
THE INFLUENCE OF THE SPANISH THEATER 

OH PI ERRE CORHEILLE 

"by 

Virginia MelYin 

Submitted to the Department of 

Hispanic Languages and Literatures and the 

faculty of the Graduate School 

of the University of Kansas 

in partial fulfillment of the 

requirements for the degree of 

Master of Arts 

June 1, 1921 
Approved "by: 

Department of Hispanic 

Languages and Literatures 



Preface 

Pierre Corneille, as one of the leading French 

dramatists of the seventeenth century, has "been the ob.iect 

of unlimited discussion. The sources of inspiration for 

his dramas have remained in some obscurity; due, perhaps, 

more to partiality on the part of critics and an unwilling

ness to waive such a large share in the glory of their 

great dramatist — than to the non-existence of evidence. 

Such evidence, it is true, is in some cases enveloped in 

a shadow of douht. But some sort of proof — on whichever 

side of the question, lurks behind this shadow. The critics 

who have devoted themselves to a study of this situation, 

carry their- conclusions first to one extreme and then to 

the other. Those who disclaim Spainfs share in the success 

of Corneille, apparently begrudge her the slightest crumbs 

of evidence. On the other hand, those who have attempted 

to prove the extended influence of Spanish- literature on 

Corneille, have constructed a fabric which to all appearances 

is entirely too flimsy. In this connection the oft repeated 

statement is made concerning the fury of the heroine of the 

Spanish comedia, of the indomitable vengeance of the Spanish 

pundonor, and the brutality of the Spanish race. Such a 

generalized impression is not fair to a literature nor to a 

people. It is the purpose of this study to investigate the 



real value of these statements, and the true extent of 

the influence of Spain. For the dates of the several 

playa, I have followed Lanson,in his Histoíre de la 

Litterature Franca!se• To Professor Arthur L. Owen and 
——— - - ' -¿gr> •••• 

Professor Jose M. Osma, I wish to expreso my gratitude 

for their kind interest and their valuable assistance. 

Virginia Melvin 
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THE INFLUENCE O? THE SPA1TISH THEATER 01 C0R1TEIXLE 

Introduction 

The French drama of the seventeenth century was 

influenced to a marked degree "by the literature of Spain. 

Of the French authors of this period,there are five who 

show a decided Spanish influence• These are Hardy, Pierre 

Oorneille, Scarron, Moliere and Thomas Corneille• Racine 

was apparently unaffected by this influence* It is the purpose 

of this study to consider only one of these men, Pierre 

Corneille ; in whose production the Spanish influence bulks 

large* 

Alexandre Hardy has a twofold importance in the drama 

of this period* In direct connection with our subject, that 

of being the introducer of Spanish ideas and influence into 

French drama, and secondly, by reason of the fact that he was 

the first French tragedian to write for presentation, he merits 
1 

the name of the seal founder of the French theater* At the 

end of the sixteenth century, the theater was solely for the 

educated, and the dramas were not destined for presentation* 

It remained for someone to write plays which would produce 

upon the stage, and which would be for the benefit of the 

public, and not merely for the learned few* Alexandre Hardy 

was the one to do this, and from 1600 to 1630 he reigned 

supreme on the French stage* 

1* Brunetiere, Etudes Critiques sur 1ghistoire de la 
Litterature Franpaise* Paris, 1894. Vol*4* p .4. 
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Since 1548» by a decree of Parliament» the Oonfrlrea de 

la Passion bad been prohibited from presenting their mysteres, 

and the Italian comedians» protected by royal favor, had been 

playing regularly® In 1598, Henri IV granted permission to the 

Confreres to resume their presentations, and a regular troup 

came to establish themselves at Paris® With this troup isas 
1 

Hardy, who was their producer, supplying in all some seven or 
2 

eight hundred plays of different kinds® To supply this enormous 

production. Hardy made use of various sources — Italian, 

Latin, Greek and Spanish® 

Of these seven or eight hundred different plays, there 

remain only some forty, including dramatic poems, pastorals, 

tragi-comedies and tragedies® Public taste wavered as to the 

various genres« For a while the pastoral triumphed, then the 
3 

tragi-comedy, and finally the tragedy (due to Horace and Cinna.) 

The pastoral owed its popularity to the great Italian influence 

then present, but the Italian comedies presented too passive a 

heroine, a love which was only a desire, a capri^§, and accord

ingly not capable of being a ressort dramatiaue > A ction was 

what was needed, and action was what Hardy supplied® To produce 

this action, he sought variety in subjects and characters, the 

new and the fantastic, and some of this he found in Spain® 

The character of the Spanish comedia,» the mixture of the 

comic and the tragic, fitted well into the tragi-comedy then 

popular in Prance® In order to produce action, Hardy cast aside 

1® Brunetiere, Op® eit® p®7• 
2® Doumlc, Hist® de la Litterature Prancaise« Paris, 1910® p.234® 
3® Brunetiere, Op, clt« p®!4® 
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all rules and restrictions, following in this the example of 

his Spanish models. He found here freedom, an endless variety 

of rich and fantastic colore, and splendid opportunity for the 

desired action. Hardy has "been accused of pillaging the works 

of Lope de Tega and Calderón, "but this seems doubtful, especially 

as to Calderón| whose works were not printed until eight or ten 
1 

years after the death of Hardy. However, he used as sources, 

not only comedias, but also novelas -- which seemed to him to 

present possibilities for dramatisation. From the Novelas 

ejemplares of Cervantes, Hardy took — Cornelie, La Force du 

Sang» and La Belle Bgyptienneg and from the Liana of Montemayor, 
3 

his Felismene. Roland Furiaux, Frere Xndiscret and Fregonde 

may have been taken from the Spanish, although the source is 
3 

uncertain. Liego Agreda has been mentioned as a possible source. 

The things which Hardy took from the Spanish authors, or 

the Italian, he treated in his own way. But he was lacking in 

more than one essential quality jfef a dramatist,in spite of his 

new ideas and his invention. He lacked, first of all, genius, 

and he lacked also style and art. However, he took a step 

forward, and determinad the general character of the drama and 

its essential elements. He changed the French tragedy from 

mere oratory or lyricism to something like drama, and prepared 

the way for the tragedies of Corneille. It might be said that 

Hardy represents in the history of the French theater, more a 

1. Brunetiere, Op. cit. p.8. 
3. Id., : " 
3« Martinenche, La Comedia Espagnole en Frange. Paris,1900.p.51. 
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moment than an author , and. his productions an epoch rather 

«. wnrk (molns un auteiir qu*un moment, et son, t heatre ™ x 

"bien mo ins une oauvre oufune euoque *) His period is one of 
3 

liberty for the drama, a period of transition* 

The Spanish influence, introduced into French literature 

by Hardy, was growing stronger and stronger in social and polit

ical life* By the time Corneille's production was well under 

w&y^ all of France, social, political and literary, was 

dominated by Spanish ideas* Charles ¥ was at the heighth of 

his powerf and the Spaniards were winning fame the world over 

with their political and military deeds — which gave an 

impetus to their literary fame and popularity* The AmaAis Ae 

Gaula» translated into French, won almost instant success, 

and was followed by the Diana of Montemayor, and an Imitation— 

or perhaps better — a translation of it, 1fAstrle* by Honor© 

dfUrf8©• These were followed by others, and their popularity 

increased* There entered French literature two new elements, 

unknown to the sixteenth century — the romaneague and the 

ohevalereague — both elements of Spanish literature* Ae Doumic 

puts it — Bssormaía le ohemin de la France eat ouvert: beaux 

eaprits » romanciers chevalereagues et picareaquea * moralieteB et 
3 

casuistas passent par la breche* Writers showed a marked taste 
***** MOB F«w. MM I > H MA UK. NRNMMATMM•>•!—> a—aw—M•——*•» • J- • 

for the extraordinary, both in action and in characters* The 

bravery and audttiity of their heroes were almost superhuman, 

and their complicated experiences were unbelievably thrilling. 

1* Brunetlere. Op* cit*, p*34. 
3* Doumic, Op* oit.rjT.gg5. 
5». Ftudes sur la Litterature Franqaise, p* 3 
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At the time of Louis Xlll, the Spanish influence dominated 

all modes and customs^ social relations, even the methods of 

feeling and thinking» It was at this time and under these 

circumstances so favorable to Spanish ideas, that Corneille 

introduced into his work the Spanish comedia» 

The comedí& was original and essentially Spanish» It 

drew its inspiration from the annals and the history of Spain, 

and presented vividly the customs and aspirations of Spanish 

society. It was a genre of strength and force,and owed its 

grandeur to the expression of the distinctive traits of its race. 

Since this racial spirit was so essentially a part of the 

comedia, it was only natural that on leaving Spain it should 

lose some of the characteristics which distinguished it. The 

grandeur and the force which dominated in its Spanish setting, 

were loot when transplanted and introduced into general liter

ature» French ideas and customs were not those of Spain, and 

the result of disguising a Spanish comadla — a la francalsa, 

was to take from it its real spirit, its freshness and newness» 

Morel Fatio expresses it well, when he says that in crossing 

the Pyrenees the comedía was forced to prendre 1'habit a la 

francalee et reneneer a son accoutrement de caballero espagnol. 

and that the interest which it drew was merely an interest of 
2 

curiosity. 

In spite of this spirit which the comedia lost in its 

transition, it brought into French literature a new impetus 

1• Doumio, Etudes sur la Litterature Francaise. Paris,1906.Vol•5.p.3, 

Comedía au XVI1 siécle. cited in Doumic, p»5. 
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and. a great many new ideas * W e have spoken of the conception 

of love which was found in the Italian comedies — the idea 

that love was a mere caprice — and such an idea could not he 

used as a ressort dramatique * The Spanish comedia furnished 

for the theater two of these reseorts dramatiques —» in which 

it was sadly lacking® The first of these was love, a lovewhich 

was felt to he real and powerful, and the second was the 

pundonor® It was the latter which still retained so much of the 

Spanish character and atmosphere, and which, so difficult to 

borrow without complete taking over, caused endless criticisms 

and accusations of pillaging and copying® 

The conflict of a strong passion, such as was the Spanish 

conception of love, with the magnificent and heroic — though 

extravagant — idea of honor and personal dignity, offered a 

marvelous field for production® The problem no® was to tone 

down this mass of color, to eliminate, and to choose the elements 

suitable for French tragedy® 

This was the task which Corneille had before him, and 

which Hardy, because he lacked in genius and art, had not been 

able to accomplish® His problem was to c&oose well from this wealth 

of material, to introduce order and clearness »9>nd to develop the 

study of characters. Corneille had a natural liking for Spanish 

subjects and ideas, a taste for the romanesque and the extra

ordinary, and a spirit inclined toward the heroic — which lent 

themselves readily to his work. For this reason he has been called 

Qy some critics, Spanish, and the assumption made that there is 

some Spanish influence in the majority of his plays. This seems, 



however, too much of an assumption, and although his liking 

for Spanish literature is unmistakable, and its influence 

marked in a number of his plays, to say that it affects the 

remainder. is to exaggerate * Corneille knew well the Spanish 

dramatists — Lop© de Vega, Calderón, Guillen de Castro -— 

but in borrowing from them he knew how to choose, and choose 

well. It is on this fact that the French base their chief 

claim for his originality. 

