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INTRODUCTION

In most of the dramas of D. Menuel Temayo y Baus
it is evident that the ultimete goal is to teech a moral
lesson. In fact, Temayo's ovn statement on this point
is to the effect that he considers moral teaching a
necessary pert of the drama:

"Juggo necesario, para que el drama ofrezca in-

terés, hacer el retrato moral del hombre con

todas sus deformidades, si las tiene, y emplear-

1o como instrumento de la providencia pare real-

jzar ejemplos de provechosa enseflanza.™ (1)

There has not been an excessive smount of critical
opinion recorded by Spanish critics concerning Temayo ¥y
Beus and his works, and practically nothing heas been
written on the subject by English or American writers.
However, in the writings of those who have discussed
the merits of Tameyo's drames, there is a wide differ-
ence of opinion stated es to the extent and effect of
this moralizing on his works. Romera-Navarro says:

"En esta segunde éboca, muestra Tamayo visible

tendencia moralizadora: combate en la escena

el vicio y la impiedad, Dero formulando la en-
sefienza moral discreta ¥y ertisticemente, sin

(1) Temeyo y Baus, Manuel. Obres. V. 1, p. 193.
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seritud ni pedanteris, con toda la sencillez ¥
descuido de quien solo por casualidad tropezare

con elle." (2)
On the other hend, Yxart, discussing Temayo's plays
of this seme epoch, makes this statement:

n7ino e secrificar en aquelleas {1timas obras,

a su dogmética intransigencia el mismo efecto
dremético. Se dice - y para mi es verdad -

que toda ésa moral se empequefiece y c&¢€ en lo
nono en piezas CCmO Hija y Medre, en el arreglo
No Hay lial Que POT Bien No Venga." (3)

Blanco cercia, discussing the moral tendency in the
dremas of Temayo ¥ Baus, makes this observation:

. . 7 . . .
nT,0s que slempre estan predlcando el divorclo
entre la poesfé y la moral; los que no admiten
que pueden Ser buenes obras las obras buenas,
si se permite el retruecano, trabajo tienen

en explicer ¢dmo Temayo ha reunido los dos €X-
tremos, dejando c&aer sobre las lleamas de la
emocién apasionade 1a refrigerante lluvia de
la virtud, heciendo en el Teatro la apologfé
de todo lo grande ¥ digno de venerecién, sin
convertirse éen hueco € insufrible hierofante.” (4)

The divergence of opinion which 1is cleerly seen in
the excerpls already quoted, together with the fact that
there is apparently no over emphasis on any meral teach-

ing in Temayo's Un Drame Nuevo, led to the present study.

The purpose of this thesis is to meke & eritical

study of the dremas of Tamayo ¥ Baus with & view to

s, Historia de la literstura €s-

e

(2) Romera-Navarro,

panola, D-. 518:.

Em e ¥ = : ~ ¥

(3) Yzert. Jos€. EL -rte escénico en Espefia. V. 1, p. 42.
(4) Blenco Gercfa, P. F. La literatura eccpenola en el

siglo xix. V- 2, p. 178.







escertaining whether or not the insistence on a moral
tends to weaken his drames.

It is the plan of the study to classify the drames
under the following heads: (1) lesser social plays based
on moral proverbs, (2) more importent plays distinctly
social, (3) more important plays génerally conceded to
be free of any overt attempt 1o moralize, and (4) other
minor plays. The plays of each of these divisions will
be carefully studied and specific ceses will be identi-
fied in which an attempt to secure & certain moral ef-
fect has distorted cheracter, weakened plot, created
unnatural eatmosphere, oOIr lessened the drematic force in
any other way. On the other hand, instances wherein &
moral lesson is taught to the advantage of the drama
will be pointed out end due credit given therefor.

It should be stated in the beginning that there is
no absolutely objective stendard whereby one cen deter-
mine in every instence whether Temayo's drem&s are weak-
ened br made stroncer by their moral teachings. There
is, however, one law of the drama which is considered
infallible by those who praise Temayo's works as well
as by those who condemn them: above everything else
the drams must tell the truth; the charecters must do
what is netural for them to do. But even here is &

chance for e great difference of opinion. What a







character in a play would do, under conditions which the

drematist has set up to emphasize a certain moral, de-
pends as much on the moral and religious background of
the critic or spectator as it does on the conditions
themselves. Actions mey DBe perfectly netural to a person
who has had a strictly religious 4nfluence over him all
his life; whereas the same actions would be utterly ab-
surd to an individual whose teaching and training have

been unreligious. This fact will be given due considere-

tion in the prosecution of this study.






CHAPTER I

Fach of Temayo's four plays based on proverbs was
designed to teach a lesson as well as to entertain. Two

of them, M&s Vale Meafia Que Fuerza and Huyendo Del Perejil,

are distinctly humorous, and there is a slight vein of

humor running through the other two, No Hay Mal Que Por

Bien No Venge and Del Dicho Al Hecho. The first two

named are cleverly done, and the incidents of life
through which the lessons are taught are so natural and
humorous thet they lend themselves nicely as material for
a comedy.

