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CHAPTER I
INTRODUCTION

One of the outatanding traite of Spanish literature is
the presence of charactera from the lowexr classes to aid in the
general development of the plot and to contrast with the hercic
characters., The nobility exemplify the ildealistic and the com-
mon folk the practical side of 1ife, One of the early types of
the gente ba,ja characters appearing in 8panish drama was that
of the gracioso and graciosa introduced aa early as the time
of Torres Naharro (d. 15:':1?)2 and further developed by Lope de
Vega. Later Cervantes, in Don ui‘qt»e. created Sancho Panza,
the crude but practical squire, who is-etill a vivid literary
figure. |

Among the eritical atu&iea of lowly characters 15 the one
on the graciose by m/ F. l\ﬂonteaﬂinms:5 and theA one on Sancho
Panza by Professbr Hendrix.4 There hasg been, however, little

written concerning the

ente bg»a characters in the romgntie

drama.
This atudy will consider the group of characters known as

the gue'nte baja, in oider to show that thése people were ocone

sciously included in the romantic drama to add practical and

bz

1. C[!he term gente baja .refers to pecple of the lower olassed.
2. 'Romera-Navarro, Higtoria de la itar ytura esp. ﬁ_a Ppe 118,

s See Omena e g Mend m*ﬁoi » pp {s -
4, Hendrlx, "Sanocho Panza and e camﬁ,e ' e8 @f the sixteemh
Century& omenaje a Menéndez Pidal, Vol. 2, pp. 485-94,
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picturesque elements to an otherwise emotiomal intrigue full of
improbabilities.

By the gente baja is meant the class of people who would
under no circumstances be considered in any but an inferior re-
lationship to the nobility and the upper middle class. This
group i1includes peoJ.e of a wide variety of personalities and
occupations. The génte baja serve as pages to the lords and
ladies, as shepherds, aoldiers, slaves, household servants,
tavern proprietors, guards, ushers, fortune tellers, students,
villagers, sailors, mleteera, water-carriers, and the 1"@?,“1‘
members of the clerical orders. This classification includes
those types of people who have few scruplea concerning pointa
of honor, thogse who perform the demeaning tasks of thelr super-
iora with little thought of fame or fortune, those who are
easily bribed with the promise of a few pieces of gold, and thosme
who are forever trustwerthy anci faithful no matter how difficult
their task may be. |

The gente baja in earlier spé.niah literature had been em~
ployed as aids to the general technical compogition such as plot
congtruction, the balaneing of characterg, and comic relief,
Their role during the romantic period, however, becé.me amplified
for here, in addition, they furthered the pprtrayal of atmosphere
and local color and were used to exemplify the romantic prineiple
of antithesia.

The gente baja in this atudy will be considered from two
gtandpointas (1) a# an aid to dramatic technique, and (2) as an
important factor in the portrayal of oustoms and manners. Such

phases a8 factors in'plot construction, the use of the crowd ag



a atage device, the gente baja as an ald to comic relief and
in the foretelling of future events, and the linguistic pecul=-
igrities of the common people will he discussed under the genéral
division of mechanics of the dramz. The discussion of cusﬁoms
and manners will incelude such factss as religious and holiday
life, carnivals and pastimes, and the gignificance of the village
inn and the public square as a natural background for a realistiec
gcene. |

Sixteen plays which may be considered romantie have been
read and from each of these the most significant contributiona

of the gente baja selected. Npt all of the dramas are entirely

romantic, but all at least have certain passages whieh identify
5
them as such. & list of authors and wogks read followss

Francisco Martinez de la Rosa, Aben Humeya and La conjuraeidn

‘de _Veneciaz Mariano Togé de Larra, Mac{éa; the Dugque de Rivas,

s/ . .
Don Alvare: Antonio Gaxc{a Guﬁiérrez, Bl trovador; Juan Eugenio

Hartzenbugch, Los amantes de Terueli Antonio Gil y zérate, Carlos

IT el hechizado; Antonio Garcfa,Gutiéirez, El rey monje and

Siméh Bocanegras Gertrudis Gémex de Avellaneda, Alfonso Munios

José Zorrilla, Don Juan Tenorioj Antonioc Gii y Zﬁrate, Guzmﬁh

. /o .
el bueno; Jomé Zorrilla, Traidor, inconfeso y martir; Antonio

! . x /
Garcils Gutlérrez, Venganza catalana and Juan Lorenzoj Jose de

Egpronceda, Blanca de Bérhén.

A comprehensive survey of the Spanish remantic movement

does not exist, and few critical works conocerning this subject

5. The plays are ligted in chronological order.



gre available. The books and authors which have proved es=-

pecially helpful for this study are Enrique Pifleyro, El romantie-

cismo en Espafiag Hurtado y Palencia, Historia de la literatura

esnaﬁola; Blanco Garcia, La liter@turauquaﬁbla en el siglo XIX:

and M@ﬁmée and Morley, History of Spanish Literatufe.

The general method of procedure has been the survey. Bach:
play was carefully read, its various features concerning the
'gente baja noted, and the cutstanding and most frequently occur-

ring techniques and characteristics selected for discussion.



CHAPTER II
THE ROMANTIC DRAMA

Romanticism as a definite literary movement began to
agsume concrete prdportions in the early part of the nine-
féenth century, and like most literary movements was internation-
al in its scope. Its outetanding characteristic was an inereased
f:eedam in literary standards and subject matter,

The preceding classical peried, as a general literary move-
ment, had stressed the general and common characteristics of
man and had made reagon one of its leading prineciples. Rigid
adhérence to literary rules and models was demanded. Romanticism,
on the other hand, broke down the restraints of reason and stressed
the subjective and emotional qualitiea of the individﬁal. Duiing
this period man's infier self became the guiding facter. Alsa,
horizons were widened, and the nations began to take a literary
interest in their national paata; Historical themes became the
fashion. There was a comscious turning away from the classic
period of Greece and Rome to the colorful days of chivalry and
adventure. Great interest was also manifested in the fantastic,
in witcheraft, and in maéie.

In the drama Christian allusions freguently replaced those
of:mythology, and the unity of interest succeeded the classical
unities of time, place, and action., There wasa a oonscloue min-
gling of the tragic and the comic, the repulsive and the beauti-
ful, the fantastic and the materialistic; foxr the romanticist
gained one of him greatest effeots through antithesis, He made

continual use of lyric pasaages for the portrayal of the emotiona,




and the general tone of hia work was declamatory.

The Spanish romantic movement was aemeswhat later in‘ita
develépmeﬁt than wéa that of other countries despite the fact
that it was to Spanish literature of the aaziie:: pexriods that
many of the precuraars of rmntiefiam directed their smearch fox
inspiration.

: Foreign interest was manifested in Spain during the remantic
period for Spanish lite:’i:awie, never having rigidly conformed

to the ideals of cl&aaiciam, retained many of the qualitiea for
which the romanticists were mearching. The French atyle, as
imitated in Spain, was largely artificial and adhered gtrictly

to rule and was in no way related to the new literary ideals of
freedom and naturalness of expression. On the other ha}nd,’thé
authors of the siglo ae”oza, with their masterpleces of beautliful
lyric qualities were in great favor with the fozeih ﬁriteia
during the early peried of this new literary genre. Thus Spain,
with her literary perspective turned towards the colorful past,
possessed a potentiéi foundatiéﬁ for the romantic movement.
However, when romanticism, as a well defined movement, did reach
Spain it came by way of foreign mources, eapecially from Germany,
France, and England.