His handling of the question of surpressing the accident

al and the bizarre, says Martinenche, and retaining only the 
1 

essential, shows his power of invention. It is a difficult 

task to borrow a subject such as the Cid, following the original 

as closely as did Corneille, cut out the non-essential and the 

un-acceptable, confine it to the rules of the French tragedy, 

and still have left a work of originality and character. His 

characters, in losing their essentially Spanish attributes, 

must gain in some way in depth and strength, and must be human

ized, The mixture of comic and tragic was not acceptable, and 

the comic must be eliminated# Corneille was aided in this by 
2 

the fact that his temperament was in itself profoundly tragic# 

With all his eliminating and polishing, his main purpose was to 

bring out more strongly the conflict between the two emotions — 

love and honor# 

Whether or not Corneille improved upon J»he Spanish comedia  

is a much debated question# It can be seen that the Comedia lost 

I• Op, cit» p• 204• 
2# Martinenche, Op# oít# p# 194# 
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much of its originality, its true Spanish allure on leaving 

Spain — and it can be eeen that Corneille cut out a great 

deal that was non-essential, and polished and finished the 

remainder as to ideas and form* Which of the two is preferable 

and superior? This is one of the main problems of this study, 

and will be discussed further in connection with individual 

plays• 

Another problem which arises from this question as to 
1 

improvement, is the problem of the three unities. Boumie 

says that Corneille was aided in his condensing by the rules 

of the three unities — that the drama thus stripped of its 

exterior appeals and its quality of appealing only to the 

imagination, must develop in dep$h and profundity. In this way, 

he says, arises the study of the soul! the psychology of the con

flict of feelings — from which comes real dramatic interest. 

On the other hand, we find cases in which the play is crowded 

too much by the demands of the unities and which circumstance 

unquestionably detracts from the effectiveness • In several 

cases, Corneille found it impossible to carry out to the letter 

these three rules without detriment to his plays, and accordingly 

fulfilled only in general their demands. The rule of unity of place 

is the one which has to be slighted the most frequently, and 

Corneille has explained in his Examens that he has kept the general 

setting of the whole play the same throughout -— e .g. a town or 

a palace — but has found it necessary to change the location of 

some scenes, presenting divers streets, rooms, etc. It is a question 

1• Op.cit. p. 13# 
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as to whether these restrictions did not rather hinder 

Corneille than other wise — and this question will he 

discussed more fully, ©specially in connection with the Cid. 

Corneille accepted also, to a certain extent, the 

restraints of history* When he chose an historical subject, 

he generally followed it quite closely. However, he chose those 

incidents which would, to his mind, dramatize well, and did 

not allow the historical aspect to prevent him from developing 

and introducing new characters. Yielding to his own and his 

contemporaries1 love for the extraordinary, he went for his 

subjects to history, and chose from it personnages who were 

great, those nes pour la grandeur. From the extraordinary subject 

he made a heroic subject, and from the superhuman personnage so 

in vogue, he made a personnage who is extraordinary, but does not 
1 

find himself so — who is simple in his grandeur. 

From the time of Corneille, dates a transformation in the 

conception of dramatic action. This action, prior to the time of 

Corneille, consisted in the use of scenic effects. Corneille 

transferred the action to the characters themselves, and thence

forth dramatic action consisted in the moral struggle in the 

souls of the characters. It was his rule to eliminate all 

personnages who were not necessary to the action, and who held 

a part of mere interest or sympathy. A few such characters 

appeared in his first tragedies —ouch as the Infante of the 

Cid, Sabine of Horace» but in general he held to this rule. 

This also imposed upon him a certain constraint, forcing him 

1. Faguet, mi Siecle. Etudes Litteraires. Paris, 1901. p.9. 
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to place upon one or two secondary characters all of the 

action which could not "be worked out in direct connection 

with his heroes and heroines. 

The pundonor.so prominent and so important in Spanish 

literature, plays also an important part in the drama of Cornellle, 

It has "been thought, however, that there is a difference "between 

the jwo* With Corneille, this pundonor "becomes the volenti* 

Doumie regards the Spanish idea of honor as one of pride simply, 

a cold "brutal sort of theology that makes insistent demande for 

"blood. His statement that this is above all a trait of the race, 

en effect of the somber imagination and the cruel humor of the 

Spaniards, is absurd* The Spaniards allowed upon the stage 

scenes which to the French were shocking, but the French erred 

equally in the opposite direction. It may be safely said that 

it was a very difficult task to conform to the rules of French 

tragedy ,of the seventeenth century* Of course, many incidents 

are found in the Spanish comedias which could be safely omitted — 

and perhaps better so* But is equally evident that too many 

artificial restrictions tend to destroy the life of any produc

tion. In making of the pundonor the volenti* Corneille intro

duces, according to Doumie, something deeper and more human* 

It is no longer, he says, a matter of mere pride and outraged 

dignity, but a will which works clearly and strives in spite 

of all obstacles to accomplish the duty imposed on it by reason* 

It is for his creation of this volonte in his first 

tragedies that Corneille has received so much praise, and in 

!• Doumic, Op.cite p. 15. 
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his later ones so much criticism. We are told that the element 

of pride, which at first he subordinates, re-enters, and grows 

stronger and stronger» that Corneille seems no longer to carry 

out his conception that the volenti is a means, and that its 

moral value comes not from itself but from the end to which it 

is destined* This Spanish trait> as Doumie calls it, makes 

itself felt in hie characters, beginning with Cinna and becoming 

gradually more marked» 

It is true that Corneillefs later tragedies cannot be 

compared to his first ones. Eut the reason for this is questioned 

Again quoting Doumie, Corneillefs respect for history lessens, 
i 

and after Don Sanche ¿Aragón* the romanesque again triumphs, 

thus reappear all the faults of the comedia, reinforced by others 

Love, he says, ceases to be a passion worthy of being studied 

in itself and capable of furnishing the conflict of emotions -— 

and the tragedy falls back into all the errors from which 

Corneille had drawn it. To a certain extent this can be seen, 

but why lay the blame at the door of the comedia? The romanesque 

may have been a fault of the comedia» but was it necessarily 

to blame for all the other deteriorations in the tragedy? 

Corneille breaks away from his Spanish models — if their good 

qualities leave him, why should all the poor ones remain? The 

comedia was not all crude nor all superficial, and offered 

many good elements for the tragedian® It seems hardly fair to 

say that it appears as the limit, above which the tragedy must 

be__elevated, in order to be Itself, Broadly speaking, Corneille's 

masterpieces are the plays which have definite Spanish sources, 

1. Doumie, Op® cit. p. 18. 
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and which follow these sources fairly closely. His lesser 

plays do not have Spanish sources, nor do they show necessar

ily Spanish influence© The claim that is made "by critics that 

many of these plays are typically Spanish in their atmospheret 

that their characters in their relentless vengeance and their 

false pride are typically Spanish, is entirely too vague and 

unsubstantiated. Such a statement could be argued from either 

side of the question, according to the writer!s general idea of 

the literature and the nation under discussion© The typical 

Spanish atmosphere does not seem, to the present writer®a mind, 

to be produced, nor can we f ind evidences of any attempt to do so. 

To say that in such plays as MIdle, 1 * Illusion Oomiciue, Hodogune, 

Theodore, Heraclius, Andromeda --Spanish influence can be seen, 

requires more definite proof than the mere assertion. Corneille 

had admiration for the Spanish authors, but he also admired the 

ancients.Of course, Corneille may have had in mind the Spanish 

comedías in writing his later plays, but it seems rather doubtful. 

Hot only does he acknowledge the sources to which he is indebted, 

but as a rule they can be plainly seen in his dramas• And it is 

these dramas, in which they are acknowledged and Can be seen, that 

are superior. Apparently, then, Corneille is at his best in the 

reproduction of these Spanish comedias, and their influence upon 

him is a good one. 

The number of these plays- of which the Spanish origin is 

certain and definite, has been disputed. According to different 
1 

critics, it varies widely© Huszar seems to think that all of 

Corneille1s plays, beginning with Melite(1639), and including 

1• P. Corneille et le Theatre Espagnol-.Paris. 1905. pp.217 - 306. 
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Sureña(1674), show the influence, in one v/ay or another, of 

the Spanish comedia# He speaks often of the denouement as one 

which is frequent in the comedía, of the debut trafique et le 

denouement heureux which recall the comedia, of the intrigue 

amoureuee which carries the Spanish imprint# As has been said, 

such claims are too vague and too general to constitute proof, 

and to include all of Corneille!s plays among those showing 
1 

Spanish influence, is to gfeatly exaggerate* Martinenche speaks 

of about twenty as showing traces of this influence# In one half 

of these — including Medie, I illusion Oomique, Le Cia, Horace, 

Pinna, Pompee, he Ifenteur, La Suite du Menteur«, Rodogune, and 

Theodore — he says that the Spanish ideas can readily be seen# 

He then speaks of Heraoliue. Andromeda# Bon Sanche dgAraron, 

ilCQmed©, Pertharite, Sertoriue, Sophonisbe. Toison dJOr, and 

Agesilas as having the marks of the comedia# To. him the volonte 

of the characters has deteriorated into the false gloire of the 

Spanish pundonor# Voltaire limits the influence of Spain to five -

Be Cid, Le Menteur, La Suite du Menteur, BoimSanche áfAragón, 

and Hicomede.The last two he mentions as of the genre and of 

the taste of the Spanish comedía# Lleby notes only three which 

he says are of Spanish origin — Le Cid, Le Menteur# and La Suite 
4 

duMenteur— and Brunetiers gives the same three• 

After investigating this question, and comparing the 

different plays with all their possible sources, and examining 

their alleged points of influence, the writer would set the time 

of the influence of Spain on Corneille as the period from 1636 

1 * Op# Git» pp. 198 — 298# 
2. Comment aires sur JP» J3orneilIe, Paris, 1862# pp.KL- '51, 228-424, 
3# Etudes sur la Litterature CIassicue.Paris. 1892, pp«l - 419, 
4* Acudes su? 1'Hist* de la Litt. Franchise> Paris, 1899#pp.105-17, 
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to 1645• This includes Le Cid, Horace, Pinna, jjolyeuote. 

Pompee, Le Menteup and La Suite du Menteur® Cinna, Polyeucte 

ZSiEB® are doubtful® It would seem natural, that , since 

these three plays were in the very midst of the period in 

which Come ilia was drawing from the Spanish, that they should 

he influenced also by the comedia«It is also entirely possible 

that they may have escaped this influence, and that their 

inspiration came from elsewhere® Mere chronological order 

does not necessarily prove similarity in the ideas and sources® 

With thesepiays, the attempt will be made to ascertain 

whether or not Corneille has improved upon his Spanish sources® 

If he has improved upon them, the question is then in what 

ways he has made this improvement, and the causes for the 

different changes which he has made® At this point enters what 

me shall call the psychology of the audience® The question is 

whether many of these changes in the comedia were not felt 

necessary by Corneille, not because of his own tastes, but 

because of the demands of his audience® Elements suppressed 

by an exacting audience might have had a detrimental effect 

upon his plays® Did the omission of certain scenes — such as, 

for instance, the scene of the famous slap in the Cid — help 

make the tragedy superior to the comedia, or was its omission 

necessary merely because it would have displeased the Crouch 

public? Would a given scene necessarily have detracted from 

the play itself, or would it have added? 

Outside the period of which we speak as showing the 

influence of Spain, there are several plays upon which there 
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is a possibility of this influence, Bon Sanche dfAragón, 

v/ritten in 1650, belongs perhaps with the plays of the 

period just mentioned, sine© in his Examen,Oorneille states 

that his idea of the denouement and some of the general 

ideas v/ere taken from Spanish sources. Following the theory of 

chronological order, the plays between La Suite du Menteur 

(1645) and Bon Sanche ¿*Aragón, thent would have their 

derivation in the comedia• This list includes Rodogune, 
•IMIWIJIIW WHLIH.JI MU—l.il. IWI • ill—RMWPLTY IJI.IIIIJI.wiiIJ mil P 

Theodore,, He radius and Andromede, Again, however, the proofs 

here are vague and general. With these plays, the investigation 

will be as to whether the ideas set forth are necessarily 

Spanish, If so, then the theory might perhaps be applied — 

as is done by Huszar — to the rest of Oorneille®s dramas. 

