por hallarte
Vagaba de amor libre por el suclo.
Pero te vi, rendime, y mu albedrio
Abrasado en tu luz goza al mirarte
Giracias que cnvidia de tu rostro el ciclo.

2 I'he numerous collection of specimens in this volume shall close
with a fragment of this epistle, which deserves to rank among the pro-
ductions that reflect honour on Spanish literature :—

—— Oh que de veces

Mi blando corazon has encendido,
Jovino, con {1, y en lagrimas de gozo
alNuestras platicas dulces fenecieron !
Que de veces tambien en el retiro
Pacifico las horas del silencio

A Minerva ofiecimos, y la Diosa
Nuestra vos escuchd ! Las fugitivas
Horas se deslizaban, y embebidos

F1 Alba con el libro aun nos hallaba.
Pues que, si huyendo del bullicio irgano
En el real jardin......Adonde, adonde
Haleis ido momentos deliciosos!
Disputas agradables, do habeis ido !
Tu me llevaste de Minerva al templo:
Tu me llevaste, y mi pensar, mis luces,
Mi entusiasmo, mi lira, todo esstnyo.



430 HISTORY OF

BRIEF NOTICE OF SEVERAL MORE RECENT LITERARY
PRODUCTIONS OF SPAIN.,

N If the above information respecting some of the
latest_Spanish poets be connected with the general
observations and bibliograplic notices in the preceding
part of this history, it will plainly appear that the revival
of polite literature in Spain must have been on the one
hand accelerated, and on the other retarded, by the pro-
gress of modern science and philosophy, during the latter
years of the eightcenth centyry. The périod of the
triumph of the Gallicists is doubt]ess past, howgver numer-
ous the adherents of that party still may be. But in
general the Spaniards of the educated and refined classes
blush for their ancient prejudices, and observe, with
regret, that Spanish literature is now only labouring to
acquire what it long ago neglected. In order to raise the
clegant literature of Spain to a level with that of other
cultivated nations of modern Kurope, it is decmed ncces-
sary to continuec with persevering spirit to translate,
adapt, and imitate every forcign work which attains any
degrec of celebrity. In this concurrence of the spirit of
forcign literature with the ancient national spirit, which
is by no means suffered to perish, more than one decen-
nial period of the present century will probably clap-c cre
Spanish poctry resume its original independence.

Among their modern dramaq the Spamm\h p.\rtlcu-
larly estoem the regular tragedies of Nicolas Fernander
de Moratin, and the comedles of Ramon de la Cruz, who,
previous to the year 1784, was computed to have written
upwards of two hundred interludes in the old style.
Spanish translations of the tragedies of Corncille and
Voltaire, of the plays of Moliere, and other French comie
writers, and 6f the sentimental dramas of Mercier, hawe
also been reccived with approbation. Don Leandro Fpr-
‘nandez de¢ Moratin, who must not be confounded with his
namesake, travelled at the expense of the Spanish govern-
ment to study the dramatic literature of the different
natiqns of Europe; and since his return to Spain, a con-
siderable pension has been granted to hiy1 as a reward for
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one of his dramatic productions. He has rendered the
tragedy of Hamlet into Spanish, and is expected to give
to his countrymern a complete translation of Shakespeare.
Don Luciano Francisco Comella, who is mentioned in
literary journals as one of the rivals of Leandro de Mo-
ratin in comic poetry, appears to be a very prolific writer,
and inclined to the old national style. Don Theodoro de la
Calla has attempted to give Shakespeare’s Othello in
Spanish, from a F¥rench translation. Comella has also
dramatized several recent historical events, among which
are some points in the history of Peter the Great and
Catherinc [4. of Russia.

The Count de Norona has particularly distinguished
himself as a writer of lyric poetry, and has also translated
Dryden’s Alexander’s Feast into Spanish verse.

Joseph Vasquez Cadalso, and the younger Moratin,
may be ranked among the most successful writers of
satirical poctry which Spain has recently produced.

Diana, or the Hunt, by the elder Moratin; the Happy
Man, by Almeida; and the Happy Woman, by Morino,
are the latest productions in didactic poetry. A Spanish
tianslation of How to be always Merry, from the Ger-
man of Uz, also occurs in the notices of new Spanish
poems.

The old ambition of the Spaniards to distinguish
themselves by some production in epic art has again re-
vived. A work of this class, entitled, Merico Con-
quistada, Wy Don Juan de Escoiquiz, has excited some
attention. ¢

Spanish pastorals in the old national style are associated
with translations from the German of Gessner,

The collision of the national and foreign styles is
sstrikingly exemplified in the Spanish romance literature
of the present period. The old romadee of Cassandra
lLas lately been re-printed; and a new one in the old
style, entitled, Leandra, has also made its appearance.
All the English and French novels which obtain any,
celebrity, are now translated into Spanish.

Elegant prose, which was earlier cultivated in Spain
than in any othenpcountry in Furope, seems at length to
have emancipatfl itself from the Gongorism which
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threatened its destruction. The prevailing study of
French prose in Spain has no doubt proved favourable to
the revival of the pure eloquence of the writers of the
sixteenth century. None, indeed, of the more recent
works in Spanish prose is eminently distinguished for
rhetorical composition; but on the other hand, among
‘these publications' it would be difficult to mention a single
book of science, whether original or translated, which is
not written with a certain degree of purity and elegance.
An historical work in the Spanish language has been for
some time announced, and is probably now before the
public. It is a Ilistory of America, by D. Juan Bautista
Mufioz, professor of philosophy at Valencia. The inten-
tion of the author is to exhibit the cohduct of the
Spaniards in America in a point of view different from
that taken by Robertson; and the work is said to be re-
markable for beauty of style.

The Art of Rhetoric,! by Don Antonio de Capmany,
a member of the Spanish Academy of Ilistory, atfords a
new proof of the importance attached by the Spaniards to
the cultivation of clegant prose. The preface to this work is
particularly instructive. The book itself contains no new
truths, but it presents the old ones well arranged and
judiciously selected. Capmany’s work, and particularly
the preface, clearly shows that Spanish rhetoric is still, in
some measure, divided against itself. The classic prose of
the sixteenth century is again esteemed. But in any endea-
vour to restore this prose unchanged, it mustsbe difficult
to avoid the appearance of affectation; for, sirice the pre-
valence of the French taste, many Spanish words and
phrases, which were formerly classical, have now be-
come antiquated, while on the other hand, old words
and phrases have been introduced from the French. Thd
party of the pudists, as the adherents of the old style
are denomimhted, have the prevailing language of the
polite world against them; while the polite world and
.the partisans of the French style can adduce no good
“reasons for rejecting the old style, which is acknowledged

! EKilosofia de la Eloquencia, por Don AnfonL‘) de Capmany, da-
drid, 1777, in 8vo,
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to be pure Castilian. Capmany is decidedly favourable to
the new style.! IHowever, this conflict will not prove
injurious to Spanish rhetoric, if each party be willing to
make concessions, in order that the old style may be
fundamentally preserved, and yet be so modified as to
«onform, without aftectation, to the new,ideas and forzs-..
of language introduced by modern thinking.

All these facts, considered in their connexion as a
wlhole, leave no room to doubt that the polite literature
of the Spaniards may again rise to its former glory, if’
{favoured by the ancient national spirit, to whose genial
influence it ¢8wes its existence.  The two academics of
polite literature, (de bugas letras,) at Bareclona and
Seville, may likewise contribute to the fulfilment of this
object, if they seriously devote attention to it.  The
talent of the Spani~h improvisatori, who are said to be in
no way inferior to those of Italy, may also be directed to
the revival of the ancient popular poetry.  Since the
works of the poets and clegant prose writers of the golden
age of Spanish literature have lately been republished in
elegant editions, and universally cirenlated, and since the
new demands of reason and scicnee have promoted the
development of the mental faculty in Spain, the hest
results may be cxpected from the union of elegant and
philosophie literature.

CONCLUSION,

It is only gfter having daly studied the polite literature
of Spain in all its parts, with the interest attached to
literary investigation, that it is possible to characterize it
as a whole, and to obtain possession of the results which
sych a characteristic judgment ought to present.