Barly in the nineteenth century the theater of Caldexén de
la Barca began to attract the attention of foreign mcholara. Two
brothers, August William and Frederick Sohlegel, began to examine

Spanish literature in the light of the new romantic 1d3&1’?ﬂhi

1. Auguat william Bchlegel. ;-»-a gohes Theatel
Frederick Schlegel, Geach ex altern un
Literatur (1815}, ‘




They exalted manifestations of the national txadition and of the
chivalrous and adventurous splrit of the Middle Agea, hence it
was the poetic andmtional drama of calderén that was offered

ag8 a model of romantic art. Another‘aérman scholar who made
inveatigations in a similar field was Jaceh Grimm. Grimm.atudied
the old Spaniah.romancea and made many of them popular in his

Silva de romances viejos espafioles (1816). Juan Nicolds Bohl

de Faber with his Crénica cientifica y y literaria (1814-19) helped

develop the Spanish interest in foreign romanticiste and served
as the chief connecting link between German and Spanish romantis-
ciam..2 |
From France the foreilgn influence wag also great, Thé
exotic works of chateauhriand were translated into Spaniah, be~
ginning with the year 1&01. After the favozable reeeptien of
Chateaubriand, ethgr\French authors gained:ready acceptance. |
Such writers as Mme de Sta€l, Benjamin conatanﬁ, and Sainte-
Beuve were received with enthusiasm,. ’An outstanding IFrench con-
trivution in the field of the drama was Victor Hugo's Hexrnani
(1830), which served as the dramatie model par excellence,

Though its influence the romantic drama gained in scope. Simple
fcenes with few characters were replaced by complex ones with
many char&ctéra. The stage presented a panoramic view of life.
Much attention was given to local color and to himtorical detalls.
Scenes from medieval life gained great favor because of their
picturesque character.

From England such authors af Scott, B&ron, Shelley, Keatn,

2. KNorthup, An Introduction to Spanish Literatures p. 343.
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and Wordsworth were quickly translated. Scott bad partiocular
influénce on Larra and the development of the historical novel,
while Byr#n's influence was felt by Eepronceds and many othera,

With the return of the emigradeaa from England and France
in 1833, the triumph of the new doctrimes was cextain; for it
was emong this group of exiles that Spain ecounted her most ardent
romanticista: Martinez de la Rosa, Alcald Galiamo, the Duque
de Rivas and José de Esproncedas While the Spanish romantic
drams embraced practically all the prinmeciples of the international
movement, it ale¢ had some features peculiar to the personality
and temperament of the Spanish people. It was not’maaasa&ﬁ? to
turn from classical allusions to those of Christianity, for the
atrong Catholic influence in Spain had maintained this Christian
atmosphere gide by side with references to slassical mythology.
© 4 land of colorful and picturesque legends and traditions like
8pain had a wealth of material upon vhich teo ¢onstruct her
ramantic theater. This drama adhered closely te the p¥ineiple
of antithesis advocated by Vietor Hugo. Alse¢ the numerous
metrical forms employed by the Spanish dramatiests allowed for
the expresaien of varied emotiona. Although the romanticist
could portray almost every human emotion in his work, the chief
motivating power was & pursuing and hostile fate which usually
caused the tragic end of the main characters.

The play which is regarded by oritice to have marked a 1it-
eraxry epoch in Spain and to ke most representative of the Romantiloc

3, Liberalists exiled by the reactionary administration of
Ferdinand VII (1814-33).
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drema is Don Alvaro written by the Dugue de Rivas in 1830 and

presented in 1835. It is the most typma.l of all Spanish
romantic plays with ite variety of rhmnea and metric lengths,
its mixture of prose and meizyy., its mingling of the comie with
the tragic and the oémm place with the aublime, its intense
aensationalism, and ite diaﬁeg’ard for the clasaical unities.
Rea.aon has given place to aenaatian and the display of emotion,
Most of the charaeteriatica of )on AlVam were afterwgrds found
in one or more plays ef the ramantic theater.

Since Don - Almro ia the typical romantic play 1t msy gserve
to illustra—.te the characteristics of the rmntic dxama.'i The
gente baja have an J.mportant part in this pslay. '.l'he Imque de
Rivas has presented them 1n various aituatiama and theraby adds
mieh color and realism to hia drama. He has delighted in por=
o (a booth for melling

traying the realistic scenes of the a uaduch

water), the posada (inn}), and the rento (porter's
lodge at the convent) with their crowds and groups of merry-

. makers, gossipera and begging friars. Such acenes are presented
at the beginning of each act: By these pictures 61‘ the villageras
in thelr holiday dress engaging in thelr favoerlte pastimes, and
speaking a brusque language peculiar to themselves, much pletur~
egque color is added to the drama. Their humorous and nailve
conversationa lend comic relief to an otherwise tragic intrigue.

Of these mcenes Blanco Garois writesr

4. Blanco Garcia, La literaturs espafiols en el siglo XIX

p . 148’4gl
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Qﬁé cuadres tan sanamente realistaa, dig

de Goya y Thenlers, de Quevedo y D. Ramon de la

C:uzu aQue costumbres tan eapaflalas, que posadas

¥ que iatudiamtaal Pocos artistas han sabidoe pin-

tar asl de rosa y de azul el horizente que de sub-

ito han de ennegrecer lag .nubes y rasgar los eatdm-

pldos de la tempeatad.
Thus the Duque de Rivas is able te achieve an outstanding pleture
of the everyday life of the Spanish people by his portrayal of
the gente baja engaging in their customary activities.

The purpose of this chapter has been to present a com=
densed survey of the romasntic movement with partieuiar reference
to Spanish romanticism and the Spanish romantie drama. Don
/ .

Alvaro is the typieal romantic play with its obmervance of the
principles of antithesis, with its large number of characters,

its colorful ascenery, its power of fate, aa well as itm use of

the gente baja.
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CHAPTER III

THE USE OF THE GENTE BAJA
IN THE MECHANICS OF THE DRAMA

K. Plot Conatruction
The gente baja shall firat be considered in their relation
to the general plot construction. Here their role is fourfold:
(1) they introduce the leéding characters and present the basic
facts of the intrigue, (2) they describe the outétanding char ~

acteristics of the dramatis personae, (3) they act as balancing

agents to the leading éharacters, and (45 they serve a8 an
integral part of the plot.
The introduction of the main characters by the

ente baja
is a common device. 'Thiﬁ explanation is usually briefly‘and'
8imply stated and ordinarily concerns the number of eharaétefs,
their names and their rank. |

)1

Thus in the opening acenes of Bl trovador (I, 1,3-8)" two

gervants of the Count of Luna show by thelr conversation that
there are three‘impertanﬁ chargectera: the Count of Luna, a
proud noblemans Leonor de Seaé, the gueen's moat beautiful lady-
in=-waiting; and a trovador, The servants tell of the disappear-
ance of the count's younger brother, and eof the burning of a
gypay suspected of the kidnapping. They also acquaint the
audience with the fact that the Count of Luna is in love with

1. Act I, seene 1, pp. 3-8, Simllar notationa will be umed fox
succeeding references except where lines are cited, then the
following notatlione are useds: act, scene, page and lines.
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Leonor tut that she, in turn, loves the myaterioua troubadour.
By thieg natural scene of two gossiping servants, the various

threads of the plot are presented.

In Simén‘Bocanegra, another play by this same author, a
gimilar plan ia foiiowed; Hdwéver, here the writer has made use
of a prologue wherein‘the gente baja are among the principal
characters who introd@cé the protagonists of the play preper
and have some contagt with them.‘ Paolo‘Albiani, a goldamith,
and Piettro, a sailor, in the opening aeenes,2 are discussging
the candidates aapiring fox ﬁhe poaition of dux in the coming
election at Genoa. Their conversation on politice is natural
and is not unlike the political discourses heard in the present
century. By means of thié convergation three of the leading
characters are introduced;(twa of whem are candidates for the
pogition of dux: Lorenzino Buchetie, the choice of the nobles,
and Simbn Boecanegra, pirate and buccaneer, the choice of the
people. Towards the end of the prologue Plettro announces the
results of the election to Paolos®

iYa lo viatéis&' egsl todos.
Por Lorenzino Buchetto
Apenas hakra cien votos.
With this announcement of Bocanegra's victory the audience has
é slight indication of what the forthcoming plot may be, for the
two men who have heen rival candidates for a high position, will

prokably tecome rivals in the main plot.

&, Prologue, meene l, pp. l92=-83,
3. Prologue, scene 12, p. 203.
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Besides serving as agents of introduction, the gente baja
are often utilized as a device to explain the personality of a
character, his occupation, past history, and other general facts
about him. This is important as oftentimes the leading charactere

engage in activities seemingly paradoxical to their temperament,

and the audience could easily te misled as to their true role,

were it not for this explanation. Thus in Don éJVaro (1, 3, 14)

when the hero first appears it is at nightfall., His rich cloth-
ing ie hidden by a large cape and hat which he wears; and as he
-walks he peers cautiously from side to side as if seamrching forx
gomeone. His actions hespeak evil deeds, and it iz only by

means of the explanation of his character, preceding his actusl

/
appearance, that the audience knows Don Alvaro to be an honorable

and valiant man saddened by a mysterious past.