Medie and i'Illusion Comique will be included in the investiga

tion, and the question as to the first appearance of the 

comedia — whether in Medie or in the Cid — will be discussed. 

With Pierre Oorneille, we will leave the tragedy, and 

turn our attention to the comedy — since it is with this 

genre that Scarron, Thomas Oorneille, and Moliere are concerned. 

The developement of the comedy was much slower than that of 
1 

the tragedy. The comedies of the sixteenth century were 
8 

chiefly translations from the Italian,and were merely, as were 

the first tragedies, to be read,and not presented. The works 

of Hardy — who, as has been said, was the first dramatist to 

1• Boumic, Histoire de la Litterature Franchise» Paris,1910,p,319• 

2* Lanson, Histoire de la Litterature Francaise,Paris,1898, p*504* 
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write for production — contained no comedie©• However the 

tragi-eomedy and the pastoral incorporated some comic elements, 

and the farce was still in favor* The years "between 1 598 and 
1 

1638 produced not more than four or five real comedies* The 

comedy ae a genre was reestablished "by Rotrou, Corn©ill© and 

Mai ret —about the time of 1630* Le Oíd and Horace. in separat

ing definitely the tragedy from the comedy, helped in the 

formation of a distinctive type for the latter — which type 

was carried on by various writers, including Scarron, thus 

paving the way for Moliere* 

The name of Scarron is best known in connection with 

the burlesque, which was so popular in Prance between 1640 

and 1660« This period was characterized by a spirit of 

rebellion against discipline — in literature as well as 

in society — and there was present also a growing protest 

against the affections of the prefcieuses. The burlesque was 

well suited for such subjects, and took readily from the 

comedía, of Spain* Of Scarronfs works, those which show plainly 

the Spanish influence are — Jodelet, ou le Maitre Talet. 

Don Japhet d*Armenie* lfScoIier de Salamanque, and le Precaution 
2 ' ~ ~ ' 

Inutile* 

In the works of Moliere are to be found a continuation 

and development of the ridicule of Scarron of preciosit©* It 

is on this idea that Huszar bases a claim for Spain1s share 
3 

in the greatness of Moliere* This reaction, he says, took place 

1• Lanson, Op. cit. p. 504. 
2. id. p. 505, n. 2. 
5* Moliere et 1'Espagne, Paris, 190?. p. 44. 
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in Spain before Moliere entered the fi^ld, and the gongorismo 

of Spain probably influenced to a large extent the preciosite 

of France, Huszar allots to the Spanish comedia an influence 

on Moliere equal to that on Corneille. The present writer finds, 

however, that here, as also in the study of Corneille, his 

proofs are rather too vague, The statements that in Moliere 

are to be found principles identical with those in the Spanish 
—w ni 11 i»ltl |!*" m.- in • MMWW— iaiiiia.^i«i,n m.n — «mi p»*rw»iM»<aMMWn—<PM" «^^•aaaa—a 

theater and that Moliere has not escaped from the romanesque 
x 

and the heroic elements of the comedía <— do not sufficiently 

sustain so broad an assertion as that the Spanish influence 

is shown throughout the works of Moliere, However, certain of 

Euszar's claims are not without foundation, for the influence 

of Spain is shown in some of Moliere!s comedies. 

That which is of the utmost importance to Moliere is 

the development of his characters. In hie Menteur,Corneille 

produced the first comedy of character — and it is in this type 

that Moliere excels * The claim that Moliere was not influenced 

by Spain is based by some on the statement that the comedia  

was purely a development of intrigue, and not of character. 

This claim, as Y/ell as some others mentioned by supporters 

of the opposite side.of the question, is too vague and general 

to be'maintained• 

It would appear that the influence of Spain on the 

works of Moliere offers as large a subject for investigation 

as the influence upon those of Corneille, However, it is not 

1 • Op, Pit,  p p ,  4 4 ,  1 1 2 •  
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the purpose of the writer to study in detail the extent of 

this influence, and before taking up definitely the real 

subject of this study, those plays upon which the influence 

is most apparent will be merely named. These, according to 

Fitzmaurice Kelly, are — Les Femíneo Savanteac L!Boole des 

Maris , L'Bcoie des Femmes, Le Medeoin Malgré Lui and 
2 .. ..... 3 

Tartuffe. Ticknor mentions Tartuffe, and Martinenche Le Depit 

Amoupeux, Lee Pre o Í eu sea. Hi dl eule s, _ _ granar elle » ¿ 'Boole des 

Maris , L8Boole des Femmes» and Les Fe mines Savant es. 

Moliere did not have a very great influence on the 
4 

development of the French comedy. He did not belong to any 

particular school, nor did he form a school* After hie period, 

the comedy continued to develop much as before — apparently 

unaffected by his works. In Thomas Corneille we f ind what 
5 

appears to be merely a continuation of Scarron. He reflects 

the influence of the Spanish comedia to a very marked degree — 

and his types continue to increase in grotesqueness. The 

influence of Spain is most outstanding in — Les Kngageniente 
* 6 

du Haeardt Bon Bertrand de Cigarral, and Le Glolier de Soi-meme. 

The comedie de moeurs disappeared» and the comedy of 

intrigue and bouffoneríe again took the lead —- the most 

popular being of one act, a sort of farce. It was not until the 

lm Litterature Espa&nole» Paris, 1915. p. 314. (Vol. 2.) 
2. History of Spanish literature» Boston, 1871# p. 246. 
3• Moliere et le Theatre Bspagnol» Paris, 1906. pp.47-186. 

rr rrirrriir n nr urn ni» in n ~ m m n • w » — n — IT— - i" T I tamm* emu*——m — .w ... - —• 

4. Lanson, Op. cit. P. 524. 
5. Id. 
6. Id. p. 505, n. 2. 



last twenty five years of the reign of Louis XI? that the 

comedy was again elevated to its rightful position "by 

Begnards Dancourt, and Lesage. 
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Chapter 1 

The subject of his first real tragedy — Medee (1655), 

Corneille took from the Medea of Seneca® It is evident that 

he also knew the Medea of Euripides, and introduced into his 

play various of its minor details# The plot of the two Latin 

poems is practically the same — Jason, having come to 

Corinth9 and bringing with him Medea, marries Glauce, daughter 

of the king# Medea is ordered banished from Corinth by king 

Croon, but finally obtains a dayfs grace# She sends to Glauce 

by her two sons — a poisened robe, which Glauce puts on and 

perishes I and Creon, in trying to free his daughter from the 

rob©, is killed by the poison# But Medea slays her two sons, 

flings their bodies at th© feet of Jason, and escapes to 

Athens in a chariot drawn by winged dragons# 

There is a difference, however, in the atmosphere 

and the attitude of the characters# In Euripide's version, 

there is more pleading on the part of Medea, who attempts 

to move to pity the hearts of Jason and the king# In 

Corneille we f ind the Medea of Seneca, with her stony hatred 

and her fierce, unquenchable thirst for vengeance# 

On this idea of vengeance, Hussar bases one of his 

principal claims for the influence of the Spanish comedia 

on the tragedy of Medee# That which gives it a Spanish 

character, he says, is the sentiment indomptable de vengeance 
1 

qui dirige 1 heroine et lui fait commettre ses crimes# The 

1# P» Corneille et le Theatre Espagnol, Paris, 1903. p# 242. 
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conception of vengeance, in this case, does not appear 

to "be, however, typically Spanish* The Spaniards sought 

to avenge themselves for wrongs committed, "but not with 

the same merciless undying hatred which animated Medee« 

In the Spanish drama, we do not find characters who go so 

far in their lust for revenge as to murder their innocent 

children — merely "because such children "belong to the 

father whom t hey hate# Just such a situation is the one 

which Corneille takes over from Seneca, and reproduces in 

a similar manner# There are numerous passages throughout the 

play which show themselves to "be practically translations of 

passages from Seneca. 

Me dee is spoken of as "being no more than an amante 

offensee. a fury. Such a character does not fit at all the 

type of woman of the comedia. She may seek vengeance, as 

has "been said, hut not the extreme sort pursued hy Medee. 

When Medee says •—-

fen deliberons plus, mon brag en resoudra 
. . 1 

Je vous perds, mes enfantsí mais Jason vous perflra# 

she does not resemble the Spanish heroine, but rather the 

Medea who saye — 

Resolved is this way of vengeance, rightly resolved* 

for a last deed of guilt, I see it now, must my soul 

make ready. Children that one© were mine, do you pay _ g — ™—— — 

penalty for your father!s crimes. 

Óeuvreo de P. Corneille, Marty Laveaux. Parlet 1868.Vol• 
. ... p. .40?...Act V, Scene 3. 

MgfiQca'a Tragedies. Jrank J. Miller. Londonf 190?. Verses 
981-6, p.111. 



This is the Medea who can say — 

Glad am I , glad, that I tore off my brother's heads 

glad that I carved his limbs, that I robbed my father 

of his guarded treasure» glad that I armed daughters 
1 

for an old manfe death« 

Act 1» Scene 5 of Me dee contains a passage which is one 

of the well known expressions in the drama of Corneille. 

Me dee, "betrayed "by Jason, and east out "by the entire court, 

when asked "by her companion — the only one who has remained 

faithful to her — what remains for her, replies — 

Moi. Moi, die-je» et cfest asses* 
—JIHLFR in / in iwrnwiii'» 1 mi < T-IH I %VIITI I J* I w w nn ,n. imwi n • HJI «„ • •emitan;—> 

This moit mol, a famous phrase in French tragedy, is in the 

Latin original» It is known as the Medea superest of Seneca, 

and is taken "bodily from his play» Medea says in answer — 

Yet I am l eft» There ' s left "both sea and land and fire 

and swords and gods and hurtling thunderbolts. 
mnmm m I • . iuiMiii_Liwwi'NL IN M— I MIM '• "IUTI II HIIM N • —I T r 1 T — m — I - 11 I . . . . . .  

There is , and this more fearsome stills Medea» 

The theory which Huszar seeks to uphold, that this 

joi is a product also of the Spanish drama, is considerably 

exaggerated» It is true that situations are to be found in 

which the Spaniards express a somewhat similar idea. Eut 

this idea, though similar, is not identical*, Huszar cites 

as proof for his assertion, two passages, one in Calderón*s 

En esta vida todo es verdad y todo mentira, and one.in Lope 

&e Vega's Querer la propia desdicha. Both of these appear to 

Op. cit. p. 8?. Verses 166-7, p.98. Verse 515. 



the writer to "be entirely different situations» In En esta 

vida, the difficulty is to discover which one of the two 

young men is the son of the emperor Mauricio — Focas having 

sworn to kill the one who iet»<He asks which one of them is 
1 

Mauricio'© son, and they "both reply — • To» 

Quererla propia desdicha shows Dona Inefs love for 
MM II iii pa— • i mamttm •«Cfe—¡eaae —11 ir 

Don Juan quickly dwindle when she hears of his loss of 

fortune and power» She asks who would lov© a man who had 
2 

fallen from the king's grace, and Dona Angela answers — Yo« 

Betv/een these yo1 s and the mo i of Me dée, there is a 

decided difference. The former do not express, as does the 

latter, the confidence in the absolute ability of self, the 

unquestioned and undoubted efficiency to stand alone. It 

seems evident that Corneille, when following an original as 

closely as he did Medea, would not seek in other and 

scarcely similar sources what was presented so admirably 

by Seneca# 
o 0.. 0 

Martinenche selects as the two main elements of Me dee 

that remain, le mot (moi), and le mouvement* This moiivenieirt -

Medie — Qu me renvoyez-vous, si vous me bannissez? 