I. Spanish poctry is more decidedly nasional than any
other branch of modern poetry in Lurope. liven the
Italians have only transferred their spirit and character
into forms; which, though ennobled by a genial classie
refinement of style, were originally derived from the Pro-
vencals,  But the Spanish, or, to speal with more preci-

He employ =, withoi@ hesitation, the words detalle (from the Fiemeh
éady) und inferesante R the sense of the Irench iniérn.s.sgul, &Le.
L]
Hr
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sion, the Castilian poetry, which arose in the neighbour-
hood of the Provencal, is a peculiar stream from the
romantic Parnassus. When the Spanlards admitted the
Ttalian forms into their poetry, they did not transfer the
old Spanish character to thosc nationalized forms in the
ne manner as the Italians, by classic improvement of
style, and ecnlargement of the boundaries of romantic
composition, converted the Provengal poetry into pure
Italian poetry. The Spanish pocts made the classic
purity and polish of the Italian forms subservient in a
new manner to the orientalism of their ancient national
literature. A tendency to the old orientaltsin is indeed
plainly perceptible cven in the works of the few Spanish
poets, who were the most disposed, like Luis de Leon,
Cervantes, and the two Argensolas, to adopt the opinions
of the ancients and the Italians with regard to the correct-
ness of ideas and images. This or ientalism of the Spanish
character and poetry haslong been disapproved, and is now
decidedly pronounced bad taste because the guneral idea
of poetry, which is the smne for all ages and all nations,
is superseded by Greek, Italian, or I rench national ideas;
and thus that beanty which is general, is made subject to
particular and subordinate laws.  But as long as the ideal
creations of imagination are mnot cutirely at variance
with reason and nature, they may far overstep the boun-
daries of the Greek and other rational forms, without
violating the supreme laws of the beautiful. A true
theory of taste should thercfore induce us t8look beyond
all factitious limits of the creative and platic powers of
imagination for a critical point of view, which has only
nature and reason for its bases. Considered from such a
point of view, that orientalism, which is ridiculous and
absurd, beeomgs at once distinguishable from that which
bd(m'rs to the truly sublime and beautiful, Spanish poets,
it is true,” have often failed to observe this distinction.
But owing to the usual mode of estimating Spanish lite-
rature in the mass, justice has not been done to that
genuine beauty which it so conspicuously discloses even
m the midst of absurdity.
JL This unjust system of criticisn appears to account
for the very slight attention paid to tbu high elegance and
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classic purity of a considerable portion of the polite lite-
rature of Spain. Tn this respect Cervantes alone out-
weighs a whole Yost of the correct fa‘rallicists, whose
highest merit is to have written interesting prose in well
constructed verse. Metrical elegance is indeed a distin-
guishing property in many of the most jrregular produc-
tions of the Spanish poets; this is evident in their
comedies, and more particularly in the comedies of Cal-
deron, which present the highest charm of rhythmical
harmony.  On this occasion, the classic prose of the
golden age o.f Spanish literature ought also to be brought
to recollection. In the mumber of prose works distin-
guished foreclpgance of etyle, and intellectnal energy of
composition, the literature of Spain far surpasses that of
Ttaly.

LII. The deficiency of one kind of riches in Spanish
literature is amply compensated by the abundance of
another kind, which is in a great measure peculiar to that
literature, and which has manifested itself in an incon-
ceivable number of works.  The portion of lyric poetry
in which the Spaniards have imitated the Ttalian forms
tolerably counterbalances the amount of Ttalian poetry in
the same style.  But if to that portion be added the whole
store of lyrie romances and songs in the old popular style,
a multitude appears which sets caleulation at defiance.
Nothing, however, could he more absurd, than to estimate
the poctic fertility of a nation according to the number
of works effled poems, which 16 may possess. From the
sum of genuine poetry actually existing in any consider-
able number of such works, though it should be visible
only in the seed or in the bud whieh has withered in the
opening, the balance must be struck when the poctic
riches of nations is the subject of comparison. If the
mere number of productions were to decide, Italy would
be as rich in dramatie literature as Spain.  But in [taly,
it unfortunately happencd that scavcely any writers, ex-
cept those of middling and even inferior talent, laboured
to increase the stock of Italian dramas to infinity. In
Spanish dramatie literature, on the contrary, the most
fertile writers shdv themsclves to be great poets, qven
amidst their faults} According to the same pginciple, the

Fra°*
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multitude of nominal epic poems which have appeared in
Spain, and in which scarcely a feeble spark ot the true
epopee is discernible, must not be taken into account in
estimating the poctic treasures of Spanish literature. A
single canto of Ariosto or Tasso is worth all the Spanish
epic poetry thatever was written.

IV. Of all the poets of modern times, those of Spain
can alone be regarded as the inventors of the poetry of
catholic mysticism, which they have employed in a very
ingenious, though, it must be confessed, not in an exem-
plary manner. Only those who are completely dazzled by
the brilliant side of Spanishe poetry can ¥efuse to ac-
knowledge that the character wf the sacred comedy is
monstrous, even as it appears in the Autos of the cstim-
able Calderon. But, on the other hand, the affectation of
philosophic criticism must have deadened all susceptibility
for that bold style of spiritual poctry in him who denies
to the Spanish Autos the possession of beautics, which
deserve to be admired. 'What might not this poetry hav:
become, had reason extended her influence over it in a
more powerful degree, not, indeed, to reduce it to the level
of prose, but to divest it of the mask of caricature, while
soaring in the lofty regions of mystic invention!
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Asittr, Pedro Ssimon de, 195 '

Acadonun Selvaje (Academy  of Sa.
vages), a literary society in Madrid,
$0 named, 298,

Academy, Royal, of Spain, 110; dic-
tionary publish@d by, 387.

Acqnaviva, cardinal, 213,

Acuna, Fernand8 de, a Spanish goet
of Portuguese extraction, 179

Aineud, the, translated mto Castilian
prose by Gregorio Ferranders, 187.

Awamemnon Vengade, o tragedy by La
Huerta, 117,

Agr deza y arte de Ingenio, by Lorenso
(iracian, 82,

Alarcon, Juan Ruiz de, 378.

Alarcos. count, the romance of, 37.

Alba, duke of, in the Netherlands,
106, 225 ; letter from, to Don John
of Austria, 227.

Aleazar del Secrcto, El, by Antonio de
Solis, 375.

Alcazar, Balthazar del, 299, 527,

A'rocer, La fuente de, anarrative poem,
by Felipe Mey, 157,

Alcman, Mattheo, author of Don Gouz-
man de Alfarache, 321 ; translations
of Don GuzmeM, 521 ; its continua-
tion by Mattheo Tuzan, 322,

Alexandrines, introduced into Spanish
poetry by the monks, 15; origm of
the name, 19; prayers, monastic
rules, &c , in Castilian Alexandrines,

obY Gionzalo Berceo, 20.

Alevandro Mugno, the Alexandrine
verse said to have derived its name
{rom this pocm, 19,

Algerines, Cervantce: taken prisoner
by the, 252,

Allegorical dramna, by the marquis de
Villena, 53.

Allegory, its source, 60 ; taste for it in
tie reign of John IL, 8.

Alicgorical elegy on the death of the
Marquis de Villena, l" the Marquis
de Santilluna, 56.

Almeida, author of a didactic poem,
131,

Almenas de Twro, Las, an historical
comedy, by Lope de Vega, 261.

Almogaver, Juan Bosean—see Boscan.

Alphonzo X, king of Castile, his
verses in the Gaheian dialect, 7,
his literary talent, 20; his par-
tiality for the study of alchymy;
his attention to the cultivation of the
Castilian language, 21; the Bible
translated by his order, 22, his
favour to the Troubadours, i,

Alphonso XI, author of n gencral
chironicle of Redondillas: the works
he caused to be written in Castilian
prose, 23, .

Alvaro, Bishop of Cordova, his Indicrels
Lunanoso, 2.

Amadis de Gaul, 32 5 the author of the
first or genuine Amadis, 2 ; influ-
ence of the work on the national
literature of Spain, 33; the work
not of I'rench origin, 34 ; Cervantes”
opinion of it, ¢/, ace note.

Amanllis, a pastoral romance, by
('hristoval Suarez de Figueroa, 301.

Amescua, or Mescua, Antonio Mira
de, a dramatic poet, 377.

Amor Despreciando Rievgos, 2 play by
Rebolledo, 53,

Amplatryon, the, of Plautus, trans-
lated into Spanish by Villalobos,
physician to Charles V, and by
Perez de Oliva, 197.

Amynta, Tasso® Spanish tran-lation of,
346,

Anacreon, translations from, by Vil.
legas, £39, 343; imitated by Lu-
zan, 40%. .

Anacreontic songs, by an unknowrt
poctess,ed25.

Anecdotes of Spanish history in the
old historical romances, 38,

Answer tv Ihego Mendozu, the best
epistle of Boscan, 119,
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Antholozy of Spanish poets, compiled
by Pcelro Espinosa, 303, vee also
nole.

Antonio and Nicholag, romance wri-
ters of the thirteenth century, 20,
22, e also note.

Arabs, the, 1 ; cultivation of| 2 ; their
language before the era of Ma-
homet, +/%; Arabic verses composed
by the Spamards, 3, see also note.

Arancana, an epic pocm by Alonzo de
Freilla y Zuniga, 288,

Aretino, Pictro, 160

Argenis, o political romance by Icl-
heer de Salas, 322.

Argensola, Leonarde de.
ardo,

Argote y Molina, Gonzalo, 300.

Arguijo, Juan de, 3013,

Ariosto’s Orlando, continuation of, by
Lope de Vega, 276.