The explanation of character is sometimes effected by a
moriologue but more often by means of a conversation usually at
the beginning of each act. The following examples and gquotations
illustrate the fact that the gente Baja ald in a general placing
of the characters.

In Don Alvara~(1, 2, 8) the villagers at the water booth

degcrite the hero as being a gallant young man much troubled
atout his love for Leonor. Iater (I, 2, 9) they describe him
ag generous, gentlemanly, valisnt and victorious in comhats,
They further deadribe the hero am being extremely rich and sup-
posedly of Inca origin. A1l thie explasnation takeas place in a
aingle scene (I, 2, 8-22),

In the opening mcenee of Don Juan Tenorjio the lnnkeeper and
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Don Juan's gervant Ciutti reveal that the latterts master is
rich, generous, nohle and b:avet4

Innkeeper=--Rico dieh?

Cluttisme- Varea la plata
Innkeeper-==dPranco? '

Ciuttiee= - Como un eatudiante
Innkeeper===dinaohle?

Ciuttie=e . @Gomo un infante
Innkeeper-~~y {bravo?

Ciuttie== - Qomo un pirata.

This explanation is as concise as possible, no words are wagted,
yet the charagcter of Don Juan is adequately revealed,

Throughout this playe, as in many others, the servants
disclose the personality and life of the leading characters,
The character of Dofla Inés is portrayed by the spgech of her
maid Brigida to Don J‘ua.n.5 This characterization prepares the
audience for the rapturea of Dolia Inés when she receives her
first love letter. Her maid describes her as knowing nothing of
the world, for she has spent most of her ameventeen years within
the convent.

In the play Guzménel bueno the faithful servant Nufio intro-

duces the villain Don Juan and describes him thus:

turbulento y 8in valor,
gque ya mil veces traidors
quien hizg un cesto haré clento.
Siempre pérfido y villano,
" no hay maldad que no le cuadret
primero/vendié gu padre,
y vendié luego al hermano (I, 2, p. 11, lines 186=92).

Thie characterization of an habitual and unscrupulous traitor,

appearing at the beginning of the play, prepares for his actual

4., Part 1, mct 1, socene 1, pp. 4~5, lines 24-28,
S5« Part 1., &ct II, scene 9, p. 8Q.
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entrance and gives the audlence an idea of hig role.

In Los amantes de Teruel, Teresa, the old family servant,

reveals the character and life of the heroine's mother, Margarita.
Teresa states that the latter has a charitable spirit, that she
igs in the habit of caring for the sick, and that she fasts on
bread and water te do penance for her sins (!i, 1, p. 22, lines
35=42).

In Maefaa-the hero's page and his ateward, Rui Pero, review

the outstanding traits of their master (II, 6~%, 40):

} SCENE 6
Ruil Pero~-~Vive Dios que ea hombre francol
Page~~~Y armasde de punta en blaneco,

gue parece un matasgiete.
| SCENE 7
Page---iBuen talle y bella apoestural

Rui Pero--=iCierto es gallarda figural

Thu s Maeias ig shown to be a man of honor, noble, and comely
in stature. |

Examples of the introduction and exposition of characters
ty the gente baja are numerous. The preceding citations serve
to illustrate the types that are generally found.

The gente baja act also ag balancing agents for the pro-
tagoniata., Since they belong to a elasgs which must work to earn
a living, they are always interested in the materialistic and
practical side of life, whereas the romantic hero and heroine,
having no thought of labor, have more copportunity to engage in

romance and adventure. Thus the latter type ias often offmet by



16

the common people who because of their practicability offer a
gharp contrast to the romantic characters.

In Don Juan Tenorio an excellent example of this contrast

is in a scene between Dolia Inés and her maid., The former has
Just received a love letter from Don Juan which awakens dormant
pasgions within hex, Brigida, the mald, is anxious to hear at
once the contents of the entire letter, but Dofia Inés must stop
at intervals for an emotional monologue. This scene follows in

part:6

Dotfia Inéa--—Br{gida, no sé qué giento.
Brigida~~-~Seguid, seguid la lectura.

Dona Inéa---yo deafallezco.
- Brigldam== Adelante,

Dofla Iném<--iQué es lo que me pasa,; jcielotl
que me estoy viendo morim?®
Brigida~-~Vames, que estés al concluir.

Dofia Inégem= ;Virgen Mar{al
Brigida~-~-Pero acabad, Dofia Inés.

The contrast of miatress and méid ig striking, with the heroine
experiencing deeper emotions at every turﬁ, and with Brfgida,
-8eemingly immune to her passion, continually urging her to con=~

clude the letter.
In El rey monje the same balance is effected between the

male and female characters and thelr servants. Thus Don Ramiro

.« e gl

6o Part'l, act IV, acenéqs, pp. 64~68, linen 1657-58; 16893
1707=10; 1721-22.
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ig highly emotional and contrasts with the practical tempera-
ment of his faithful servant, Ortiz (I, scene 6-7, pp. 64-65);
and the realiatic qualities of Aldonza help reveal the romantic
nature of her mistress, Leomor (IX; 1, 65 and II, 2, 70).

In Guzmén el bueno, Aben~Comat, & Moorish smervant,; serves

as a balance to his magter's daughter, Dotia Sol, when he urges
her to think of practiecal issues in order to save her lover's
lifes

Calmaoa...acfd tan solo

esa pasion que en vos grde.

Don Pedro viene,...Mirad

que es tiempo atn de salvarle,

¥y a decretar vals shora ‘

o su muerte o su rescate (III, 3, p. 73, lines 1367-72),
In the play Mﬁcfaa, Elvira and her mald, Beatriz, offer a con-
trast in feminine personalities. When Elvira, thinking of the
probable fate of her lover, succumhbs to emotion, the practieal
Beatriz urges her to be more thopghtful and to regtrain her diae
play of sorrow (I, 2, 11).

In Venganza catalang, Maris the wife of Roger de Flor,; is

talanced by her maid Catalina., When Maria is distressed over
the continued absence of her husband, Catalina requaéts that she

calm herselfs
Vas tranquilizaos, sefiora (IIX, 1, 546).

Leonor has much the same relation to Dona Blanca in Blanca de

Borbén when she urges her mistress 5o suppress her sorrow,

Sosiega joh Reinal tu doloxr (IV, 7, 142).
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The trovador in the play of that name has his page Ruiz as his
kalancing agent., Thus when the hero goes to a convent to see
his betrothed, he is greatly alarmed for fear Leonor has taken
her vows and will no' longer be free to marry. Ruiz, however,
remonatrates with him at this show of emotion and urges him to
be silent (II, 7, 29).

Thus the leading characters often have their servants or
pages ag a balance in order to poriray better their romantic
personalities.

The gente baja regularly serve am media for the introduction
of character and of plot construction. They are, however, less
frequently outgtanding in the main intrigue. In minor ways they
often add some slight imcident to the general theme, but only a
few instances can be eited where they aie a real motivating force

in the drama. In }lamea‘de,ﬂorhén, a Mbor;ah magician and her

gson Abenfarax plot for the death of one of the leading characters,
These two are seeking vengeance against the Chriatiana for having
made them slaves., Their intention is to kill Don Enrique, Dofa
Blanca's lover. They are thwarted in this attempt but gain Dofia
Blanca a8 their vietim. This plot concerning the magician and
her son aids in the complication of the main intrigue.

One of the outstanding instances in which a member of the
gente baja has a leading role is found in

of Azucena, the gypsy. Her avowal of vengeance in recompense

l_txovador in the role

for the murder of her mother leads to the tragic culmination of
the play when she refumes to reveal the identlity of the trovador
until after his death, Only then it is learned that he 1s not
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her son, but the son of a nobleman and the brother of the man

who has caused his death.

