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PREFACE 

Notwithsta nding the imp ortance of the place t hat one­

ac t plays hold in the history of the Spanish theater , 

little attention ha s been given them by way of c ri t i ca l 

studies either of their origin or of their development . 

· The following study i s· intended to tra ce certain tradi-
, 

ti onal tendencies of the genero ch ico t hrough the one-

a ct pl ays of Serafin and Joaquin Alva rez Quintero and 

Jacinto Benav ent e . These au thors were ch osen be cause 

they are more or Less repr esenta tive of t he dramatic 

tendencies of t he modern period in Spain . 

I wish to express my hearties t t hanks to Dr. Rebe cc a 

Switze r both for her sugges tion of t his subject and for 

her unfai ling kindness and c ons ideration in the supervi­

sion of t h is work . With out her ins pira tion this study 

could not have been a ccomplished . 

iv ,, 
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INTRODUC11ION: HISTORI CAL DEVELOPMENT OF THE 

ONE- ACT PLAY IN SPAIN 

In order to understand the modern one - act p lay in 

Spain it is necessary to know the historical dev e lopment 

of the mov ement . Al though t h e drama is not usually the 

first literary moveme nt to develop in a new literature , 

the one- act p lay with it s popula r and general appeal had 

its beginning v ery early in Spain . rt is certain that 

dramatic presentations were common in Spain as early as 

the thirteenth century because Alfonso X of Castile in 

his C6digo de las Siete Partidas (1252- 1257) initiated 

laws against the abuses of the dramatic presentations of 

the time . From t h is law we learn that profane and litur­

gical dramas were prevalent and t hat they were enacted 

inside and outside of the church . None of these p lays, 

however , h as b een preserve d . 

The f i rst play written that may be consider ed the 

germ of the one- act play is Juan de l Encina 1 s Auto del 

t epe lon (1496) . This play is the first to be devote d 

entirely to burlesque , and upon comparing the type 

char acters of la t er one- act p la,ys with t hose of Auto 

del ~epe lcm they are found to be similar . The t yp ical 

student and t he typical simpleton are two of the mo st 

notable characters that find prototype s in t he later 

drama . 



From this beginning the primitive farce of the 

strolline jester developed . It was crude but it was 

alive and , therefore, it grew in the hands of the dif ­

ferent playwrights . 

Gil Vicente (ll470-1539 ?) wrote short p lays which 

he called comedias . These plays are satirica l and very 

modern in tone . Lope de Rueda ( d . 1565) with his troup 

of strolling players produced a type of play which he 

called a paso . Cervantes (1547- 1616) in his perfection 

I 
of the form of the entreme s developed a style which 

according to some critics , has not been surpassed to 
1 

the present day . Cald.er6n (1600- 1681) perfected the 

auto reli gioso while Luis Quinones de Benavente (1589?-

1651 ) wrote entreme ses of much wit and charm which are 

second only to the entremeses of Cervantes . Ramon de la 

Cruz (1731- 1794) excelled in the form called the sainete . 

In each of these periods there are other writers 

who followed the trend of the one- act p l ay but those 

mentioned are the ones of outstanding merit . Each writ-

er excelled in a certain type of the short p lay , but in 

the modern per iod a variety of types of plays has develop­

ed and the writers usually follow more than one trend . The 

modern period is also marked by the great number of authors 

who wrote and who are writing one- act p lay s . Some of them 

are : Ricardo de la Vega , Javier de Burgos , Tomls Lucena , 

(1) . Northup , Ten Spanish Farces , p . xix . 
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Miguel Ramos Carri~m , Vital A~a , Jose L6pez Silva , 

Mart!nez Sierra, Eduardo Marqu ina, Garcia Alvarez , 

Joaquin Abati , Antonio Paso , Carlos Arniches, Jacinto 

Benavente and the Alvarez Quintero Brothers . Three of 

the most important of these are Jacinto Benav ente and 

the Quinteros . 'l'heir claim to fame is due not only to 

their one-act plays but also to their longer dramas which 

have gained national as well as international popul arity . 

The one-act play has grown in popularity in Spain 

especially durine the last one hundred years . About 1869 
, 

the cafes were converted into theaters in order to pro-

vide a place for the presentation of these p lays . Adn1is ­

sion was charged by the play or by the hour so that the 

price was so grea tly reduced as to make it possible for 

all classes of people to attend . Since this plan was 

successful and popular , theaters were soon erected es­

pecially for the production of the short play . This 

literary movement is referred to as that of the genero 
2 

6hic~ or , as it was named in 1910 , the genero i nfimo . 

Spain was unusually well fitted to develop a nation­

al drama be cause of the weal th of material whi ch she had 

stored up in her epics and b~llads . · Also at a very ea1•ly 

time stories and legends had filtered in from the Orient . 

The Moors brought with them to Spai n a variety of culture 

which they had gathered from var•ious people s in their 

( 2 ) . Espasa , Enciclopedia universal , t . 25 . 



.journeys in the East and in Africa . The French epics and 

ballads also exerted an influence on the character of the 

material that was b e ing stored up for future use by Span­

ish dramatist s . During the Renaissance there was likewise , 

a great tendency to study the Greek and Latin classics-­

notably the come dies of Plautus and Terence and such poets 

as Vergil, Ovid, and others . 

Much of this revival of i nterest in the Greek and 

Roman classics , however , came to Spain t hrough Italy , for 

Italian culture was one of the stronBest factors in the 

developme nt of t he short Spanish play . 'l1he Italian come­

dia dell ' arte , or comedy of masks , shows many of the 

characteristics t hat were developed in t h e Spanish farces . 

This form of drama came to lts fullest development in the 

sixteenth century . It was generally believed that the 

author provided the plot and that the actors furnished 

the conversat ion . '11he possibilities of originality in 

these plays have probably been exaggerated b e cause the 

charac ters became conventional types and each person in 

the comp any had a certain type of character to portray . 

As the actors usually committed to memory a number of 

stock lines that would fit into the ordinarv situations V , 

the extemporaneous additions ·were restricted to minor 

par t s . There was little novelty that entered into the 

productions; and there was much repetition of jokes . 

The stock characters of the Italian commedia dell ' 

ar t e exerted a notable i nfluence on t he Spanish farces . 
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In the Italian p lays Pantaloon was depicted as the old 

man ; Doctor Gr a ziano was the doctor of law; the cap tain 

was the braggart soldier who was insp ired by t he Mile s 

glor iosus of Plautus; of the t wo zanni , or clowns , the 

one called Harlequin was i ntelligent , while the one called 

Brj_ghella or Pulchinelle was a simpleton; and the serve tta , 

usual l y called Columb ine , was the sprightly servant maid . 

Two young lovers who did no t wear masks and who di d not 

take comic parts were generally i ncluded . Most of these 

char a cters have t he ir counter parts in the Spani sh farce . 
I The commedia dell ' arte and the pas o (or entr eme s) 

have lit t le in common with regard to form . In fact , the 

paso can only be compared with the comic element that 

often interrupted the main p lo t of the Italian p l ay . 

These comic parts are call ed laz zL There is another 

comic part called intermed io or intermezzo which is 

brought into the body of t he p lay or introduc e d between 

acts . It is related in form to the paso or entremes in 

that it emp l oys the same v erse form , t he hende casyllable . 

However , t he heptasyllable ~s often substituted for t h e 

hende casyllable . 

In tracing the history Qf drrunatic development in 

Spain , the starting poi n t is usually considered t he egloga s 

of Juan de.l Encina , the so - c alled founder of t he Spanish 

drama--both the lone drama a nd the farc es . The form , a s 

well as t he name , of h is dr amatic pr oduc t i ons was probably 

i nsp ired by t he eclogue s of Ver gi~ . Juan del Encina may 
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have been influenced by Antonio de Nebrija , the great 

Spanish humanist , who was teachine; in the Univer sity of 

Salamanca at the time Juan de l Encina is supposed to have 

a ttended that university . Prior to this time , Nebrija 

had spent several years stu dying in Italy . Later Encina , 

hims elf , lived in Italy for a number of years . 

Th e ~glogas of Juan del Encina are divided into s ev­

eral classes . Those which a.re of most interest in this 

study are called p iezas profanas . The most notable one 

of t h is group , called Auto del i'. epelon , was written after 

Juan del Encina I s return from Italy and was probably in­

fluenced by the Italian cormnedia dell ' arte . It deals 

with the pranks which some students play on t h e simple 

r ustic peddlers . The plot is a typical one of the later 

paso or entr emes , and t he characters are also the t ype s 

which wer e handed down by the commedia dell ' arte and 

whicb. were incorporated into the Spanish farces . The 

simple rustic who is the butt of the students ' jokes is 

undoubtably one of t he zanni or clowns of the comrnedia 

dell ' arte and t h e bobo of the later Spanish farce . The 

characters of this ~gloga also spe ak the vulgar language 

which ca.ine to be more or less charac t eris tic of the paso 

and entreme s . 
I 

There are other eglogas of this group 

which have many of t he s ame characteristics except t hat 

they lack the complete devotion to farc e and burlesque . 

The chief contributions of Juan del Encina to the one­

act plays of Spa i n are : (l)he secularized the drama ; ( 2 )he 

' popularized his p laysJ {3 )he made them national and realis-
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tic; (4)he made the comic element predominant; and (5)he 

employed the vulgar language . Although many of his plays 

were p opular in tone they were all written for the nobil ­

ity , and all the presentations were made in the palaces and 

castles . 

The next figure of importance in the chronological 

order of development of the one- act p lay in Sp ain is Gil 

Vicente . Gi l Vicente was born in Portugal . Some of hi s 

plays are written in Portuguese and some in Sp anish, 

while some are mixe d Portuguese and Spanish . Perhaps 

hi s most important short p lay in Spanish is his Comedia 

del viudo . It is a comedy of a widower who is v ery s ad 

because of his wife ' s death . A young man obtains employ­

ment f1"om the widower in order to be n ear his two beautiful 

daughters . He . is ln love with both of them and asks a 

spectator to help him choose betwe en them . The father 

insists that both daughters marry. About this time the 

brother of the first young man appears and the play ends 

with a double we dding . This play is not divided into 

scenes or acts . It is short artd contains very little 

action . Gil Vicente does not develop eith er p lot or 

character and he mingles sorrow with t he comic element . 

If we take this play to be a typical examp le of the 

short plays of Gil Vicente , as it is considered by some 

critics , it appears that he has much in common with the 

more modern writers of the same movement . The one - act 

plays of Benavente and the Q;u interos do not develop charac -

' ter and plot to a great extent and there is llttle action . 
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Gil Vicente ' s p lays ar e also modern i n t he sense that t he 

humorous e lement is not always of a burles que nature bu t 

it is often of the s a tirical type so characteristic of the 

one-act p lays of Benavente . This form of satire is not 

biting but humorou s to all p eople , including t h e one s who 

ar e be i ng criticized . A. F . G. Bell attributes to Gil 
3 

Vicente the p ower of "A genuine comic insight" . Gil Vicente 

might also be conside red a fore - runner of Benavente, i n hi s 

fear less manner of satire . In h is Far sa dos Fi sic os he 

severely criticizes the doctors and in various p lays he 

attaclrn t he church , not only the pr iests but also the 
4 

bishop an d t he p ope . 

In the matter of charac ters Gil Vi c ente follows the 

tr adi tional typgs of Juan del Encina and the Commedia dell' 

arte , as is s een in h is portray a l of the simp le rustic, the 

not too wise man of the law and the shrewd wife . 

The p lays of Gil Vicente were very p opular among the 

lower classes of pe op le, as we ll as among the nobility . 

A. F . G. Bell cite s as a proof 'of t his the fact t ha t the 
5 

common p eople changed the names of some of h is p l _ays . The 

plays were pr esented not only in the c ourt but also before 

t he lower classes of pe ople . They were als o pr i n ted and 

widely read. . 

Gil Vic ente certainly did not l eave t h e drama in the 

( 3) . Gil Vicente , p . 16 . 
(4) . Ibid., p . 25 . 
(5). Ibid., p . 27 . 
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condition in which he found it at the be ginning of h is 

career . His greatest contribution is possibly the natural ­

ness which he attained in characterization and dialogue . 

However, he was also rich in the invention of situations 

and characters , and his delicate irony and humor were im­

portant factors in p opular i zing hi s plays . It is true that 

these plays are not polished masterpieces . They contain 

some crudities , but they show the beginning s of certain 

features which have developed in the hands of authors up 

to the present day . 

During the sixteenth century Lope de Rueda began to 

contribute toward the deve lopment of the one - act play . He 

was the manager of a strolling company of players that trav­

elled abou t Spain. This was a very common prac tice in the 

early history of the p opular drama . Lope de Rueda produced 

his own plays as well as those of other authors and h e pre­

sented them in the plaza or in the corral so that the common 

people could attend . Written as t hey were in the vulgar 

language and treating incidents common to the everyday life 

of the people , t hese _plays were enthusiastically received . 

Lope de Rueda cal led his· plays pasos but he was not 

the inventor of this type of pl.ay • . He· took the material 

of his predecessors and perfected it . One of his pasos , 

cal led Las aceitunas , according to Wickersham Crawford , is 

the best one-act play wri.tten in Spain during the sixteent h 

century . It is based upon a simple domestic incident in 

( 6) . Sy.>anish Drama before Lope de _y_e..@...:. , p . 133 . 
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which t he father and mother quarrel with their young 

daughter about the price she is to ask for some olives . 

'l'he neighbor who offers to buy the olives discovers that 

the olive tree has just been p lanted . The incident is 

human and quite humorous . It would naturally appeal to 

the people . I n t he collection of pasos, El deleitoso , 

t he t h ird p aso is also very characteristic . Martin is 

a simple villano who has a deceitful wife . She prete nds 

to be ill so t hat she may be near her cousin , a young 

student . The student persuades the husband t o take t h e 

medicine intended for his wife because he says it will 

do h er just as much good since they are considered to be 

of one flesh . They further deceive Martin by sayine; t hat 

she must go away and pray for nine days . Mart!n agrees to 

stay at home and live on bread and water while they are 

pray ing so that the prayers may be successful in helping 

her to regain her health . 