1€s Vale lafia Que Fuerza is a refreshing little

play, almost a farce, amplifying the proverb from which
it tekes its name. "The hen-pecked husband" andé the
scolding wife have always been end will continue to be
a source of humor for those who seek to entertain the
public, and Temayo has certainly used them to good ad-

vantege in this amusing comedy.

(o]

The plot of the play is es follows: . Juana &n
Elisa, two friends, are the wives of lMiguel and Antonio

respectively. Juena is always suspicious of her hus-

band and prides herself in not believing anything he







tells her. One day when he is away she unlocks the box

in which he keeps his private papers and finds a letter
from Antonio to lMiguel. Tn this letter Antonio has &c-
cepted an invitation to accompany Miguel to a masked
ball, not beceause he really wants to g0, but beceuse he
wishes to show Miguel ehd other associates that he is
not a "Juan Lenas". Juana hastens over to form an al-
liance with Elisa for the purpose of preventing their
husbends from going to the ball. Elisa decides not to
oppose her husband's going but rather decides to use
tact instead. She advises Juana to follow the same
plan, but the latter, having ideas of her own, decides
to keep Miguel at home by force. Consequently, Elisa,
by being congenial ,keeps her husbeand at home, where they
spend & pleasant evening together; wherees, Juena, by
force, drives her husband away from home to stay.

The aphorism, vds Tele lefia Que Fuerza, is verified

through the action of the play without detrecting from
the effect in any way. Quealities end actions are exX-
aggerated, 1t is true, but this exaggeration is largely
the thing that furnishes the humor, end this is the
saving element of the play. The foilowing extrect from
a dialogue between Juansa end Antonio, in which Juana is

bereting him for thinking of going to the ball, is an

illustration of how Temayo uses ali exaggerated situation







to meke ridiculous in his characters the thing he wishes

to preach ageinst, &s well as to furnish fun for his

sudience:
JUANA
éY todo porque° Por satisfacer un caprlcho

ridiculo ¥ ne01o- por ir a un baile de mé&s-
caras. Y a que ven los condenados a un baile

de mascaras sepamos, & que van?
ANTONTO

iNi el martirio de Sean Lorenzol.....

iA emborracharse!
ANTONIO
Advierta usted......
JUANA
.A retozar con mujercillas de medio pelo!

¢
ANTONIO

Mire usted que......
JUANA
A tunentear, y nada més que & tunantear!
LN L \YIO 1‘
ey o e
JUANA
iES una celaveradal

ANTONIO

B teds v «







JUANA
iUna picardl’a'.
ANTONIO
é:Q,ue/ haria yo con ella?
JUANA
jUna infamia".
ANTONIO
;Jesds i (5)
To elimax the situation Antonio becomes determined

to be heard, and as a result two rather lengthy and

humorous speeches are given at thme same time. TEach

talks louder and faster as if he is determined to meke
himself heard by the other.

The humorous situations, whiich begin early in the
play, errest and hold the attentiion to the end... ‘The
conversation is natural enough amd is alweys cerrying
the plot forward. With this play Tamayo leaves his
guditor or resder refreshed and ffeeling that undoubtedly

7 ~
més vale mana que fuerza.

Huyendo Del Perejil is enother of our author's pro-

verbs which loses nothing becauses of its pointing out a

truth. In it, as in Mds Vale laffia Que Fuerza, Tamayo

makes ridiculous the character wmo is an exponent of

(5) Obras. V. 4, pp.-134-135.
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the ill he wishes to cure. Here the wealthy Marqué% pro-
poses to annul his son's marriage to a poor but beautiful
and accomplished young woman. The lMerqués is a widower,
and the son arranges for him 1o meet the young wife with-
out knowing who she is. The old men falls in love with
her himself and proposes to her at once. Whereupon,
she promises to lo;e him under one condition; that he
give his word of honor not to interfere with his son's
marriage. The old gentlemen soon realizes that he has
mede a fool of himself, but he has already given his
promise, SO everything ends well for the young people.
Tt is a clever idea, cleverly worked out. The follow-
ing excerpt from the dielogue between the Karque% and
Rafael shows the attitude of the lfarques toward his
son's marrisge:
"MARQUES
Sin mi consentimiento.
RAFAEL
Usted me lo hubiera negado.
MARQUES
sf, seffor, s{, y mil veces s{. vVenir a
Sevilla con el objeto de arreglar verios
asuntos de familia.....Enamorarse de la
noche a la maffana de una muchacha humilde ¥
pobre.....Casarse clendestinamente con elle.....

zLe parece a usted esto regular?