Irai~«1e sur le Phase ou ,1 !ai trahi mon pere ? 

was that which was imitated by Racine in his Phedre.Racine 

escaped the Spanish influence entirely, why should he then 

pick a mouvement which was Spanish? Or, if he chose it 

unintentionally, would it not have imparted a tinge of this 

1• Comedias de Calderón» Keil, Leipsique,182?. Vol.1e p.548 
2. Comedias escogidas de Lope de Vega, B.A.E. Vol«34. p.28? 
3. Op. cit. p«198« 
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influence to hie work? 

At the time of the appearance of Medee» the French 

stage offered no productions of merit» Mairat's Sophonisbe 

(1633)f was about the best of those which were produced« The 

public in general was acquainted only with mediocre translations 

of Greek and Spanish tragedies, or very weak imitations of 

them» Medie was far superior to any of these, bit in spite 

of this fact, won only moderate success» Its failure of 

success apparently lay in the absence of a compelling interest — 

such as, for instance, animated the Cid , and the superabundance 

of long speeches» In this latter point, Corneille seemed 

unfortunately to copy the weaknesses of Seneca as well as 

his strong points ~ sine© the Latin poet's version was not 
2 

successful» Another point of weakness in Oorneille1s play 

was the lack of a character who would appeal to the 

spectator, and gain his entire interest» M©dee is too vengeful, 

too stonily inhuman® 

Voltaire's criticism, however, of her character as a 

magician, is too severe* He says that a magician does not 

appear at all in place, nor a proper subject» Eut he admits 

that if she were not a magician, her acts — especially in 

killing her son© — would be disgustingly impossible# 

Oorneille presente to us merely one episode in the life of 

Medea, and its tragic ending — but the history of the 

Argonauts forms the background for this episode. It is the 

1» Voltaire, Op» cit» p. 4» 
£• Id. p. 5. 



same Medea who helped Jason with her magic art to secure 

the golden fleece, making it only the more treacherous of 

him to turn from her • The "background is necessary for the 

tragedy, and the "background of character is necessary for 

Medea. She must "be a magician, or Corneille must choose 

an entirely different subject. 

Apparently, in order to have suited his critics, 

Corneille would have had to choose a different plot. He 

certainly could not have omitted from Medic the vengeance 

and the magic art of its heroine, and have left a play 

worth presenting® Yet these were the very points to which 

were offered the most objection. When Corneille took a 

subject from history, he followed it as closely as possible, 

as he has done in this case. The objection, then, apparently 

narrows down to his choice of subject — which objection 

should not prevent appreciation of the results obtained 

with the one chosen. 

The magic art introduced into the play, says 
1 

Huszar, shows the influence of the comedia. The role 

which h© assigns to this art in the Spanish comedia,appears 

larger than is warranted • Magic is present in some «—• b ut 

not in the majority of the comedias, and by no means stands 

forth as a distinctive trait. This being the case, it is 

not at all clear to the writer why Corneille should find 

his inspiration for this in the Spanish authors, when his 

1« Op. cit. p. 343. 
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Latin model presents it exactly as he has done« Especially 

since his plays which are known to he of Spanish source or 

influence contain no trae© of this magic — does Huszarfs 

assumption seem absurdly exaggerated® 

The magic which we find in some of the Spanish 

comedias would scarcely seem to inspire of itself the 

magic of Me dee® The mere presence of magic art, unless 

of similar circumstances or purpose, hardly offers a basis 

for a charge of imitation® In the En esta vida of Calderón, 

cited by Hussar as perhaps having furnished Comeille with 

some ideas, we find the following — 

Suena el terremoto» obscurécese el teatro eon truenos _ „ ^ "~~i — 
y relámpagos» y salen todos tropezando® 

—wnwwc w iff -I I If 3 i w i F — » « . • , — MIUMmwtaciwa i w»w n^-u.iMiJifriiT-o'n,®»niniii <n " — nww 

This device is merely to allow the two young men to ©soage 

from their captors# Medea, in Seneca®s play, with her 

magic art fashions a cloak which ie filled with a poison 

fatal to the life of Clauce, her hated rivals 

Let them cheat the sight, let them endure the touch, 

let burning fir© penetrate to heart añá veins #" let 
2 ~ 

her limbs melt and her "bones consume in smoke-» 

chants the magician tt Seneca. 

What then could the conclusion be but that Corneille 

utilized the Latin source and not the Spanish® 

The statement of Huszar that Seneca, and also Lucain, 

1 • Op® cit® Act 1p• 585. 
2® Op® cit® Verses 834-8• p. 90® 
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whom C orneille imitated the most, were Spanish in origin, 

"both "being born at Cordova, and that Corneille himself 

said that in imitating them he was not far removed from 

Spain, is true» Nevertheless as a proof of the influence-

of Spanish literature on Corneille *s works, it is ridiculous* 

Seneca may have been born at Cordova, but he did not write 

Spanish comedias» nor was there anything in his works 

that might be considered essentially Spanish• His plays 

v/ere Koman, and the ones that Corneille copied fsom him 

were Roman also* To find Spanish influence, we must turn 

to true Spanish sources® 

The basis of the tragedies which Corneille takes 

from the Spanish comedía is a struggle between a passion — 

such as love, and a strong duty —- such as the honor of the 

family or country® Ve do not find this struggle in Medié, 

nor are there present the two elements necessary to form 

this struggle® There is no great love, nor is there a duty* 

There is only treachery on the part of one, and implacable 

hatred and desire for revenge on the part of the other® 

And it is this hatred and this revenge which form the plot 

and the action® For this reason there can be no character 

strong and great enough to gain and hold the interest 

and sympathy of the spectator* How then, can fíuszarf8 

assertion be accepted that Medie parait etre dans 11 execution 

de ees projets meurtriers, un type degenere des caballeros 



2 8 

1 
obéissant aux eommandeaents imp!toyables de l'honneur* 

The brutalities of which he speaks in the same paragraph 

hardly merit such a strong name• The comedía admitted 

scenes which to the Brench were impossible, hut certainly 

no such scenes, as has been said, as Medea's murder of 

her tv/o children® Such a point was by no means incorpor

ated in the Spanish pundonor * 

The Illusion Qomique(1656) offers nothing, as far 

as the writer can see, that shows Spanish influence® It 
3 

is an odd play — Corneille himself in his Bxamen calls 

it a gelanterie extravagante — qui a tant d1irregularites 

qu'elle ne vaut pas la peine de la oonsiderer. We f ind 

here an element of magic, but do not, as has been said, 

in connection with III die, hold this as a characteristic 

of the comedia® 

The play le a strange mixture of comic and tragic 

elements — the ending being tragic, but the style and . ~ 

characters being those of the comedy® The claim might he . 

made that this shoves the influence of the comedia — its 

mixture of the comic and the tragic® This is hardly sufficient 

proof, however. This combination of the two styles might be 

explained by the fact that Corneille fs first productions had 

been comedies, but that he was now turning toward his true 

sphere, that of the tragedy® He made his start in this direction 

Op«' cit#p, 242. 
2. Op. cit.p, 140o 
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with Medee in 1630! and in the same year as the Illusion 

Oomique — 1636$ produced his masterpiece of tragedy, 

the Old. 

Corneille mentions in the first act •— whi ch ie a 

sort of a prologue — the names of several Spanish characters® 

He speaks of Buscón, Lazarillo de Tornes, Sayavedra and 

Guzman* This shows of course, as Huszar says, that he 

knew well the Spanish authors• But it does not necessarily 

prove that he as yet made use of them. However, it is not 

impossible that on the eve of his great production — the 

Cid — of which the Spanish source is unquestioned, Corneille 

should "begin to feel and show the presence of their influence * 
1 

In his Au Lecteur, Corneille divides his plays 

into two distinct periods. In the first are included 

his first eight plays — the last of these "being MIdle and 

the Illusion Oomique* The second period embraces — Le Cid* 

Horace, Pinna» Polyeucte, Pompee, Le Menteur and La Suite 

du Menteur. The plays of the latter period, he says, are 

un peu plus supportables than those of the former* They 

are more regular, the unities are observed, and the subjects 

are chosen from those of history* This would apparently 

indicate that Corneille divided in his own mind these plays 

and their sources in much the same way that is attempted in 

this study. The plays of the second period are the ones which 

1• Op. cit. p. 143® 
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are superior, and which show Spanish sources or influence• 

L1Illusion Comique is included in the first period, and 

although the Spanish influence is possible, it does not 

appear likely, and certainly has not been proven® Our 

conclusion, then, would be that the influence of the Spanish 

comedia did not make its appearance in the works of Corneille 

until the Cid® 
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Chapter 11 

Comeille produced in the Old(1636) his masterpiece, 

and the first of the series of his best plays• He tells 

us in his Examen that the subject is taken from a 

fragment of Mariana's Historia de España, and that the 

development is based on that of the Mocedades del Cid of 

Guillen de Castro® It is with this play that the period 

of the influence of the Spanish comedia begins® 

Don Diego has been insulted by Count Gomez , and 

too old and feeble to avenge himself, the duty of avenging 

the family honor falls upon the eon, Rodrigo® Rodrigo 

loves and is loved by Jimena, daughter of the Count® But 

when in a duel he kills the Count, Jimena must in turn 

seek vengeance upon him for the death of her father® At 

last she offers her hand to the one who shall be the 

victor in a duel with Rodrigo® However Rodrigo — now 

named Cid by the Moors because of his bravery — is 

victor, and love triumphs® 

This is the plot of the Mocedades del Oidfe and 

that of Corneille's Cid is practically the same»» There 

is no question as to the fact that Corneille took his 

tragedy from the Spanish comedia® Rot only is the plot 

the same, but we find passages throughout which are 

identical, and which are practically translations from 

the Spanish to the French® The following are examples — 
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Don Arias reasons with the Count and endeavors to 

melee him see the folly of his hasty action, and the 

danger in which.he has placed himself® The count replies 

arrogantly —-

Perderme no; Que los hombres como yo 
•mmMMUMui 1 ••••.nía. 11» *» a* r i». mm n» • » iciaW» 

Tienen mucho que perder ; y ha de perderse 
1 

Castilla^ antes que yo» 

Le comte of Corneille --

Un seul jour ne perd pas un homme tel que moí« 

Que toute aa grandeur 8'arme pour mon supplice. 
" 2 

Tout 1'Stat perira, sfil faut que je perisse® 
——'J—- ;w>r.nm^» i.mjhwwi im iiWObw íjjti®- i ,m~"m g mi • •— • u> zxm —— • mi . M—afa»» — «*CT> mum 

Rodrigo'a sense of duty has triumphed over his love, 

and he challenges the Count — 

JHo eabes que fue despojos — De honra y valor? 

El conde — SÍ sería. 

Rodrigo — :Y que es sangre suya y mías 
3 

Lo que ten,e;o en loe ojos? —Babes? 

The French Rodriguefs challenge — 

Sals-tu que ce vieillard fut la mame vertu. 

La valllanee et l'honneur de son femps? le sais-tu? 

Le comte — Peut-etre» 

Rodrigue — Cette ardeur que dans les yeux .1e porte. 
. 4 

Sais •tu que e'est son sang? le sals-tu? 

1„ Tres florea del teatro español, Michaelis. Leipzig,1370. 
jornada-! .Scene 3, p.22. 

8® Hemon, Theatre de P» Corneille«Paris, Vol.l. Acts, Scenel, 
p® 191. 

3, Op® cit. Jora. 1, Se. 3, p®26® 
4® Aot 3> Se. 2, p.195• 
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Castro's Rodrigo goes to the home of Jimena, to implore 

her to take his life, and there is met "by E lvira, who is 

astounded to see him there• 

Elvira —?Que has hecho, Rodrigo? 

1Ho mataste al oonde? 