Since plays of this type are written for the more or 

less i lliterate class of people there is no evident attempt 

to create a background or to study the characters . The 

plays are presented merely for the amusement of the audience . 

'l'here is no exposition of the p;I.ot and · t he situations rarely 

present complications ; they merely represent an incident , as 

the word paso implies . The lengt h of the action is , there­

fore , the same time as that required to present it . 

Lope de Rueda is outstanding in his creation of tradi­

tional characters . His greatest contribution in this field 
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was the humanizing of the bob o , the simpleton who , before 

the t ime of Lope de Rueda , had been an improbable idiot . 

The bobo , as Lope de Rueda pictures him , is a person easily 

duped , but one that does have some qualities of intelligence . 

He is usually a servant , but in the ca se of t he second paso 

mentioned above , Mar t in is a villano-- "Vec ino o habitador 

del estado llano en una villa o a ldea , a dis tinci6n de 
7 

noble o hidalgo . " However , he certainly is stupid since 

his wife is able to deceive him so eas ily . He is , there­

fore , a rather typical example of the bobo , just as B!rbara, 

his wife , is very typical of t he wife who deceived her stu­

pid husband . 'l'he popul ar ity of t h is theme is prove d by . 

the fact that it is found in many plays of t hi s and later 

periods . Jerinimo , the student is also a p opul ar tradi.­

tional character . He is almost always an unscrupulous 

starving rogue who often uses his l earning t o deceive in 

order to gain t he thing that he desires . The doctor , 

Lucio , is another traditional typ e who true to his general 

characteristic s is pedantic--often quoting Latin phrases 

which are frequently bad Latin . He makes a great show of 

h is learning , especially before t h e lower classes of people . 

Other traditional characters not included in these 

pl ays but ,those used frequently in the p ases of Lope de 

Rueda should be consider ed . 'l'he barbero is fond of playing 

' 
(7 ). Espasa , Enciclopedia universal , t . 68 . 
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a guitar and is , therefore , present in plays which contain 

singing and dancing . The sacristan or sexton is frequent­

ly a drunkard . He also likes t o show off his learning by 

quoting Latin, which , like that of the doctor , is very bad . 

He is successful , however , in wooing t he ladies . 'I'he law­

yer is easily deceived , i gnorant and overbearing . Other 

characters of minor importance to be encountered are the 

page , the French p eddler , the negro , the Moor , the Bi scayan , 

the Galician , the gypsies , the astrol oger and the hidalgos . 

In many respects , the p asos of Lope de Rueda are close­

ly related to the short plays , especially the entremeses , 

of the Quinteros . Many of the tradi tional charac t ers of 

Lop e de Rueda are found in the plays of the Quinteros . The 

plays of these authors are also similar in that they are 

written in t he dialect of the people . The similarity in 

the lack of development of p lot and characters is also 

noticeable . 

A comparison of the above authors- .... Juan del Encina , 

Gil Vicente and Lope de Rueda--will show that there is a 

great simil ar ity i n the characters and in t he themes . Each 

author simply added his original ideas and his personality 

to the development of t he t radi t ional forms . The greatest 

contributions of Lope de Rueda are his realistic presenta­

tion of incidents from life and the spar kling quali t y of 

his di alogue . He al so did much to help fix the paso as a 

definite type of p l ay . Hi s contribution to the t raditional 

characters c onsists in the natural wa,y in whj_ch he presents 

them and the fixing of the traditional types . His contr i bu-
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tion in respect to the language can hardly be over - estima­

ted . Since his plays are written in t he langu a ge spoken 

by the people as he knew it , they are a storehouse for the 

study of the language of the time . He is practically the 

only source for the study of the phrases and idioms of the 

age which g ive an insight into the character and customs of 

the people . 

In the latter part of the sixteenth century and in the 

be g inning of the seventeenth, Cervantes be gan to write a 

type of short play which he called entrem~s . In these p lays 

he is deeply ende bted to Lope de Rueda as may be seen in the 

similarity of his plays to those of his p redecessor . Two 

of his entremeses are written in poetry while the other six 

are written in a racy prose style . ~he prose is that of 

the lower class of p eople and the traditional types of 

characters are essentially the same . The theme of a de­

ceitful wife used in the paso of Lope de Rueda is repeated 

in La cueva de Salamanca . Leonarda pretends to be grieved 

because her husband , t'ancracio , has to be out of town for a 

few days , but as soon as he leaves sh e entertains gue sts in 

the k itch en . The guest s are the student, Carraolano, the 

Barbero,and Keponce , the sacrist~n. ~ach of these is true 

to type . They are having a banquet when Pancracio returns 

unexpectedly . . Leonarda detains h im at the door until they 

hide . The student . appears and through his knowledge of 

science he succeeds in deceiving Pancracio by p retending 

to call forth demons in the for m of the aacrist~n and the 

Barbero . Pancracio , who i s the simp leton of the p lay , 
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believes it and asks them to remain and eat with t hem . 

The situation is amusing and is charmingly handled . 

In Cervantes we find an author who perfected a type 

of the one - act p lay , the entremJs . He gave definite form 

and characteristics to that type . As a rule , there is 

slightly more p lot in the e ntremeses of Cervantes than 

t here is in the pasos of Lope de Rueda . Cervantes also 

makes hi s characters more human e,nd more universal . The 

situations tend to be natural and in many cases quite 

modern , as in the Juez de los divorcios , in which he cre ­

ates a court for solving the problem~ of divorce . 

The next notable author of one - act plays is Luis 

Quinones de Benav ente--also an entremesista . If it were 

not for his lack of universality , he might be considered 

the equal of Cervantes . He depended for his humor large -

ly upon local incidents of t h e day while Cervantes drew 

his humor from human nature . We lose a great deal of the 

wit of Quinones de Benavente • s p lays because of this charac ­

teristic and , therefore , his popularity was temporary . How­

ever , during his time he was more popular than Cervantes . 

Quinones de Benavente is not consi dered to have made 

innovations in t he matter of ch.a.racter·s . Although he took 

the traditional types as he found them , he gav e them new 

grace and naturalness and developed considerable dramatic 

ability and skill in the use of dialogue . Hi s traditional 

characters , as well as .themes , are seen in El doctor y el 

enfermo . This is a clever entrem~s ,. ~Titten in poetry , in 

which a doctor is satirized for being so easily duped . 



<.,V 

Crisp in i s in love with Tomasa, t h e daughte r of Garatusa, 

the doctor . Garatu sa will not allow Crisp ln to see her . 

Crisp in pr etends to be very ill and gains entrance to the 

house . The doc t or leaves the room for a few minutes and 

Tomasa and Crispi n devise excuses to send the servant away 

also . The play ends with the doctor's giving his consent 

to t he marriage . This play is concluded with a song and 

dance . 1I111us the traditional t heme is repe ated of the 

tyrannice.l father's being overcome by the daughter and her 

su itor . Mormoj6n , t he simpleton, is t rue to type, though 

l ike t he bobo of Lope de Rueda, he 1·s more intelligent than 

the similar character of the earlier plays . 

Quinones de Benavente invented a new type of entrem~s 

called entrem~s cantado which is probably the fore -runner 

of the zarzuela . The greater· part of the dialogue in these 

plays is carried on by means of songs . In this respect 

they are s imilar to the zarzuela bu t they are usually v ery 

much shorter . The popular conclusion for the zarzuela, as 

well as for many of h is entremeses,is a chorus in wh ich all 

the characters take part . In this manner of conclusion , the 

influence of Juan del Encina may be seen since hi's ~glogas 

were usually concluded by a vil.lancico--a song in which all 

the characters took part. 

Quin one$ de Benavente also wrote a type of p lay which 

he called a loa. The loa was originally presented at the 

beginning of a play in praise of its author, but Qu i nones 

de Benavente makes a separate play of it . However , he 



preserves the original charac ter of the content . 

During the eighteenth century there was a degenera­

t ion of tl-.ie entrem~s due to t he lacl-c of inspiration. To 

be sure there were writers of entremeses,but they wrote 

merely in the same form as their precursors. In order to 

hold the interest of the people they began to introduce 

extravagances , and, as a result , the entremes be came 

obscene and naturally began to disappear. The sainete 

was invented to take the place of the entremeses. The 

sainei,a is considerably longer than the entrem~s, is 

usually more amb itious in its plot and fre quently intro­

duces more characters. However, it was s till produc ed in 

connection with longer p lays just as the entrem~s had been 

used. It was generally presented after the longer p lay 

i nstead of between acts . 

The first author of note to ado p t the sainete was 
I 

Ramon de la Cruz . His sainetes are realis ti c p ictures or 

the period in which he presented l ife as he saw it in 

Madrid . He developed an altogether new set of type charac­

ters which were common to the life of the period . The 

petimetre and the petimetra gr·ew out of the French influ­

ence--the afrancesado movement .. Thes e· characters were 

represented as fastidious and ridiculous persons whom Ramln 

de 1a Cruz satir i zed mercilessly . The student remains as 

Lope de Rued.a had pictured h i m. The servants, however, of 

his plays are not the b.obos of Lop e de Rueda. They are 

portrayed as wise and wily per sons . 
I 

Ramon de la Cruz also 



presents the garish , boasting majos and majas . The 

characters of mothers and ch ildren are initiated i n to 

his plays . 

22 

The p lays of Ramon de la Cruz ar e satires of society 

which are both moralizing and amusing . In Las t e rtulias 

de Madrid he satirizes the insincerity of the people who 

attend the entertainments (tertu lias) . Be cause Juan sus ­

pects that his would- be friends are insincere he p lans to 

test t hem . He pretends to be v ery ill and his wife calls 

a doctor . The people who are beine; entertained in his 

h ome are not in the least d isturbed about him. Juan proves 

that all they want is entertainment and someth ing to eat . 

La plaza mayor is not so decidedly a satire but it 

p ictures the c u stoms of Madr id . It represents a sc e ne in 

a mar ke t square in Madrid before Chr:i.stmas , p oi·trayine; the 

whole array of society from the petimetre to the s ervants . 

I 
In La plaza mayor Ramon de la Cruz shows the tricks by 

which some people lived . A young widow , Beata , who has to 

live by her wits , is presented with her dau ghter . The 

child asks for something to eat and Beata tells her that 

it costs too much and that she cannot buy it . She manages 

to say this so that some caballero may· hear her . He , then , 

buys what she wants . The starving student,who is a trad i ­

tional character, appear s and wishes to buy something which 

he claims is too expensive . He displays a gun and runs 

away with the merch andise . The wily servant is dep icted 

in the Criada . She obtained permission from her mistres s 

to be away a few minutes and she has been gone a long time . 
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She has vi.sited s everal per sons and someone has gi. ven her 

a number of things which she is going to exchange in the 

market for some shoes and gloves. 
, 

The French influence , especially that of Moliere , is 

significant in the plays of Rambn de la Cruz . His plays , 

like those of Moliere , are written in the form of a comedy 

of manners and present realistic though refined pictures of 

life . There is less of the coarse burlesque element than 

there had been in the short p lays before this time . The 

dialogues are made light , natural and brilliant through the 

witty and satirical remarks of the characters . And yet . the 

popularity of these p lays represents a triumph of realism , 

satire and freedom from the demands of strict form exacted 

by the followers of the I•1rench imitators, for• Ram6n de la 

Cruz, though he used French models , was not servile in bis 

imitations . 
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'11RADITIONAL FORMS FOUND I N THE ONE- AC 1r PLAYS 

OF BENAVENTE AND THE QUINTEROS 

The traditional forms of the one- act play , the paso , 

the entrem~s , the sainete and the entrem,s cantado initiated 

by the authors just discussed have been carried over into 

t h e modern p eriod in similar and modified forms under var ­

ious names . According to Espasa , 11 Se ha cre! do equivocada-
, 

mente que las piezas dramaticas queen el siglo XVll llevaban 

el nombre de sain~tes eran cosa esencialmente distinta de los 

entremeses , suponiendose por algunos · que teni an mayor alcance 
7 

filos6fico , mis declarada intenci6n moral y mayor extensi~n . " 

Espasa points out that these beliefs are a mistake because 

the sainete , as such , did not exist in the seventeenth 

century but that the name was applied to the movement in 

general , to the entremJs and to other forms of enter· tainment . 

The lines of distinction have been somewhat more definite­

ly established in the modern period . The works of Benavente 

and the Quinteros represent th~ majority of the modern forms 

which have grown out of these earlier plays although one 

does not find so many of the traditional forms among the 

plays of Benavente . 

Benavente has not written any plays which he calls 

entremeses while the Quinteros have written thirty of this 

type . These plays are written in the dialect of the people 

as were the pases of Lope de Rueda . In fact , these entre -

(7). t . 52 . 



meses seem to be very si.wi l ar to t he ol d paso . The 

en tremese s of the Quinteros a re extreme ly short one -

25 

a ct plays averaging from ab out fifteen to twenty pages 

each . They contain no develo pment of plot for they merely 

portray a n incident in the life of the lowe r class of 

people . One of these entremeses , El ojito derecho , is 

made up ent irely of the barter ing in connection with the 

sa. le of a burro . lifanita. , Hana is a domesti c scene of a. 

mother trying to get her baby to slee p . Each time t h e 

child goes to slee p a drunken man comes in a nd t h e mother has 

to rock he r to s leep again . 'l'he time- of the a cti on is no 

longe r tha n it t akes to present the pl ay . The cha r a cters a re 

real a nd na.tura l and are presented with no develo pment . · The 

humor i s derived from various sources , sometimes from the 
8 g 

situation and sometimes from t he d i a logue , while l ess often 
10 

it is furnished by the action . 