RAFAEL
drid; me arroji€
BPAOH L .y

Pero en seguida volvi a lie
a los pies de usted, le ped{ p







LARQUES

Y yo no te rompf{ la cabeza..... 1O s¢
por qu€. Pero ayn es tiempo de remediarlo
todo. En cuento lleguemos & Sevilla, veremos
odmo se ha verificedo este matrimonio. Yo
no te he dado mi consentimiento. T4 eres
menor de eded, y voy creyendo que al decirme
que fte hebias casedo, te prwoponfés alcanzar
mi permiso con el objeto de casarte después."(6)

Then when the‘Marquéé himsellf falls in love with
Cerolina, he sees the situation iin an entirely differ-
ent light. This change of view leads him into some
ridiculous situations which are ireally amusing. The
following is an exemple:

" CAROLINA

Algunas veces VOYy JO también a Sevilla....:
y ojald no hubiese ido nunca.

MARQUES
. /l)
éPor que’?
CAROLINA.

-~ e 7/
_ Hace un efio que un jovemn se enemoro de mi.
As{ me lo jurd por lo menos:.

IIARQUES

= att
Nada més neturel.

RAFAEL
s o IR J F L % o i .
Ciertsmente: papé tieme razdén. Nade meS
natural. ;jY, sin duda, quisso casarse con usted?

(6) Obres. T. 1, pp. 334-335.
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CAROLINA

Sf; pero su padre, ilustre y opulento
sefior, se 0Opuso tenazmente a nuestro enlace,
y le obligd a pertir para le jenos paises,
anteponiendo su interés & nuestro puro y
vehemente amor, ¥y ¥O quedé’abandonada en el

mundo para siempre.
MARQUES
;Qué iniquided! j;Padre tireno!l Padre cruell
‘ RAFAEL
iPadre injusto ¥ desnaturalizado!l

MARQUES

[

&' w89

(oh!) Quiero gecir.....padre.....pacr
porque, al fin, un padre....." (7)

Some critics may object that Temeyo has mede the
actions of the Marqué% incongruous in order to have
the play end right, but his actions are no more incon-
gruous thean the acts of those we cee€ about us in actual
life. His seeing the affair in a different light when
he becomes personally interested is really the thing
that mekes the play worthwhile.

It seems that so long &as Temeyo treats these pro-

verbs in a light and humorous way the moral lesson in
them does no violence 1O the play. In fact, it adds
to the interest of the play. On the other hand, the

opposite 1s true in the two plays of this group in which

he strikes a more seriocus vein.

(7) Obres.
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Del Dicho Al Hecho is a play designed, apperently

to show that not all the pooTr people are good nor all
the rich bead, and to show that riches only serve to em-
phesize the quelities good or bad which are inherent
with the jndividual. Leandro, the character Tamayo uses
es en example, is an egotistical good—for—nothing, liv-
ing at the expense of nis friend, Tomds. The former
spends his.time trying to write poetry and berating the
rich, while Tom&s earns their living by hard work. Both
Leandro and Tom€s are in love with Gabriela, the attrec-
tive ward of Leandro. As soon as Tomés learns that
Leendro is in love with Gabriela he withdraws &t once
without even attempting %o win her from him. Gabriela
and Leandro are engeged 1o be married when the latter
unexpectedly becomes wealthy. He soon loses interest

in Gebriela eand forgets how Tomés has provided him food
and shelter when he had nothing. Leandro's only thought
now seems to be of wealth andvinfluence. Ee discards
Gabriela to mMarTy another woman who, he thinks, will
contribute to his wealth end social standing. Gabriela
and Tomds finally become disgusted and leave him when
they are thoroughly convinced their presence hes become
embarrassing to him.

There 1s no douct that Del nDicho Al Hecho serves

Tamayo's moral purpose, but also apparent is the fact







thet there is nothing very dramattic ebout it. There is

no well-developed plot, and the cheracters are not humen.
Leendro is too lazy and egotistical, even while he is
poor, to hold the esteen of Gabriela and Torgs as he
does. Wherees, they are entirely too gullible to be
much asdmired. It is not natural that they should live
with Leandro so meny years not kmowing his real char-
acter, only to find him out in & few weeks after he
becomes wealthy. It is evident #that Temayo has made a
puppet of his heroine, Gabriela, allowing her to fzall
in love with the worthless Leandro'when she has had
ample opportunity to know his bad quelities as well as
%o know the good qualities of Tomes. It is also unnat-
ural thet a men es deeply in love with a woman &s Tomés
is with Gabriela would so greciowsly yield his claim to
one he knows is so unworthy of her.

In No Hey Mal Que Por Bien NoO Venga Tamayo's at-

tempt to convert the livertine, Enrique, and the athelst,
Julian, to Christianity, has led to numerous defects in
technique and character portrayal. This moralizing has
caused his style to be wordy and preachy rather than

clear-cut and forceful. The play is rather serious

toward the end; yet there is nothing that particularly |

moves the emotions of the average reader or suditor.

e

There is nothing set forth in thie first part of the
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r of Enrique to elicit sym-

pley concerning the characte

pathy for his suffering toward the end. Nor is there

ccause he €scapes being

any good reason to rejoice b

had expected gnd deserved.

killed as he
i1ls on which Temayo depends

There is no clesh of W

fect in other plays. The play lacks the

for drematic ef
o have &ny definite like oOT

qual}ty which causes one t

y of the characters. As & matter of fact,

dislike for an
e reader the effect of having

the whole play leaves on th

read a Sunday gchool lesson in dialogue form.