Aristotle, translations of, into Spanish,
99, 13¢.

Pinciano on, 228, &c.
exposition of his theory by
Ignacio de Luzan, 401.
Armada, the Spanish, 254

See Leon-

* 4rmas de ln Iermosura, Lav, an his-

torical play by Calderon, 368.
Arragon, union of, to Castile, 103, 112.
Arroyal, Leon de, 424,

Art of Castilian poetry, the, by Juan

del Enzina, 99.

Arte nueva de hacer Comedas, 8

by Lope de Vega, 277,
Artacga, 312,

Artieda, Andres Rey de, 296.
Assonant verses, or Zlimas asonantes,

14; see also note; specimens of, 40 ;

their form in romances, founded on

Moorish history, 12.

Ataulpho, a tragedy on the model of

the French, 409.

Austria, archduke Albert of,

empress Maria of, 6.
Auwstriada, an cpic poent, by Rufo Gut-

tieraz, 393. -

Austrian and Spanish monarchies,

union of, under Charles V., 107,
Antos de Fe, 390 ; Sacr tales, 207,

satire
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Backdlor de la Torte, El, by Quevedo,
329, 336,

Bacna Alphonso de, his Cancionere
de poctas Antiguos, a collection of
old lyric pieces, 70.

Balthazar del Alcazar, 299, 327.

Baskian, Viscayan, or Buwcayan, dia-
leet, 4.

Bayles, or comic dancing songs by
Quevedo, 333

Bejar, duke of, 309.

Bembo, cardinal, his history of Venice,
324, 325,

Bereeo, Gonzalo, a Benedictine monk,
—his prayers, monastic rules, &c.,
in Castilian Alexsudrines, 20.

Burmudes, Geronyudy, a Dominican
yagnk, author of <ragedics, under
the assumed rame of Antonio de
Silva, 209 ; his Nise Lastimosa, and
Nise Laurcada, 213, 210 ; his poem,
Hespermda, 209, see note; his imita-
tion of the dialogic antitheses of the
Greek tragedy, 211, see mole; the
first to give a poetic colouring to
the history of Inez de Castro, 209,
213.

Betisian Menander, the, Malara, a
Spanish author, so called, 205.

Bible, translated into Spanish, by order
of Alpt X, 225 ¢s from,
related in the romance form, 48;
profune application of its doctrincs
and language, 78 ; stories from, by
Geronymo Sanpedro, 215.

Bibhotéca Espalicla de los mejres Ese
eritores del reynado de Carles 111,
por D. Juan Scmpere y (Guarinos,
4214, see note.

Bien Vengas mal, se vengas solo, u play,
by Calderon, 362.

Biscayan dialeet, 4.

Boethius, translated into Spanish, by
Villegas, 340.

Borja y Ksquillache, prince Francisfo
de, styled the “ Prince of Spanish
Toets,” 348 ; his epic poem, Napoles
Conquistada, 348; his tale, Jacob
and Rachel, 349.

B Juan B Almogavér, hig

* 260.

Avcllaneda, and the spuripus conti-
nuation of Don Quixote, 234.

1lor of

introduction of the Italian style into
Castilan poetry, 112; incidents in
the life of Boscan, 113, 114; op-
to his poetical reformation,

Ayala, Pedro Lopez de,
Castile, an historian, 95.

114 estunyte of his talents, 115;
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his “ Mar de Amor,” 116; his son-
nets and canciones in the Italian
style, 116 ; his puraphrastic trans-
lation of the Greek Poem, “ Hero
and Leander,” and his « Capituli,”
118; his cpistles, 119; narrative
poem in the Italian style, 120 ; title
to be considercd the first classical
poet of Spain, 121; stanzas in
Boscan similar to a passage in
Tasso’s * Jerusalem,” 121, see vote ;
clegy on Boscan, by Garcilaso de
ln Vega, 123, sce note, 129; Men-
doza’s epistle, addressed to Boscan,
136 ; Boscan's cpistle in answer to
Mendoza,” 119 136,

Buclna, count Wedro Nino de, Is-
tory of, wnten by Guticrrggpicz
de Games, 95.

Caballern sin Nombre, LI, a play by
Antonio Mira de Mescud, or Ames-
cua, 377,

Cadalso, Joseph Vasquez, {31,
Cadlaynos, the Moor, the romance of,
made the <ubject of a proverb, 37.
Calderon de la Barea, Pedro, and the
Spamish drama, 108, 110, 313 ; his-
tory of his life, 356, &¢ 5 the various
collections of his dramas, 859, see
aotes , Calderon and Lope de Vega
compared, 3583 notice of the works
of Calderon, 359, &c. ; character of
his Comedias de Capa v Espada, 360 ;
Ta Dame Duende, G361 ; attacks on
Calderon, hy Spanish eritics, ah.;
his plays, Bien sengas mal, the Cava
con dos Pucrt s, &€, 362 to 307 ;5 his
adaptation ofgtireck and Latr sub-
jects of lm.tory, 5685 his * Autos

Nacramentales,” 372

Cahstus and Melibeea, 91, 1938, its
authors, 91; the story, 92; first

. attempt to make dramatic cha-
racters speak in prose, 945 trans-
lations of this romauce, 1b., see note,

Calla, Theodoro de la, his translation
of Shakspeare's Othello into Spa-
nigh, from a French translation, 431.

Cana, La, a satirical poem, by Men-
dozu, 142

Cancronero tienciul, EI, an old collec-
tion of Spamish poetry, 65, its his-
tory, €9, &c ; the Cancioncro de
Pogtas Antiguos, a collection formed
by Alphonse de Baena, 70 ; old list
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of poets, ib.; the Canciowers Gene-
ral, onginally produced by Fernan-
do del Castillo, i ; reviews of the
works contained in the collection,
71, &c. ; criticism on the spiritual
songs, Obras de Devocion, ib.; on the
moral poems, 72 ; on the love songs,
74; on the poems under miscella-
neous titlesy 79;  Camcrones, 79 ;
\illancicos, 80; the Glosa, or
poctic gloss, 80, 81; verified ques-
tions and answers, 42,

Canconero of Juan del Enzina, 90, see
note.

Ciandamo, Francisco Bancas, a dra-
matist, author of X! Erclave en Gril-
los de Oro. 391.

Cawmzares, Joseph de, notice of his
Domne Luras, 392.

Cantabrian  dialect, ancient, called
Baskian, Vascayan, or Biskayan, 4

Cantigas, 151,

Capu y Espada, Comedias de, 259, 265.

Capillus veners, 187,

Caprtuls, The, n poem m the Italian
style, by Boscan, 111,

Capmany, Antonio do. author of an
Art of Rhetorie, 432, .

Caravajul y Saavedra, Donia Muriana,
a writer of novels, 323.

Caroliads, hervic poems in praise of
Charles V, 186, 292,

(‘artagena, or Santa Marin, Alonzo
de, Archbishop of Burgos, ¢S ; his
songs, 77.

Casa con dos Puertas, a comedy by
Calderon, 563, see notes.

Casarse parn  Fengarse, an licroe
coiedy, by Francisco de Rojas, 376.

Cassandra, an old romance, 431.

Castigo de la Miserwr, by Juan de Hoz,
376,

Castile and Arragon, union of, 103, 112,

Castilian Poetry, Art of, by Juan del
Enzina, 100.

Castilian rebdlion, 287.

Caustillejo, Christoval de, 140; his
mitation of Ovid, 185; an opponent
of the Italian style, 168 ; his poems
written in Vienna, ib. ; eriticism on
hig works, 188 to 195; the publicd~
tion of his works prohibited by the
Inquisition, 195.

Castillo, Fernando del, editor of the
Cancionero General, 70.

Castillo Solorzano, Alonzo de. 313.
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Castro, Guillen de, author of an
historical comedy, Las Mocedades del
Cid, from which Corneille took the
idea of his tragedy of the Cid, 378.

Catalonian dialect, nearly the same as
the Provengal or Limosin, 3; origi-
nal separation of the Catalonian
and  Limosin  poetry from the
Spanish and Portuguese, 9.