The only ty1ies of pasos tha t may be found among the 

pl ays of Benavente a nd t he Quinteros a re t h e pa sillos and 

the pas os de come di ?, of the uinteros. 'rhe pasi llo, as the 
' 

name indi ca tes , is closely rela te d to the pa so . The Quin-

teros have written three pas illo s and in each t he plot i s 

based up on a simple incident , vrh ich cov.ers a :period of time 

equal to that re qu ired to pre sent t he play . Va.monos is· a 

clever play which depicts the predicament of a man vrh o has 

to entertain talka tive gues ts until after his regula r dinner 

1
8). 0. f . Rosa y Rosita . 
9) . Of . Ojito derecho . 
10) . Cf. Nanita, Nana . 
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hour . 11'he gues ts say that they must go several times , 

but each time they find something else to talk about 

and he finally gives up in despair . These plays differ 

from the original paso in that they do not employ dialect . 

The Quinteros have written fourteen pasos de comedia . 

These are relatively short plays averaging about sixteen 

pages each and like t he pasillos they do not emp loy dialect . 

They are also similar to the pasillos i n that they are based 

upon a simple incident . Amor a oscuras is a typical example 

of this type of play . Alicia claims that men always fall 

in love with a beautiful face and do not consider the 

character of the girl . She plans to trick Don Luis by 

pretending that the lie;hts have gone out and that there 

are no candles in the house . By t h is scheme she is able 

to talk with him and not be seen . While they are talking 

he imagines that she is very ugly and is about to leave , but 

when the lights are turned on , , , he finds that she is 

beautiful . She admits that she was anxious to see him too . 

In addition this scene is made amusing by the use of asides 

which allow the audience to know the inner thoughts of each , 

character . 

As has been noted above in the quotation from Espasa 

regarding the distinctions be t ween the sainete and entrem~s 

of the sixteenth century , there was no difference between 

the two titles and they were used i nterchangeably . Eu:pasa 

defines the saine te as a "Pieza dramatica jocosa en un acto, 

I Y por lo comun de caracter p opular, ,que suele representarse 
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al final de las funciones teatrales . " This is a rather 

general definition and may be applied to many types of 

one - act plays . It is necessary, therefore, to show the 

more specific characteristics of the sainete that have 

developed in the study of the p lays of Benavente and the 

Quinteros . 

The sainetes of these authors are consider ably longer 

than the entremeses . The sainetes of Ramon de la Cruz 

were beginni ng to show an increase in length even in the 

latter part of the eighteenth century . ~rhe average length 

for the sainetes of Benavente is sixty-three pages ; for 

those of the Quinteros , fifty- five page s . 

It is expected , in a p lay of this length , to find 

some division and Benavente usually divides his plays i:qto 

scenes . He has one play , however , La sobresalienta , which 

he divides into cuadros . The cuadro s are then d.i vided into 

scenes . The Quinter os often divide their sainetes into 

cuadros withou t further sub - d ivision . Six out of t he eleven 

sainetes which they have wr i tte'n ar e not divided into cuadros 

or scenes . 

All of the sainetes of the Quinteros are wr itten in 

the dialect of the common people . 'I'wo out of the three 

sainetes of Benaven te do not employ dia l ect and the third 

play uses dialect only for a few characters . This may be 

(11) . t . 52 . 



explained by the fact that these plays of Benavente 

treat of a higher class of society while those of the 

Qu i nteros have t he lower class of people as characters . 

Thi s point seems to denote a di f ference between the au­

thors in t heir concep tion of what constitutes a saine te 

and als o a difference i n the class of p eople for whom 

they are writing . This may also be an indication of the 

more regionalistic tendency of the Quinteros . 

Although the definition of the sainete does not desig­

nate the use of songs as one of the characteristics, the 

p lays of thes e authors se em to indicate that it is char ac­

t eristic . In two of the three sainetes of Benavente , sones 

ar e used to carry on a part of the conversation and eight 

of the eleven sainetes of t h e Quinteros fol low the same 

t endency . In this respect they are very similar to the 

zarzuela . 

The majority of the sainetes of the Quinteros have 

well- developed plot s . They cr eate interes t and maintain 

it by means of the comp lications that arise . ~:his does 

not nece ssarily mean that the time of the plays is extend­

ed , for the time is concurrent with t he action on the 

stage . The complic ations are g enerally humorous,and in 

t his respect , the definition of the saine te is strictly 

adhered to . 

There is one sainete , i n par ticu lar , which does not 

conta in an or ganized plot . This play , Zaragatas , presents 

a series of three incidents and gives the solution to the 
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problems . In this respect it is closely rela t ed to the 

sainetes of 11am6n de la Cruz . The sainetes o.f Benavente 

show this same t endency . Modas is chiefly a linkine; to ­

ge ther of inc idents which serve as an excellent portrayal 

of types of society as well as a vehicle for Benavente's 

satire from which the humor is usually derived . 

The last group of plays to be mentioned which follow 

the traditional titles is the zarzuela . According to t he 

definition of a zarzuela given by Espasa it is an "obra 

dram a.tica y musical en que alternativamente se d.e clama y 

se c anta ." A further explanation i s made wh ich is interest­

ing to note : " Obra escJnica , interme dia entre el drama y 

la opera , o sea en la que la parte declamada alterna con 

el canto, cons ti tL1yendo en nuestro. pa_is un gJnero similar 

a la 6p~ra comique francesa , la 6pera italiana , el sing~­

piel alemin , y el musical play inglJs, aunque conservando 

a t ravAs de su evoluciln, salvo las inevitable s influencias 

extranjeras ocasional es que sobre else dejaron s entir 

des de su aparici 6n en Espan a , s'ello propio y fison om!a 

caracter istica, debido a la participaci6n que el elemento 

tradi c ional literario y musical ha t enido generalmente en 
12 

sus producciones . 11 

Benavente and t h e Quinteros have written zarzue l as . 

These p lays may be humorous bu t humor is not one of the 

specified characteristics . The Quinteros have gone a 

(1 2 ). Ibid . , t . 70 . 
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step farther and have developed two vari ations of the 

zarzuela- -the zarzuela comica and the zarzuela infantil 

c omica- fant~st ica . As the names imp ly , these are sp ecif­

ically humorous . 

The zarzuela has several p oints in common with the 

sainete . The average length of the zarzuelas of Benav0nte 

is sixty page s , which is approximately the length of his 

sainetes . The two zarzuelas which Benavente has written 

are each divided into sections . Viaje da instrucci6n is 

divided into four cuadros and the cuadros are divided into 

scenes . ~he other , La copa encantada , is d ivided into 

twelve scenes and a p rologue . 'l'he zarzue las of the Quin­

teros , including the three type s , average seventy pag es 

in length. These p lays offer a variety in the method of 
, 

division . One zarzuela and one zarzuela comica are not 
13 

divided in any way . The other zarzuela is divided into 
14 

three cuadros . One zarzuela comica is divided into two 

cuadros , one into three cuadros , and one into three 
15 

cuadros "sin exposici6n , nudo , ,ni desenlace . 11 There is 

one p lay of this type which is written in four acts and 

although it is not to be considered in this study it is 
. 16 

interesting to note the p eculiarity in regard to form . 

The only zarzuela infantil comica- fant!stica which the 
l '7 

Quinte1·os · have written is divided into five cuadros . 

( 13) . 
( 14 ). 
(15 ). 
( 16) . 
( 17) . 

La patria chica, Lacasa de enfrente . 
El amor bandelero . 
El peregrino , Diana cazadora , El estreno . 
Las mil maraviITas . 
La muda de l rey Farf~n . 
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In regard to the number of characters there is also 

an interesting point . The zarzuelas of Benavente do not 

contain a large number of characters . The average number 

is eleven , while in the zarzuelas of the Quinteros , the 

avorage number of the characters is twenty- seven , and the 

highest nwnber present in any one p lay is sixty- six . 

Although there are many variations in the zarzuela , 

all t h e authors seem to agree that part of the dialogue 

should be carried on in song . 

In the zarzuelas , Benavente does not employ the dia­

lect of the common people which is traditional to the one ­

act play in Spain. As in the case of the sainetes this may 

be explained by the fact that these plays deal with the 

nobility . The two zarzuelas of the Quinteros are \~~itten 

in dialect bu t the two zarzuel~ c 6micas and the zarzuela 

infantil comica- fant&.stica do not employ dialect for they 

deal with the upper class of society . 

In addition to the above forms , which are traditional 

in name , the Quinteros and Ben~vente have written many 

one - act plays . Three of these types of plays which show 

representative plays from the Quinteros and Benavente are 

the monologo , the aprop osito , and the comedia en un acto . 

As the name monologo implies , this type of p lay contains 

only one character and is usually a humorous speech com­

parable to that so often made by the clown in the American 

vaudeville . One of the four mon6logos written by Benavente , 

Cuen to inmoral , is directed entirely. to the public . The 

\ 
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actor does not speak in dialect . De alivio represents a 

distinctive manner of presentation of the monologo . In 

this play the majority of the lines are the thoughts of 

Carmen which are put into words . She turns to the audience 

only at the last of the play . These p lays average five 

pages in length and are not divided into scenes . The Quin­

teros have written six monologos , of which three are 
18 

speeches directed almost entirely to the public . Two of 
19 

the six p lays are written wholly in dialect and another 
20 

has some lines in dialect . One of the monologos, Revolteo, 

departs from the apparent tendency of the monologos in that 

it includes s everal songs . 

The Quinteros have written one play •c..1os.ely 

related to the monologo which they call a cuasi monologo . 

The title within itself is humorous because the p lay con­

tains two characters one of which does all the talking . 

This play , Dos pesetas , is a satire of a would-be poet 

who talks too much . 

The second group of p lays,, not traditional in name , 

to which Benavente and the Quinteros have contributed , 

is the aproposito . Espasa does not giv e a definition of 

this dramatic form , but according to the Diccionario de la 

lengua espafiola , the words a prop 6sito are defined as 

11 conqu.e se e.xpresa que una cosa €- S proporcionada u oportuna 

( 18) . 

( 19) . 
( 20) . 

Pesado y medido , El hombre que haue re!r , 
PolvorflTa el corneta . . 
Polvorilla el corneta , chiquita y bonita . 
Palomilla . 
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para lo que se de sea o para el fin a que s e destina . 11 

Benavente has written only one play of this type and it 

is, therefore , imp ossible to make generalizations as to 

t he form which he uses . The play , Teatro femin:i.sta , is 

only twenty-one p ag es in length and contains eleven charac­

ters . It is divided into eight scenes . In Teatro feminista 

part of the conversation is carried on in songs as is the 

case in the zarzuelas . If this one play can be taken as 

repres entative of the ideas of Benavente as to the character 

of an a p roposito , it may be said that the conception of the 

Quinteros is somewhat different . The aprop6sito of these 

authors has characteristics that are more similar to those 

of the paso and the entremJs than they are to those of the 

zarzuela . Each play represents a humorous incident which 

contains no complications . ~hey ave~ag e only nine pages 

in length with about three characters . There is no divi ­

sion into scenes and the plays are not interspersed with 

songs . Only one of these p lays , the Carta a Juan Soldado , 

is written wholly in dialect . In Cuatro palabras one 

character , la abuela , speaks in dialect . 

The third group of p lays , non- tradit ional in name , to 

which Benavente and the Quinter?s have· contributed , is the 

comedia en un acto . The p lays of this type are rather 

ambitious in p lot , containing the germ of a long p lay which 

might be developed by the addition of a few comp lications . 

Even though this be true , the plays seem to be complete 

within themselves . In these respects they are very similar . 
to Benavente 1 s bocetu de comedia , which will be discussed 

later . 
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The comedias de un acto of Benavente average forty 

pages with about seven characters each . Each of these 

twelve p lays is divided into scenes ranging from one to 

twenty in number . .1n this typ e of p lay the use of sone;s 

is not employed and only two of the number are written in 

dialect . The Quinteros have written only three plays of 

this type . These average about forty pages with an 

average of nine characters each . These plays are not 

divided into scenes . 1:I.1wo of the number are \'ITI'i tten in 

dialect . 

Asi de from the traditional types of p lays to which 

both Benavente and the Quinteros have contributed , these 

authors have cultivated widely varied types whi ch are 

peculiar to themselves . Some times there is only one . pep­

resentative of such a typ e and it is impossible to come 

to any conclusion as to the characteristics of the form , 

but it is interesting to note the variety . 

The first of these sporadic forms to be considered 

is the juguete cbmico of the Q~interos . Jugue te is de ­

fined as a joke . These plays are very humorous due to 

the complications which arise . Each one of the six plays 

derives much of its humor from mistaken identities ronong 

the characters and,true to its name , is a comical joke . 

Each play ave.rages thirty pages in length and is divided 

into scenes varying from thirteen to seventeen in number . 

Only one of this type , Gilito , contains music , but in this 

case , as it is only a song by one character , it is not 

similar to the zarzuela . The absence of dialect in this 
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type of play is very noticeable . Gilito is the only one 

which contains any dialect and it contains only one charac­

ter who use s it . This is a marked deviation from the tradi ­

tional one-act p lay which consistently used the language of 

the lower class of peop le . 

Another sporadic form is the p lay called the humorada 

or joke . The Quinteros have writ ten one p lay of t h is type . 

It is a rather short , humorous play which j_s in many respects 

similar to the entremeses . It is only fifteen page s in 

l ength and is not div ided into scenes . It contains only 

five characters . In~s , the s ervant ,_ and a small boy are 

the only characters who speak in dial ec t . 'l'hese authors 

have also wr itten two p lays in a f orm called humorada 

/ 

satirica wh ich is a slip;ht variat ion from t he lmmorada . 

These p lays show the freedom of form whi ch is allowed in 

the modern drama . One of the p lays , Abanicos y panderetes, 

contains fifty - seven page s and is divi ded into three cuadros . 

Be tween the cuadros there is a part which is called i nter­

medio mus ical which consists of a sing le song . 'l'he main 

body of the p lay is p artly made u p of conversation carried 

on by means of songs , as is the case in the zarzu ela . rrhere 

are twenty- s ix characters in the p lay, many of whic r1 speak 

in d ialect . In many ways t h e other p lay of this group. does 

not show the same characteristi cs . El ilustre hu~sped con­

tains s e venty- six p ages and is divided into four cuadros with 

a pr t!>lo g o and an ep:llogo . None of the nineteen characters 

speaks in dialect and no songs are intersp ersed i n t he play . 