It mey be said then that in this group of plays @

moral lesson is taught in two of them to good edvantage;

whereas, the same tendency weekens the other two. con-

sidered as @& whole, it is difficult to determine whether

it gains by this morelizing.

the group loses more than







CHAPTER II

La Bola De Nieve, Lo Positivo, end Lences De Honor

are the best of Tameyo's socigl dremes. The plot of
each of them is closely tied up with a particular social
evil which Tamayo felt was gnewing at the very vitals of
Spanish society at the time they were written. The

three plays are discussed here in the order named above.

The title of the play, L& Bola De Nieve, is simply

a metaphor Tamayo applies to jealousy. As the rolling
snowball, which in the beginning is an almost impercep-
tible mess, quickly grows to unbelievable size, so does
jealousy, often born of causes entirely imaginary, at-
tain frightful proportions. Tamayo has developed the
plot and interest of the play, from beginning to end,
quite as naturelly as the rolling snowball increeses in
size. 2

In the home of the larquesa, & rich widow, live
three peirs of lovers. Tuis and Clara, the spoiled
children of the Marquesa, &are in love with varfe end

= . - 7 . .
Fernando respectively. MlNarla 1s & lovable orphan girl

living under the protection of the Marquesa. Fernando,

also of amiable qualities, 1is the nephew of the Narquesa,







in whose home he is spending the summer. The comic ele-

ment is supplied by the young merried couple, Pedro and
Juena, who are servants in the lMarquesa's home. Antonio,
a young doctor who is visiting Fernando, completes the
cese. In the opening scenes of the play it is revealed
thet the two couples, Fernendo and Clara, end Luis and
Marfé, ere deeply in love, and that there is to be a
double wedding as soon as they are able to secure a dis-
pensation from Rome. It is elso disclosed that Luils

and his sister Clara are both of a very jealous disposi-
tion. In the beginning Clara shows her jealousy by ac-
cusing Fernando of being in love with every girl he
chances to meet. The following excerpt from & speech

by Fernando explaining his predicament to Antonio is
sufficient to give an idea of the situation:

"Ni este mal en Clara es como
El que a otras nifias desvela;
No: los celos de mi Otela
Son celos de tomo y lomo.

Son terrible frenesi,
Que acebara con los dos
Si antes no se apiada Dios
De la celosa o de mi.

Que dicha si &l fin la vier
Prudente, afable, capaz
De vivir conmigo en D&z;
Trocada en mujer de fieral

Pero no: al mel que pacece
No hay remedio, y més se inflama
Con m@,cariﬁh, cual llama
Que m&s con el viento crece.

Distinto amor cadea dia
Me atribuye: si hoy por Juana
0 Luisa, o Petra, malana

”~
o

Por Inds, Concha o Lucfa.







o hey mujer, bonita o fez,
oza o vieja, fina o ruda,
Doncella, casada o viuda
De que galdn no me crea.

En continua actividad
Todo lo observa, y de todo
Indicio saca a su modo
De nueve infidelided." (8)

Luis is also unjustly suspicious of Maria, and,
besides chiding her, he tries to make her jealous by
getting unduly familier with Juana, the servant girl.
Pedro in turn observes Luis' ettempts to caress Juansg,
and he too becomes jealous. As the plot develops Luis
recognizes in his sister's fiance admirable qualities
which he realizes are lacking in himself, and he becomes

oa " 5 -
uneasy for fear liarla may maxe the seme comparisons. SO,
one night when he hears Fernando mutter Maria's name in
his sleep, he immediately concludes that Fernando and
> P . s &
Marfa must be carrying on a secret love affair. Luls
confides his suspicions to Clara, and she, being of the
suspicious nature she is, quickly agrees with him. Thus
each confirms the distrust of the other, and their jeal-
ousy develops accordingly. The naturalness with which
their jeslous passion grows 1is evidenced in the dia-
logue gquoted below. This conversation comes just after

Luis tells Clera that he heard Fernando speak a women's

name in his sleep.

(8) Obras. V. 3, pp. 132-33.







"LUIS

o A
Tinges o estas
Yuy torpe.

CLARA
JNo fu€ el de Paca,
Ni el de Carmen, ni el de Lola,
Ni el de ....? ;No?;Pues, & que” eguardes?
LUIS
6&elo al punto.
CLARA
éDf, cudl?
LUIS

Yo tenia ya fundadas
Sospechas, y al cabo.....

CLARA

Mira
Que de impeciencia me mates.

LUIS
El nombre que dijo en suefios.....
Vamos, yo estello de rabiea
Si lo que me temo sale
Verdad.
CLARA
jont éQué’nombre? Acaba.
LUIS

iAyt E1 nombre de Harfé.

CLARA

éEl de Marfa?

e i o s i .