¢ Catholic King,” title of, conferred
on Ferdinand, 104,

Cervantes Saavedra, Miguel de, 106,
1115 his opinion of Amadis de
Gaul, 81, see note ; his esteem for
Luis de Leon, 171, see note ; his
prase of Gaspar Gil Polo, 182; his
comedies and entremeses, 196, see
wofe 3 his account of a  Spanish
theatre, 2005 divides plays into
three acts, or yos naras, 201, see note,
206; his description of Lope de
Rueda's theatrieal wardrobe, 202 ;
his praize of Naharro de Toledo,
2045 his eatremeser and  saymetes,
207; briet abstract of the life of
Cervantes, 2315 his bith-place, #b. ;
his pastoral romance, Filena, 232;

* e travels to Italy, 24.; wounded at
the battle of Lepanto, &b, ; captured
and sold as a slave in Algiers, 2. ;
his novel of the Captive, 1b.; his
second pastoral romance, Galatea,
253, 2415 rivalry between him and
Lope de Vega, 2335 iunfluence of
the deatihr of Plnlip II. on the
genius of Cervantes, #6.; his Novelas
Euemplares, 253, 2405 Don Quix-
ote, 2;1,—its conunencement, ib.;
the spurous continuation of Don
Quixote, +4.; completion, by Cer-

vantes, of Don Quivote, /. ; his
Tawge al Parnaso, 254, 244; his

Porsdes y Sigismunda, 234, 2525
his death, 264, 2455 notice of his
worhs, 235; Don Quixote, 235 to
2105 Cervantey’ rank®as a poet,
2142, 25 35 specuney of his Fersos de
Arte Mayor, 2498 soe aote; his
dramatic compositions, 247 ; his
lost drama~, ¢ ; his tragedy, Nu-
Inantia, 249 ; s comedy, Ll Trato
de Argel, 252,

Cervantes de Salazar, 221,

('eting, Gutierre de, author of comedies
in the :glcicnt style, 150, 205.

Charlemagne and Ins Paladins, ro-
mance of, 36, K N
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Charles V., accession of, 107, 287;
the favourite hero of the Spanish
poets, 186 ; his ratification of the
privileges o}' the Arragonian states,
287,

Chiabrera, 162.

(‘hronmicles of Spain, 94, 524,

Cid, the, his exploits, 17; the poem
of the Cid, 18 ; the poem described,
éb.; its value as a philological
curiosity, ib.; an extract, 19, see
note ; number of romances of the
Cid, 40, see note, 43; the Cid a
principal character in Lope deVega's
Almenas de Toro, 261; Corncille’s
Cid, 378. L

Cifjuecentisti, the prfnish, ens.

CircogJdragonte, t&gcdy, by Lope
de Yega; the hero, Admiral Diuke,
276.

Cluros I'arones, Los, by ¥ernando del
T'ulgar, historiographer in the reign
of Ferdinand and Isabella, 98,

Coclla, Luis, 377.

Comediay famosas, 375,

Cowmedy, the Spanish, 257, 258 ; Lope
de VYega, the inventor of, 251,
cJassed into sacred and profane, 259,
comedies of the Cope y Espada,
239, 365; comedies called Heimeus,
§e., 259,

Comella, Luciano Irancisco, 451

Con quien rengo, venga, by Calderon,
D64, see note,

Coneeptos, 382.

Conde  Lwcanor, EI, by Don .Juan
Manuel, 2535 La Fontaine and M-
nucl compared, 26. ¢

Consonant and assonan® verses, 14.

Cordova, (ionsalvo Ifernandez de, “ El
gran Capitan,” 103.

Corneille, his Cid, taken fiom a play
by Guillen de Castro, 378; Spamsh
translations of Corneille’s tragedies, o
430.

Corone Tragica, a tragedy on the his-
tory of Mary, queen of Scots, by
Lope de Veea, 276.

“ ('orrupters of taste,” certain writers
s0 called by the Spanish critics,
110.

Cota, Rodrigo de, the supposed author
of Mingo Rebulgo, and of the first
part of Calistus and Melibora, 91.

Critical commentary on the works ot
Garcilaso de la Vega, by Fernando
de Herrera, 166,
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Criticon, L1, by Balthasar, or Lorcnzo
Gracian, 381

Cruel Casandra, La, by Christoval de
Yirues, 315.

Cruz, Ramon de 1a, 450.

Cubillo, Alvaro, 377.

Cueva, Juan de la, his Art of Poctry
and other works, 204 ; his opposi-
tion to the imitation of the ancient
drama, 205.

Crrltoristos, Coneeplistos, and Conecttisti,
followers of' the pocts Gongora and
Marino, 311.

Curita, Geronymo—see Zurita.

de .U te mar, introduction, 115 in
vogue i the rejgn of Johnadb., 51.
Diuma Duende, La, by Calderon, 361,
Dar tiempo al tiempn, by Calderon,
H6 1, 366, see notes.
Durle todo, y no dar nadn, an historical
play, by Calderon, 365,

DAcTy LIC Stllﬁun, the, called Fervn

David, ’salms of, tran-lated by Luis '

de Leon, 177

De fuera cendia, quien dv casa nos
eschara, a drama, by Augustin Mo-
reto, 375,

Denmark, Rebolledos work on the
history and geography of, 253,

Devocron de la Ciuy, one of Calderon's
Artos Sacramentales, 872,

Dialects of the somance spoken in the
Pyrenean Peninsula, 33 language
of the Troubadours, {, 5, see note;
the guttural, 6, see aho note

Dutlogo de la condreron de las mugeres,
a poem by @astillejo, 194,

Dintoga de heydignedad del kombre, a
prose work, in the mauncer of Ci-
ce1o, by Perez de Ohva, 218,

Dralogos de dpacible Batretcnimiento,
by Caspar Lucas Hidalgo, 322,

o Diana, or the Hunt: a didactic pocm,

by the elder Moratin, 430, 331.

Montemayor’s, 152.

Enamor ada, 1 continuation of
Montemayor’'s Diana, by Gaspar
Gl Polo, 182,

Inaz, Juan, 230.

Dictionary of the
Academy, 187,

Didactic poens, the eailie & in the
Spanish language, 57,

Dido, deathi of, related after Virgil,
by Alonza de Ercilla y Zunigo, 292.

Royal Spanish
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Drwino Nurciso, El, an allogorical duts
by Dona Juana Inez de la Cruz, &
Mexican poetess, 596.

Domine Lucas, by Joscph de Canizares,
392,

Durothea, a novel, by Lope de Vega,

Drama, association
productiof

Dramatic literature of Spain, most brid®
linant pertod of, 106 ; dramatic poetry,
history of, 195, 356, 372, the party
culled the * Erudite,” 197 ; the Mo-
ralist party, 198 ; the Naharro party,
199; the comedies of Naharro, ¢/,
&e., prose dramas of Lope de Ruedn,
201 ; Juan de la Cueva's opposition
to the application of the amcient to
the modern drama, 204, &c.; Spiri-
tual plays, 206, &c.; Awtos Sacra-
mentales, 207; Vidas de Santos,
th.; Enlremeses and Saynetes, 1h.:
control of the popunlar taste over
the drama, 2085 notice ot the two
tragedies of Bermudez, Lise Lavtr-
s and Lise Laureada, 209 to 214.

Dryden's « Alexander's Feast,™ trags-
Iated into Spanish verse, 451,

q&ltllors for the

Eeo y Nuweiso, & romantic pastoral
drama, by Culderon, 367.

Elegar al Enemigo, a play, by Augustin
de Salazar, 377,

Elogoio de la Zanahoria, a satirical
poem, by Mendoza, 142.

Empenos de un acaso, los, a play, by
Calderon, 365, see note

Enchiridion, or Manual, of Epictetus,
translated into 1hymed verse by
Quercdo, 335,

I'ndechas, or funcral songs, 141.

Entre Bolus anda ol Juero, n drama of
intrigue, by ¥rancisco de Rojas, 376.

Lntremeses, or burlesque interludes,
207, 260, 275,

Enzma, Jufn del, or de la, 85; his
cony crsion of pastoral dialogues, and
of Virgil's Eclogues into romances,
893 hiv “Cancionero,” one of the
greatest literary curiositics, 90, ges
uofe; specimen of his imitation of
Yugiw~ Eclogues, 91, see note; lis
art of C'astilian poctry, 99.

Epic poetry, 185, 186 ; the Spaniards
unsuccessful in, 288. .

Epictetus, the Enchindion of, trans-
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latcd into Spanish verse by Quevedo,
338.

Epistola Exclamatoria, a poem, by Cas-
tillejo, 193.

Ercilla y Zuniga, Alonzo de, author of
the Araucana, an epic pocm, 288 ;
short account of his life, 289 ; cha-
racter and description of his poem,
ib., &c.; Voltaire 3*paeiee of it, 292,

~-~see nole.

« Erudite” party, the, 197.

LExclato en grillos de Oro, ¢l, & play,
by Cindamo, 391.

Fscoiquez, Juan de, 431.

Fscudero, the, 321.

Kspinel, Vicente, the perfector of the
Spanish guitar, 294; his transla-
tion of Horace's Art of Poetry and
Odes, ib.; his life of Marcos de
Obregon, 321.

Espinosa, Pedro, compiler of an An-
thology of Spanish poets, 303.

Kssay towards a history of the Portu-
guese language, by Duarte Nuncz
de Lia, 8, see note.

Estdo Crlto, introduced into Spanish
poetry by Luis Gongora de Argote,
$06, &c.; the Estrlo Cullo m Spa-
nish Amcrica, 313.

Fabulas Literarias, by Yriarte, 121.

Famosu, value of the epithet, 378;
Comedras fumosas, 373.

TFaria y Sousa, Manuel, 11, 304; his
works on history and statistics, 305.