Hoárigo — Es cierto >- Importábale a mi honor o 

Elvira Cuando fue oasadel muerta 
i 

Sagrado del matador? 

We find in Corneillef Rodrigue met by Elvire — 

Elvire — Rodrigue» qu'as-tu fait? 

Quoil viens-tu .lusqu'ici braver 1 'ombre du eoíate? 

Rodrigue — Sa vie etait ma honte » 

Mon honneur de ma main a voulu oet effort, 

Elvire — Mais cherohér ton asilé en la maison du morti 
. 2 

Jamais un meurtrier fit-il son refuge? 

There are , of course, essential differences between 

the Spanish comedia in general and the French classic 

tragedy» These differences would show themselves in the 

handling of the plot, the omission or presentation of 

certain scenes, and the psychology of the characters* 

Oornsille has changed some scenes found in Castro's play, 

and omitted others* How comes the question of his reasons 

for these changes, and the effect, whether beneficial or 

not, of such changes on his play* 

1. Op* cit* Jom« 2, So. 2, p* 34-5• 
2. Op* cit. Act* 1, Se* 1, p. 221. 
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In Castro!3 comedia we find among the scenes which are 

omitted by the French dramatist, the following: 

Don Rodrigo, in the presence of the court is knighted 

by the king® This scene is not essential to the play or the 

development of the plot, but it makes the setting for the 

picture more complete® The Cid is an essentially chivalrous 

character, taken from the age of chivalry and knighthood, 

and this detail but strengthens the impression. Would 

it have a similar effect, however, in the classic setting 

of the French tragedy? The atmosphere of the play has been 

so altered that such a scene would be merely superfluous. 

The Spanish comedia presents two brothers of Don 

Rodrigo, to whom Don Diego first appeals. To test their 

strength and bravery, he bites their fingers# and because 

they shrink, he turns to Rodrigo,who takes up the cause 

of outraged dignity. This is one of the scenes regarded 

by French critics as brutal, and which undoubtedly could 

never have found a place in the French tragedy. To 

Corneille*s public, the father biting his son's fingers 

to teat their courage, was not only brutal but entirely 

superfluous. On the other hand, Corneille fs rendering 

of the scene, in which he asks — 
1 

Rodrigue — as-tu du coeur? 

has been criticized by the Spaniards as —- una frase infeliz 

en una escena terrible que nunca puede ser en una escena 

española. %1 padre sabe que el deber da su hiÍQ._QJ3 vengarle, 

1. Op. oit.Act 1, Scene 6. 



y podría saber si o no tiene corazón* The idea of duty 

in Spain surmounted all else, and even family ties did 

not interfere. To the Spaniards, the question as to 

Rodriguefs heart was mild and weak® 

Castro paints vividly the "battle "between the forces 

of the Spaniards and the Moors, the capture of the Moore 

and the naming of Rodrigo Oíd "by the Moorish king# This 

entire scene is condensed and related "by one of the 
2 

characters in the play of Corneille* Lieby says that 

Corneille!s rendering of the scene is much superior and 

much more effective than is Castro *s • The poetry and the 

souffle heroiaue» he claims* produce a "better impression 
3 

from the recital than from the scene itself. Voltaire 

holds a similar opinion, and criticizes the unnecessary 

presence of the four Moorish kings in the comedia. 

Granting that some of the characters are superfluous and 

the scene of the "battle a difficult one to present —- do 

v/e obtain better results from the relating of the story? 

Is the description of the picture of the glorification of 

Rodrigo more vivid and thrilling than the picture itself? 

There enters again at this point the essence of chivalry 

so a part of the Spanish Old» This scene is but another 

example of this spirit — and would accordingly be mis

placed in the tragedy• The souffle heroíque of which Voltaire 

1« Professor Jose M. Osma, Lecture on Origin and Development 
of the Spanish Drama.(Unpublished). 

2. Op* eit., p* 64. 
3. Op* cit*. p* 4?• 
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speaks, incorporates what remains of this spirit in the 

tragedy. Just as the whole atmosphere is toned dov/n — 

GO must the elements which go to make it up he altered© 

The very incarnation of the chivalrous spirit of 

the Spanish eahallero is found in the description of the 

Cid and his soldiers in the field — in which Rodrigo 

befriends and feeds a poor leper* The presence of such a 

scene would not for a moment be tolerated in Corneille's 

tragedy© Hor would it be in place — even less so than 

the scene of the battle with the Moors© Lieby suggests 

that Corneille omitted the incident of the leper because 

it was a Spanish legend, and Corneille was not concerned 

with legends nor history. Corneille had a great respect for 

history, however, and unless the scene would have detracted 

from his play, he would probably have included it© The 

mere fact that it was a legend would not suffice to keep it 

from the tragedy — but the fact that it was a legend so 

characteristic and so reeking with the atmosphere of Spanish 

chivalry and heroism. 

The plans of the king as to the distribution of his 

kingdom, and the resulting disgust and dissatisfaction 

on the part of the prince, does not appear necessary nor 

especially characteristic — and its omission by Corneille 

is entirely natural. 

At the close of the play, Castro brings to the court 

1. Op. cit.,p. 56-7. 
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tiie Aragonés, Martín, who demands a Oastillian to fight 

with him. This supplies the desired opponent for Bodrigo, 

allowing him incidentally to uphold still farther the 

glory of his king» They fight, and Bodrigo, the victor, 

"brings to court the head of Martin on a spear and presents 

it to Jimena. Gould such a scene he imagined on the French 

stage of the seventeenth century? Corneille presents an 

admirer of Chimene, from whom B odrigue wins the comoat. 

But Corneille goes even a step farther* Bodrigue spares 

the life of his vanquished opponent — and thus escapes 

from a possible charge of being twice a murderer, of 

Chimen©fs father and of her lover® 

Bid Corneille omit some scenes and change others 

because they seemed to him impossible and were directly 

opposed to his tastes, or because of the demands of his 

audience? The psychology of the audience plays an import

ant part with any dramatist, and it apparently influences 

Corneille extensively. Many of the differences present in 

the two versions of the Old may have as their basis this 

very dissimilarity of public taste. The Spanish audience 

accepted v/hst to them fitted in with their idea of chivalry 

and rugged power. The French audience rebelled at anything 

suggestive of the rude or shocking, and demanded productions 
1 

which were smooth and polished# Martinenche remarks — 

h*episode du lepreux etait admirable en Espagne. II aurait 

1• Op. cit.. p. 306. 
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gate en France Ies exploits du Cid* If the Did is the same 

character in both literatures, why then should an episode 

so admirable in one be so unbecoming in the other? Is this 

the fault of the Old — or of what the audience expects? 

Although placed in a different setting* the Gid is still the 

Spanish hero* and as such should be able to support exploits 

of a Spanish character# The French, in demanding the suppress

ion of all these elemente! demanded another hero entirely — 

a polished French gentleman of the seventeenth century# 

This sama idea is shown in the episode of the famous slap 

given Don Diegue by the Count# The objections to this action 

taking place on the stage were numerous and insistent, and 

some actors were very much embarreaed over playing such a 
1 

scene# Oorneille recognizes the undercurrent of feeling 

against this scene, and excuses its presentation, saying in 

his Examen — L'indignite dfun affront fait a un vieillard 

charge dfannees et de vlctoire, lee jette aisement dans le 

m ]t± le I 3ffense^~ and says further that he regards the 

actual execution of such an insult far more effective than 

the mere recital of it could have been# 

It is for this and similar reasons that Huszar says — 

La niece de Castro est une fleur sauvage nee dans le sol et 

Xlatmaaphere qui lui conviennent# La piece de Oorneille est 

une plant:artifioielle^qu*un Jardlnier artiste cultiva et 

embellit dans une___serre; see couleurs sont moins vives, son 
.2 ~~ " 

parfum moins natural# To a certain extent this i 3 .  true# A 

1# Huszar, Op# cit#, p, 256# 
2# Id. p# 254. 
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typically Spanish hero, transferred to the atmosphere 

of French tragedy, stripped of his heroic and romantic 

characteristics, and bound by rigid rules, cannot help 

but lose his natural and appealing allure* The episode 

of. the leper, the knighting of Rodrigo, the conferring 

upon him of the name of Cid — all such scenes add to the 

atmosphere and the natural setting so essential to the 

Spanish hero of chivalry# 

On the other hand, Corneille gives us a tragedy 

uhich is polished and finished beautifully, both as to 

ideas and form# All the non-essential is gone# Only the 

characters who are of importance to the plot(with perhaps 

the exception of the Infante), are present — and perform 

only the acts necessary to the development of the play. We 

have as a hero a more polished, more refined character, and 

thus it is with the heroine# There are no rude details, no. 

incidents which might be called shocking or barbaric(barring 

the incident of the soufflet, previously discussed)# Which 

of the two is superior? Do we prefer a subject true to life, 

yet rugged and unfinished — or one not so accurate but 

which conforms to given rules and demands? 

The question now arises as to the influence of these 

rules, whether beneficial or harmful• The three unities are 

fairly closely observed, the unity of place being the one 

which Corneille found impossible to fulfill to the letter# 

Castro was unhindered by any rules and regulations, and could 

accordingly do as he pleased# The unity of plot Corneille 



40 

succeeded in keeping — the struggle of Chimene and Rodrigue 

between love and duty. The unity of place, as we have said, 

was not kept to the letter, but was in general observed® 
1 

Oorneille explains in his Examen that he found it necessary 

to change the location of certain scenes * H e laid the general 

situation at Seville — so as to make more natural, he tells 

us, the quick descent of the Moors, and to allow Rodrigue 

time to reach them after his duel with the Count• But the 

place of the various scenes is now in the palace of the king, 

now at the home of Chimene, and again in the public square® 

Even then, it is necessary to use the imagination considerably — 

to explain, for ©sample, the violent quarrel of the Count and 

Don Diegue in the public square. Oorneille suggests in his 

Examen that they might have quarreled as they were leaving the 

palace, and that the quarrel came to a head in the street 

just before the house of Don Diegue. 

The unity of time, though kept, presses considerably 

the development of the plot. Twenty four hours is a very 

short time into which to condense so many incidents. The 

death of the Count must be followed immediately by the arrival 

of the Moors. The battle with the Moors must of course have 

tired Rodrigue, and it would appear only humanly necessary 

thay he should need rest and recuperation before his combat 

with Don Sanche® This same rule makes it necessary for 

Chimene to demand Justice a second time, upon the heels, so 

to speak, of her previous demand. 