LUIS
Sf; Clara;

£l de la mujer que debe
Ser mi esposa, el de mi amada

saria.
CLARA
éQue’escucho?
LUIS

A veces

Las apariencias engaflen,
Y saun dudo.....

CLARA

Pues, necio, jtodo
5 7
No estd mds claro que el agua?

LUIs

Eh?
CLARA

Que Fernando por otra
Me olvida, es cosa probada.

LUIS

Con efecto.
CLARA

que Marie
4 tf no te gquiere, salta
A los ojos. Td, sin tregua,
Culpas su desdén.

LUIS

Con harta
Razdh.
CLARA
De dfary de noche

El se esta metido en c&sa,
Y no es por mf.
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Ya te hie dicho
Que mis recelos no datteain
De ayer; pero como SOF
Propenso a la confianzai.....

CLARA
Yo tambi€nh. Eso nos pi.erde,
Eso.
LUIS
Como no ne agrada
Penser mel de nadie.. .. .
CLARA

Ahora
Me explico ciertas mirades,
Ciertos guifios; ahora emntiendo
Por que este misma mafieina
Evito que yo la ropa
De Fernando registrara.. ' (9)

Neturally, Fernando and Mari’a, victims of the same
unwerrented suspicions, begin to sympathize with each
other. Each tries to shield the other from the un just
sccusations of the jealous loverss, but this only adds
fuel to the flames. Gredually, tshe jeelousy of the
brother and sister changes the pwre love of Fernendo and
Maria to abhorrence. lMeanwhile, the persecutions of Luis

end Clare have served %O ewaken iin Fernando and Marfa an

appreciation of one anotner's admirable gqualities. Out

of this fuller understanding is engendered & sentiment

(9) Obras. V. 3, pp. 149-152.

——







l\\')

which in the end becomes more than mere friendship.
Finally, Luis end Cleare consider a casual meeting
between Fernando and varfia in the garden at & late hour
a2t night as absolute proof of their guilt. The affair
is mede public, and the Marquesa asks Maria to leave
her home. Fernando leaves with Merfa, determined %o
marry her to save her good neme. Just before Fernando
and Maria are to be mafried, Clara visits Maria, asks
her forgiveness, and cleims to be entirely cured of her
jealousy. While they talking Ternando arrives, but be-
fore he enters Clarea hides herself asking Meria not to
tell him she is present, in order that she may overhear
their conversation and thoroughly convince herself of
her error. Maria pleads with Fernando to renounce the
duel he has pending with Luis, to give up the idea of
merrying her, and to marry Clara, whom she feels sure
he still loves. Whereupon, Fernando declares his love
for Marfa and explains to her that Clera's jealousy has
led him to detest her. Luis appears on the scene en-=
raged at Clara for being in Marfa's home. Clare tells
him of the conversation she has overheard between Fer-
nando and Maria. Lulis becomes furious, and, urged on
by Clera, he taunits Ternando into fighting the duel at

once. They hurry out to fight, leaving the two girls

locked in the room. Presently, Luis returns to the
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stage announcing that he has killed Fernando. The horrors
of the deed dawn on Clara end Luis, and they are grieved
thet they heve ever sllowed themselves to perpetrate such
a crime. In a short time Antonio appears on the scene

and stetes that Fernando is not dead but seriously
wounded. Fernando and Varis are married immediately, sc
thet if Fernando should die, Meria will be exonerated.

The jealous brother end sister, really relieved to learn
thaet Fernando is not dead, are left to ponder a lifetime
over their unfounded jealousy.

That Temayo had a social aim in writing La Bola De

Nieve is quite evident. Equally evident is the fact
that this aim was to better society by arousing public
consciousness to the folly and evil effects of unbridled
jealousy.

To read the play is to convince oneself, however,
that the morel lesson presented therein is the logical
result of humen reactions to the situations of a care-
fully constructed plot. For centuries, Shakespeere's
Othello hes been studied as a model worthy of the con-
sideration of the student of the dreama. Certainly,
Shakespeare has not been accused of distorting charec-
ter or weekening plot of this play in order to secure
any definite moral effect. S0 it would be far-fetched

to argue thet La Bola De Nieve, founded on the same







basic passion end worked out to a similar and no less

logical conclusion, is weakened in this way. Just as un-
bridled jealousy ané false pride lead Othello to destroy
the innocent Desdemona, the one thing on earth he prizes
most highly, so do the same qualities in Clara end Luis
lesd them to attempt to teke the life of the man Clara
loves more than anyone else in the world, and cause them
both to lose their most treasured possession.

There ere thrown in here and there bits of real
humor which prevent possible monotony. The following
incident is typical: Fernando, who has been suffering
beceuse of the jealousy of his sweetheart, Clara, and
her brother, Luis, until he is thoroughly disgusted
with even the thought of jealousy, chences in upon Pedro
who is pining because he hes seen Luis flirting with
Juena, end the following conversation takes plece:

"FERNANDO
éQué tienes? (Acercdndose a €1)
EDRO
Que estoy celoso.
FERNANDO
¢Celoso? Corre o te meto.