' The wide differences within the same group make it i mpo ssible 



36 

to formulate an op inion as to the character of the form . 

Another of the sporadic forms of the ~uinteros and 

one that has a close relation to the comedia en un acto . 

is the drama en dos cuadros . The only example of this 

type of p lay, La pena , contains only three characters . 

It is quite brief, only sixteen pages long and is written 

in dialect . 

One of the extremely unusual forms of the Quinteros 
, 

is 1.,he opera en un acto of which Becqueriana is the only 

example . Becqueriana is wrlt.ten almost entirely in poetry 

after the romantic sty le of B~cquer . It contains no music 

and the characters do not s peak in dialect . The play con­

tains eleven pages and there are five characters . 

The Quinteros have two plays of a form which they 

call a loa . Th e loa was orig inally a short introductory 

explanation of the play which was to follow with praises 

for the author . As has been seen Quinones de Benavente 

used this as an independent play . The Quinteros have also 

given this name to a separate one- a c t play . The two exam­

ples of this type are writ ten fn praise of various authors 

and the characters they created . Pepita y Don Juan is a 

play in which the following well-known characters are pre­

sented : Pepita Jimlmez, Antofio~a, Sen.Ii Frasquita , Marianela , 

Marta , Mar l a , Sotileza , Fortunata and la Gitanilla . It 

contains sixteen pages and the nine characters speak in 

the dialect used by the original author . The othe r loa , 

Los grandee hombres o el monumento a Cervantes , is a p lay 

written in the praise of Cervantes . It contains thirteen 



pages and three char acter s . The two chief characters , 

Fras quillo and Mae stro Ciruela , speak a very di st i nc t 

Andalusian dialect . 

The romance is an unusual type of p l ay wri tten by 

the QQinteros . La his toria de Sevilla is the only p lay 
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of thi s type which the Quinteros have writ t en . It is a 

song which tells the history of Seville to the a ccompani­

ment of mus ic and dancing . Although there are no charac­

ters listed it is evident that parts of the song are sung 

by different peop le . The song is written in the Andalusian 

cli e. lec t . 

The capr lc:_10 lit.erar i~_!. true to its na1:1e , is a lit­

erary ca:i)rice of the Quinteros . The first example of 

this is El amor en e l t eatro . This is a p l ay divided 

into f i v e cuadro s , pr~lo go , and ep il6go . It con t ains 

fifty- nine p ages and it is acted by t wenty- one characters . 

Each cuadro of t his p lay represents t he dr ama tic form used 

in t he various traditional types of drama . The f .irs t cuadro 

is entitled Teatro cla.sico .--Arnor tirano . Thls c1.1.a ,1j,() is --- ---------- ~--.::·· .,." .,. . ·--~ 

written in p oetry after t he style of the classicists . The 

second cu adro is called El dr ania .- - Amor que ma ta .' The 

third cuac1ro is called La comedia-- Amor po~tico . The fourth 

cuadro is called El sainete--Arnor gracioso, and is written 

in dialect , tending to show that in the concep tion of t he 

Quinteros the sainete is a play of the cowJnon people . The 

fifth cu adro i s entitled Juguete c•mico --Amor i nocente . 
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Each cuadro of this play shows characteristics of being 

a comp lete play within itself . Each cuadro ends with the 

characteristic speech to the public and there are no songs 

in the play. El amor en solfa is a continuation of Amor 

en el teatro . It contains fifty - seven pages, twenty- one 

characters and is divided into fou r cuaa1~os and a prllogo . 

The cuadros of this play also represent various dramatic 

forms . The first cuadro is entitled ~per a - Amo r imp osible 

and is entirely in song . The second cuadro is called 
, 

Sainete lirico-- Amor culesco . It is composed of songs and 

dialogue , as is the typical sainete and contains some dia­

lect . The third cuadro is called Zarzuela clasica--Amor 

audaz . This cuadro is also composed of song s and dialogue . 

characteristic of the zarzuela . '11he fourth cuadro , entitled 
, 

Zarzuela comica- -Amor milagroso , is also partly composed of 

songs . Like the cuadros in Amor en el tea t ro , each cuadro 

seems to form a comp lete play and each ends with a speech 

to the public . These two plays are especially interesting 

for the insight which they g ive into the Quinteros ' concep­

tion of form . 

The Quinteros have made dramatic adaptations of works 

of other authors . There are two one- act plays of this type . 

La aventur a de l os gal e otes is an adap tation of the t wen t y ­

second chapter of the first part of Don Quij ote de la 

Mancha . I t consists of e ighteen pages i n which eleven 

characters a r e emp l oyed. There a r e no div isions made i n 

the play . It has been abbrev iated b~t it still keeps the 

language of Cervant es . Another play of this type is 
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Rinconete y Cortadillo , which is an adaptation of one of 

Cervantes' Novelas ejemplares by that name . This p lay is 

somewhat longer than the other and is divided into two 

cuadros . It retains the original l anguage of Cervantes , 

and since these stories were dramatic in nature, it was 

not difficult to give them dramatic form . 

The historia tragic6mica is also a form peculiar to 

the Quinteros . As the title sugges ts , it is a p lay in 

which tragedy and comedy are mixed . This play , Fortunato, 

contains fifty-four pages and is divided into three cuadros. 

Some of the fourteen characters spe ak in dialect . 'l1he three 

cuadros are very similar to acts and the mixture of tragedy 

and comedy cause this play to resemble the Spanish c omedia , 

the long type of classical Spanish drama , 

The form which was chosen by the Quj_nteros for their 

play called Pedro Lopez was the episodic dram~tico . This 

play is ex tremely dramatic in character . It is no doub t 

intended to satirize the me lodramatic plays of the romantic 

school which treat the question of honor . It is only 

t wenty- seven page s in length and contains but three charac­

ters . It does not employ dialect . 

Althou gh it appears that tDe Quinteros must have ex­

hausted the supply of possible forms, Benavente has eminloyad 

some which the Quinteros have not attempted . One of these 

forms which is very interesting is the boceto de comedia , 

Boceto is a word which is applied in pai nting to a rough 

sketch to determine the arrangement apd color before the 



picture is elaborated and finished . Benavente has 

written six plays of this type and they all more or 

40 

less conform to this definition . They c ontain the chief 

elements of a long p lot . The situation and the characters 

are those which , with more elaborate development and 

addition of complications to the p lot , could be easily 

converted i nto a long p lay . They average thirty-four 

pages in length and are , without exception , divided "into 

scenes . These plays average only six characters , none of 

whom sp e ak in dialect . In spite of the fact that these 

plays are called bocetos o:f sketch8s ; they are c harming 

and complete plays within themselves . 

Benavente also has written a type of p l ay whi ch he 

calls a drama en un acto . This typ e of play might be 

classified under the boceto de comedia . It is difficult 

to form an op inion with only two examples but these two 

have all the required elements for a long p lot just as the 

boceto de come dia . These p lays average seventeen pages in 

length and are divided into scenes . There are about six 

characters i n each play , none of whom speaksin dialect . 

Benavente employs the traditional di&.logo in a few of 

his p lays . Espasa defines this .form a~ a " G~nero de la 

obra literaria , prosaica o po~tic a , en que se finge una 

plltica o controversia entre dos o mis p ersonajes . " Espasa 

I 
continues the explanation : "El dialogo es la forma li t eraria 

mrls apropiada para exponer s e ntimientos de indole muy dis -
" 

tinta y dis cutir ideas opue stas por media de una conversa-
i 

cion soste nida entre dos o mas personajes . Este g ~nero de 
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literatura fue muy emp leado en la antiguedad cl~sica en 

las obras de filosofia , retorica , y ensenanza y muy p oco 

modificado desde los p rimeros tiempos . En tanto que el 

ana.lisis 6 defe.n sa de un tema hecho de un modo abstracto 

causa al lector por su monotonia, el di!lo g o sostenido 

entre varias personas , con caracte res bien delineados , 
21 

excita la curiosidad y mantiene el inter~s del que lee" . 

It is quite natural that Benavente would choose this type 

of dramatic form because of his didactic and s atirical 

tendencies . Las puertas del cielo which is a conversation 

between st . Peter and a soul is an excellent example of 

this tendency . These p lays , four in number , average fif ­

t een pages each . There is no dialect employed in this 

group . 

'11he dialog o- medio ac to is the form in which Benavente 

has written one play . This classification seems to be 

Benavent~ 1:s whim for var ie ty because ther e is no evident 

differenc e between this o l ay and the d illog o . 

La p rincesa sin corazon , a one - ac t play which Benav ente 

has writt e n in his children ' s theater , he calls a cuento de 

hadas . It is truly a fairy story , having a well-develope d 

p lot a lthoug h it is only twenty-six page s in length . 

The last form to be discussed is the cha:scarrill.o -en ---- - --------

acci6n . Chascarrillo is defined as an " an~cdo t a jocosa y 
23 

lig era que se cuenta p ara divertir" . There is only one 

( 21) . 
( 22) . 
( 23) . 

t . 18 . , I 
Si creeras tu que es por mi gusto J 

I 

No fumadores . 



example of this type , No fumadores , a very humorous 

short p lay which closely resembles the entremes . The 

action coincides with the time take n to produce the 

p lay . It does not contain divisions into scenes or 

cuadros . There is no growth of character for it simply 

deals with an amus ing conversation on the traj_n . The 

I 
only marked difference between this play and the entremes 

is the fact that it is not written in dialect . 

The Quinteros and Benav ente as r epresentatives of 

the modern tendency of the one - act play use traditional 

forms and their variatiomas well as ·new and distinctive 

types . Although the Quinteros have written more one-act 

plays than has Benavente , a relative compar i son se ems to 

point to t he fact that the Quinter os are more traditi onal 

in their use of forms . rl1hey are not only more traditional 

than Benavente in using the form titles but also i n the 

use of dialec t which is characteristic of the earlier 

plays . In spite of this fact the plays of the Quinteros 

show greater v a riety and originality than t ho se of Bena­

vente . 
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SOME DIALECTIC PECULIARI 'I'IES 

Practically all the writ e rs of one - act plays in t h e 

e a r lier per i ods followe d the traditional t endency of choos ­

i ng characte rs from t h e lower classe s of p eople and allow­

ing them to speak in their own lane;uage . This grew to be 

a n inhere nt characteristic of the short p lays . Lope d e 

Vega i n t h e sixteenth centu ry chara cterized the entremeses 
24 

as : 

11 sie ndo una ac9i6n y e ntre p l ebeya gente , 
por que entremes d e r ey Jama.s s e ha vi s to . 11 

Th e t e rm entr emJs , as it occurs in the sta t ement, prob ab ly 

r e f e rs to all t ype s of humorous one - act p lay s sin ce it was 

u s e d in a broad s ense at that time . The p lays of Lope de 

Rueda are esp ecially rich in dialect becaus e he chose h i-s 

ch aracters almost exclusively from the lower classes . Al ­

though the people of the lower classes do not play an im­

p ortant part in the sainetes of Rrun6n de la Cruz , when they 

do appear the y sp eak in their own languag e . 

The dialect of these p lays' is a very i mportant contri ­

bution to t h e study of Spanish philology . If these writers 

had not emp loyed the dialect , the actua,l language of the 

p eop le would , in many cases , have b e en comp lete ly lost . 

Th ere are numerous words and phrases recorde d in t h ese 

p lays which have disappeared in the development of the lang­

uage . These phrase s are often essential to an unde rstanding 

(24 ). Vega , Lope de , Qbras esco r idas , El arte nuavo 
de hacer comedias , p . 155 . 
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of civilization and of the customs of the earlier perio ds . 

Such words and phrases may also aid in exp laining the de v elop ­

ment of words which are found in modern Spanish . 

Until the modern p eriod the language used in the one ­

act p lays was that of the ignorant rustic . It was usually 

ungrammatical and , therefore , one of the sourc e s of humor 

in the p lays . T,he dialect was not necessarily peculiar 

to any section of Sn ain but was rather a corrupted form 

of Gastilian which is comparable to the English emp loyed 

by the negro , "hill billies ", or "crackers 11 , in this coun­

try , whi l e the dialect used in the mo dern one - act p l ay is 

sometimes peculiar to cer t ain provinc es . This modern dia­

lect is not necessarily ungrammatical but there is a varia­

tion in the spelling of the words . 

The popularity of the dialects ls probably a develop ­

ment which coincides with the growt h of regionalism , a 

tendency of the v arious provinces to become more important 

to the ind.i victual than the Spanish nation . 1'he people are 

proud of their own pr ovince and its customs , and. urge the 

use of its language . In sp ite 'of the fact that regionalism 

changes the type of dialect emp loyed in the old plays , the 

tendency is the same , because the authors are still attempt­

ing to write in the language of the common people • 

. Benavente does not follow this mo v ement to a gr eat 

extent and there are two reasons which may p ossibly explain 

this fact . Benavente was born in Madrid which ls a cosmo­

p olitan center . I n thls atmosphere , therefore , he deve lope d 



a style which is universal and not reg ional . Another 

reason fo r the scarcity of dialect in Benaventes ' one ­

act p lays is based u 9 on the character of his wr iting . 

'±u 

He writes with t he pur pose of reforming as well as for 

entertainment and he attempts to attain this end through 

satire . He made the statement tha t be caus e of this mo­

tive it wa s n o t his aim to write about the common p eop le 

because they had troubles enough . Since it is the common 

people who use the dialect , he has little occasion to em­

p loy it . 

On the other hand , the Quinter os hav e w:r· i tten a large 

number of their p lays in dial e ct . 'I'hey were born in Anda­

lusia and h ave a v ery strong aff0ction for that province . 

They do not seem to have the pur pose of reform in mind . 