In Simbén Bocanegra the goldsmith, Paolo, aids in the genersal

intrigue. In the p:l‘mlc:ngue.l7 Paolo plots for the triumph of Simén
Bocanegra as dux. After gimén wina the election, however, Paolo
demands that he aid him in accumulating wealth and gaining Susana
Boecanegra for his wife. The dux refuses and as a consequence
Paclo plots againat him, succeeds in polsoning him at ﬁaana'a
wedding feast, and thus causea the trggic end of the drams.
Gare{a Gutiérrez frequently employed membera of the gente
baja as important characters in his plots. This ia true in J1

trovador and Simén Bocanmegra and also in Juan Lorenzo. Lorenzo
is a waol dresser who has been selected by his people to lead
them in a contest for equality with the noblea., Lorenze exem-
plifies all that is right and good, but his friend Sorolla is
wvengeful and treacherous. When Juan Lorenzo refuses to allow
him to marry his sister, Bernarda, he gaina Sorolla's zr;?fj!,al;in:[ty.
A8 a result Sorolla declares a counter rebellion with h:&xéelf ag
leader, and Juan Lorenzo iz killed in the attempt to help his
people and to shiéld Bernarda. The common peeple here play
aignificant roles, while the titled characters have poaitions of
minor importance.

A8 factore in disclosing character and laying the foundation
of the plot the gente baja are very important. In the develop-
ment of the main intrigue their role is often a minor one, although

7+ Prologue, pp. 191=-203.
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El trovador, Simdn Bocanegra, Blanca de Borbon, and Juan Lorenzo

have common people among their leading characters,

B. Crowd Scenesa.

A stage device, popular in the modern theater, but which was
merely gaining its firet triumph during the romantic period, is
the use of the crowd. An atmosphere of reality is effectively
produced by the heterogeneous group. Thus the crowds of the
romantic stage were composed of the artisans, seoldiers, friars,
and other villagers; and ita feoremost purposes were to portray
leocal color,8 create an element of suapense, and to lend dramatic
emphasis to the play. The holiday crowd enjoying a religious
featival or carnival geems to be the most frequent type in the
romantic drama. The mob group exista onmly in a few instances.

4 crowd in action whether in a feative or murderous mood
addes to the element of suapense. For example, the various threads
of the plot have been.hrepght together and a elimax is expected
in the following acene. In order to intensify the interest, the
author sometimes ingerts a :gpealistic picture of a crowd whose

actions are far removed from the main intrigue. In La conjuras-

Cién de Venecia (IV, 1-8, 80-93) the =mcene of the revelers in

Saint Mark's Square of ¥enice demonstrates this prineiple. The
conapiracy againet the Venetlian govermnment is on the eve of its

execution. The intereast of the apectator im helightened when this

8. See below,p. 34 for the dimcussion on the gente baja as
portrayers of local coloxr.

9., Carlos II el hechizado (IV, 6, 159-62), Blanca de Borbdn
{1v, 3, 194) and Juan Lorenzo (I, 14, 1147,
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scene of merry-making at a pre-Lenten earnival intervenes hefore
the execution of the plot. Towards the end of the act (IV, 9-10,
94-96) the conspirators make thelr stand for liberty and fail.
The result of this attempt ia of supreme interest for the hero
of the drama.

In Carles IX el hechizado there is a scene (IV, 6,

158-5@4} of a erowd which gradually develops into a mob and which

gervea much the same purposge as that just eited in La eoniuracién
gde Venecia. Here the antics of an impatient crowd waiting at a
Eéﬁéﬁ‘é‘éﬁop to receive bread afford a diversionm from the main
plot. In the preceding scens, Inéé, condemned to die by the
Inquisition, is bidding her lover farewell, To knoﬁ her fate
is the outetanding issue. Will she live or die? The aﬁswer is
set aside for a acene of bickering, gosaiping, and quarreling
by the common people over such a material thing as bread. Afterx
having witnesged a scene of intense passion peortrayed in the
loverat farewell, the audience must then listen to the follow-
ing conversation which takes place before the baker's shops

Hombre (10)--Venga ung hogaza

Tahoner Ommm=m Yo noe puedo

Dar a todos a la vez

Hombre (lo)--Haoe,trea horas que esgpero
Mujer (1°)---Yo mds de cinco

Tahonero-a--- Tomad

Hombre Es }~~No hay que empujar

Hombre (2°)«- Atrds

YU ELmmmmm = _ jBrutol (Iv, 6, 159).

The contrast achieved is mtriking.
In Apben Humeys the orowd is almo employed as a device

to produce an element of auepense although the ume the author
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makes of it is slightly different from that of the play already
noted. The scene (II, 1, 324~29) takes place in the publio
gquare where a crowd of villagers and a chorus of shepherds and
shepherdesses engage in dancing, singing, and general enjoyment,.
The chorus gains the center of attention when it sings a

villancico (carol) in honor of the shepherds and shepherdesses

and a hymn in praise of Allah and his bountiful glfts. The pre-
ceding scene ghows every indication of a climax which would be
disclosed in the following act. The digclosure, however, is
delayed for this scene in the square which, while serving as a
diversion from the main plot, is also singularly aasbciated
with it, for the songs concern important features of the intrigue.
Briefly, the plot is that the lMoors who are being oppressed by
the rigorous yoke of Spain have sworn to overthrow their brutal
masters. The songs praise the groups who will attempt this
overthrow and the god from whom they expect aid in their under~
faking. Thus this scene, while presenting a general picture of
lightness and galety, continues to a degree the ideas of the
main theme.

The crowd as an aid to dramatic technique is thus commoenly
employed in the romantic drama to heighten the intereat in a
climax usually tragic. The author agsumes that the withholding
of facts creates a greater intereat in their disclosure.

Another factor which the crowd adde to the general conw
atruction of the drama is emphaglas, With it the play evinces
an atmosphere full of actlion with large numbers of participating

characters. The general effeoct of a apeaking crowd is always
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dramatic. Thus in La conjuracién de Venecia the ories of the

people are effective in portraying an atmoaphere of tumults
Congpirators«-- ;ijVenecia y libertadlll

Soldiergme== j;Mheren los traidoresiil

Voices from
within-w=- Traicidh.... Traleion!!

Voice from -
within----18an Maxrcos ¥ Venecla...V1va lg re-
| plblieal.. !
Voices in the '
squares—-as Vivatseee Vival (IV, 8, 94).
In Aben Humeya the cries of the oppresaed Moors as they
vow to break the Spanish rule give a feeling of largeness of
theme, of numerous characters, and of an atmosphere charged with
emotion. One of the leaders shouts that no longer will they feel
the hand of oppreasion and the multitude anaswerss
Jame;s. o ' ‘
Jamdse (I, 9, 313).
When Aben Humeya avows that the time for release has arrived they

responds
s
sitst (I, 11, 315).

Then they as emphatically proclaim, "No, nolfii® (I, 2, 318),
that their sons shall never be slavea.

The reader often gives these passages little attention hut
when portrayed on the stage the reasponses of a crowd are effec~

tive in producing an atmosphere charged with emotion and action,

C. Comic Relief.
The gente baja character with his practical and materigle

istic outlook on life and with his naive remarks and blunt conw
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versations affords much of the comic atmosphere of the Spanish
romantic theater,

In Don Alvaro anq other romantic plays this humorous element
ig frequent and is often evident in a scene portraying a crowd
at play. This device alds the author in producing an element of

suspense before an impending tragedy. In Ia conjuraoién de

Venecia (IV, 1-8, pp. 80-93) the scene which unfolds in Saint
Mark's square and serves as a diverasion from the main plot is
largely concerned with merrymaking. This entertainment includes
many jests and frivolous conversationa. 1In the third secene (IV,
3, 83=8G5) a man and his wife engage in a combat of words which
ig interrupted by one of the masked conspirators who, having
witnessed the domination of the wife, suggesta the old adaée,
"quien sge caaax“lo to the husband.

At the tavern of Hornachuelos in Don,é}waro (rz, 1, 39-51)

is gathered a gossiping group composed of the innkeeper and his
wife, a witty student, the Jjustice of the peace, servants, mule-
teers, and others who are interested only in entertaining and
being entertained. They discuss many topics ranging from the
number of pilgrims visiting in the city, to the kind of cooking
that the innkeeper's wife provides. Their conversation is of
little consequence except for a few facts relating to the main
plot which are revealed. The mtudent in an attempt to dieplay

hig abilities am a wit inquires of a villager, after grace has

10. The full form ims "Quien se casa todo lo pasa® (when & man
narries his troubles begin).
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been said, if he ie now with the angels; and the ¢ld man, no
legs witty, retorts that among such nolasy people ag the student
he could not ke anywhere but with the devilas (II, 1, 44).
Another time the student inquires the sex of a recently arrived
gueat, and {0 Trabuco snswers that he is only interested in his
money which has no sex (II, 1, 45).