Felina, a pastoral romance by Cer-
vantes, 232,

Felipe Ruiz, an ode to, by Luis de
Leon, 173.

Fernandez, Gregorio, his translations
of the /Kneid and Eclogues of Vir-
gil, 187.

Figueroa, Bartholomé Cayrasco de,
one of the Spanish imitators of the
Italian versr sdruceroli, 302,

, Christoval Suarkz de, au-
thor of Amanllis, @ pastoral ro-
mance, and translator of Guarim’s
Pastor Fido, 301.

—, Francisco de, called the
Divine, 301.

Figuron, Comedias de, 260. .

Filosofia de la Eloguencia, by Antonio
de Capmany, 432.

Fineras confra Finezas, & play by Cal-
deron, the scenc in Ancient Greece,
J68. N '
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Floral gahmes instituted at Toulouse,
53.

Flores, Pedro de, the editor of a
“ Romancero Gcneral," 87.

Florinea, a comedy, 199.

Fontane, La, and Don Juan Manuel
compared, 26.

Fragoso, Juan Matos, 377.

French, national character of the, de-
senbed by Gutierre Iiez de Games,
96, see note.

literature, its influence on the
Spanish, 387, &c.

manners, introduction of, into
Spain, 389,

- words, introduttion of, into
Spimish plays, 393—is&z also note.
————te introduged nto the Spa-

nish Academy, 398.

Gualetea, by Cervantes, the most beau-
tiful poems in, 243 und 244.

Galician dialect, or ILwngea Gallega,
7, 10, see note.

Games, Gutierre Diez de, his Life of
Count P’edro Nino de Bucloa, 95.
Gatomachia, La, the “ Battle of Cats,”

acomic pocm by Lope de Vega, 277.

Gaul, Amadis de—sce Amadis.

(iaya Ciencia, la, or, Art of Poetry,
Ly the Marquis de Villena, 53.

El Consistorio de la, or,
Institute for the encouragement of
Loctry, 54.

Gayferos, the romances relating to
Don, 36, 37.

Georgies, the, of Virgil, translated by
Juan de (Guzman, 187,

(iermania, the Spanish »ame for the
gipsy race; Romances fle Germansa,
a collection of gipsy romances, 333,
see note,

(icssner’s pastorals, Spanish transla-
tions from, 431.

Gipsies, romances and canciones writ-
ten in the jargon of, by Quevedo,
332, 333, sce also note.

Gitamlla, La, by Cervantes, 241.

Gitanella de Madrid, La, a comedy of
Antonio de Solis, 375.

Glosa, the, or poctic Gloss, $0.

Godiuez, Felipe, 377.

(olden age of Spanish literatare, 385.

Gongora de Argote (Luis de), founder
of the Estilo Culto, 306 ; his Soledades
and Polyphemus, 809 ; his partizans,
311;theirseparationintot hool
the Cultoristos and the Conceptistos,ib.
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Giongarism, its introduction into prose.
330, &¢.

tionzaler de Cagtro, Alfunso, 50.

Gonzalo Bereeo, 20,

Gracian, Lorenzo or Balthazar, notice
of s works, E! Criticon, Oraculo
Manwal, Agudeza y Arte de Ingenio,
380, &c, 327.

Gracioso, the, of the Spanish Comedy,
270 ; see also note, 360.

Granada, civil wars in, 83, 84; rebel-
Lion in, Mendoza’s history of, 143—
146.

Gravina, 351.

Greeian heroes exhibited as knight-
errants, 47¢

Gireck and Hpman history, adap®ation
of subject§ from, to thggpanish
stage, by Calif®ron, 568,

Guarmi's Pastor o, 301,

Guevara, Luis Velez de, 377,

Giuivara, 77.

Guttieraz, Rufo, his epic poem, Aus-
triada, 293,

Guttural, the, in the Spanish lan-
guage, 11, see note.

Guzman, Don, de Alfarache, romance
of, by Mattheo Aleman, 321; con-
tinuation of, by Mattheo Luz'm 322,

Guzman, Juan de, translator of the
Georgics into Spanish, 187,

Giuzman, Fernan PPeresz de,
see also uote,

G8, 95,

Hro, Diego Lopez de, remarks on
s works, 76

Iebrew DPsalmy, style of, imitated by
Herrera, 18 one of his odes, 164, sce
note.

Heelurera, :l,la. a comedy, 199.

Hechizado por Fuerza, by Antomo de
Zamora, 392,

Hector's funcral, ludicrous description
of, quoted, 17, see nate.

Hermoswra de Angclica, la, a conti-
nuation, by Lope de¢ Vega, of An-
0sto’s Orlundo, 278.

Iicro and Leander, translation of, by
Boscan, 118, 135,

Henry V. and Philip 11. introduced ‘

into dramas, by Montalvan, $18.
Herrera, Fernando de, 160 ; notice of
his works, 4 , imitated the Latin
construction, 161; his {ormation of
new words, 0. ; Yhe eariiest classic
ode writer, 162; rescmblance be-

|
{ cultivation of,
|
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tween him and Chiabrera, sé.; his
odes,the Battle of [ epanto, &e., 163—
163, sce note; hig sounets, 166 ; his
elegies, 167; his Commentary on the
works of Garcilaso de la Vega,
167; his definition of the term
“clegy,” 168.

Hexameters, Spanish, one of Virgil's
ldylls t , 345, see note,

Hidalgo, Caspar Lucas, author of thss
Dralogos de Apacille Lntretenimento,
322,

Iustoria de los Vandos de los Zegrix y
Abenceriages, Caballeros Moios e
Granada, by Ginez ’erez de llita,
84, see nole.

Ihistoria de las Guerras Ciosles de Gra-
nada, 81, sce note,

Historical Romances, the old, 383
immense¢ number of, 40; anterior
to the Cid, «» : number of, of which
the (1d is the hero, sh., sce note.

Iistorical art, the, rise of, ¥4, &c;

324; and romantic

narrative, distinction made between,
379,

Yistoriographers appointed by _\l-
phonso N, 91, 222, 278

History of Amcncu, by Bautista Mu-

| noz, 132

| Homer's Iliad, translated by Chris-
toval de Mesa, 295.

Horace, translations from, and imita-
tions of, by Laws de Leon, 170, &c.;
by the brothers Leonardo de Argen-
sola, 277, by Vicente hspinel 2043
by Juan de Morales, 295 ; by Ville-
gas, B0, 32

Hoz, Juan de, 37

fuerta, Vieente (.arcia de la, his
attacks on the * Gallicist " party,
412, 119 ; his poetry, 413; his
tragedy, Raquel, 415 ; his Agamem-
non Vengado, 417; his adaptation
of Voltaire's Zaire, 418; his Thea~
(ro Fspinol, ib.; his attacks on
Itahan authors, 419 ; his opinion of )
Racine, and of the comedy of the
“ Marriage of Figaro,” sb.

In1oMs of the romance spoken in the
Pyrgnean Peninsula, view of the
principal, 3, &ec.

Idyll, application of the term, 185.

Inez Je la Cruz, Dona,Juans, 4
Mexican poetess styled the “ Tenth
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Muse,” 395—394; her Latin com-
positions, 396,

Inquisition, the, establishment of, in
Spain, 103; in the Netherlands,
104; publication of Castillcjo's
works prohibited by, 195; Mariana
brought before, 325; Lope de Vega
appointed familiar to, 256.

Introductio ad * fMiprendigzge by Luis

« = Yives, 221,

Lnrencion de la Cruz, le, an epic
pocem by Lopez Zarate, 292.

Italian literature, Bouterwek’s his-
tory of, prefuce; poctry, influence
of, on the Spanish, 103, 110 ; style,
introduction of, into Spanish poctry,
110, 288 authors attacked by La
Iluerta, 119,

Jacob y Raguel, a tale Ly Borja y
Esquillache, 349.

Jauregui, or Xauregui, Juan dc, a poct
and painter, 346; his translations
into Spanish of Tasso’s dmynta and
Lucan’s Pharsalia, and his original
works, 346, 347.

Jerusalem Conguistadn, by Lope de
Vegu, 276.

Jews in Lisbon, celebrated as marriage
brokers, 111,

Judgment of Puriv, the, by Ignacio de
Luzin, 407.

Juvenal, imitation of, 297 ; Quevedo's
satires in the manner of, 534

KNGHTIIOOD, spirit of, 2,
Koran, passage quoted from the, 13,
see note,

LABRICIO, Or the fable of Idleness and
Industry, by Luis Mexia or Messia,
221,

Labyrinth, The, or the Three Hundred
Stanzas, by Juan de Mena, 62.

Tachausée, one of his comedies trans-
lated by Ignacio de T.uzi, 406.

Ladesma, Alonzo de, ?2

Lagrimas de Angelick, Las, a con-
tinuation of the Orlando Furioso, by
Barcelona de Soto, 298.