They me r e ly desire to ent ertain . Cons e quently they choose 

a large numb er of t he ir characters from t h e l ower classe s 

of p eople and , therefore , have a need for the d ialect . 

The chie f variat ion from the Castili a n dialect found 

i n Benavente is t he loss of c onsonants , a char acterist i c 

which j_s more or less c ommon of all sp oke n Spanish . D is 

one of the consonant s mos t commonly lost in spee c h . 3ena­

vente 1s dialect s hows this lo ss . when t he dis e ithe r i n a 

final or an inter-vocalic p osition . Some examples illustra-
25 26 27 

ting this are: ust~ (uste d) , callao (c allado ), dao s ( dados ), 

( 25) . 

( 26) . 
( 27) . 

Benavente , Jacinto , Te atro , t . XVlll , 
De cerca , p . 209 . 
I bid., p . 210 . 
l"6Ta . , p . 211 . 
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28 29 30 
dormio (dormido) , too (todo) , and naa (nada) . The inter-

vocalic r is also frequently lost . In this case if the 

two vowels which the loss of the co nsonant leaves in 

contac t are alike , they may coalesce . The following words 
, 31 32 

illustrate this: tie (t iene ) and pa (para ). N also may 

be lost in an intervocalic p osition . This is seen especi ­

ally in the forms of the verb tener . Such chane;es as these 
33 34 

are found: tien ( tlenen) and tie { tiene) . 'rhe above fo rms 

are the mos t common change s to be noted, but there are also 

some sporadic ones . In the ca se of tambien the b of the mb 
35 

comb ination is lost l eavin g the word tamien . A vowel may 
36 

pass from one syllable to another , as in naide (nadi e ) . 

Diph thongization may caQse the udJltl an of a vowel , as in 
37 

haiga \ haga) . An initial i may become~ as in nene;uno 
~ 

(nine;uno) . Closely related to the latt e r word is a com-

pound of two words in which parts of the two are lost: 
39 

denguno (de ninguno) . 

These exrunples g ive some idea of t h e type of changes 

found in the modern dialect as used by Benavente . As may 

( 28 ) . I bid ., 210 . 
( 29) . IbTci.' 212 . 
( 30) . 'I'5Tcf.' 211 . 
(31) . 1'.oia.' 211 . 
(32) . T5Ta.' 212 . 
( 33) . T6TcI.' 212 • 
( 34) . . I'5Tc{.' 211 . 
( 35) . T5T'cf.' 231 . 
( 36) . Ioicf ., 231 . 
( 37 ). Ibia. , 231 . 
( 38) . YbTcI.' 222 . 
(39) . !bia., 212 . 



be readily seen , Benavente empl oys variations of spelling 

which are common to practically a l l spoken Spanish. How­

ever , the few plays in which he uses these variations are 

distinctly dialectic . 

In the plays of the Quinteros whi ch are written in 

the Andalusian dialect , the language shows even greater 

divergence from the Castilian . Like the dialect of Bena-

vente , the Andalusian tends to lose final c onsonants: 
40 41 42 

interi6 (interior) , bez~ (besarJ, coron~ ( coronel) , muj J 
43 4,r--- 45 

( mu j er ) , z en 6 ( senor ) , ~st e (us t e d ) • In an intervocalic 
46 

position 
47 

(todas) , 

rand d tend to disappear : lao 
- - 48 4-g--
fu~ ( fuera) , and rn;~ t nudo) . 

(lade:) , t~ 

When the loss of a 

consonant brings two like vowels together they may coalesce , 
50 51 52 53 

as in puJ (puede ), pa (para ), to ( todo) and ca ( cada) . 

Many of the interior consonants are subject to change . 

~he consonant 1 in a grou p or in a monosyllable is usually 

( 40 ). 

( 41 ) . 
( 42 ). 
( 43 ) . 
( 44) . 
( 45 ) . 
( 46 ) . 
( 47) . 
( 48 ) . 
(. 49) . 
( 50 ) . 
(51 ) . 
( 52 ). 
( 53) . 

, 
Alvarez Quintero , 
complete , t . XVl, 
T5id ., p . 245 . 
T6Ta: ., p . 252 . 
nrra:. , p . 234 . 

, , 
Serafin y Joaquin , Teatro 
El patinillo , p . 240 . 

-n5Td ., t . X, El mal de amores . p . 196 . 
T5Ta., p . 1 96 . 
l15TcI., Zaragatas , p . ,1 30 . 
m ., p . 111 . 
"I'6Ta. , La mala s ombr a , p . 281 . 
T5Ta., t . XVl , El patinill,o, p . 
T6Ta., t . X, La mala sombra , p . 
'I'5'Ia., Zaragatas , p . llr:-­
I13Ta., p . 111. 
I bid., La mala sombra , p . 278 . 

233 . 
302 . 
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54 55 , 
changed to r, as in: arguno ( alguno) , sirb io ( silbido J, 

-56 57 
far t a (falta) , and~ (al) . The comb ination of cci is 

5S-­
often changed to rsi , as in lersiones (lecciones ) . The 

, 
consonant z in s ome case s is changed t o s, as in : ra son 

59 60 - 61 
(raz6n ) , cabesa (cabeza ) and corasAn (cor az 6n ) . In direc t 

cont l:.ast to this change there ar e cases whens becomes z . 

The pos ition i n the word seems t o havo little influence on 
62 63 

the chane;e . These case s are noted : ~ze (Js e ) , zaben (s aben) , 
64 

zi (si ), 
- -67 
( senor ) . 

65 - - 66 
prieza (priesa ) , nozotras (nosotr a s) a nd zeno 

The consonant c before e or i usually 
68 - - - 67 

pas i ensia (paciencia ) , haserse (hac eise ), dise 

become s s: 
70 

(d ic e ), 
71 7 ~ --

sinco (cinc o) and pares e (par e ceJ . The doub le consonant 

ll, re gardless of its po sition in t he word , usually becomes 
73 

':J. a s the following exam1, les indic a te : s eviyano ( s evillano) 

( 54) . Ibid ., p . 315 . 
( 55) . I'6Ta. . ' t . XVl, El patinillo , p . 251 . 
( 56 ) . ToTa' . , t . x, La maia som'5ra , p . 321 . 
(57 ) . rora., El mal a:e amores , p . 193 . 
( 58 ) . T5Ta.' t . XVI, La paEria chica , p . 25 . 
( 59 ) . T5Ta. ' t . x, La maia' som6ra , p. 335 . 
( 60) . 1'.15Ia. ' t . XVl, EI patiniIIo , p . 227 . 
( 61 ) . T6Tc[ . ' p . 233 . 
( 62 ) . I'6Ta. . , t . x, El mal de amore s , p . 1 96 . 
( 63) . Toia. , t . XVl--;-ET p atinimio~ p . 230 . 
( 64 ) . Toia., t . X, El maI a:e amore s , p . 197 . 
( 65 ) . I'51.cI., t . ~Vl, EI paEiniIIo, p . 230 . 
( 66 ) . T5Ta . , p . 218 . 
(67) . T5Ta., t . X, El mal de amore s, p . 1 96 . 
( 68 ) . T6TcI.' t . XVl , EI p aEiniIIo , p . 222 . 
( 69 ) . rora:. , La patria chica , p . 10 . 
( 70) . Ibid ., p . Io . 
( 71) . I'6TcI.' t . x, La mala sombra , p . 29 9 . 
( 72 ) . rora: ., p . 337 . 
( 73) . Ibid., t . XVl, La patria chica , p . 17 . 
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borsiyo(~ o1s i l lo ), 

77 
rezueyo (resue llo ) 

75 76 
c~ye (c alle) , biyetes (billetesJ , 

179 
and yave (llave) . I nitial b or v 

sometimes becomes g . This is shown in the followi ng 
- " 79 80 

examples : 
81 

(volver) or 

h • guelta (vuelta) , gueno (bueno) and golver 
82 

gorvef'. Some of the very unu sual change s 
83 

'±'d 

are seen in such examp l es as : s arvai ( s ervidor ) , me l es ina 
84 

(medec ina ) and the compound of ( sin ningt{n ) which becomes 
85 

singi.\n . 

'.l.1he usag e of di minu t i ves and au gmentatives is a 

distinctive characteri stic of the dialects of Benavente 

and the Qu i nteros . There are f ewer of these words to be 

found i n Benavente I s plays than in the Quinteros , evidently 

due to the scarcity of dialect . By the use of these 

di minutives and augmentatives var ious shades of meaning 

may be created. 

Benavente uses t he ending - ete as a di minutive i n the 
86 

word guape t e . This ending may also be used i n a d eprecia-
87 

tive sense . In viejecito the - cito is used as a mark of 

( 74) . I bid ., t . x, La ma l a sombra , p . 322 . 
(75 ). loTa' . ' t . XVl, 'EI pa tinlTio , p . 215 
( 76 ). T5Ta.' p . 223 . 
( 77 ). !15ia.' p . 218 . 
( 78 ). !15Ia.' p . 245 . 
( 79). io:ia.' La patria chic a , p . 36 . 
( 80 ). lo"Ia ., p . 59 . 
(81). IoTct., p . 42 . 
( 82) . !'5Tc:t.' p . 56 . 
(83 ). T5Ta.' t. x, Zaraga t as , p . 106 . 
( 84 ). Ioio., p . 130 . 
(85 ). T5Ta.' El mal de am ores , p . 155 . 
(86 ). Benavente , Teatro , t . XVl~l , De c er ca , p . 243 . 
( 87 ). Ibid ., p . 2~1 . 
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endearment . Nietecito is another example . Benav ente 

sometimes uses augmentatives also . 
89 

The suffix - azo 
90 

denotes large size: cantazos and volquetazo . The same 
91 

me aning is achieved by the addition of -on : perrach6n . 

UV 

Although Benavente does not use these augmentatives and 

diminutives as often as do the Quinteros , his use of them 

is quite noticeable especially in his dialectic p lay s . 

Th e one - act p lays of t h e Quinteros are rich in the 

use of augmentative s and diminutives . This is probably 

due to the natural extravag ance s of speech found in the 

s outhern part of Spain . Possibly one· of the most common 

diminutive suffixes in the Quinteros ' p lays is - illo or , 

as it is usually spelled in t h e dialect , - iyo . By means 
92 

of this suffix , thing s are made small , a s in : seriyo , 
93 94 95 

chiquetiyos , pobresiyo , and exageradillo . Anoth e r very 

common suffix is - ito . It may convey the i dea of pretty , 
96 97 98 

sweet , dear , nice or little : cojito , animalito , criaturitas , 
99 100 101 102 

cuida!to , dosenita , toditas and dormitada . According to 

( 88) . Ibid . , t . xx , Nietecito , p . 26 . 
/ ( 89 ). !15ia. , p . 22 . 
--( 90 ). Y6ia:., t . XVlll , De cerca , p . 22 . 

( 91 ) . Toin., p . 218 . 
( 9!t) • ffiarez Quinteros , Teatro , t . Vll , El o,iito 

derecho , p . 13 . 
( 93) . ! Bid. 
( 94 ). "Ioia.., El chi quillo , p . 27 . 
(95 ). mer. , t. x, El ma! d e amores , p . 157 . 
(96 ). T6Ta.' t . Vll , EI oj i to a:erecho , p . 10 . 
( 97 ). T'6Ta.' p . 12 . 
( 98) . I13Ia.., p . 13 . 
( 99 ). !'5Ia., p . 17 . 
( 100) . Ioid. Los piropos , p . 48 . 
( 101) . T6N.' EI cniquiilo , p . 28 . 
( 102) . Ibid . , t . XIII , Nanita Nana , p . 61 . 
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Ramsey the suffix - ico is rarely used . In spite of 

this fact , it often occurs in the one- act plays of the 

Quinteros . It is f reriuently used sarcastically a lthough 

it may have the pure diminutive connotation as may be seen 
104 105 106 

in the following examp les: cartica , :rnalico , percleng onico , 
107 108 lO v 

idefca , secr~tico and atrebuladica . 

The Quinteros have also employed the augmentative 

suffixes although not so frequ ently as the diminutives . 

The one which possibly shows greater frequency than any 

other is -on , - ona . This suf f ix " denotes large size or 

an increased degree of a quality and ·sometimes adds the 
110 

i de a of clumsiness or grotesqueness " . A few examples of 
111 1:i-2 113 ~· 114 

these uses are : g achon , empu jon , trapalon , senorona , 
t l5 llb 117 

por·voron , borrachones and fantasm6n . The ending ~ o , 

- aza has the same meaning as -6n but it is used less oft.en . 
118 119 120 

It is found in such words as : guantazo , serroj azo , punetaso , 

(103) . 
( 104 ) • 

(1 0:-; ) . 
(10 6 ) . 

(107 ) . 
( 108 ) . 
(1 09 ) . 
( 110) . 
(111) . 

( 112) . 
( l l 3 ) • 
( 114) . 
( 115 ) • 
( 116) . 
( 11 7) . 
( 118 ) . 
( 1 19 ) • 
( 120 ). 

~amsey , M. Montrose , A Spanish Gr arnmar , p . 514 
Alvarez Quinteros , QQ_ . cit . , t . XIII , Solico en 
el muh do , p . 192 . 
I bid . 
nrra:., p . 195 . 
T5Ta., p . 200 . , , 
I'51cT., t . XIX, Secr~tica confesion , p . 193 . 
Ibid., p . 190 . 
lj.amsey , ..Q..tl. , cl..t , p . 516 . 
Alvarez Quint e ros , .QD,. • .Q.it. ., t . Vll, Los 
p iropos , p . 59 . 
!bid ., El flechazo , p . 67 . 
Ibid ., t . Xll l , Los chorros de oro , p . 40 . 
TISTcI., Morritos , p . 54 . 
I'6Ta'., t. l.V, Los borrachos , p . 97 . 
T5Ta. , p . 134 • 
T5TcI., t . X, La reina mo~a , p . 56 . 
T5Ta., t . XIX , Chiquita y bonita , p . 99 . 
!'5Ici., p . 133 . 
Ibid., t . lV, El tra,je de luces , p . 189 . 
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121 122 
talentazo and p elamazo . At times this suffix , as it is 

used by the Quinteros , i s rather sarcastic . The suffix 

- ote , - ota is often augmentative but usually depreciative , 
-- - - 123 1 24 1 25 
as in : gan ote , capirote and here j ote . The ending - acho 

is pure ly depreciative , expressing a poor quality of what 

is re presented by the noun , or contempt or disdain felt 
126 

for it . This form is found in remolacha . Another less 
, 

frequently used suffix is a c omb i nation of - e t e and - on . 