This conversation fellows the secene in which one of the
leading characterg ig killed by the hand of his daughterts lover,
and it immediately precedes the amcene where the girl seeks the
convent for consolétion. This piocture of the tavern stands
aparf from the rest of the tragic play by its atmosphere of
lightness and triviality. & similar comie scene is developed
in the fifth act, (V, 1, 140-44) of this drama when Melitdn, the
doorkeeper of the monastery, serves soup to the poer. The tasgk
ig not to his liking, hence he engages in meny naive retorts to
the impatient beggars., This plegure precedes the final tragedy
of the play where the hero and heroine meet only to be smeparated
again by death.

The gente baja were adapt in the use of clever repartee,

For example, in Don Juan Tenorie, when Don Juan makes inquiries

about Dotia Inés, the servant replies that his beloved is ready

to follow him meek as & lamhall

Do? Juan~~=~diLa hag preparadof

Brigida==~-=Vaya, ¥y 08_la he convencido
con tal mana y de manera,
que ira& como una cordera
trag voa.

11. pPpart 1, act I, scene 9, p. 50, lines 1244-48. There is a
pun here on the name Inés which means "“lamb'",
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Guzmin el hueno, thoroughly tragic in theme and partly in

the clasgic manner, has no entire scene of comic relief, But
guzmgnts faithful servant, Nuflo, however, does at intervals add
this touch. He lg gifted with a ready tongue when the occasion
demands. For instance, when the Moors arrive to demand Guzman ' s
son ag their award for not attacking the fort, a witty conversa-
tion between Nuflo and one af the Moorish envoys affords a marked
contrgst with the tragedy of the gcene that follows.
Moro--=Valiente anciano
ino te acuerdas de mi?

Nuﬁo-wéMoro del diantre
mas de lo que quisiera (II, 4, 87, lines 1034-356).

Teresa, the duefia of Los amantes de Teruel, furnishes mueh

of the humor in this play.q The mother and daughter are attempt-
ing to converse with Pedro who hags Jjust returned home after g
long aksence, but with Teresa's interruptions little can be said,
Teresa is urged either to be silent or to leave the room to which
advice she retorts that going away iz easy but being silent is
another thing (II, 1, 23, lines 51-52),

D. Preparation for Subsequent Scenes
Besides the comlc roles which they play, the gente hgla
algo serve am the reporters of important events not shown in
the theater and also as the foretellers of future eventa., Often-
timee there are scenes necesdary to the plot which are related
rather than ataged, while frequently the foretelling gives the

audience some idea concerning the outcome of the drama.
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The romantic theater makéh miuds i of fhe 408 in lending
atmosphere and often in foretellingiﬂnéﬁin%anééfying the alge-
nificance of a coming event. E:&ﬁﬁ={3¥f§ﬁz§ﬁitiﬁfﬁﬂﬁﬁ

Thus in La conlura@ién de Venecia (II, 3, 32-33) the boatman

gings a song about Leanderts fate in the Hellespont. Thig song,
picturesque in its Venetian setting, has, moreover, a furthex
gignificance from the fact that the hero, Rugiero,is shirking his
duties in order to see his beloved, Elvira. The song foretells
that, juét ag Leanderts attempt to see Hero ended in tragedy,
go will Rugilero's endeavera end.

In E1 trovador (III, 1, 131) the act opens with the gypay

Azucena singing the mong of the burning of a vietim in a camp
fire., Her song refers to the fate of her mother who Was burned
g2 a witeh, and it scema a device for foretelling some future
event, such ags a vengeance in recompense for the deed already
done.,

Somewhat related to the religious belilefs of the gente Baja
are the superatitions which the uneducated clagses readily

accept. Thus in Los amantes de Teruel the old dueiia tells of

the ghost of Don Diego which she thought she gaw and heard
speaking (IV, 1Z,A?2, lines 98-101}1

ILas animas del infierncs..

Las del purgatorio...No

gé cuales; pero las veo,
lag oigo.

In the opening scenes of El trovador, two mervants dieplay

their belief in spparitions. Ferrando tells of a gypay who has

keen frequenting his rooms, first in the form of a orow and later
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a8 an owl who sipped the oil from his lamp, put out hias light,
kissed him and hefore departing emitted an unearthly ory (I, 1,
ps 6, line 23ff=p. 6, line 6). N

Unas vecea bhajo la figura de un cuervo negroj de
noche regularmente en buho: TUltimamente, noches pasadas
se transformd en lechuza.... y se entrd en’'mi cuarto a
sorberse el aceite de mi lémpara; esseapagd la luz y me
empezd a mirar conm unos ojos tan relucientef......tend
no s qué de disboliece y de infernal mjuel espanteso
animalejo. '

Such scenes share somewhat in feretelling unhappy eventa of the

future. Thus in El trovador the gypay of whom the gervant

apeaks returna to fake revenge upon his magterts family. The
chief purpose of thesme mcenes, however, is to ald in the por-
trayal of local colox.

‘Another superstition was a belief in dreams, thus in gg‘

conjuraeiéh de Venecia (IV, 1, 81) one of the merxy-m&kera in

the carnival scene remarks that he has dreamed about the two
famous columns in the square and he fears that something terrible
is ahout to take place. In subsequent scenes of this aet there
iz an attempt to overthrow the government. The dream foretells

-

this event.

‘In Blanca de Borbdh the Moorish magician who hatea the

Christians swears that ahe has the power, if she wills, to con-
trol the affairs of the world (III, 3, 98). While this avowal
tells nothing definite, it does give an indieation that the role
of the magliclan is to be signifieant, eepeoially gince she im a
alave and an enemy of the Christians. Her prophecy comes true
when Abenfarax, her son, succeeds in killing Dofia Blanca, the

kingts banished wife. The gong that a hidden musicilan sings
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algo foretells ruin for Dofla Blancs who is held prisoner by her
huahand, Pedro el cruels The gong concerns a beautiful young
lady, Elvira, who is forgotten in her prison by her lover (IIXI,
3, 100-01),

Since the romantic dramg was not primarily concerned with
the portrayal of action, many incidents are merely reported and
described by the gente baja, Thus in Carlos II el hechizadg

(Vs 6, 166) a servant of the Inquisition reports to the king
that a girl has fled from her captors and has taken refuge in |
the palace. The girl is Inéa, the leading female character, whe
is condemned to die for alleged practieing of witcheraft upon
the king. B8ince she is one of the leading characters thisg re-
port is interesting and important.

In Bl trovader (IV, 2, 48) two servants . announce that a

gypey has been taken prisoner., This incident is significant for
the remainder of the play since Azucena, sentenced to die, reveals
the identity of the trovador only after hie death, thereby aiding
the tragic termination of the play.

‘In Blanca de Borbon there are many instancea where events

are merely related and not portrayed. In the firat act (I, 2,
26~30) Dofa RBlanca's maid, Leonor, relates facts that have not
been indicated otherwise. She tells of the festivitieam taking
place in the royal courtyard in honor of the king's new heir (of
this the audlence has some idea), of the pride of the king, of
the discontent of the people, and of a young man 1ln disguise

attempting to gain entrance to Donda Blanca's prison. These facts
are lmportant, for the man in disguime im the king's hrother, Don
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Enrique, who lovea Dona Blanca and who later stages & revolt
against the king in order to free the Iimprisoned queen.

In practically every romaantic play there are some incidents
revealed merely through reports, and the gente haja are often

the hearers of such news.

E. Linguigtic Peculiaritien

The Spanish romanticiaf gained another of his antithetical
effecta through the combined use of prose and poetry, the prose
ﬁsually teing the language of the gente baja and the poetry
that of the noebles. This method is not always followed, however;
for in scenea of gfeat emotional appeal, whére there axe hoth
nokles and the common folk present, everyone speaks in verse,
while in the less emotional scenes, where both classes are pre-
gent, prose is the medium of expression. But even though the
gervant clasga does gpeak in poetry it is waually s kind af
progaic poetry in contrast to the more lyric language of their

. . . 12
superiors. Thus in various gecenes in Log amantes de Terwvel,

Teresa, the dueia, uses verse, hut her'apeecﬁea are marked by
their Ttrevity and bkluntness. When the father asks hie daughter
to tell about the events which took place during his abmence,
Teresa interrupts with the remark that there is very little to
tell (IX, 1, 22). Another time when the Sultana, dlscloses that
she too loved Imabelts lover, Teresa irmediastely rejoinm, ﬁQuJ

desverquenzal® (II, 10, 43 line 596]).
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In Don Alvaro much the eame arrangement of prose and poetry

is maintained. Thua the innkeeper and his wife converse in
poetry but with Llittle emotion and without poetic language. The
innkeeper says that his wife's task im to gerve well, say "yea®
or '"no%, catech flies, and observe silences

Servir bien, decir na o af,
Gobrar la mosca, y chitén (IT, 2, 53),

-

The wife reaponda that she knows how to he silent, therefore

her husband cannot possikly be referring to hers

No, por m{ no lo dirds y
Bien sabes que ocallar se (II, 2, 52).