Latin translation of Calistus and Meli-
beea, 94, see note. .

Laurel de Apolo, by Lope de Vega, 277.

Lazarilio de Tormes, the first romance

> of knavegy, by Diego de Mendoza,
216.

INDEX.

Leandra, & modern romance, in the old
style, 431.

Lemos, count, the petron of Cer-
vantes, 234, 278,

Leo X,, 199.

Leon, Luis Ponce de, notice of his
lite and works, 168, &c.; his impri-
sonment by the Inquisition, 169;
correctness of his style, 170; his
odes compared with those of Iorace,
171, 172, 176; his odes, La Noche
Sesena, &c., 171 to 175: his poemn,
Renunciacion al Mundo, 175, see note;
his translations from the ancient
authors, 175, 176; his imitation of
Italian sonnets, 177, kis translation
of the Psalms of Dagid, 4 ; his
prose &gyks, 178. t

Leon de lLispana, Ef, by I’edro de
Vézilla, 293.

Leonardo de Argensola, the two
brothers, Lupercio and Bartho-
lomé, surnamed the Horaces ot
Spain, 277; Lupercio’s tragedies
mentioned in Don Quixote, 278,
279 ; Lupercio, the principal founder
of the academy at Naples, 278;
Bartholomé appointed chaplain to
the empress Maria of Austria, 278 ;
his history of the Molucca Islands,
279, 287 lyric poems, cpistles, &c
of Lupercio, 284; Bartholomé's
poetic works, 285; his account of
the accession of Charles V., and of
the Castilian rebellion, 257.

Lepanto, the battle of, ¥lerrera’s ode~
on, 163, see also note ; Cervantes
wounded at, 232; detagled account
of, in the poem, Araucaf’a, 292; the
dramatist Virues at, 314.

Lessing’s Emilia Galotti, 410, see note.

Labre de los Dones, 5, see note.

Licenciado Vidriera, by Cervantes, 241.

Limosin and Catalonian poetry, 9, &c

Lingoa Gallega, 1.

Lous, 260, 275.

Lobo, Eugenio Gerardo, 398.

Lopez, Alfonzo, 186.

Lopes, Juan, the tutor of Cervantes,
231,

Lucan's Pharsalia, translation of, 34¢.

Tuna, Count Alvaro de, 96.

Luzan, Ignacio de, founded th~
French school in Spanish literature,
898; his art of poetry, 400; his
exposition and application of Aris-
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totles theory, 401; his definition of
poetry, 10.; Ins translation of one
or Lachausée’s Loun-dme 406 ; his
Odes and Canciones, . ; his poem,
© fhe Judgment of Paris,” 107:
s umtations of .Anacreon and
Sappho, s,

MprIp, Lope de Vega, president of
the Spiritual College of, 255.

Madrigal, Migucl de, editor of a * Ro-
nminucero General,” 87,

M.ahiomet, language of the Arabians
before the era of, 2,

Maltea, un quc poem by Hypolyto

anz, 293

“anrique,

ez and Jorge, 6 &e.
(®rogymo, Groa® Inqui-
sitor, a patronof Lope de Vega, 253,

Hanuel, Juan, wedents in s life,
13 character and description of
11 Conde Lncanor, o, &, Ins lost
works, 27, Ins romeances and songs,
D)

Manutins  Paunlug, his edition of the
philosophic wrtings of Cicero, 133

Mar de Amor, L1, a4 poent by Boscan,
116

Vasreelle, 2 drama by Christoval de
Virnes, 317,

Manra of Austria, her public entrance
into Spam, 557.

AMariana, Juan de, 32t ; his lustory of
Spain, written origmally in Latin,
o , translated into Spanish by
hisclfy brought before the
Inquisition, o4, ; hisstyle, a model, o6,

NMarino, fouler of the Mariuet school
of poets,

Calderon’s ambition to
come a Spahish, 302,

Variage of Frgaro, Condemnation of
1t, by La Huerta, 419.

Martin, Luis, or Martinez de la Tlaza,
celebrated for the grace of his ma-
diigals, 294,

Mayans y Ziscar, Gregorio, his (0 ge-
nes de la ingea Expanola, und Art of
Rhetoric, 408.

Mayor excanto Amor, El, a drama by
Calderon, 367,

Mcla, Manucl de, 351,

Melendes Valdez, Juan, 126 ; charae-
ter of his poetry, §26, &ee, his drama,
fouuded on the tale of the rich Ca-
mach, 429,

ags
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! Mena, Juan de, styled the Spunish
Ennius, 61, &ec.; notice of' his life

- and works, ., &¢.; his influence
on Castilian poetry, 62 ; his ** Laby-
rinth,” a poem of three hundred
stanzas, ¢, &c.; his description of
the death of count Nicbla, ¢4, and
of the ﬁlt%\]vnm de Luna,
655 his ¢ fvour to add sixty-tive
nore stanzas to the “Labyrinth,” 6™

Mendozn, Antonio de, n dramatizt, the
cotemporary of Calderon, 877.

Mendoza, Diego Hurtadode, 119, 1505
inventor of the comic romance or
novels, 1315 of his lite, 130, 134, ve
note; his Lazaiillo de Tormes, 139,
142, 2155 his history of the rebel-
lmn in Granada, 143 ; his epis-
tles, 135; his somnets, 138; his
Canctones, &¢ 1395 his prose cons
positions, 142, &e.

Mercier, translation of the dramas of,
44

Mesa, Christoval de, 295 ; his
translations of the Iliad, .Encid, and
Georgics, 295,

Mesquern, Franciseo de, author nf.tho
epie poem, * Lo Nuwnantina,” 292,
Mescua, or Amescua, Antonio Mira dc,

577,

Mctastasio adopted a kind of metaphor
employed by Lope de Vega, 264,
Metrical compositions common to the
ancient Spaniards and Poituguese,

12,

Mexia, or VMessia,
“ Labricio,” 221.

Mecicane, an epic pocin, by Gubiicl
Laso de Vega, 294,

Mexico, Antonio de Nolis' history of
the conquest of, 374.

Mexico Conguistada, an cpic pocm, by
Escoiquee, 431,

Mey, Felipe, wuthor of La frente A'-
carer, &¢, 187,

Miranda, $aa de, u native of 1 *ortugal,,
author of poems in the Custilin -
language, 147; his bucolics, ther
resemblance to Theocritus, 11835 his
mixture of poetic styles, »», wnon
of simplicity and grace in Juy
cclggues wnequalled, 119; lis Can-
tigas, orsongs, 151.

Moliere, Spanish translations of, 430,

Molin'a, Tirso de, the reputed anthor of
upwards of seventy plays, 270,

26
292,

Laus, author of
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Mondragon, Geronymo, 230.

“ Monstruo de Naturaleza,” El, Lope
de Vegaso styled by Cervantes, 254.

Molucea Xelands, history of their con-
quest, 279, 287.

Montalvan, Juan I’erez de, notice of

his works, 317, &c.; Ilenry 1V. and

Philip 11. introduced into his his-

torical comcdies,” 31, “El Segundo

Seneca, ib, sce note ; his Auto, LPoly-

phemus, 319; his novels, 322; Lis

fecundity as a play-writer, 273,

Montemayor, Jorge de, 147; incidents
in his hife, 152 ; his reputation as a
singer, ib.; his romance, Dwana, the
story deseribed, 163; critique on
the work, 155, &e.; the other works
of Montemayor, 159 ; continuation
of his Diana, by Gaspar (il Polo,

182,

Montiano y Luyando, Augustin de,
author of Firginia and of Ataulpho,
tragedies formed on the Irench
model, 408.

Moorish Arabs and Cliristians, war-
fare between the, 1.

Morales, Juan de, 295,

¢ Moralists” party, the, 198,

Moratin, Nicholas Fernandez de, 130

Leandro  Fernandez, s

translation from Shakspeare, 430,
131,

Moreto, Angustin, a writer of comedies,
375 ; his * Gracioso,” $76.

Morillo, Gregorio, an inntator of Juve-
nal, 297.

Morino, lus didactive poem, The Happy
Waoman, 431.

Morwcoes, the, or descendants of the
Moors, 105, 134, 144, &c.; their
expulsion fromn Spain, 386.

Miscove, gran duque de, an historical
comedy, by Lope de Vega, 260.

Moz, Juan Bautista, author of a
Instory of America, 432,

\Mnsica, La, Yrarte's didaétic poem,

=7 423

.
-

NAHOARRO, Bartholomé Torres, the
founder of a dramatic party, 199;
his life and works, b, &c.; his
comedies said to have heeuw per-
formed at Rome before Leo X, 2005
his works printed under the title of
« Propalpdia,” b.; Naharrg, the
inventor of the Spanish comcdy,

INDEX.

201, 254; the first to divide plays
into three acts, 201, sce ulso note.
Naharro, of Toledo, & player, his im-
provements in sccnic machinery,

&c, 204.