PEDRO

Pero, seflor.....
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FERNANDO

No me hables;
Vete.

PEDRO
e voy." (10)

La Bola De Nieve is a well-written play. The

writer finds no proof that it is weakened in any way by

an effort to secure moral effect.

1o Positivo, based on the French play, Le Duc Job,

by Laya, 1is said to be Tamayo's most populer comedy.
Tn it Temasyo combats the epidemic of meterialism which
afflicted Spain in the nineteenth century.

Cecilia, the heroine, has been taught all her 1ite
that Io positivo, OT the important thing in life, 1is
meteriel wealth. Her fether, Don Pablo, a men of few
seruples, has his heart set on é wedding of convenience
between Cecilia and Rosendo Muficz. The letter is a
weelthy banker who has little besides his weelth, how-
ever, to inspire esteemn. Cecilia is seriously consider-
ing this union with lufloz when her cousin Refael, who
has loved her since childhood, returns from the army
and declares his 1ove. Cecilia loves Rafael elso, butb,
influenced by her father's teaching, she finds it dif-

ficult to choose between her love for Rafeel eand her

(10) Cbras. V. S5, PP. 202-203.







desire to become wealthy.

out of this conflict which is going on in Cecilia's
mind arises the interest of the play. On one side of the
conflict is errayed the glamour of wealth supported by |
the force of & father's counsel. On the other stands
a pure love for & worthy men backed by the counsel of
an understanding uncle.

There is a number of ceuses which operate to bring
cecilia to see things in their true perspective. The
{arquéé, a sympathetic end discerning uncle of the two

young people, has no small part in causing Cecilia to

see her folly. He observes thatl rafael and Cecilia are
in love with each other, and he reglizes that far more
heppiness would result from their merriage then could
possibly result from the union of convenience between
Cecilia and Rosendo tufloz. The Marqués understands

the subtle power of sugges tion and employs it to advan-
tage to attain the end desired. Moreover, Cecilia hes
before her the example of two of her friends, Luise and
Elena. The former merries because of her love for an
honoreble but poor m&ll; the latter marries for wealth.
gince Luises is tied 2t home by her family while Elena
becomes the leader of =n eristocratic social set, Ce-

1 cilia naturally thinxs the letter is the happier of the

two. Elenae's nusbend later becomes suspicious of her,
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however, and after killing & man who he thinks is too
femilier with his wife, deserts her, teking their chil-
dren with him.

This incident is related in a letter from Luisa to
Cecilia. She tells Cecilia lhow happy she is with her
family, and advises Cecilia mever to merry for wealth.
Through the influence of thi:s letter and the skilful
maneuvering of the Marqués, (Cecilia finally decides %to
denounce wealth and decides definitely in favor of her
cousin. Rafael is then willlied en immense fortune by a
man whom he haslrecently bpef'riended, so the play ends
as the audience wishes it %o end.

Eow well Tamayo has suiciceeded in his cheracter por-
trayal in this comedy is a qguestion on which the Spanish
critics are far from being a.greed. Cesar Bar jea says:

"La mujer positiviisita de Lo Positivo, que
al fin aceba por renumc:iar el dinero y casarse

con el hombre pobre, & quien ama, es pPOCO meENOs
que un perfecto maniquil.." (11)

But Florez says:

)

ncecilia es Medrillefia de pura raza." (12)
Sicars y Salvado says::

205 p v &l

"Estos personajes estan bosquejados con

brio y se sostienen em todo el cursc de ls
« 7 .- . -
accidén del poema. Ceccillia y su padre son

(11) Barja, C€sar. Litros y esutores modernos, p. 384.
(12) Florez, I. F. Terayo;; estudio biogré&fico, p. 32.







personificaciones vivas, originales y carac-
terfsticas, y la misma mezcla de bien y de
mal ocue en ellas existe hace que inspiren
profunde piedad y aun simpatia." (13)

The more the actions of the characters of the play
are studied in the light of the environment in which
they move, the more human they appear. Don Pablo, after
spending practically a lifetime emassing & fortune,
naturelly comes tb weigh everything in terms of material
wealth. And quite &s naturally his daughter, Cecilise,
hes become imbued with her father's philosophy. But it
is also natural that the influences which her environ-
ment hes brought to bear on her should eventually save
her from this false doetrine. Whet more potent in-
fluence could be brought to bear on Cecilia, for instance,
than to suggest to her, (as the Marquéé does, with seem-
ing innocence), that the men she loves may soon be happy
in the love of a more beautiful woman?

The Merqués himself is a real cheracter, who in-
spires admiration almost from his first appearance be-
cause of his discernment and saving sense of humor.