In plays written entixrely in verse, the difference hetween

the two types of characters, the hidalge and the

portrayed through the use of collogquialisms, interjections, and
glang remsrks in the speech of the latter. Thus in Den Juan
Tenorio the first act opens in an Italian inn where the innkeeper
and his asgalstant apeak Italian. Their foreign conversation
aide in localizing the msetting. The inﬁkeeper also portrays his
soclal atatus by the use of various alang phrases and unpolished
remarke. Thus he aske Don Juan's servant:15

Y ia quién mil diablos escribe

Tan culdadono y prolije?
Later when a policeman ohserves Don Juan and Don Lule entering
the inn he bluntly remarks that something ils cexrtainly going 1o

happen g14

13. Part 1, act 1, scene 1, p. 4, lines 33-—%4.
14, Part 1, act 1, scene 12, p. 18, lines 3718-79}
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Pues alll va otro acupar |
la otra silla. ;Uf! ;Aqui es ellal

In Simdn Bocanegra when Paolo gives his friend Plettro a

pogition as guard and admonishes him to heold hig breath for fear

of detection, the latter remarkss
. Qué diablos de comimidnl (IIT, 1, 226].

Thus in language as in character portirayals the romanticiat
makes & distinction between the nobility and the gente baja by
qualities of brusqueness, bluntness, colloquialiama, and numers
oug inter jections in the speech of the latter.

An attempt has been mgde in this chapter to present the
various rphases of dramatic construction to which the gente baja
add definite features. Their role in the technique of the drama

igs far from negligible. They ald in the general plot construction

through their intreduction of the leading characters and the
hagic facts of the plot, by their descriptions of the main char=

acterg, by acting as a balance to theme charactersa, and by serving

in a few instances as important characters in the drama. ZPor=

trayed in groups, the gente baja aid in the production of an

element of suapense for the main intrigue, and by their speech
they afford an emphasis which ie often dramatic. With their
clever conversations and droll retortas they lend the humorous
aide to the romantic drama, while in their more serious moments
they merve as bearers of news of both the past and fufure. The
romenticist, in upholding the principle of antithesis, has

malintained his purpose even in the language which the characters
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speak. The nobility employ a polished phrasge in verse, while

the gente baja speak a brusque and blunt language,
0¥ Proge,

te it poetry
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CHAPTER IV.

CUSTOMS AND MANNERS OF THE GBNT

The members of the gente kaja, having few opportunities for

education and little or no cpportunity for travel, are not cos~-
mopolitan but are decidedly provineial in their daily life.

Hence one can learn from them something of the customs and manners
peculiar to a particuliar region or social group., The romantic-
izt has made uge of these cdmmdn people to add picturesqueness
and local color to his work. The activities which seem hestto
portray the ideals of local color and atmosphere are religious
feaiivals and processions, secular entertaimments, the‘life
gurrounding the public square and the village inn, and the
various types of songs which the gente haja éing.

As Tar as dramatic technique 1s 6oncernad‘the religiqug
festival and carnival scenes are introduced in the romantic
drams elther to create comie relief or to further intereat in
the main plot. Xany of these scenes are veritable cuadres de
cogstumbres and ag such depiet many interéating and plctureaque

features of the life of the gente baja.

In La conjuraclidn de Venecia the acenes which aid in comic
relief’and in dramatic suspense are those conceining the pre~
Lenten festival (IV, 3, 78) held in the public square where the
merrymakers dance and llisten to a song about the duel hetween
Caxrnival and Lent, and the stoxry of the Holy Land recited in
verge by two pllgrims. The religious atmesphere is orested by
the general ldea of the Carnival, by the versem about the Holy
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Land, and by the song of the age=old contest between Carnival

/
and Lent. In La conjuracion this religious festlival sexrves

mereiy a8 a brief diversion from the main plot.

Aben Humeya alse makes use of the religious gathering

which, however, shows deeper religious sentiment and also aids
in the development of an integral part of the plot. This scene
(1T, 1-4, 324-29) tskes place in the public square in the village
of Cadiar where there is much dancing and singing. The crowd is

varied but is largely composed of shepherds and shepherdesses

who sing two selections, a villancico in adoration of Allah with

much reference to the shepherds and shepherdesses, and a hymn
which praises their god and asgks for his aid against their op-
pPressord.

In Carlos II el hechizade the religious group and precession

figure prominently as the author has conceived a theme hgsed on
the activitiem of the Inquisition. In the second act (II, 1,
136) there im a religioua procession of the nobles while a group
of villaggers sing a hymn asking compassion for their king who
appeara to be bewitched. In a later scene (II, 8, 141} there is
a procession composed entirely of the lower'clergy carrying

lighted candles and singing the De Profundia.l They have neo

gpeaking part, consequently their greatest service is the relig-
ioug atmosphere and color which they afford. Officers of the

Inquisition, their servants, guards, and minor officlels gppear

1+« The one hundred thirtieth Psalm of Davids one of the seven
Paalme expresgive of sorrow for sin and desire for pardon.
It 18 uesed in the Liturgy of the Roman Catholic Church.
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in a similar procession in the third act (III, 10, 150-52),
while in ghe fifth act (V, 10, 170) bailiffs and soldiers of
the Inquisition are shown marching to the scene of an auto de
ig_where one of the leading charscters is to be executed be-
cavae she is thought to be a witch, This play with its relig-
ious plot adheres to the plausible through its himtorieal back-
ground. The various pracesaions of the common psople which are
portrayed here lend both realism and pieturesgueness to the |
stage. There processiona, made colorful by the variegated
costumes of the participants, were customary sectivities during
the Inquisition.

The ecarnival, whieh In Cathollec cauntries is closely asao~-
ciated with the religlous festival:, also has its place in meny
of the plays where the gente baja are portrayed. The Spanish
carnival is often a masked affair with much dancing, singing,
inatrumental music, and general enjpyment. The entire celebra-
tion is not always portraye& in the foregound of the stage,
nowever, but the voices of the shouting people or the mueic from
the strumming guitaras addes this festive atmosphere,

Thus in the opening scenes of Don Juan menoxiqma the action

takes place within an Italian tavern. However, the merrymakers
from without furnish a feative back@round with thelr laughter,
rmusic, talking and dancing. o

In Blanca de Borbdn there is also a festive atmosphere

evident in the general tone of the seenen, although the revelers

2+ Part 1, asoct I, pp. 3-34,
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do not appear on the stage. Voices singing of soldiers, honor,
and teautiful women, combined with a general hilarity lend thia.
feeling of celebration (I, 1, 73). The common people and the
courtiers are celebrating the birth of an heir to the king,
Pedro el cruel.

While some plays have entire scenes devoted to the portrayal
of religious sentiment and custom there are those in which in-
dividual members of the gente baja afford this asame atmosphere,

In Don élva.-ro the Duque de Rivas places some members of the gente

taja in the realistic scenes at the beginning of each act.
There is the village canon in the first act (1, 2, 5-—16)’. who,
after listening to a slightly profane remark admonishes the by~
gtanders that religious things must be treated macredly (I, 2,
27). In act II the innkeeper insists that the food shall be
tlessed before eating. His prayer preceding the meal ig cer-
tainly materialistie in thought, yet nc less g prayers

Jesds; por la buena cem;pa;'ﬁfa,

y que Dios nos d€ salud y pesetas

en esta vida y la gloria en la

eterna (IX, 1, 44).
After this prayer for health, wealth, good company, and eternal
glory the guests murmur, ®amen®. At the end of the meal the
innkeeper remarks that since they have eaten well, thanks should
again be given to Gods

Pues que ya hemos cenada, démos gracias a

Dios, y recogerse (II, 1, 51).