0P« Pit., p. 157» 
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Lieby'a idea is that this rule of twenty four hours 

is beneficial to Corneille in regard to this latter point® 

It allows Chimene to beg only twice the aid of the king in 

her vengeance on Rodrigue — thus, he saye, avoiding the 

monotony if a complaint too often repeated without new 

motive® But the time of Castro's play extends over three 

years — and in such length of time, three supplications 

on the part of Jimena are surely not too many© The king 

would naturally hesitate to take action against one so 

brave and so valuable to him as the Cid» But if Jimena did 

not continue her efforts, of what value would be her vows 

of vengeance for her father? Two demands within tv/enty four 

hours,are, to the mind of the writer,more out of proportion 

than three within three years® Her first supplication, 

Chimin© makes in the evening, and is promised aid by the 

king® The next morning she appeals again to the king 

scarcely twelve hours later® Between the pleas of Corneillefs 

heroine, there elapses only twelve hours; while between 

those of Castro's, there elapses a year® 

What Coiuaeille has supplied above all else offered 
1 

by the Spanish comedia» says Bruntiere, is the true struggle 

in the soul of Chimane. Will the voice of love or the voice 

of honor — called by the blood of her father *— t riumph in 

her heart? This, he says, is the true basis of Corneilleian 
2 

tragedy and supercedes all else® Lanson carries the theory 

1« Op. cit,« Vol. 6» pp. 9?—152• 
2® Leo Grands Eorivains Francais,Paris, 1905® p. ?4® 
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even farther — Dane toue lee faeteure internes de nos 

aotes, il isole un principe s l a raison; une force: la 

volenti; il recherche comment la volonte fait triompher 

la raison* Thus volonte, he says, is the mainspring of 

the tragedy — all else follows it* The Spanish pundonor, 

it is claimed, is hut pride, cold and "brutal pride, 

forever demanding "blood* Corneille *s vol onte contains an 

element deeper and more human® 
1 

On his conception of this vol onte, "Voltaire and ó 
Lieby "base a strong claim for Corneille !s originality* 

The pundonor in Castro1s comedia loses the struggle to 

love, and Jimena marries the murderer of her father* Of 

course they admit that three years have elapsed sine© the 

death of the Count, hut hold that nevertheless it seems 

distasteful* The volonte of Chimene holds its own, and 

finally conquers over love* They point as proof to the 

ending of Corneillefs play, in which the king says that 

in a year the Cid will return and Chimene must marry him, 

and Chimene answers — It is for me to obey* This scene has 

heen severely criticized, and Chimene called a fill© 

denature© because of her willingness to marry the murderer 

of her father* It is evident that Corneille, because he 

feared the reaction of his audience to such an ending, 

postponed the marriage for a year* In this scene itself, 

however, Voltaire and Lieby claim the superiority of Chiméne 

over the Spanish heroine* Her words, they say, give no 

0"P» cit*,p. 51* 
2* Op, cit.,p, 61. 
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promise of her marriage to Rodrigue, she refuses to the 

last, and merely replies to the king?s orders — It is for 
\ 

me to obey. The "beauty of the denouement, says Voltaire, 

consists in the fact that she does not say — S will obey, 

yet the spectator feels that she will. Por this reason* 

Lieby awards to her character an impression of a higher and 

purer moralityf and a statue more poetic and more ideal® 

The interview which Corneille introduces between Chimene 

and Rodrigue is entirely original, and, according to the two 

above mentioned critics, brings out even more strongly the 

force of Chimene1e love® This ending, then, for them intensifies 

the struggle between love and volonte and glorifies the victory 

of the latter» 

This question could be debated from either viewpoint — 

depending upon the reader's interpretation of the final scene® 
1 

Martinenche mentions the fact that Corneille allows a year to 

elapse before the marriage of Chimene and Rodrigue, and also 

says that Corneille was not attempting to make a sermon out 

of his play; that it sufficed that it should b© good, and the 

emotions and passions represented with sincerity® This latter 

is the present writer's viewpoint® This discussion brings 

out again the psychology of the audience, Corneille knew 

that his tragedy terminating with the marriage of Chimene and 

Rodrigue would not be accepted, and accordingly altered it. 
3 

He says in his Examen of the answer of Chimene ~ Je eais 

1. Op * cit., See pp• 190-298. 
2* 6p. cit®, p. 154. 
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bien one le silence passe dfordinaire pour une margue de 

oonsentement | mais quand les rois parient, c*en est une 1 " i I. • I I " "" 1 " " ' • 11 - ••• ..... . . - .. X' . | | , | 1,1 i f ma 

contradiction — 11 est vrai oue, dans ce sujetj, il faut 

ac contentor de tirer Rodrip:ue de peril « sans le pouseer 
HIIIIT7 -MJÜ mill -^1,11 » U.JJ'WI'W —*«»»•Ml .-g' —•S—»u»ii O—— PI 3—H*H • • MWlglHl •MBgMMMfMWaaM.I», .i I • Ml — — H » 1  l » M W C O n « « W — C T  !'• I • 

.Chimase» II est historíeme. et a 

pin en son temps i mais bien surement 11 dlplairait au' notre« 

Chime ne — 

—Il.'faut lfa?ouer. Sire. 

Je vous en ai trop dit pour mfen pouvoir dldire 

Rodrigue a des vártus que je ne puis hair, 
• ' • - X Et QUand un roí commands, on lui doit obeir. 

The king — 

Le temps assez souvent a rendu legitime 

Qe qui eemblait d'abord ne se pouvoir sans crime • 

Rodrigue tfa gagnee, et tu dois lire a lui, 

—Get hymen differs ne rompt point une loi 

Qui, sans marouer de temps, lui destine ta foi : 

Prends un an. si tu veux. pour essuyer tes larmes. 

Rodrigue, cependant il faut prendre les arpies. 

is hauts faits sois-lui 

Reviens-en, s*il b@ p eut, encore plus digne ¿*6116. 
5 

Voltaire cites the following passage as being the 

core of the entire play, and answering all the criticisms 

made against the character of Chimene — 
. ..... . - . .. 4 

Le poursuivre, le perdre, et mourir apres lui. 
i 'IR~ • M I M M • • i II i rn mf mmmm m m •« • ifn > •• m I mmmma I«M I m I —mm >11111111 mi m •» u 

1 . Op. cit., Act 5, Sc. 7. p. 295® 
Op» Git., Id. p. 296 

S • Óp, cit. ,p . 45. 
4. Up. cit. , Act 3, Sc. 3. p. 230. 
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Castro? 8 Jimena — 

Y h abré de matar muriendo» 

Segulrele hasta vengarme» 

Since this passage is found in the comedíat concludes 

Voltaire, the Spanish original contained the true "beauties 

which made the fortune of the French CIA» 

It is generally conceded that the Cid showed the true 

genius of Corneille * The Cid is known to "be of Spanish 

origin — would this not indicate, then, that Corneillers 

"best accomplishments were in this direction® Doumic expresses 

it well — C*est en tournant vers lfEspagne que Corneille 
2 

va trouver les exemples qui donneront l?eveil a son genie• 

cit,, Act 2, Se o 2. 36. 
0P« CÍT» FTT>» 238 • 



Chapter 111 

Gorneillefs tragedy Horace(1640) and Lope de Vega's 

comedia 11 honrado hermano are both based upon a legend of 

Roman history, found in chapters twenty three and four of 

Livy. Whether or not Corneille was indebted to the Spanish 

version, is a much debated question — the affirmative of 

which is taken by the present writer* There is little if 

any direct taking over, but a careful comparison of the 

two plays shows that Corneille undoubtedly knew that of Lope, 

and was influenced by it. 

The legend is of the war between Rome and Alba, in 

640. Because of the many relationships and inter-marriages 

between the two countries, many of the eoldiera are forced 

to kill those of the&r own kin, or close friends. The two 

kings accordingly confer upon a way to end the slaughter, 

and decide to choose three warriors who shall uphold the 

honor of each side. The country of the three who conquer 

shall rule over that of the three vanquished« The king of 

Rom© chooses as defenders of his country the three Horatii, 

and the king of Alba the three Curiatii. They fight, and 

two of the Horatii are killed. The third flees — then turns 

and kills the three Curiatii one by one as they follow him® 

Horace now returns, the proud victor proclaimed by all, and 

is met by his sister, who had been the promised wife of one 

of the Curiatii. She sees on her brother's shoulders the 

military cloak she had woven for her lover, and weeps bitterly. 
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Horace, enraged, draws hie sword and kills her. He is 

seized and tried "before the king, hut because of his great 

valor and service to Rome, and his father!s plea that his 

daughter was Justly slain, is acquitted by the people• 

A d irect comparison of the French Horace and the 

Spanish El honrado hermano can scarcely be made, since they 

are widely different® As plays they are not in the same 

category — that of Oorneiile ranking among his best, and 

that of Lope holding a very inferior place. There is little 

doubt as to the superiority of the tragedy, but the question 

now arises as to the contributions made toward this superior

ity by the comedia of Lope de Vega® 
1 

In his introduction to Horace, Hemon speaks of this 

tragedy as marking the point of maturity in the work of 

Corneille. Here are found strictly observed the three unities, 

the requirements of which are entirely fulfilled in only a 

few of Corneille fs plays• It was for this reason that Corneille 

received a great deal of criticism, and as has been said, 

found it necessary to crowd at times the development of his 

plots® The criticism has arisen in connection with this play, 

that there are really two actions •— w hich point will be 

discussed later® Corneille, in his Discours de la tragedie— 
2 

Discours des trois unities , names Horace as one of the three 

which he says measure up to the demands of the three unities ® 

(The other two are Folyeucte and Pompee)• Horace, says Hemon, 

1 * Theatre, de .?®, Corneille, Paris® Vol® 2, p® 18 * 
2. Cited bylfemon. Op® oit®, p® 1 8, n. 2® 
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although in general less harmonious in construction than 

the Cid, marks a progress in the development of Come ill e1 s 

genius* This is true, according to Kemonfa theory, "because 

Corneille has rid himself of the faults of his contemporaries — 

some of which were still shown in the Cid, — and only those 

faults remained which would always be present, since they were 

inherent in his genius* This genius, shown in its true form 

by the Cid, and carried on by Horace, was brought to light 

in the Cid by the inspiration of the Spanish comedia* Would 

not its continued development along similar lines show parallel 

inspiration? 

In Horace we find the struggle which forms the basis 

of the tragedies for which Corneille is indebted to Spain* 

The conception of a powerful love, opposed to an equally 

powerful sense of duty and honor, produces a mainspring which 

is unequaled for a tragedy* It was from Spain that the French 

dramatists — notably Corneille — received this conception 

of love and honor and the resulting conflict so successful 

as the core of many tragedies* 

This conflict is present only to a certain extent 

in the history of Livy• We are told by the historian that 

Horace, returning victorious from the battle with the three 

Curiatii, mas met by his sister ~~ who had been promised to 

one of the Curiatii • This in itself offers a basis for 

Corneille1 character of Camille — the sister of Horace* 

But Corneille strengthens the tragic thread and complicates 

the situation still further by adding Sabine, the wife of 
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Horace and the sister of the Alban, Curiace. How turning 
to EI honrado hermano , we find Julia, the sister of 

Horacio, and the promised wife of Curiaco — as in Corneille » 

and Elaviaf the promised wife of Horacio• Elavia is Roman, 

and accordingly is not a party to the fierce struggle 

between love and duty. But her character is original with 

Lope, and might well have been the source of inspiration 

for Corneille1 s Sabine • IT o such character is included in 

the legend, and it is only probable that Corneille drew his 

idea from Lope. Elavia, although Roman, affords a cause for 

the reluctance of Horacio to go into combat with the three 

Albans -— an d also a basis for the development of love in 

the character of Horacio. The Spanish Horacio is torn by 

love and duty — although of course a conflict not nearly 

so strong as that in Corneille — his reluctance to leave 

Elavia, and his duty to Rome• Corneille strengthens this 

situation by making Horace!s wife, Sabine, an Alban, and 

the sister of Curiace* Her character, then, is developed and 

strengthened, and forms a part of the essential spirit of 

heroism and bravery. But the basis of Sabine?s character, the 

germ of the idea, we feel sure, is in Lopefs Elavia. 
1 

In this we agree with Martinenche, who says that to 

his mind, there is no doubt that Sabine originated from th® 

character of Elavia. Corneille states in his Examen that the 

personnage of Sabine is original. But here again the idea of 

Martinenche seems only plausible, that the idea for such a 

1. Op. cit«, p. 226-7. 
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character Corn©ille owes to Lope • Sabine is still, he 

says, enough the creation of Corneille to permit his 

calling her original. 