Naples, annexation of, to Spain, 103

Napoles  Conquistada, epic poem of
Borja y Esquillache, 348,

Nusarre, Blas, editor of Cervantes’
plays, 207, see notes ; his eriticism
on Calderon’s dramatic works, 361,
see note, 408,

National metres and rhymes of the
carly Spaniards and Portuguese, 12 ;
consonant and assonant verses, 14 ;
versos  de  arte maybr, b5 the
Aléxardrine, 15.

———nygharacter  ofy the I'rench
deseribed by Gulierre Dicz do
Games, 96, see note.

comedy of Spain, Lope de
Vega worshipped as the founder
of, 254.

Navagero, Venetian envoy in Spain,
113.

Nuvas de Tolosa, Las, by Chrirtoval de
Mexa, 292

Nicolas and Antonio, wiiters of ro-
mances in the 13th century, 20, 22.

Necolas, Smant, de Tolenting, a spiritun!
comedy by Lope de Vega, 272,

Nicbla, count de, a Spani-h naval hero,
G4,

Nise Lastimosa and Nuse Laureada,
the tragedies of Geronymo Ber-
mudez, 210.

Nocke Serena, La, an ode by Luis de
Licon, 172. 1

Norona, count de, his translation of
Dryden’s Alexander's Feast, 4351.

Novel, the comic romanée, or, invented
by Dicgo de Mendoza, 150,

Novelas  Eaemplares, by Cervante-.
238, 240,

Novels and romances of the age of
Cervantes and Lope de Vega, 320
Numantia, by Cervantes, 248, 249, &c.
Numantina, La, an epic poem, by

Franci<co de Mesquera, 202.

Nunez de Liad, Duarte, his work on
the history of the Portuguese lan-
guage, 8, sce note.

Ocamro, Tlorian de, chronicler to
Charles V., his history of ancient
Spain, 223.
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Oriol,.l collection of poems, by Rebol-
ledo, 352.

O« tara Ruma, <La, of Boscan, & narra-
tive poem, 120.

Odyssey, the, translated by Gonzalo
Perez, 187.

Oliva, Perez de, his translations of the
Amphitryon, Electra, and Hecuba?
197; the first Spanish didactic
pros¢ writer, 217; his lfc and
works, 217, &c. ; his Jectures, 22¢.

Oliyarez, duke of, 287, 330.

Oraculo Manwal, by Lorenzo or Bal-
thasar Gractan, 882,

O fco, 2 mythological tule, by Jaure-
gui, 316, o

Orientalism pf the Spanish cha®acter
and pootr’: 134

Origenes de la engua Tospanola, by
Grecorio Mayans ¥ Siscar, 408,

Onigenes de ln Poesie Espanola, by Ve-
lasyuez, 110.

Orthography of the Portuguese lan-
wuage, 8, see nofe.,

Osuna, duke of, viceroy of Napley,
428

Ovid, translations of, into Spanish,
179, 185, 187, &¢.

’ApirLA, Yedro de, 151

Padron, Rodmguesz del, o poet of the
reign of John I, 63, 78

Puara Todos, a colleetion of novels by
Montalvan, 317, 320, see untes.

Parnaso Fspanol, o collection of pocms
by Sedano, L1, see note, 420

Lastmy Fido, Guarin s, translated into
Spanish, goi.

I’astoral pogtry, its first introduction
into Span®h literature, §1, &c 3 the
satirical calogue, Mingo  Rebulye,
SN, 89

dalogues, converted mto
reil dramas, by Juan del Enziua, a
musical composer, 59.

Pcleyw, LI, by Alonzo Lopez, sur-
named Yinciano, 187.

Peres, Gonzalo, his  translation of
the Odyssey, 187,

Perfectn Casnda, La, by Luis de Leon,
178, sce note.

Persiles u Sitwmunda, by Cervantes,

Perugime de su Patria, +l, by Lope
de Viga, 274, ¢ *

Petrurch, his canzone, Chiare dolci ¢
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fresche acque, 117, see nofe; Gerci-
luso de Ia Vega's imitation of, 106,
&e.

Pharsalia, Lucan's, translation of, 34G.

Philip IT,, influence of his death on the
genius of Cervantes, 233; his func-
ral, b,

Philip 1V, his liberal encouragement
of the Spanish drawa, 356.

Philip V., his accession, 38% -

Picara Justina, by Ubeda, 822,

Pinciano, Alonzo Lopez, his work on
Rhetoric, 228 ; probably the first to
discover the imperfection of Aris-
totle’s work on the Art of Poetry, 2.

Pindar's first ode translated by Luis
de Leon, 176.

Plautus, Amphits yon, and other come-
dics of, translated, 197,

Plaza, Martinez, de la, or Luis Martin,
celebrated for his madrigals, 299,
Poctic romance, the different kinds of,

35, &c.

Poeticd, La, veglas de la Poevia en gene-
ral, &c., by Ignacio de Luzin, 400.

Poctical court, the, of John 1T, 50.

Toctry, memorable period in the old
national, of Spain, 52; the Spanish
more national than any other branch
of modern, 433.

Polo, Gaspar Gil, culogized by Cer-
vantes, 182; his continuation of
Montemayor's Diana, 182, his Canto
de Turia, 184,

Polyphemus, & poem in the Estilo Culto,
by Luis de Gongora de Argote, 508,

Polyphemus, an Auto, by Montalvan,
319

Prcwpe Constanet, El, a drama, by
Calderon, 868.

Propaladie, the works of Bartholomé
Torres Naharro, printed under the
title of, 200.

T'rose, first attempt in Spain to make
dramatic characters speak in, 94,
see noleg history of, 214, &e. ; didac-
tic prose, 217; historical prose, 222 ;
oratorical prose, 226; epistolary
prose, 296.

Pulga, La, a satirical poem, by Men~
doza, 142. °

Pulgag, Francisco del, earliest Castilian
author in the epistolary style, 98,

QUEWERO VILLEGAS, Francisco d%,
sketch of hislife, 327 ; his character

7
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as an anthor, 331; the Xacaras,
poems in the jargon of the gipsies,
333 ; burlesque sonnets in the Ita-
lian manner, ¢.; satires in the
manner of Juvenal, 334; Sienos, or
Vesiones, 335 5 Endechas, or Laments,
537 ; translation of the Lnchiridion
of Epictetus, 338.
Quintas, or Quintillas, 141.

. Quiroga, cardinal, Don Gaspar de,
grand inquisitor, see note, 170,

Quixote, Don, first publication of, 234
spurious countinuation of, ib. ; crm-
cal notice of, 235 ; character of the
execution of, 237 ; judicious choice
of Lpisorlcs in, 218 pmtotype of
the comie novel, 239

YABBI SANTO, a Spanish Jew, author
of Maxims in Verse, 50.

Racine, La Huerta's opinion of, 419.

Zaquel, a tragedy, by La Huerta, 415.

“Real Academia Espanoln,” institu-
tion of, 387.

tebolledo, Bernardino, Count de, 351 ;
his life and works, 352 ; his History
of Denmark, and Treatise on the
Art of War, $33.

Redondilla, 12; probably a relic of
the songs of the Roman soldiers, #0.

Renncurcion al Mundo, &c., a pocm,
by Luis de Leon, see note, 175,

Hestawracion de Lspana, La, an cpic
poem, by Christoval de Mesa, 292,

Rhetarice de Don Gregorio Mayans y
Siscar, 408.

Rinconete y Cortadille, a tale in the
“ Novelas Exemplares ” of Cer-
vaates, 241

Rioja, Francisco de, 351,

Rios, Vicente de los, author of the best
hfe of Cervantes, 231, see note.

Rivalry between Cervantes and Lope
de Vega, 233.

Rojas, Pedro Soto de, his endoavour to
introduce into Spain thy academic
systems of Italy, 298.

Rojas or Roxas, hplclsco de, 376.

I the, or of
hpum and Portugal, 2 ; ongm of the
application of the name romance to
poems, 11,

Romauces, probable rise of those of
chivalry, 31; original rclationship
beiween the poctw and the«prose,
31; coll¥ctions of, 35, see note ; dif- |

INDEX.,

ferent kinds of, 55; subjécts om
which the romances are founded,
36, &c.

Romancero Geileral, or, General Ro-
mance Book, 82; romances relating
to the Moorish civil wars, 8: ; thetirst
Spanish pastorals, 84 ; facetious and
satirical romances, 86; history of
the Romancero General, 86, &c.

Rucda, Lope de, his prose dramas,
201; his theatrical wardrobe hu-
morously described by Cervantes,
202; criticism on his works, 2.;
specimen  of the dialogue of his
comedies, 20.3, see note.