In the third act (IIX, 2, 83) a chaplain in the soldiers’ camp

lends the religious note, and completing the seriesm is Hermano
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Melitdn who stands before the monastery and issues foed to the
begging populace (V, 1L, 140-44).

The public sqguare figureaﬁprominently a8 the place in which
many of the religious and secular celebrations teke place. Here
the lowexr classes of all types and all ages gather to make
merry and to meet their friemds. Here their dress, action, and
amusement can readily be dimscerned. The govermment officials
make use of the public square to read any proeclamation about
which the people should know. The square is the scene of many
types of activitiess conspiracies, carnivals, guarrels, and
various contests,.

Sinece the aguare is important in the publiec life of the
gente baja, it is natural that the romantic author should make

uge of it to portray everyday life. In Carlos II el hechizado

the aquare serves as a gsetting for news when a proclamation of

an auto de fe is read (IIT, 6, 148). 1In this play the square is

also the scene of a brief quarrel over bread, and of a mob
geeking vengeance against the nobles (IV, 6, 150). The stage
directlions state that the theater repiesenta a square where &
multitude of people are gathered hefore a baker's shop waiting
to get tread. There is a general restlessness among them with
much pushing, shoving and shouting (IV, 6, 158).

A comparable ascene takes place in El rey monje where the

gtage represents a large square in the village of Manzdn with
many groups of the common people present (I, 1, 59). In the
fourth act (IV, 6, 89) a proclamation is read, and the dlssenting

nurmuy of the erowd im heard throughout the aquare.
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¥art{nez de la Rose employs a scene from the square in

both Aben Humeya and La cong_ur'ac‘icfn de Venecia. The stage dix-

ections for the latter follows

E1 teatro representa la plaza de San Marcos
iluminada....Bn la plaza sg descubren las dos fa-

mogas columnas, y tedg el ambito aparece lleno de

grupas de gente, paaeandose y divirtiendose ls mayor

parte con méscaras y disfraces (v, 1, 80).

Here the theater represents an illuminated square full of masked
revelers. The stage directions of the romantic drama are e€8-
pecially intereating because little attention was given to
theatrical decorations until the dramatic innovations of thisa
period.

The publie square, having an important place in the actual
life of the Spanish people, figures largely in the commonplace
scenes of the romantic drams where it adds local color and
atmoaphere.

The inn, like the publie square, furnishes an opportunity
for the common people to enjoy life am a group. It affords them
a general meeting place, where they can greet their friends,
exchange the latest gossip, observe the incoming travelersa,
learn the newa, obtain refreshments, and enjoy themselves gen-
erally. The innkeeper as a dispenser of food and news is almost
a dignitary among the gente baja, few of whom can read. Thus
the inn exemplifies another phase of the group life of the
common people. ;

The firat two acte of Traidor, inconfeso y mértir take

place in the ante~room of an inn in Vallodolid. Although the
setting is realistlic, nothing exemplifying the life of the
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gente baJja is shown except that the innkeeper is preparing for
guesta; It can be imagined, however, that when the play is
presented on the atage, the decorative features of the inn fur-
ther enhanced with the activities of the busy innkeeper would
gerve ag a aoﬁewhat coloxrful background upon which this imagin-
ative drama is staged. |

The firat act of Don Juan Tenorio takea’place in an Italian

tavern. The atmosphere of the inn ia further developed by the
pregsence of an Italian innkeeper, Buttarelll and hig aervant,
Miguel, and groups of villagers and policemen who énter fiom
time to time to witneag the meeting between the hero and his
friend. Many of the guesta demand refreshmenta. The picture
of this inn crowded with patrong presenta a view of everyday
life.

Act twoe of Don {1varo takea place at an inn in the village
of Hornachuelds. Here are found the innkEeper, his wife, the
village alcalde, a student, r{o Trabuco (an 0ld muleteer), othex
mileteera, and sevexal villagexa. Here the patrons spend their
time in intereating gossip, in jesting, and in singing while a
gtudent furnisheas instrumental accompaniment with his guitar.
The aunthor makes use of this scene of enjoyment to introduce a
number of facts concerning the prineipal characters who appear
during the remainder of the act.

The saquare and the inn frequently serve as backgroundas for
many of the customa and mannera of the gente baja. The activie-

ties of the common people in their realimtic and picturesque back-

ground are often employed by the romantic dramatist to merve
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his purpose of making the real contrast with the ideal and the
practical with the emotional.

Other customs which are less generally portrayed but no
less effective are those of gambling, card playing and quarrel-

ing. 1In Don'Juan_gngrios two members of the gente baja engage

in gambling on a small scale when Avellaneda makes a wager with
his friend Centellas that Don Juan will succeed in the contest
with his friend Don Iuis.

A scene of card playing in a soldiers' camp takes place
in the third act of Don Alvaro (III, 2, 79-83). The remarks of

the soldiers as they play their cards, regardless of the fact
thet they speak in poetry, are certainly relaistics

Oficial 10---Tiro
Don Carlosa--- Juego
Oficial 1l =-=~-Tirae a la derecha el as
Y &a.la lzquierda la sotita.
Oficial 2%--Ya salid de muy maldita
Por Ylda de Bal'rabaﬁ seacsdes

Oficial lo-—-Tengo aprestado la mano
Tred onzag nada se debe.
A la derecha la sota (III, 2, 80-8l1).
Although quarreling is not uaually considered a pastime,
that type of argument in which the gente baja engage often has
the effect of entertaimnment, not only for the onlockers, but

for the participants as well. Thus 1n Caxloes II el hechizado

one notes a number of people ilmpatiently waiting their turn at
a baker*s shop. The orowd is not orderly, and the following

remaxks are heard:

3. ?art l’ a;ct I, Pp. 832"’33.
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Tahonero=~-- Yo no puedo dar a todos a la Vez.
Hombre-~~=-=-Hace tres horas que espero

Tujer-~==mm= Yo mds de cinco.

Tanoneroem=w Tomad .
 Hombrgmm=m==g mi{.

ML e mmmmmm - A mf (Iv, 6, 158).

The acene just indicated is similar to one in the fifth act of

/
Don Alvaro where the uncharitable Melitén is serving soup to

the poor ag they clamor before the convent door.

Hermano Meliton---—-vamoa, silgncl@ y orden,
que no estan en ningun
figon.

Iujer-we-- ;Padrel ja mi«, & mil
Viejo----—iCuantas raciones quiere
Marica?
Cajom====Ya le han dado treg y no es
regular (V, I, 140).

Another activity in which the gente baja frequently engage
is singing. Their songs, many times, are expressive of activ-
ities in which it is impossible for them to indulge so occupied
are they in the buainess of earning a living. The songs express
their religious fexvor, patriotism, vengeance, and love. There
are also the popular songs of the young peocple which are merely
for entertainment.

In Carlos IT el hechizado a procession of the lower clergy

chants a supplication to God for compasasion on theii king, Carlos

I, who ias bewitched:

Oye beneficio

Supremo Diog

De fieleg subditos

La $riete voz (II, L, 136).

Later this procession chanta the De Profundim, one of the
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penitential hymm of the Cathollc falth (11, 8, 141). 1In Aben
Humeys a group of the common folk sing a villancico and a hymn
praiaing Allah and assking for his assistance in their under-
takings (II, 1=4, 324-29).

Aben Humeyva also uges the patriotic song when an unnamed

Moorish woman sings of the regret of the Moors on leaving theilr
home. Her song expresses the fear that Grandda,; their last

stronghold, will be lost forevers

A diom, Granada, por siemprel'
4 ‘dios, patria de mi alma (III, 1, 345).

During the carnival scene in RBlanca de Borbon hidden voices sing

of honor, laove, and Tighting men.

The song of the gypsy AzZucena has already been mentioned
a8 an inatance of the foreshadowing of future evénta.4 Azucena's
weird song (ITI, 1, 31) adde much to the picturssque atmosphere

of El trovador. The song which La Maga, (the magician) sings

to the Devil in Blanca de Borbdh”(v, 1, 146-47) serves much the
gsame purpose. |

The gente baja have few opportunities in the romantic
drams to express any emotion of Love. Thelr role offers a marked

contrast to that of the gracioao'and graciosa in the dramas of

the giglo de oro where often theae lower characters parodled
- the love affairs of thelr masters. The song which Ruglero's

boatman sings in la conjuraciéh de Venecia (II, 2, 32) may,

however, be described as a love gong. As he rows his hoét in

1. See above, Dy 27
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the canal he mskes use of a classic theme and sings of Leandexr's
fate in the Hellegpont.
/
The student in Don Alvaro (II, 1, 38) sings g ditty with

guitar accompaniment for the entertainment of the villagers at
the tavern of Hornachuelos. His song expresses neither religious
noxr patriotic fervoer, nor extola eclasgic heroes, but merely sets
forth a clever rhyme for the entertainment of his listenera.