In considering these two characters, Lope1s play 

contains a scene "between Julia and PIavia which might have 

had a slight influence upon Corneillefs scene between Camille 

and Sabine, Sabine reproaches Camille:for her gfief, saying 

that one who is merely promised to wed cannot be so deeply 

affected as one who is married — that to lose a lover is 

not such a serious thing as to lose a husband® 

Sabine -— Ma is® pour vous, le devoir voue donne dans vos plaintes® 
1 

Qu porter vos souhsits et terminer vos craíntes® 

The two Spanish women come to words over Julia's grief 

for Curiado, and PIavia says to her — 
2 

II. eres Horacia, ni haces lo que debes» 

As in the two characters themselves, we find in these 

two scenes, not a reproduction, but a suggestion for utiliz

ation and development® 

Camille, when reproached by Sabine, replies — 

Vous ne conaissez point ni lfamour ni ses traits I 

On peut lui register quand il ooimnenoe a naitre, 

Mais non pas le bannir quand 11 s'eat rendu maítre. 

-—II entre avec douceur, iiais 11 regne par force ; 

Et, quand l1 ame une fois a gouté son amorce, 

Youloir.ne plus aimer® c'est ce qu'&lle ne peut® 

1• Óp ® cit»a Act 3, Sc® 4^ p® 11 6—9® 
3, Tesoro" del Teatro Español» Don Eugenio de Ocho a® Teatro 

Escogido de Lope de Vega® Paris, 1867® Act 3, Se® 7, p®545® 
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Puisqu'elle ne pent -plus vonloir que ce quyll veut; 

Ses chaines sont -pour noiis_au38i fortes que belles. 

It appears likely that Oorneille knew the response of 

Julia — 

Esto es amar, esto es temer, que en esto 

Consiste el fin de mí amorosa vida i 

Temer de un alto estado gran calda, 

Quí¿n duda que ha de estar en rason puesto. 

—Qamor» si eres manjar para discretos» 

?Q.ue confianza quieres que me quede, 
2 

SI es de necios la propia confianza? 

Throughout the two plays, there are examples of 

similarity in ideas* although not in the exact language* 

These ideas are ones which Oorneille could scarcely draw 

from the historical source — such as the ones just cited® 

In some of these scenes, we find passages of which the 

language itself approaches similarity, as the following — 

The Spanish Horacio, upon hearing of the choice of 

himself and his "brothers to fight the three Curiatii, says 

to Curiacio — 

Que ya no eres para mi 
3 

Mas de enemigo» 

Oorneille*s Horace says to Curiace — 
r  . . . . . .  4  

Albe vous a nomme, ,1e ne vous connais plus • 

1® Op® cit®, Act 3, Sc • 4, p. 119® 
2. Op® cit®. Act 3, Sc® 3, p® 540® 
3® Op® oit®, Act 3, Sc. 6, p. 542® 
4 • Op® clt., Act 2, So® 3, p® 94 « 



In "both plays, it is the king of Alba who makes the 

proposal that the three warriors "be chosen. Lope presents 

the scene directly; Cornsille has it described to Camille 

by Cnriaee» Lope -s king — 

Mae sí verdad decimos unos y otros. 

Guerra entre dos vecinos y parientes, 

Bebe de ser codicia del imperio. 

Busquemos puee alguna industria, o traza, 

Por donde sin que tanto se aventure, 

Queden señoree los de Boma de Alba, 

los de Mb a, señoreen a Boma, 

Y .1 untos los señores y sujetos, 
.1  

Vencer podremos nuestros enemigos. 

Corneille's king says — 

Nous sommes vos voisins , nos filies, sont vos femmes 

Et 1yhymen nous a joints par tant et tant de noeuds 

—Que si 1'ambition de commander aux antres 

Bait marcher aujourd'hui vos troupes et les notres, 

Pourvu qu* a moins de sang nous vonlions 1*apaiser, 

—Nommons des combattanta pour la cause commune : 

Que chaqué peuple aux siena attache sa fortunej 

Et, suivant ce que d?eux ordonnera le sort. 

Que le parti plus faible obeisse au plus fort; 
2 

Ainsi nos deux États ne feront qu*un empire. 

1« Op.cit», Act 3, So. 1. p. 538-9. 
8 9 0P"« oit.a Act 1, Sc. 3, p. 83-4. 



The como at les then decided upon "by the two kings, 

and the general terms fixed® They agree — 
1 

¡a a tres esta "batalla. 
2 

Trois combattront pour tons. 

As Horacio leaves to take up his sword with his 

"brothers against the three Albans, his father gives one 

last word of advice ~ 

—-hiJ os , defiende 

Bu patria .justamente» y en sus ojos 
3 

Tiene la gloria que en el fin pretende® 

The French father tells his son — 
4 

He penses qu*aux devoirs que vos pays demandent. 

Horacio returns victorious, expecting his sister to 

join in the rejoicing, but she cries — 

Sino cubierto de luto 

Allorar mí esposo albano® 

—ITo vengo con alegría 
5 

Sino con_mi 11anto tríste® 

In Corneille, we find her saying — 

Hecevea done mes pleura® c !est ce que je luí cióle• 

Horacio replies, furious —• 

Ansí vienes a llorar 

La muerte de dos hermanos. 

1® OP® cit 
2. Op® cit 
3. OP .  cit 
4® Op. cit 
5® 
6® 

OP® 
Op® 

cit 
olí 
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Y e l que esta vivo a abrazar? 

Corneille's Horace — 

gt noa deux frere8 morts dans le malheur des armea 

Sont trop payes, de sanp: pour exiger de Iarmes * 

Horacio, having draws his sword and killed his sister, 

hears the horrified question --
3 

•Que has hecho? 
*•' 1  '  4 

Que v enez-vous de faire? 

Other similar scenes might he cited, hut in order not 

to become tedious, the remaining references will not he given * 

However, one more will he quoted, which is the one example 

in the plays of practical identity in the language itself. 

The old father pleads for his son — 

Cuatro hijos hoy tenía 

Gloria de mis largos anoa, 

No he dado a la patria poco» 

Pues que l e doy tres de cuatro* 

13*3.1 adrne, "Roma• esta solo» _ g 
.Dadme este solo, roíganos • 

In the French play, the father's plea «— 

Rome au.iourd'hui m'a vu pere de quatre enfants ;  

Troio en ce meme ¿our sont morts pour sa querelle ;  
6 

II m'en reste encore un» conservez-le pour elle. 

It is these similarities, then, that form a basis for 

the theory that Corneille made use of Lope de Vega's play. 

1. OP. cit •, Act 3, SO y 11, p. 546* 
8» ON. cit., Act 4, SC E 5, p. 139. 
3, OP .  cit.. Act 3, Sc. 11, p. 546. 
4. Up. cit, » Act 4 9  Sc. 6, p• 143• 
5« OP * cit., Act 3, Sc. IS, p. 548• 
6 • Op. cit. , Act 5, Sc. 3, p. 161» 



The question now a rises as to in what ways Corneille has 

made his Horace an improvement over the Spanish comedia» 

Apparently! Lope de Vega in following the history 

of his subject, did not pay much attention to the manner 

in which his drama took form» Of course Lope was not 

restrained "by any rules, and could accordingly develop 

his play as he wished» But this play is so inferior to the 

geniue of Lope de Vega, that it appears probable that he 

took little thought as to its development. He has presented 

the story of a portion of 'Roman h istory, merely adding on© 

by one the elements as they appeared in the history. 

Qorneille has stricken out the unimportant incidents, 

combined and condensed the Remainder, and woven a powerful 

tragedy. He has taken as a foundation the idea of the 

conflict of love and duty, not so fully developed in the 

Spanish Honrado hermano, and increasing this, has also 

increased the struggle in the hearts of his characters® 

By some critics, the character of Sabine has been 

judged an exception to Qorneille *s rule of presenting 

only those that are necessary to the development of the 
1 

plot» Lanson speaks of Sabine as one of the personnages 

who suffer, but who do not take any real part in the action 

itself-•*- as the Infante of the Cid. Her presence, however, 

serves to strengthen the bonds between the two f amilies, 

and to make more difficult the complete triumph of duty, 

!• OP* cit.,  Chap. ?. 
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The f ather of Horace plays a small part in the 

Spanish play® Corneille gives him a position of importance 

and develops his character strongly* It is for this reason 

that the criticism has been made that the tragedy should 

have been called Les Horaces, rather than Horace. In the 

old father is found the "power behind the throne" — the 

real cause of Horace's consideration of Home alone* The 

elder Horace is Roman th rough and through — love, family 

ties, nothing matters when Ro me is concerned* His son 

at first is torn between his love and duty, but the state, 

represented so well by the father, conquers* The criticism 
1 

arises here of the unity of action, Voltaire's claim is 

that there are three separate actions — first, the victory 

of Horace 1 se cond, the death of Camille I and third, the 

trial of Horace. Lieby decides, however, that the action is 

sufficiently well unified, and that unity of impression is 

secured* If Corneille attempted here to observe in its 

strictest sense the unity of action, the result would not 

be of much value as a tragedy. The unity of place he has 

maintained absolutely, as also that of time• But here as 

elsewhere, try as he might to conform to these three rules, 

he could not be absolutely successful without injury to his 

play * 
3 

Martinenche agrees that the germ for the tragedy 

Corneille found in Lope rather than in Livy* He maintains, 

Op* cit. .p. 100. 
Op * cit *, pp. 126-49. 
Op» cit*, pp.225-35. 
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however, that the character of Horace is more original 

and is superior to that of Lope 1s Horacio, Camille, he 

says, has no grounds for calling him "brutal — he does 

not yield to "blind fury, but &s obeying his idea of right9  

and the voice of his patriotism. Hov/ever, Lope * s Horacio 

did not kill his sister merely because of his own outraged 

feelings, but because she raised her voice in protestagainst 

his deed of patriotism and the merciless demands of the 

state« 

In this connection, the murder of the sister of 

Hor&cip was better prepared for by Lope than by Corneille, 

This scene ?¿as the cause of much protest on the part of 

the French. Some critics wanted the play to end with the 

victory of Horace — but of course this would h ave removed 

all the second danger to his life. Others even suggested that 

Camilla, desperate with grief, throw herself upon her brother*8 

sword. Corneille as an answer to this, pointed out the 

history, saying it was too well known to alter in such a manner. 

A change of this sort would also have had an effect similar 

to the first mentioned. If Camille killed herself, there 

would be no grounds for the trial of Horace. But the criticism 

still remains that the preparation for the murder of Camille 

was not sufficient. Liebfl decision in regard to this criticism 

is that the death of Camilla was sufficiently prepared for 

from the standpoint of the characters — but not in the 

1. Op. cit.,pp. 135-42. 
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logical development of the play itself# He then goes on 

to stats that the main fault of Horace is the absence 

of a hero who is truly sympathetic to the reader, and that 

neither can Oamille fill this place, because she goes too 

far in her rage against Horace# On the other hand, if Oamille 

did not show h er fury toward her brother, how high would be 

the reader's estimation of Horace? Such an attitude would 

rob Horace of his only excuse for hilling his sister$> 

hope makes the character of Julia throughout more 

masculine and aggressive• The sister of Horace cannot be 

the person to hold our entire sympathy and admiration, and 

still furnish a cause for her death. Then why is not a 

figure preferable which strengthens this cause, and thus 

lightens the feeling of repulsion toward Horace# Toward 

the first of the play, Lope's Julia is described — 

—Tiene de nieve el pecho 

T de piedra el corazón# 

Porque en el decir y hacer* 

Tan valeroso es su nombre, 

Mas tiene costumbres de hombre. 
1 

Que blandura de mu.jer# 

We receive the same impression from several of her 

excursions, which are depicted I and on one occasion she, 

in company with her slave, dons mens1  clothes and goes to 

the rescue of Flavia — whose f ather has locked her in at 

1« Op» cit«, Act# 1 , So# 8, p• 521« 
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home, threatening to force her to enter a convent upon her 

refusal to marry the senator he has chosen for her* Such a 

character seems less helpless, and accordingly the crime 

of her "brother not so monstruous • From the standpoint of the 

devalopment of the action, we are "better prepared for the 

death of Julia "by h er brother's hand, than we are for that 

of Corneille fs Camille« When J ulia learns that her lover is 

to fight her "brother, she takes the latter5a sword, and with 

the help of Flavia — whom sh e tells that the sword "belong s 

to Curiado — destroys it* Then she turns to Horacio and 

says proudly — 

Ve, mátale, tigre fiera, 

Indio león» sierpe t  harpía, 

Que Dios ha de castigar 

i  1  

Such an action v/ould not he expected to escape 

punishment "by a proud and intensely patriotic character like 

Horace • Her outburst then against the utter selfishness and 

unfairness of Home, following, so to speak, on the heels of 

her first act of revolt, comes as a climax — rather than, 

as in Corneille, a somewhat startling action. 