The psychology he employs in his attempts to arouse
Cecilia to a full consciousness of her love for Rafael

shows & keen insight into humen nature. Instead of

(13) Sicers y Salveado, Ngrciso. Don lManuel Temavo ¥
Beus; studio critico-biogréfico, p. S24.
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using direct persuasion &s the average person would do,
he feigns ignorance of Cecilia's affection for Rafael
and tries to lead her to decide in favor of his nephew
by making her jealous. He creates an imaginary rival
eand solicits Cecilia's aid in switching Rafael's love
to her. The following dialogue between the Marques and
Cecilia is one illustration of the clever tactics he
uses in his effort to bring Cecilia to her senses. In
the beginning of the conversation the lMarques 1is speak-
ing of Rafael, who has just lost a good part of what
little money he did have, in a game of chance, in ean
effort to get enough money to make it possible for him

to gain favor in Cecilia's eyes:

"MARQUES

Al contrario. Lo gque yo deseo es gque
ecabe de arruinarse completemente.

CECILIA
jPara qué?
MARQUES
Para que pierda la esperanza de ser emado
por la susodicha sefiorita y poder casarle a

mi gusto.

CECILIA

s0on quién?

Con una excelente muchacha que le conocid
en una de nuestras excursiones a Andalucia,
y desde entonces le ama con delirio.
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CECILIA

iOiga! éEsas tenemos?

MARQUES
;Si vieras que buena es! No, no se parece en
neda a la.....
CECILIA
s{, a la otra.
MARQUES
{Y ten bonita como buenal..... (Contemplando
con mucha atencién a Cecilia) Si..... n(14)

Later on the conversation takes the following
turn:
"CECILIA

No hage usted castillos en el aire. Rafael
no quiere a la andalucita.

MARQUES

:Oh! La querré.

| CECILIA
% Ry
| 681'
| 1ARQUES
| A Ya la quiso antes de prendarse de la otra
| tontuela, de la otra.....
CECILIA

ere usted en paz a la otre, por la virgen
santisima!?

=
(@)

(14) Obras. V.

™"
o)
(&)







MARQUES

Hoy al fin he logrado hacerle confesar que
es indigna de su carifio.

CECILIA
icdho! ;Rafael ha dicho eso?
MARQUES

Y, oh qué'feliz idea! ;Te parece que me le
! - ¢
lleve a Andalucia mafiana mismo?

CECILIA

iMaffana! No, seffor. De ningdn modo. E1 no
] ’
querrd marcharse.

MARQUES
Pidiéndoselo por favor..... Diciéndole que
necesito de su ayuda para salvar los bienes que
allf tengo.....Tu me ayudaras a engaffarle.

CECILIA

IIARQUES
Por mucho que quieras a tu dichosa amiguita,
no creo que te importard ella mds que tu primo,
y tratédndose de su felicidad.....
CECILIA
iDe su felicidad!l
MARQUES
Le acercaré de nuevo a mi protegida.....
CECILIA

(Capaz es de hacerlo como lo dice.)






MARQUES
Compararé'a la mujer que tan noble y des-
interesadamente le ama con la mercachifle que
no le quiere porque es pobre.....
CECILIA
iMercachifle!
MARQUES

Yo le hare notar la diferencia que hay
entre un dngel y un demonio.

CECILIA
{Tio!
MARQUES

S1i no es de estuco, amara a esa nina en-
cantadora

CECILIA
(Maldita mujert)™ (15)
This drama does not have the intensely dramatic

situations which are found in Un Drama Nuevo or Lances

De Honor, it is true. Yet, as Blanco Garcia says,

"Lo Positivo remueve con su magia las mas secretas y

delicadas fibras del corazdn." (16)

It is admitted thet Lo Positivo has its weaknesses,

but careful study does not prove them to be the results

of an over-anxiety to secure a particular moral effect.

(15) Obres. V. 3, pp. 378-379.
(16) Blenco Garcfa, P. F. op. cit. V. 2, p. 170.
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A defect pointed out by one eritic is that Cecilia does
not meke her resolution in favor of Refael by the effi-
cacy of her own sentiment, but is influenced largely by
e letter which the critic says is entirely foreign to
the esction of the play. (17) This defect, however, can
scarcely be charged against Temayo's desire to moralize,
for Cecilia would certainly be a more admirable moral
character hed she decided the cease entirely because of
her love for Rafael and not because of the selfish mo-
tive inspired by the letter.

Another flew suggested is thet Providence drops a
fortune into the laps of Cecilia and Rafael just at the
proper moment to make their happiness complete. But
here again it would be questionable reasoning to attrib-
ute this defect; (if it be a defect), to an undcue desire
to teach a moral lesson. For, from & moral stendpoint,
Tamayo would surely have the world believe that lo posi-
E;zgvis love end virtue, but this turn of Providence

would seem to indicate that lo positivo is love and

virtue - end money. Simply because moralizing end de-
fects are coexistent in a play is not sufficient reason

to say that the one 1is responsible for the other. One

(17) Florez, I. F. op. cit.,

o}
A
(&3]
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might as logically attribute any especially strong fea-
tures of the play to the moral teachings found therein.