It occurs in the purely augmentative sense , as in guape -
127 

tona . 

One of the most signifj_cant proofs of t he universality 

of Benavente and the traditionalism of the Quinteros is 

found in their use of diale c t . Benavente 1 s dialect shows· 

practical l y no changes exc ept the l oss of a few consonants , 

whi ch is characte r isti c of almost a l l ·s p oken Sp anish . He 

is , therefor e , interesting to the ma j ori t y of the Spanish 

s peaki ng pub l ic as we l l as to for e i gn students of the lang­

uage . On the other hand , the diale ct of the Quinteros 

not only shows occasional v ariation in vowels and the 

dropp i ng o f cer t ain consonants but also many changes in 

consonants which remain . The l anguage is thus made more 

dif ficu l t and the .· app eal i s thus restr icted to the pe ople 

who a r e f amiliar with the Anda l usian d1alect . This diffi -

(121 ). 
( 1 22 ) . 
( 1 23 ). 
( 124 ) • 
(1 25 ) . 
( 1 26 ) • 
(1 27) . 

I b id., t . XXX, El ult i mo papel , p . 28 9 . 
TISTa., t . XVl , La patri a chlca , p . 27 . 
'T'6Tcf., t . Xlll , Las bu n ol eras , p . 125 . 
i5T'a ., t . l V., El tra j e de l u c es , p . 168 . 
J'.'5Ia ., t . X, La r e i na mora , p . 42 . 
'T5Ta., t . l V, El mo t ete p . 216 . 
Ibin ., t . X, El g ~nero ! nfi mo , p . 18 . 
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cul ty of t h e dialect p ractically bars the forei gn student 

from any knowledge of t h e Qu interos I p l a ;f s in the ori g inal , 

and the p lays are rarely translated because one of their 

principal charms lies in the language . 
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TRADITIONAL CHARACTERS 

I 
The definition of the entremes as given by Lope de 

Vega in the quotation in Chapter III from his Arte nuevo de 

hacer comedias is the usual distinction which is made con­

cerning the early one-act plays in Spain. He describes them 
128 

as "una accibn y entre plebeya gente 11 • It is quite possible 
I that Lope de Vega by the use of the word entremes wished to 

designate all presentations of a short and comical nature. 

According t o Bonilla y San Mart~n i n Las bacantes, the name 
I I entremes, was used to designate "toda pieza corta, de carac-

ter cbmico, destinada a representarse al principio, al final, 

o entremedias de las jornadas de una oQra dram~tica m~s 
129 

extensa 11 • It is interesting to note that all types of the 

eaFly plays written in the language of the people contained 

characters from the lower classes. As early as the eighteenth 

century however, there is a divergence from the traditional 

plebeian characters. 
I 

Ramon de la Cruz used all classe s of 

people as characters in his sainetes. He, himself, . was an 

aristocrat and he included many characters from his own class. 

These characters, however, were usually the recipients of his 

satire. On the other hand, he seems to favor beggars, peasants, 

(128). Vega, Lope de, Obras escogidas, El arte nueva 
de hacer comedias, p . 155., 

(129). Bonilla y San Martin, Tuos bacantes, pp .87-88 . 



and merchants as he does not s a tirize them . By intermingling 

the pe ople of a ll clas ses h e constructs a form which closely 

resembles the modern one - act ~l ay . 

In the modern per iod the one - act pl ays of Spain are no 

longer those short comical pl ay s in which the cha r a cters a re 

chosen entirely from t he conu~on pe ople . The choice of class 

rests entirely with the author . Benavente has t aken the 

ma jority of his char a cters from the mi ddle class , but he has 

re presenta tives from other cla sses also. Although the Quin­

teros have chosen their cha racters from all classes , t hey seem 

to show a preference for t he characters of the lower and 

middle classes . 

The type cha racters of the ea rly one-act pl ays may still 

be identified in the plays of Benavente, although some of 

them have been grea tly modified . The bob_Q_, or simple , so 

po1mlar in early plays 1 was originally a simple rustic , while 

in the pl ays of Be navente he often be comes shrewd and witty . 

In f ac t, t he shrewd and witty gracioso of the l a ter pl ays is 

an out- growth of the bobo . Carillo in El susto de l a Condesa 

is such a character . He i s not a servant as was t he tradit ional 

type and he is v ery shrewd . Through a trick he gains entrance 

to the home of the Condesa in o~der to win a bet , and by rapid 

t a l king and trickery he . remains the length of time required to 

win it. This character shows much of the clown element . 

Another c.haracter of this type is found in a mo nologo 

entitled Cuento irunoral . The character in this pl ay promises to 

tell the aud ience an immoral story , the immorality of whi ch he 
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goes to great lengths to describe. He concludes by asking any 

lady in the audience, who loves her husband to stand up and 
130 

say: 

"Yo quiero a mi marido". 

More true perhaps to the type of~ than any other of 

the characters of Benavente is Arturo in El amor asusta. He 

is more intelligent and courteous than the traditional type, 

but he is a servant aµd has many characteristics of a simpleton. 

Although he is polite to the extreme · .. _ he talks incessantly. 

Arturo tells Eulalia that he was born to be a great scholar and 

that he was the camarero who ran away with a princess but that 

he became a camarero again. Because of the story Eulalia is 

convinced that he is crazy. The author makes it quite clear that 

Arturo is a bobo. 

Benavente presents a new and modern exampl e of the bobo 

in Por que se ama. The character, Isidoro, develops an in­

feriority complex, the result of being told he is foolish and 

simple. He is in love and no one understands him exce pt Doctor 

Trujillo and Emilia. Through th~ aid of Emilia ; .. he falls in 

love with Mar~a Luisa and regains his senses. This character i s 

indeed a variation and shows how the modern authors have taken 

advantage of traditions but have made t hem f it into a modern 

play. 

The plays of the Quinteros contain some bobos who closely 

follow the traditional type. Triquetraque in La buena sombra 

(130). Benavente, Teatro, t. XII, p.32 
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is a character of this type. Valle allows 'l1r:iq1-1E~traque 

t6 make love to her because she 'Nants to ,:1ake Pepe Lu.is 

jealous. V.Thile 'Triquetraque sinr:s under the window Pepe 

~tis pours water off the roof on him and sends a be p·rar ..__.., .. _, 

and a c?Ps:1 to annoy h:i.m. 'J.1rj_q1:.etraque is more i:vi-telJi-

c0nt t1·,nn t11,:, bobo but he is the butt of all jokes just 

o.s 'i.rore thrc? bolrns of Lope de Rueda' s pasos. 

Another ch2.ractor who is as true to type as Trique­

traq1J.e is Don Nuoz in La roina mor2,. Only ono qual5.f~_t::,­

i: i_,-i;1 is lac:::-:Lnc for the typical bobo--Don Nuez is not a 

servant and belones to the upner class althoush he is 

nonA the less a bobo. He wishes to win the love of the 

Reina ~orn but Cob1fa plays a trick upon him. Cotufa pro-

mises Don Nue;,. that if lie will glve up wooine; f1~erc0c1es, he 

will ~ive him his place with the Reina Mora. Later Este-

ben i8 seon to enter the RP ina Mora's house and beca'J.se of 

this, Cotufa cllal1en0es Esteben to a duel. Don N1._1_ez cloes 

not know that Esteben is the brother of the Reina Llora and 

that he and Cotufa are fr lends. Neither cloes he know t'nat 

the duel is a fake and, therefore, he is frirhtenod. He 

hears that someone has been ki.lled and sGeing Cotufo., he 

supposes that Esteben is dead. IIe calls his r-:11.1sicio.ns to 

play for the Reina Mora. Only Cotufa and i·,Iercedes know 

that Es teben and the Reina :IV1ora have left home. Across the 

street they make merry at h:i.s expense. 

Another humorous bobo, Jilguero, is found in Los borra-

cbos. As he enterR, the characters on the stage ber;in to make fun 
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of him because he claims to be a great soloist . He is asked to 

sin8 but he spends so much time trying to get his voice to the 

correct key that he is laughed off the stage. This bobb resembles 

the lazzi of the Italian Commedia dell' arte. These lazzi, 

usually two, would appear for their humorous s ketch during 

the performance of the Commedia dell' arte. This scene did not 

necessarily have any connection with the main plot. It is 

evident that Jilguero does not belong to the lower class of 

people. The bobo has become the 11 educated fool." 

In Cuatro palabras there is another example which shows 

that the Quinteros do not limit the bobo to the lower class of 

people. Since the title of don is prefixed to .-- the name of 

this bobo he must be identified with the upper class of people. 

Don otbn is another 11 educated fooln. He is supposed to be an 

art critic who is called in to see a pic ture which is to be 

sold for the benefit of a flood-relief fund. He is asked to say 

a few word s about the picture at the sale. Since he knows 

much less than he pretends, he wishes to make a display of his 

knowledge. He replies that he cannot make the speech in less 

than two hours since he will have to include the his tory of art 

in order to bring out the merits of the picture. This bobo 

is used very cleverly to satirize the erudition of the critics. 

The Quinteros, like Benavente, have a clown type of bobo 

in a monologo. He is similar to the simpleton or clown of the 

American vaudeville. In El hombre que hace relr, a comedian 

appears on the stage weeping because everyone laughs at him. 



He says so many amusing things that he keeps the audience 

laughing. He leaves the syage disgusted at what he oons iders 

his lack of success. 

Although these are not all the bobos , that may be found in 

the Quinteros' one-act plays, they are representative of the 

variations which these authors have developed from the type 

character. They have lifted the class restrictions on the 

bobo and have selected him from all classes of people. Some 

are bobos due to theib impractical education , and still others 

of the lower class are bobos due to their ignorance and 

foolishness . 

A popular type of character which has been continued to the 

present time is the vejete. The traditional vejete was either 

the elderly husband of a deceitful wife or the tyrannical father 
' of a young girl. Bena.ven te has an excellent ,example of a ve jete 

in the character of Leonato in La copa encantada. In this case 

Leonato is not the father of a young girl but the father of 

a young man. Re is tyrannical in regard to his son's relations 

to the world. Fearing that he might see a woman and wishing to 

shield him from an unfortunate marriage, Leonato forgids his son 

to leave the castle. The tutor, however, aids the son, Leonelo, 

in tricking his father, and he not only meets a young g~rl with 

whom he falls in love but he allows her to ,snter the castle 

dressed in meri's clothing. Leona.to is deceived to such an 

extent that he hires the "young man'' as a companion for Leonelo . 

The vejete is also present in a less traditional and less 

distinct form in the father of Luisa in Sin querer. When she 

is told by her father, Don Manuel, that she cannot marry Pepe, 



Luisa immediately te l ls him that she is going to marry Pepe 

either with or without his consent. A modified form of the 

vejete may also be recognized in Manuel, the husband of Emilia 

in De pequenas causas. Emilia is a young and clever wife who 

manages her husband in order to obtain the things she desires. 

She ha s a new dress to wear to a formal affair and she forces 

her husband to remain in the ministry so that she may attend 

this dinner and wear the n~w dress. This latter example places 

tho vejete in a plot very different from the original one of 

deceit in love, but he is certainly a vejete. 

The vejete like the bobo .- has been changed in Benavente 1 s 

plays. Formerly he was a stupid person who could be made to 

believe anything . The examples discuss ed here show that this 

was not Benavente's conception of the character. These vejetes 

are not lacking in intelligence but they are opposed by·clever 

people who lmow how to win what they desire. 

This condition is also true for the vejetes who are found 

in the plays of the Quinteros. The situation of the vejete 

in the plays of the Quinteros is more traditioniml in that the 
' 

deceit of the character is brought on by a plot of love. The 

vejete of El mal de amores is .the father of Carola. He does 

not appear in the play but he is characterized by Car ola. Her 

father has tried to force her to marry a man whom she does not 

love. She runs away and meets Rafael in a tavern. When her 

father tries to find her he is unsuccessful, due to the aid of 

the tavern keeper in hiding the couple. 
I 

In El patinillo, Don Bartolome is another example of the ,.., 

' vejete. When Don Bartolome intercepts a note from an army 
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officer to his daughter, Lucia, he locks her in her room and 

leaves . During his absence one of the servants gets the key 

and releases her. The servants have arranged a meeting for 

Lucia and Don Fernando but his duties as an officer prevent his 

coming and he sends a note. 
I 

Don Bartolome returns suddenly and 

the servant barely succeeds in returning Lucia to her room in 

time to prevent the detection of the trick. 

In La reja the vejete is the uncle of Luis. This uncle 

is trying to force him into a marriage of convenience when he 

is in love with Rosario. Luis tells his uncle that he and 

Rosario are married. The uncle sends Don Bienvenido to investi­

gate and a very amusing scene ensues. 

The above examples showing the continuation of the character 

of the vejete, illustrate the practice of taking the traditional 

character as a basis and changing him so as to fit into the 

various modern situations demanded by the plot. 

In the one-act plays of Benavente the starving, rascally 

student does not appear. In one of his zarzuelas El viaje de 

instruccion, the chief character ,is a student, but he is a member 

of the upper class, a caballero. If it were not ror the fact 

that the Quinteros, who write during the same period, have 

several of the old traditional student types in their pl~ys, it 

might be said that a change in the status of the students was 

responsible for the development in the typical character of the 

student. 

Juanico in La ~ahori ' shows the roguish type of student. 