The romantic dramatist pictures various activities in
which the common people, as a definite social group, participate.
He portrays activities which are actually a part of their daily
life, The gente baja are deeply religious and are shown enjoying

religious festivals and ecarnivals. Their community centers are
the public square and the village inn where various tyﬁes of

newa are digscussged and disseminated. They engage in other pastimes
guch ag card pla&ing, Betting, and quarreling; and their emotion-

al nature is often pertrayed in the songs which they sing.



CHAPTER V
CONCLUSION
The gente bajas of the Spanish romantic theater have heen
ahown to have definite roles in the drams in accordance with

the general scheme of Spanish romanticism. In a genre which

mingles the comic and the tragic, the realigtic with the sublime,

and the practical.with the imaginative, the gente baja affoxrd
the comié, the realistic, and the practical featurea., Theix
role may be divided into two general funcitionmss that in which
they aid in the mechaniecs of the drama, and that in which some
of their customs are portrayed by which they add te the realilty
and pilcturesquenesa of the play..

The phasea of dramatic construction in which the gente haja

are important factors are: (1) plot construction which includes
an introduction of the main charascters and the baaic facta of
the plot, a desecription of the protagonists, a balance of’the
two types of characters. (the ariatocrat and the servant), and

occaslonally the use of the gente baja as main charsctera in

the drama; (2) the use of the crowd as a stage device to portray
local color, to create an element of suspense for the main in-
trigue, and to produce dramatic emphasisj (3) comic relief which
ia supplied through naive and humorous converaations rather

than by action or situationj (4) the preparation of the stage
for subsequent scenes by the foretelling of future eventa and
the relating of facts concerning happenings which are not por-
trayed on the stage; and (5) lingulstic peculiarities where the

gente baja and the hidalgo are differentiated by the bruasgue and
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colloquial language of the one and by the polished Castillian
of the other,

Besides serving as factors in the mechanics of the drana,
the gente baja influence the ent|ire play by the portrayal of
thelr customg and manners. The plays which are not entirely
romantic have only s few oOF the realistic and picturesque
qualities that the true romantic drama contains. Those plays,
however, which adhere closely to the principles of romanticism
depict many scenes from the daily life of the gente baja. These
plays portray the religious festival and the carnival, the ac=-
tivities in the public sguare, and the interesting life of the
village inn., They picture the common people at their pastimess
kegging, card playing, dancing, singing, ‘e.nd gven quarreling.

It can be geen that if one or several of these customs are
portrayed in a drama which has fate and passion as its animating
forces, then these excerpts from sctual life would aid in pro=-.
ducing a sense of reality for an audience which would experience
varied emotions with the hero and heroine. These Scenes add
realism to the stage and make the main intrigue geem lesa im=
prohable. The prime significance of the gente kaja in the
Spanish romantic drama is to furnish the guglity of realism a.hd ,
naturalnesa which the main characters do not always affoxd,

The dramatist has included the common people who with their prac=-
tical and materialistic ideas afford a balance to the emotional
and fanciful ideal®s of the pxotagonists, and by so doing upholds

one of the major principles of romanticism: antitheals.
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APFENDIX

Synopses of the Dramss.

Espronceda, Josde. Blanca de Borbon,

Blanca de Borbén loves her husband, Pedro el cruel,
despite the fact that he has imprisoned her and proclaimed
another his mistress, Pedro's hastardmbrother gives Blanca
the opportunity to escape but because of loyalty and love for

her huskand she refuses and is killed by her rivalts orderse.

Gaxoia Gutiéﬁrez, Antonio. X1l trevadar.

The troubadour loves Leonor hut telieving himself to be
the son of a gypsy, he rémaing loyal to hig mother. For the
crime of leading an eopposing army agalnet the kings forces he
isg cap£ured and put to death. At the time of the execution
it is revealed that the troubadour is the brother of the count
who has ordered his death and that he had been kidnapped by

the gypsy in infancy.

Garcia Gutiéirez, Antonio. El rey monje.

Don Ramiro, seeking a monastery to free himegelf from his
kingly duties, meets the lady whom he had leved in his youths
They are again separated by her brother who kille Don Ramiro and

leaves the sisgter to mourn his death.

carcia Gutié&rez, Antonio, Juan Lorenzo.

Juan Lorenzo, lover of Bernarda, iz the leader of the wool

workers who are demanding equal rights with the nobility. The
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ambitious Soralla who also loves Bernarda, plots againat

Lorenzo, succeeds in killing him, and mskes himself leader.

, ‘ /
Garcia Gutierrez, Antonio. Simdﬁ Bocanegra.

/
Simon Bocanegra, dux of Genoa, refuses to allow Piettro,
a goldsmith to marry his daughter. Piettro gains him revenge

by killing Bocanegra at his daughter's wedding feagt.

Garcfa Gutidrrez, Antonio. Venganza cgtalana.

Mhrfa, the Grecian‘wife of Roger de Flor, pledges alleg-
iance to the Spanish forces who are attempting to gain land in
the Orient. Roger is killed, but the Spaniards are victorious.
Maria is happy in the belief that the vietory is a revenge
against the Orient for the death of her husband.

Gil y Zérate, Antonlo. Carlos I el hechizado.

Carlos II is said to have been bewitched by his ward Inés.
The girl is sentenced to death by the Inquisition at which time
it is learned that she is the king's own daughter. The decree
against her is enforced. A fanatical priest, whom Inéa refuged

to love, devised this plot against her.

Gil y Zaerate, Antonio. Guzmin el bueno.

Guzmsan, & loyal and noble chieftain, sacrifices his heloved
gon in order to save the lives of his subjects who are menaced

ty the Moors.
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/
Gomez de Auwellaneda, Gertrudis. XMunio Alfonso.

Munio Alfonso killas his daughter Fronilde when he discovers
that she has a lover, of whom he knows little. A&After Fronilde's
death it is disclosed that the empresa' ason was the lover.
Alfonso is remorseful, for he could mot have arranged a more

worthy marrigge.

Hartzenhusch, Juan Eugenio., lLos amantes de Teruel.

Two lovers separated by a fathert's whim are reunited too
late. Xach doubts the otherts sincerity. The young man,
after escaping a dagger thrust from.aljealoua sultana and
after winning over his rival in a duel, dies because his be-

loved offends hime.

Larra, NMariano Jose de. Maciaa.

Macias loves Elvira whose father, having political ambitions,
promisea her to another during Macias' absence. Mmcias returna
after the wedding, and is killed in an attempt to regain his

beloved.

Mart{nez de la Rosa, Francisco. La_conjuracioﬁ de Veneciae.

Rugiero a conspirator, loves Laura, the daughter of &
member of the Venetian Council. The conspiracy fails, and
Rugiero is condemned to death, Too late it is learned that he
is the son of one of the judges who has condemned him.

Mart{nez de la Rosa, Francisco. Aben Humeya.
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Aben Humeys is a Moorish chieftain who attempks to lead
his people in revelt against Spanish oppression. Thexre is a
counter revolt among the Xoors which resultas in the tragic death

of Aben Humeya and hie family.

Saavedra, Angel de (Duque de Rivas). Don EIVaro o la fuerza
del sino. |

Don ﬁlvaro, pursued by a hostile faté, is led through many
adventurea in an attempt to gain his beloved Lecnor. The
loversa are finally united, but only to be sepérated by Leonor's
brother, who kills his sister. Don AiVaro Jurmps to his death
from a cliff,

/
Zorrilla, Jose. Don Juan Tenorie.

Don Juan, a éedueer of wamen, finds true love only after
the spirit of hig dead beloved returns to him and redeems his
goul.,.

/ ‘
Zorrilla, Jose., Traidor, inconfeso y méxtir.

A man'traveling incognito is beIIQVQd to he a former
Portuguese king. The refusal to disclose his identity results
in his death. It is later learned that he is the former king
and that the young girl traveling with him was not his daughter
but the daughter of the man who condemned the king to die.
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