Ruiz, Juan, m‘(-h-pne t of lta, his

l.egonml satire, 29 ¢ object of the
satire.
&

S\CRED dmmti?- the, invented by the
Spaniards, 46,

Sugunting, by Lorenzo Jde Zamora,
293,

Salazar, Francisco Cervantes de, au-
thor of the continuation of Ohva's
“ Dinlogue on the Dignity of Man,”
221,

Salazar y Torres, Augustin de, a dra-
matist, educated in Menico, 377,
Salas, Pellicer de, authy,’ ..., enes,

322,

Sallust, Mendoza, called the Spanish,
138

Sanz, Hypolyto, author of whe epic
poem Maltea, 293,

Sanazzar, Gareilaso de la \'cgn s imi-
tation of, 125.

Nanta Maria, Alonzo d~, called also
Alonzo de (,attagcna, 68, 77.
Sanchez de Badajos, (i, 69;

will written in poetgy, 77.

Santillana, Marquis de, his leiter on
ancient Spanish poetry, 573, see note;
59 ; notice of his life and works, 75,
&c. ; author of the earlicst didactic
poem in the Spanish language,'s7;
his idea of the poetic urt, 60; s
collection of proverbs, 70, see note;
his profane application of the lan-
guage of the Bible, 74.

Sappho, imitations of, by Luzan, 40S.

Saraband, an old national dance, the
subject of a proverb, 49.

Saynetes, or. burlcsque interludes,
260, 275."

Secreto a voces, el, by Calderon, 367,

his

207,
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sSedano’s Parnaso  Evpunol,

® nale, 120,

Selea mletar y politicqy by Kebolledo,
EFER

Sclles, Gabriel, sce Molina,

Semuramis, a tragedy, by Christoval
de Virues, 314,

Sigea, Aloysia, $23.

Soledades, & poem in the Estilo Culto,
by Gongora de Argote, 309,

Solis, Antonio de, historiographer to
Philip 1V, his history of Spanish
America, 108, 375 ; his plays, 873 ;
his rules for writing history, 379.

Sonnet, the, known m the west of
Spain before$he imitation of Ltglian
poetsy, 15.

Sophocles, thd ]z‘z'rhu slated
by Perez de Oliva, ugfer the title of
La Venganza de Agamemmeon, 197.

RKoto, Luis Barahona de, his continua-
tion of Orlando Furiow, 297.

Spam, memorable period in the an.
cient national poetry of, 52.

Spiritual dramag, historical notice of,
206,

Sucnox, orVisiones, «atirical prose com-
positions by Quevedo, 345, sce nole.

Surie! “rnymo. See Zurita.

Susit, duke of, patron of Lope de
Yega, 2066.

Tundic  hay duelo  en las damae, 2
comedy by Calderon, $66, sec nole.

‘Tarss, Juan de, 351.

Lasso, resemblance of a pas~age in his
Jerusalem, 10 some stanczis, by Bos-
can, 121, se¢ note; Lope de Vega's
unsuceessfuljeontest with, in epic
povlry, 2765 iia Amynta, translated
mto Spansh, 10,

L heatro Hespanol, La Huerta's collec-
fion of dramas, {18,

elexada, or Tejada, Augustin de, his
spiitual odes and canciones, 295.

‘I heoritus, rescanblance of Saa de
Miranda to, 145,

Timoneda, Juan, collector of the dra-
mas of Lope de Rueda, 202; his
Latranas, or tales, account of, 215,

Lorre, 1.1 Bachelor de la, 69,

Turre de 1unto, the « Wind-tower,” a
parody ow the Spanish sonnet
writers, by Castillego, 193°

Trato dc Argel, a comedy by Cer-
vante s, 202,

149

‘Troubadours, the, poctry of, &c¢., poem
of a Valencian Troubadour, »; m-
stitution to foster the ‘I'rvubadour

“wpirit, 63, the compositions of the
Troubadours, and the love songs of
the Spanish poets of the fiftcenth
century, 74.

Tulante, Juan, his spiritual songs in
the Cancionero General, 72, .

UBEDA, his Picara Justina, 322,

Ulloa, Luis de, 351,

Urban VI1IL., the cross of Malta, &c,
sent by, to Lope de Vega, 255.

Uz, translation of & work by, 432,

VALLES, Pedro de, an imitator of Se-
neca, 220,

Vasconcellos, translation of his come-
dies, 291,

Vaskian, Baskian, or Biscayan dialcct,

L
Vega, Gabriel Laso, author of a poem,
called Mexicana, 293. .
Garcilaso de 1a, the second
classic poct of Spain, 122 ; noticeof *
his life and works, 176, &c.; Ihs
elegy on Boscan, written at the foot
of Mount kKtna, 123, see nofe, 129 ;
his pastorals, 125 ; his happy imita-
tion of Virgil and Sunazzar, 125,128,
- Lope de, 108, 111, 206, 234;
his life, 253, &c.; inventor of the
national comedy, 251; his fertility
of invention, 4.; honours paid to
i, 265 5 appointed familiar to the
Inquisition, 256 ; his death, 0. ;
Ius facility in poctic composition esti-
mated by arithmetical calculation,
th.; his character as a pocet, b, &c¢.;
his bent for dramatic poetry, 257 ;
notice of his dramatic works, 260,
&c¢ 5 metaphor usced by Lope de
Vegd, adopted by Mectastasio, 264 ;
hiy comedigs of the Cupa y Espadu,
or dramas of intrigue, 259, 265,
his spiritual comedics, 271; his Lives
of NSainte, 2725 lus Loas, Entre-
meses, and Saynetes, 275 5 the colleg-
tions of his dramas, 275, 376, sce
wha yofe ; account of his other works,
the Jer wsalem Conquistada, &c., 276,
his continuation of the 01lando of
Ariost0,¢276 5 his invectiveg aggmst
Queen  Elizabeth and “Admirat

Dyake, ib. :
Lo
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Velasquez, his history of Spanish
poetry, 4, sce noles, 410.

Vera Tassis Villaroel (Guande), formed
u colleetion of Calderon’s dramas,
398,

Veragua (Duke of), his letter to Cal-
deron, and Calderon’s reply, 357.
Versos de arte mayor, their origin and
resemblance to the old English bal-
lads, 14; in vogue in the reign of
John 11., 51 ; specimen of Cervantes’

verses in this style, 242, see note.

Vezilla, Pedro de, his Leon de Ls-
pana, 295,

Vinge al Parnaso, Bl, 254; the work
described, 241.

Viena, Sanchez de, his Art of Poctry,
250.

Fidn del Buscon, llumado Don Pablos,
Quevedo’s burlesque romance of
Knavery, 355.

Fide del Cielo, De fa, an ode, by Fe-
lipe Ruiz, 17:.

Fadas de Snntos, lives of saints drama-
tized, 207.

“YVillalobos, physician to Charles V.,

s translation of the Amphitryon
of Plantus, 197.

Villamediana count de, 351,

Fellunewos, 80,

Villegas, Fstevan Manuel de, notice
of lny works, 538; dedicatory ode,
Hl; nis translations from Ana-
creon, orace, Boethius, and Virgil,
313 his imitation of the Greck and
Latin metres, 3453 Villegas imi-
tated by an anonymous poetess, 423. |

Villena, marquis de, 52; his allego- l

9
rical drama, Lostrabajos de Herenles,
his Art of Pocetry, Le Gayae Ciencia,
93, al.

ballena de Xctafe, La, by Lope de Vega,
266, .

1 urginia, a tragedy, on the model of
the Irench, 409. e

?

INDEX.

Virues, Christoval de, notice of -his
tragedies, 314, 3135. @

Visigoths, the §panish ‘gultural attri-
buted to their pronunciation, 6—
note.

Viude de Valencia, La, by Lope dc
Vega, 267. .

Vives, Luis, authorﬁ a Latin work,
Introductio ad supicntium.

Voltaire, his opinion of & speech in
the Spanish cpic Araucans, 292;
his Zuire, adapted to the Spanish
stage, 418.

Will, poctie, of Sanchez de DBadajos,
8.

L

XAcAmgs romances mﬂ canciones in
the gipsy . lect of Spain, by Que-
vedo, 832, scébalso note, 533.

Xauregui, see Jauregui.

Xeres de la Frontera, battle of, 1.

~

Yrianrre, Tanas de, his Fabulas Litc-
rarius, 421; his didactic poem, L«
Musica, 423,

Zaire, Voltaire's, adapted to the Spa-
nish stage by Lua Tuerta, 418,

Zamora, Antonio de, his comic dramas
—his Hechizudo por Fuerza, 592,

Lorenzo de, author of Sugun-
tina, 293,

Zarate, Lopes de, his Invegcion de le
Cruz, 292,

Zegris and Abencerages, rival Moorish
factions, 84, see note, 402,

Zwiiga, Don Luis de, epistle of Men-
doza, addressed to, g.‘;o’.

Zurita, Surita, or Cyfita, Geronyno,
appointed historiographer of the
Arragonian provincés, 224; his
history of the kingdom of Arragou,
b,

T. C. 8g *ll, I'rinter, 4, Chundos Strcet, Cuvent Ga:den,
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