He goes to the cave of a gypsy fortune teller and asks her to 

give him some information. She tells him several impossible 
. 

things to do in order to find out what he wants to know. At 

that moment she hears some boys laughing outside and realizes 

that they are making fun of her. They tell Micaela that they 

have come to hang her for a witch. She finally makes them 

leave . 

Another example of the roguish student is found in Las 

buiioleras. Three students, Eduardo, Paco, and Luis do not have 

any money and they want something to eat. Eduardo says, "el 
131 

primer nllll1ero del programa es desayunar·se y no pagar." They 

enter a shop. After eating buiiuelos they start a brawl and 

thus escape without paying. An innocent by-stander is implicated 

and is forced to pay the bill with part of his clothing. The 

cheating of merchants seems to be one of the popular tricks. 

In La mala sombra, Manolo and Luis buy something to drink in 

a shop and give the proprietor a counterfeit dollar from which 

he returns some change. The trick is not discovered until it 

is too late. These <fuaracters are very similar to the students 

in Juan del Encina's Auto del repelbn and the student in Ramon 

de la Cruz's La plaz$ mayor. 

The traditional character of.the braggart soldie r does 

not appear in Benavente's one-act plays, but there are two 

excellent examples of this type to be found in the plays of 

the Quinteros. A monblogo, entitled, Polvorilla, el corneta, 

(131). ilvarez Quintero, t. XIII, P• 125. 



illustrates the type. Polvorilla is a young bugler of the 

infantry who feels the importance of his position and his uniform. 

He boasts of how all the girls look at him and tells of being 

wounded. He was nursed by a beautiful girl who, he is quite 

sure, loves him. 

Juanillo in Las hazanas de Juanillo is e.nother example 

of the traditional soldier. He tells fabulous stories of the 

brave deeds he committed during the war. He boasts that when 

the Moors learned that he was in the opposing army they would 

not fight because they feared him. He says that one Moorish 

woman became a Christian in order to marry h im and then 

found tha t he was betrothed. This character has not under~ 

gone the changes that most of the other types have suffered. 

The character of the alguacil is symbolical of the officers 

of the law. He was usually portrayed as incompetent, cruel and 

tyrannical. This character has prototypes in the characters 

of the Comisario, the Agente, and the Policia in Benavente's 

i A ver que hace un hombre i A man is brought into court for 

vagrancy and claims he is not gui'lty. He is not given trial 

but is placed in jail. On being released he gets a job carrying 

luggage from the train. He is attacked by strikers, rushed 

into court and sent back to jail bJy- the officers for star,ting 

a disturbance in the streets. Through these characters Benavente 

makes a strong attack against the civil author ities. The 

Quinteros also make an attack on the courts through the tradi­

tional algu.acil. In a play called Zaragatas he is referred to 



as el Juez. He pays little attention to the cases that are 

being tried, and tries to finish them as soon as possible 

because there is a lady at the door waiting for him in 

her carriage. 

Some continuations of the petimetre and the petimetra 

of Rambn de la Cruz are also found. The Diccionario de la 

lengua espafi.ola gives as a de finition of these terms 11 persona 

que cuida demasiadamente de su compostura y de seguir las modas. 11 

The terms as used by Rambn de la Cruz in his sainetes, especially 

Las tertulias de Madrid, has the connotation of insincerity 

and also that of a foolish or s illy person--similar to the 

fop in English. An example of the continuation of this 

character may be found in Operacibn quirugica of Benav ente. 

Leoncico is the suitor of Clara who is separated from her 

husband. Her brother-in-law, Hipblito, pretends that his 

brother is dead and tries to force Leoncico to marry Clara. 

Leoncico shows his insincerity by making excuses to extricate 

himself from the situation. Benavente shows others of th i s 
I 

type in El amor asusta. As long, as Eulalia treats Cesar, 

Marqu~s de Fuentelabrada,and Chachito with indifference, 

they vie with one another for her affections. However, 

when she pretends to love them they begin finding reasons 

to excuse themselves from their obligations. 

Benavente also has some types of the petimetra. Emilia 

in De pequenas causas is interested only in her own affairs. 



She wishes to attend entertainments in order to show her 

beautiful clothes for she_ seldom has thoughts more serious 

than these. Eulalia in El amor asusta is another of this type. 

She travels about the country for her anru.sement and never 

remains in one city more than two weeks . 

The Quinteros show some of these characters in a few of 

their plays . Enrique, in Belen 12, principal,is a petimetre. 

He dresses in good clothes and goes through the city search­

ing out beautiful married women to be t he recipients of his 

amorous notes. A note intended for one of the women falls into 

the hands of her husband and the situation is made in t olerable 

for Enrique. A similar character is f ound in Agapito in La 

media naranja. As far as the works of Benavente and the 

Quinteros are concerned, the character i s tic s of t he petimetre 

and Eetimetra have not changed to any great extent f r om the 
t 

original interpretation of Ramon de la Cruz. 

Ot her traditional characters may be found in the one-act 

plays of the Quinteros and Benavente , bu t they are traditional 

only in name, for example the boticario and the gitana of the 

Quinteros and the moro of Benavente. Many of the or iginai 

traditional characters are not found in the plays of the authors 

under consideration. They were either of in t ere s t only to the 

audiences of the particular period in which they developed or 

they have been replaced by other types. Many characters have 

been borrowed from the longer plays of Spanish literature, 

for example, don Juan , the celoso, the gracioso, t he tro ta-
. 

conventos, the Villano, the barracho and the toreador. 
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Probably the most significant additions to the characters 

of both the long and short plays are the mothers and children. 

In the early history of the theater the home was considered 

sacred and therefore was not brought to the stage. The use 

of characters of mothers and children was commenced about the 
t 

eighteenth century in some of the sainetes of Ramon de la 

Cruz. 

Although Benavente has continued some of the traditional 

characters he has modified many of them to a great extent. 

It was necessary for him to make these changes in order to 

fit the characters into the type of social drama ~hich he 

desired to write. However, it is possible to trace traditional 

tendencies in some of his characters in spite of the changes. 

As compared with Benavente, the Q.uinteros have continued a_ 

larger number of the original types and more of them have 

escaped changes. Like Benavente, however, they have found 

the necessity of making modification in order to place some of 

the characters into modern situations. 
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SOME TRADI'l1IONAL 1rECHNI CAL F'EA1l1URES 

. 
Plays of all types nru. st have some expo sition but due 

to the brev i t;y of t he one - act p lay , it is more necessary 

that the atmosphere and bac kground be created quickly . In 

t he early one- act p lays this is not achieved by a great 

variety of dev i ces . The more common ones are rapid dia­

logue and the soliloquy . In either cas e ·they are intended 

to give the audience an understanding of what has happened 

before the beginning of the p lay or to outline t he situa­

tion at the time the curta in r is e s . 

11he Quinteros have successfu lly emp loyed t he solilo­

quy and aside in thei r one - act p l ays bu t Benavent e does 

not use t he soliloquy in any of h is one - act p lays . Bena­

vente I s characters pr es.ent t h e si tuat:1.on through r apid 

dialogue . Thi s device becomes more natural and convinc­

ing because of the entrance of a character just as the 

' curtain ris es , making possible t he be ginninp.; of d ial ogue . 

The gues t may be announc ed by t he servant , or at times 

there is a conversation between t he gue st and servant , all 

of wh ich is he l pful in the ma tter of exposition . To arouse 

immediate interest and to g ive t)1.e p lay a sp iri. ted beginning 

Benavente uses a quarrel be tween two of t he characters . In 

La sobresalient a the p lay be gins with songs that serve a s 

an expository opening for t he p lay . The Via je de ins truc­

ci6n opens with a stirring anth em and the first ch ar a cter 

frant i cally r ushes out on the stage aµd c ommands the 



orchestra to stop . 'rhis trick is one which immediately 

arouses cu riosity . 

The one - act p lays pf the Quinteros as a whole have 

a freshness and vitality les s p ronounced in the plays of 

Benave nte . These quali ties are prominent in the opening 

lines of their p lay s . The Quinteros emp loy the traditi onal 

expository devi ces as well a s many that are distinctive 

and unusual . Like the ~) lays of Benavente many be g in with 

s p arkling and humorous dialogue wh ich may concern the charac ­

ters of t h e p lay or the p lot . In Isidrin t he bootblacks 

discuss Isidr i n 1 s succe ss at leng th be f ore hi s appearance . 
132 

As in the p lays of Benavente , t he doorbell or announc ement 
133 

of a gue st may be the starting po int of conve rsat ion . 

Th e Quinte ros also use a quarrel as a motiva ting force . 

In El motete , the quarrel between the master of the hou se 

and the servant bring s out the fact that the master j_ s 

trying to write a motete . 

The Quinteros likewi se emp loy t he traditional solilo­

quy . for exn ository purposes . Some thirty- three of their 

ninety- four one - act p lay s begin with a soliloquy . Many 

of the soliloquies are short but some are one , two or 

even three pages in length . The longer soliloquies are 

sufficient as a means of exp osition but the shorter .ones 

( 132) . 
( 133) . 

Ibid., t . XXV, Los cabellos de p lata . 
I'bTcI., t . XVl , La pa tria chica, t . XXVlll 
tosmarchosos . 
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must be supplemented with dialogue . The soliloqui es are 

interesting within themselve s and usually resemble dialogue , 

since the character carries on a conversation wi th himself . 

This conversation generally reveals the interests of the 

character in the situation . According to modern ideas of 

dr ama ture;y it is advisable , as a rule , to avoid the s olil ­

oquy, due to its nat u r al lack of dramatic interest . In 

spite of this fact , h owever , the Quinteros use it advantage ­

ously . The Quinteros , like Be navente, have a number of 

plays beginning with songs , a o opular device found esp ecially 

in the zarzuela and the sainete . 

Aside from these means of exposition the Quinteros 

have var ious other devices . One of thes e , rea ding aloud 

from a letter which outlines t he situ ation to the audience , 

is found in Gj_l ito and Belen , 12 , principal . The manner of 

initj_ating dialogue is· g iven variety not only by the use 

of the door - bell and by having a servant p resent a card 

but also in one p lay which begins with a dog barking as 
134 

the announcement of a guest . Several plays ar e begun by 
135 

emp loying t he street vende r and h is calls . Other charac -

t e rs join him and the conversation be e ins. Los mer itorios 

opens with the rehearsal of the final sc ene in a melodrama­

tic p lay . 

( 134 ) • 
( 135 ) • 

Ibid., t . Xlll, Labella Lucerito . 
rn., t . Xll l , Las bun oleras , t . lV, Los 
borrachos . 
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Al though the predominating use of t he soliloquy in 

t h e traditional one-act p lay was for means of exposition, 

it was sometimes use d within t he p lay for t h e purpose o f 

s howing a certain characte r I s reaction to the s ituation . 

There is a scarcity of examp les of this u s age due t o the 

lack of emphasis g iven to char a ct 1r deve l opment and compli­

cation of p lot . ~he one - act plays of Benavente show an 

absolute d isregard for t he traditional so liloquy . The 

Quinteros go to the other extreme . Forty- one of t heir 

plays contain one or more ~so:lilogu i es , the number ranging 

f r om one to fi ve for each p l ay and varying in length from 

a f ew lines to eight page s. In many cases these solilo­

quies serve the pur p ose of exp osition, in others they act 

as me diums for the relation of characters to t he situation 

of t he p lay . The soliloquy rare ly assumes the formal part 

of a s eri ou s c onfl jct within t he character , a common p r ac ­

tice in the longer p lays of t he Sp anish theater , as well 

a s i n those of f oreign thea ters . 

The aside is a device closely related in purpose to 

t h e solilo quy . Numerous examp l'es of this may be found in 

the one-act p lays of earli e r perio d s bu t modern plays show 

an increase in its p opularity . There are several reasons 

for the u s e o f the aside . Like the sol iloquy it acqua ints 

the aud i ence with the i nner thoughts of the character . 

Then , too1 it is a sou rce of humor and aids the author in 

maki ng the situation clear through t he use of f ew wo r ds . 

Alth ou gh Benavente did not employ the soliloquy, h e 
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does use the aside . This device is emp loyed in eight of 

his thirty- nine one -act p lays , the number of asides vary­

ing in each play from ol)e to thirty- four . rrwo of the 
136 

eight plays contain eight een asides each and the others 

range from one to five . In p lays where mystery and secrecy 

are a p art of t h e situation , the asi de is mos t valuable . 

The Viaje de ins truccion , for examp le , is based on the 

adventur e s of a young pr ince travelling i ncognito in his 

quest for knowledge . Thi s devi ce is aga i n useful in the 

situati on found in the situation found in Lo s favoritos 

where the young count and hi s wife make secr et plans which 

cause t wo of their court favorit e s to fall in love . 

The Quinteros use the aside more extens i vely than does 

Benav ente . '11his device is emp loye d in forty - four of their 

plays . One o f these p lays , b e loneing to a group of sioc 

called juguete c 6mico , contai ns as many as eighty- one 

asides . These p lay s all conta in the comp l i cation of mis ­

take n i dentity . Misunderstanding s naturally arise under 

such conditions and the aside is an excellent device in 

clarifying the situa tion for the audienc e before it is 

unrave l ed on the stag e . These six p lays contain an a ve r age 

of forty asides each . Mistalrnn identity also c auses the 

number of asides i n La reja to r'ise to fifty - fo u r in mµnber . 

Ther e are many of these plays whic h end i n the na t ura l 

way by merely stopp i ng when the incident is finis hed . Many 

(136 ). Benav ente , QQ . cit . , t . IV, Modas , t . Vll , 
Los favorites . 
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others , h owe v e r , have the more traditiona l conclu sion , such 

as . a song , a v ers e or a short spee ch to the pub lic . '11h ese 

final s p e e che s to the pub lic generally express a hope that 

the a udien c e has enjoyed the p l ay and that it has been 

we ll received . This custom is not p eculiar to t he one -

ac t p lays of Spain , for it is also employed in the longer 

plays . Bene v ente follows t hi s tra ditiona l form in only 

n i ne of his p l ay s . '11wo of this number are concluded with 
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a cor o and one is a monologue all of whi ch is d irected to 
138 

the public • .Agai n the Quinteros show a gr ea t incr eas e 

over Benavente in t he use of tradi tional devices . Sixty­

nine of the ir one- act p lays e nd wj_th some devic e of r ecom­

mend i ng itself to the publ i c . 'rhr ee of thi s number employ 

song s whi le fi v e conc l ude with a v c: r se which is not p ar ­

ticularly directe d toward the publi c . I n Las mil mar a ":" 

v 1.llas the who l e com}!)any makes t he fi nal spe e c h t oge ther . 