Lences De Honor is Tamayo's best social drema, and

it is ranked by at leest one critic of high authority

as the most importent of all his works. (18) Whether
this play was written primerily to combat the duel, or
whether this theme was chosen only because of its dra-
metic possibilities, is difficult %o determine. Knowing
that Tamayo believed the drama should be an instrument
for timely teaching, and also knowing something of his
ability to choose that which secures dramatic effect,

one is inclined to believe that both of the reascns
stated above had something to do with the designing of
the play. In this drama the evils of the duel are cer-
tainly made to stand out in bold relief. And it appears
that this morsalizing lends itself perfectly to Temayo's
purpose, at least until neer the end of the play. A
speﬁtator observing a performance of the drama, or even
one reading it, is kept keenly interested in the conflict
which is going on in the mind of Don Febién, between his
pride end sense of personal honor on one side, and his
love for his family and his regard for his Christian duty

on the other.

(18) Ibid., p. 34.
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The plot of the play which leads to this dramatic
situation is as follows: Villena mekes a speech in the
chember of deputies in which he unjustly accuses and
criticises &n ebsent member, who is a brother-in-law of
Don Febian, enother member of the house. Don Febidn
then mekes a speech in which he refutes the statements
of Villena end calls him a slenderer end liar. Villena,
having his honor thus publicly attacked, challenges Don
Febidn to a duel. At this point the conflict begins in
the mind of Don Febidn. Shall he accept Villena's in-
solent challenge, or are his sense of duty and love for
God, his wife, and son sufficient to overrule that im-
pulse?

Here Tamayo uses a bit of direct preaching egainst
the duel to attain a drametic effect which could not
have been secured in any other way. He depicts Don
Fabisgh &s a Christian gentleman whose Christien duiy eand
love for his wife and son are matters of first importance
jn nis life. And because of his concern for the future
welfare of his wife and son, as well as his own soul's
eternal welfare, he feels that he must not fight the
duel. To his mind is vividly presented the great sacri-
fice it will mean to him end the sorrow it will bring to
his wife, if he accepts the challenge. ToO do so he must

resist the pleading of his wife, and he knows that he







would probably be killed and leave her to die of a broken

heart. 4nd, in this cese, his son would be left without
parents, whose companionship and guidence he needs so
much. Moreover, his conscience tells him that if he
should be killed at the very time he has murder in his
own heert the gates of heaven would be closed against
him forever. Yet, honor, which was nothing less than

a generally eccepted human religion at the time Tamayo
was writing this drame, is demanding that he fight.

As most of the spectators of Tamayo's day went to
the theater convinced thet the duel was inevitable under
certain conditions, Tameyo realized that in order to
secure the applause of this group it would be necessary
to heve Don Febign decide at last to fight the duel.

The greater the moral pressure that is brought to bear

on him, however, in an effort to dissuade him from fight-
ing, the greater the suspense and the greater ihe dra-
metic effect when he finally does accept the challenge.
This highly dramatic moment comes when Villena performs
the supreme act of insolence by striking Don Fa ign in
the face with his open hend. The conversation between
Don Fabiéh.and Dofia Cancdelaria, which takes place im-
mediately after this act, is quoted here to illustrate

how Tamayo uses this moralizing ageinst the duel as a

background for a really drametic situation:







"DON FABTIAN
(Dentro)

iCandelariaL
DONA CANDELARIA

jRelna del cielo, ten misericordia de
nosotros!

DON FABIAN

.Candelaria! (Entrando por la puerta del
foro y gritando)

DONA CANDELARIA
Fabiéh.

DON FABIAN
(Gritando mds fuerte, sin verla)

iCandelariat
TDONA CANDELARIA
Pero si estoy a tu lado.

DON FABIAN
(Seffaldndose a una mejilla)

Mira, mira.
DONA CANDELARIA
;Qué?
DON FABIAN
Aquf.....éNo ves?
DONA CANDELARIA
Una selal.

DON FABIAN

jEs....., €8 la mano de ese hombre, impresa
en mi caral







DONA CANDELARIA
éQué’dices? Explicate.
DON FABIAN
jEs un bofetdn que me ha dado ese hombre!

DONA CANDELARTIA
(Llorando)

iInfame! iInfamet
DON FABIAN

A la luz del dfé....., en medio de la calle.

;Delante de quién me presento yo con un rostro
abofeteado?

DONA CANDELARTIA

Mértir del deber, alzate ufano delente de
Dios.

DON FABIAN

i{Y nos han separ%ﬁo cuando hubiera'podido
ahogarle! jYa estard en su cesa..... Aun es
tiempo!

DONA CANDELARIA
Lcueérdate del cielo, Fabidh.
DON FABIAN
iEl cielo no se escuerda de mi!
DONA CANDELARTIA

iCallal ;Calla! (Tapéndole la boca con la
mano)

DON FABIAN

A T & . 4
jrundase el cielo con tal que YO mate a ese
homgrel

37







DONA CANDELARIA
jCallal iEstéS blasfemando!
DON FABIAN
iSi te digo Que le he de matar! (Tomando
una pistola de la caja que puso Medina en-
cima de la mesa)
DONA CANDELARIA

NOwoeveas no le matards.
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