The remaini ng p l a ys conclude with a for mal spe e c h to the 

public . '11his sp eech is usually i n v erse form and is com­

posed of four or fiv e lines . A typi cal example of this 

device i s found at the conclusion of Revolteo : 

11 Pl\blico amable y sen or 
tu ap lausQ s er! c onsej o 
de una persona mayor . 
j No frunzas e l e n t r e c ej o 
y d!mel o , p or f avor l u 

(137 ) . I bi d ., t . 111 , Viaje de instru cci6n ; t , 11 , 
'Teatro f em inista . 

(138 ) . Ibid ., t . XII , Cuento i nmoral . 
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It may sometimes be in the form of a moral as in Hablando 

se entiende la gente : 

11 Ahi va mi consejo , si valen consejos 
de una jovensiya sin seso apariente : 
a nadie en e r mundo se juzguede l e jos ; 
yo he visto que hablando se entiende la gente . 11 

In the early one-act p lays in Spain there were several 

s p eci.fic devices for crea t ing humor . Since humor was an 

inherent quality of the early p l ays , one or more of t hese 

devices may be found in nearly every play . Among the chief 

devices found are humorous dialogue and the satire of ec ­

centricities and i gnorance of the characters . Most of 

these devices are continued in the one - act plays of Bena­

v ente and the Quinteros , 

The majority of Benav ente ' s plays d o not contain the 

type of humor which will bring loud l aughs from the audi ­

ence . This author depends chi !fly upon the subtle satire 

which draws a smile . However , he has written some plays 

which would compare fav orably with the most humorous plays 

of the Quinteros . Some of those may be said to depend 

upon dialogue for humor as , for example , El susto de la 

Condesa . Carillo gains entrance to the home of the Condesa 

by a trick and talks so fast that he outwits her ~ She 

thinks he is a robber but he p ~ac es t wenty dollars on the 

table as security and tells he r he is there to stay a~ 

hour in order to win a bet . He not only wins the bet but 

talks himself into favor and rece ives an invitation to 

dinner . De spedida cruel , another example of this type , 

consists of t he dialogue between a newly married couple . 
' 
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Pepe must go away to wo rk in another city and leave 

Casilda at home . A comica l dialogue ensues when Casj_lda 

claims that Pepe does not love her as he shoul d for he 

is not weeping about having to leave her . Other exam­

ples of humor based particularly upon dialogue may be 

found in De alivio , Cuento inmoral and A las puertas del 

cielo . 

No fumadores illustrates excellently Benavente 1 s 

ability to satirize the eccentric ities of c er t a in charac ­

ters . The humor of this play depe nds entirely upon a 

talkative woman who cri ti.cizes people f§:> r1 telling all 

their family troubles to strangers , while at the same 

time , she tells the whole history of her family affairs 

to the strange gentleman across the aisle . In Los favo ­

ritos , Benavente succeeds in maki ng the play humorous Qy 

a ccentuating the erudite characteristic i n Beatriz . In 

El amor asusta , Arturo , a typical bobo_ , p rete n ds to be ­

long to a higher class of society although he is a ser ­

vant . In El marido de la Tellez the talkative mother try­

ing to ge t her daughter a p osition on the stage is used 

as a source of humor . 

It is impossibl e to say t ha t Benavente used the 

i gnorance of his characters as· a source of humor be.cause 

he does not often employ ignorant characters in his p lays . 

The bobo was originally used for this pur p ose but Bena­

vente has not created a bobo of the old type . Instead 

he has g iven his continuations of this character more 

intelligence . In fact, they are ne~rer the t y p e of the 



gracioso which is found in the longer plays of the 

classical drama . Benavente does not concentrate on 

the weaknesses of one character , such as the bobo but 

satirizes the human frailties whi c h are common to the 

ordinary people . 
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Benavente makes use of the device of one character ' s 

playing a trick on another :i.n several of his plays . In 

Los favoritos , Celia and her hu s band , Octavio , trick Be a ­

triz and Benedicto intq falling in love with each other , 

Carrillo , in El sus to de la Conde sa , p lays a trick on the 

Condesa by s e n ding in a card which does not belong to him , 

Leonato , in La copa encantada , is de ceived by his son and 

Sempronio when Celia c ome s in dressed i n boy ' s cloth ing . 

The p lay s of the Quinteros a r e filled with t he sort 

of humor which does not allow the audience to stop with 

a smile . These plays follow more closely the traditional 

devices for creating humor . In a large number of them 

the authors employ dialogue as a means of creating humor , 

as is exemplified in El g~nero i nfimo . Don Teodoro and 

Don Anselmo criticize the performance of the actors in 

the p l ay which t hey are witnes(:}ing , finding nothing in 

the performance to p lease them . Another humor ous conver­

sation is found in Vamonos . Some guests come in just at 

meal time and g ossip until v ery late . They start to leave 

sever a l times , but always find some t hing else to talk aboutr 

Another examp le is found in El o jito derecho wh ich is a 

play based upon the sale of a burro . The pr ice is at first 

set at fifty duros . The purchaser finally offers one duro 
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and he compromises by gi.ving the owner about five duros . 

One of the most popular de v ices for humor to b e 

found in the plays of the Quinteros is the satire of the 

eccentricities of c ertain characters . Maftana de sol con­

tains t wo characters who are treated in this manner . 

Emphasis is p laced upon the que r ul ous natures of both 

Don Gonzalo and Dona Laura . Each character sees this 

fault i n the other and will not admit that they have r ecog­

ni zed each o t her as former sweethearts . Michi gJfiez in La 

contrata is presented as a very talkative s a lesman . He 

r epr e s ents the Gr ea t Attract ion company and tri es to get 

an engag ement for some of their players with Don Ma nuel . 

1rhis p l ay and Cuatro -o alabras seem to show that the Quin­

t e r os do not think that wome n do all the talking . Don 

Ot 6n is asked to make a speech of a fe w words about a 

picture to be sold at a auction and in a v 0ry lengthy 

conversation he explains why such a spee c h would require 

several hours . Juanillo in Las hazanas de Juanillo , el 

de Molares is another talkative man who tells fabulous 

stories about h i s exper i e nces Jn the wars with the Moors . 

Zequi la , the goss i py woman represented i n SecrJtico de 

confe si6 n comes to the priest with t he story tha t a prie st 

had s e ized and k iss e d h e r i n the church . The pries t , at 

first understanding tha t they are t he only ones who know 

it , late r discovers that she h as told her mother and 

father and s e veral others . There are many other p lays 

which also satirize t he peculiarities of characters , 
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thereby creating humor , as in El mal de amores . 

Some of the characters of the Quinteros may be 

considered continuations of t h e bobo typ e . Triquetra­

que in La buena sombra is so simp le that he does not 

realize that the other characters are making fun at his 

ex9ense . A similar characte r is found in Don Nuez in 

La reina mora and another :i.n Jilguero of Los borrachos . 

Other characters in the one - act plays of the Quinteros 

may be considered bobos but they have more intellig ence 

than the tr adi ti onal typ e . 

The incidents which serve as p lots in the majority 

of the one - act p lays are often devices of humor . One of 

the popular p lots is the tricking of a tyrannic al parent . 

In one of Benavente 1 s p lays , La copa encantada , Leonato 

succeeds in deceiving his fathe r and gaining the hand of 

Celia . The Quinteros have written several plays emu loy­

ing t his p lot . In El patinillo Lucia deceives her father 

by the aid of the s ervants . In La reja the uncle is sub ­

stituted for the father of the traditional p lot, but it 

is the same in the essential points . 

The trlcking of the QQ12Q. is another p opular incident . 

In La buena sombra , Triquetraque is used as a means of 

making Pepe Luis jealous and is made the butt of the jokes 

by Pepe Luis . Whi le Triquetraque tal ks to Vall e , Pepe 

Luis sends a beggar and a g i p sy to disturb h im . He also 

pours a bucket of water from the roof on Triquetraque 1 s 

head . Don Nuez , in La·reina mo r a , is deceived at every 

turn and made to appear ridiculous .,, Don Lope i n El mal 
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de amores is obviously ludicrous . 

The stud0nts of the early period of Sp anish history 

were beggars and thieves and p ractic ed trickery in order 

to obtain some thing to eat . In the one - act p lays of this 

period these tric k s were p opular p lots . Benavente does 

not continue this tendency in his p lays since he does not 

emp loy characters of thi s type , but t he Quinteros have 

used this p lot in many of their p lays . A good example 

is found in La mala sombra , where two students enter a shop 

and buy something to drink . 'rhey pay for their purchases 

with a piece of counterfeit money from which they receive 

chang e and the tric k is not detected until it is too late . 

In Las bunoleras several students enter a shop and obtain 

f ood . After starting a brawl they esca;) e leaving the 

blame on anothe r p erson . In La zahor i, a boy g oes to a 

g i psy fortune tell e r for infor ma tion . In the midst of 

her incantation several boys break into t he ro om and 

thr e at e n to hang her for a witch . 'I'his trick is mer ely 

in jest . 

The Quinte ros have taken ~dvantage of t he technical 

drama tic devices whi le Bena vente seems to have avoided 

many of them . The most striking contrast between the 

authors is found in the comp arison of their uses of a ­

sides and so l iloques . The Quinteros have accepted the 

traditional usag e and expanded it , while Benavente i gnores 

the soliloquies entirely a nd seldom uses t h e aside . The 

Quinteros also show their comp arative ly greate r tendency 

t oward traditionalism in their use of tradt tional forms 
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of exp o sition , devices for humor and recu r r i ng i ncidents . 



VI 

CONCLUSION 

The modern period in all fields of Spanish literature is 

marked by individualism and variety. There are no particular 

schools or movements that predominate and each author exercises 

his right to express himself as he chooses. Benavente and the 

Quinteros reflect this freedom and desire for variety in the 

forms of their one-act plays. Although there is a decided 

tendency toward originality and freedom in the works of 

these authors, there is also a propensity toward the use of 

traditional elements. In comparison with the Quinteros, 

the traditional elements of Benavente•s plays seem to f ade 

almost into non-existence. This does not prove, however, 

that this element is an unimportant one in Benavente's plays. 

It merely shows that tradition is relatively much more import­

ant in the works of the Quinteros. Benavente has written 

comparatively few plays in the traditional forms, while he 

has invented many new types. Although the Quinteros have 

written a large number of their ~lays in the traditional 

forms they have also produced a variety of new ones. However, 

many of these new forms have characteristics in common with 

the traditional short plays. 

The Quinteros are not only more traditional than Benavente 

in their use of dramatic forms but al so in their language. 

A large number of the Quinteros' one-aet plays are written 
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almost entir ely in a strict Andalusian dial ect. Although 

this dialect is not the type used in the earlier plays, it 

shows an effort to follow the traditional conception of the 

one-act plays by using the language spoken by the lower 

classes . On the other hand, Benavente uses dialect in only a 

few of his plays, and even then it shows few variations from 

the spoken Spanish of the upper cl ass. 

In the matter of characters the Quinteros also surpass 

Benavente in traditionalism. In Benavente's one-ac t plays 

it is r ather the exception than the rule to find characters 

ocr the: lower class since he usually chooses them from the 

middle and u pper classe s , but in the one-act plays of the 

Quinteros, characters fro rn the lower cla ss a:ir-e notably more 

prevalent. It se ems that the Quinteros also conserve more of 

the type characters from the old one- act plays than do es 

Benavente. They have not visibly modified many of these 

characters, while a majority of those continued by Benavente 

are scarcely recognizable. 

The use of traditional dramatic devices also marks the 

Quinteros as more t r aditional than Benavente. While the 

Quinteros employ a large number of soliloquies and asides, 

Benavente employs no soliloquies and few asides. This 

point is also forcefully proven by the notable lack of 

traditional devices for conclusions in Benavente' s: plays, 

while the Quinteros employ many of these devices. 

The whole tone of the Quinteros' one-act plays is similar 

to that of the earlier plays. In both cases they were written 
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purely for t he entertainment of t he people , usually the 

lower classes . ~:his is not wholly true of t he plays of 

Benavente , for the r ea l aims of his writings ar e satirical 

and didactic in accord with the general purpose of the 

so c ial dramas . 'I1his is probably one reason why he has not 

written so many one - act p lays , for a short p lay does not 

readi ly lend itself to his purpo s e . However , even in his 

light e st and most humorous p lays , he leaves the i mpres s ion 

t hat t h rough h is satire he is a ttemptine to mor a lize . 

It is difficult to s pecul ate up on the prob ab l e lasting 

qualities of t he s e one - act p lay s of Benavente and the 

Quinteros . However , it is quite p oss i b l e tha t Benavente 

will attain greater un1vers al p opularity because of hi s 

lack of regionalism and because of t he universal character 

of h is t hemes . Benav ente will p ossibly not only attain 

wi der p opularity i n hi s own country , but t he sDnp lic ity 

of his l a n gua g e makes it possible for for eign students to 

become acquainted with his works , in t he orig ina l and in 

translation. On the other hand , the dialect of the Quin­

teros limits t h e number of their f or e i gn reader s of the 

orir, inal and of translations . Few tran slations are made 

of their works because much of t h e charm of their plays 

dep ends upon the pe cu liarities of t h e language . The Qu in­

teros , however , may attain more en during popularity at 

home on acc6unt of t he ir more traditional and , therefore , 

more truly Spanish tendencies . 

,, 
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