In regard to respect for history, both Lope and 

Corneille appear to have followed their subject almost 

equally closely. Lope made use of more of the legend, includ

ing the first part of the quarrel between Borne and Alba, and 

the sending of their ambassadors to declare war. But the main 

1• Op. cit. tAct. 3, Sc. 4, p. 542. 
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"body of the history itself is unchanged except for a few 

minor points» Lope presente the combat between the brothers, 

two of the Eoratii are killed, and the third kills the three 

Curiatiifl Corneille takes advantage of the words of the 

legend that two of the Romans f ell fatally wounded, the third» 

surrounded» fled» thinking to divide the attack of the three 

Ouri&tii and that they would follow him each as his wounds 

permitted, This they did» and he turned and killed them aa 

each one Cme UP» By this means he brings out in stronger 

relief the character of the elder Horace — who when he hears 

that his son has fled, rages with shame and grief» Far better 

die, he cries, than thus bring dishonor to family and country» 

His cry, when asked what he would have his son do against 

three men, is famous ~ 

Qu'ii mournt t 

Horacio of the Spanish play brings in the mantle 

woven by Julia for her lover —- of which we are told by the 

legend. Corneille18 hero brings in the swords of tie three 

Curiatii« This is an item of apparent unimportance to the 

play — but would not the sight of a robe which she herself 

had woven and given to the one she loved, produce more of 

an effect upon Camille than the swords of the three brothers? 

The death of Camille brings up the question of 

the psychology of audience, previously discussed in connec

tion with the Cid» As has been said, Horace5s murder of his 

0p« oit« tAct* 3, Se» 6, p» 125» 
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sister was severely criticized "by t he French * But Corneille, 

although he recognized and E&S affected by such criticisms, 

did not do away w ith the scene. Hot only would its omission 

have contradicted the history for which he had such great 

respect, hut it  would have detracted immeasurably from the 

development of his plot. Canille, who represents, according 
1  S 

to Lieby and Remen ,  love — as opposed to honoh personified 

by Horace and Curi&ce — could not yield so easily. And this 

honor, exemplified in Horace, must have more opposition and 

necessity for a harder struggle. Corneille attempts to tone 
3 

down somewhat this scene in some editions, by having Camille, 

frightened by her brother1® sword, flee from him behind the 

scenes, where she receives the fatal blow. He explains in 

his Examen ~ Tous veulent que la mort de Camille en gatela 

fin, et ^en demeure d faccord» mais ¿e ne sais si tous en 

savent la raíson.. On l fattrihue opmmunjment a ce qu* on volt 

ce mort eur la see 

que la mienne. par 

11  epee a la main, 

comme .1 e le marque 

e? oe qui serait plutot la faute de 1 faotrj.ee 

e que, quand elle voit son frere mettre 

a frayeur» ai naturelle an aexe. lui doit 

faire prendre la fuite, et recevoir le coup aerriere le theatre 

dans cette impression^— What he then 

goes on to say, appears to indicate that at heart he revolted 

against the strict rules and demands of his audience 

D failleurs, si c fest une rea'le de me le point ensanglapter, 

elle n'est pas tlu temps d'Aristote, qui nous apprend que 

1 o Op .  Cit« ,  P e 1 ¿>3® 
2. Op. cit.,  p. 32. 
3• Op. cit.,  Act. 4, Sc. 5, p. 142. 
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pour emouvoír pulssament» íl f aut de grands deplaisire. 

des Pleasures et des morts en spectacle 

In regard to a proof which Huszar offers for the 

presence of the influence of the Spanish comedia in Horace, 

the writer cannot refrain from disagreeing, in spite of the 

fact that it argues for our side of the question* He cites 

as a counterpart to the famous Q,u !il mourut of the elder 

Horace, a scene from Calderón*s A secreto agravio secreta 

venganza. But on comparing the two scenes, the circumstances 

are found to be entirely different. Ton L uis, returning 

from a long absence, finds Leonor, whom he loves, married® 

Cello, the servant, says pityingly — 

—Ta no hay estilo, ni medio, 

Que tú debas elegir f  

and he answers — 
1 

—Morir. Que es el ultimo remedio• 

Horace *8 only thought is that his son defend his 

country — and hie grief and shame at the thought of his son 

fleeing from the enemy, is more than he can bear. Ho matter 

if the odds are great, let him f ight, and if he be out

numbered — Qu'il mourut1 

This scene, does not take a place among those which 

show Spanish influence upon Horace, but the number of such 

scenes is large enough to warrant the statement that Corneille 

Vías influenced by El honrado hermano. 

1. Op. cit*. Act. 1, p. 480. 
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Chapter IV 

Cinna(1640), Polyeucte(1642) and Pompee(1645-4) 

"bring us to the center of what we designate as the "Spanish 

period" of Corneille• The question now arises as to whether 

or not these three plays show this Spanish influence. The 

majority of critics appear to think not. The matter is a 

difficult one to decide definitely, as there is no positive 

proof on either side • 

Corneille quotes in connection with his Examen  

an extract from Seneca — Book 1, Be Clementla, Chapter 9 — 

from which he took the subject for Cinna. Emiiie, loved by 

Cinna, has sworn vengeance upon the emperor, August©, for 

the death of her father. Through Cinna1s lov© f or her, Emiiie 

persuades him to join in the conspiracy against August© « 

although it is with great reluctance that he does so, because 

of the many f avors he has received from the emperor. The 

conspiracy is discovered, but Auguste, with great kindness, 

pardons both Emiiie and Cinna. 

In searching for ideas which have had their 

inspiration in Spain, the discussion centers upon the intrigue. 

Does the plot of Cinna contain either or both of the rassorts 

dramaticues which are so commonly kno wn to have entered 

French drama through the Spanish comedia? The question is, 

then,is there a conflict between a strong love and an equally 

strong duty? The answer to this question, may, according to 

the px^esent writer's viewpoint, be affirmative. The struggle 
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to which the heart of Cinna is sub^ectéd, is between his 

love for Emilie and his duty to Auguste• There is also 

a minor struggle in the heart of Auguste, between his 

affection for Cinna and Emilie, and his duty as emperor• 

In both of these conflicts, love emerges victor* It is 

perhaps for this reason that the tragedy, to some minds, 

was not such a powerful one as Horace * I n fact, the 

word tragedy, in it© true sense, could not be applied * 

But the clemency of Auguste, which is the saving factor, 

supplies, as Lieby puts it ,  the unity of the play* 
2 

On this clemency of Auguste, Martinenche bases 

a theory of the presence of Spanish influence .  Corneille'e 

Auguste, he saye, responds not to hie kind impulses, but to 

his pride, and pardons because he wishes to show that he 

is master of himself. However, Martinenche likens this 

conception of Auguste to that of Seneca. It was not in 

vain, he asserts, that Seneca was b orn at Cordova. He presents 

clemency, not as a generous effort of the soul, but as a 

means of winning over people through the pundonor.The idea 

that merely because Seneca was born at Cordova he was Spanish, 

has been previously discussed* Such a thread is far too thin 

to support the theory of Spanish influence. Seneca1s works 

were Bo&an, and Seneca fs characters were Roman — and not 

Spanish® We cannot, on such a basis, accept Martinenche's 

statement that Corneille, with Qinna, falls back into the 

excesses of the Spanish pundonor, and that the influence of 

1. Op. clt, ,p« 208. 
2 .  Op. git.,p. 235. 
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Spain commences to harm the works of Corneille• 

Liéby finds a struggle "between love and duty in 

the heart of Emilie — betv/een her duty of hatred and 

vengeance toward August©, and her love for Oinna. In this 

case, duty conquers love, and Emilie sacrifices her happiness 

for her vengeance* This vengeance, as Martinenche sees it ,  

is typically Spanish, hut as the writer sees it ,  it is not* 

The fury with which she pursues this vengeance resembles 

more the Roman he roine ~ such as Medee —- than the Spanish* 

We do not know what opinion some of the French critics 

hold of the Spanish heroine® Their favorite and most frequent

ly used name for her, however, appears to he that of a fury* 

But this is not true — the Spanish heroine is not a fury 

who pursues vengeance at any cost® It is absurd to attribute 

such characteristics to the literature of Spain, and base 

upon this a deteriorating influence® 
2 

Huszar cites one passage in regard to which 

agreement is possible with his idea that the influence of 

Spain is shown — 

Tous les crimes d'Etat qu fon fait pour la couronne, 

Le ciel nous abeout alors QU fil nous la donne ® 

Et dans le sacre rang on sa faveur l fa mis, 

he passe devient .juste et 1* avenir per mis * 

Qui peut y parvenir ne peut etre coupable I 

1* Op® cit®,p® 168® 
2* Op® olt®, p® 270. 
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£¡MSn^smll2^,Ít t aj t ¿ 

flous luí devons nos biens, nos .1 ours sont en sa main, 
1 

Et .jamais on n fa droit sur ceux du souveraín« 

One of the outstanding characteristics of the Spain 

of the seventeenth century was its absolute loyalty to the 

sovereign, and its unswerving confidence in the idea that the 

king could do no wrong. Such an idea was also present with 

the Romans —- h ut that of the Spaniards was perhaps more 

exalted. The elder Horace, who is a Roman c haracter, for 

example, is he not seen to turn from the decision of the 

king and appeal to the people? The sovereignty of the Spanish 

king went absolutely unquestioned, and his divine right was 

regarded as a grant from Heaven. 

What Spanish influence — if any — is present in 

Oíuna, then, would come not through the characters and their 

ideas of duty and vengeance, but through the intrigue, the 

mainspring afforded the plot by the essentially Spanish 

conception of a conflict between love and duty. 

The h istory of Polyeuctg was f irst found in the 

works of Simeon M etaphraste, published a second time by 

Surius • Later, the edition of Surius was supplemented by 

Mosunder — and it was here that Corneille procured the 

subject for his tragedy® 

Polyeuote and Hearchus, history tells us, lived 

in 250, beneath the reign of Decius• Eearchus was a christian, 

1. Op. cit..Act 5, So* 8, p. 168. 
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and Polyeucte a pagan —- b ut with all the qualities 

worthy of a christian* and a desire to be one? An e dict 

issued by the emperor against the christians, made ITearchus 

fear for his friendship with Polyeucte, but Polyeucte, 

having seen a vision of Christ, tore the edict to bits and 

shattered the pagan idols® Felix, his father-in-law, 

commissioned by Decius to persecute the christians, 

endeavored to make hi m abandon his new beliefs, but in 

vain* When at last the pleas of Polyeucte fs wife, Pauline, 

left him unmoved, he was condemned and executed» 

To t he foundation offered by history, Corneille 

added a dream i n which Pauline forsees danger,; the return 

of the former lover of Pauline, Severe! the baptism of 

Polyeucte ;  a sacrifice for the victory of the emperor ;  

the death of Hearque, and the conversion of Felix and 

Pauline * H e also added dignity to the character of Felix 

and made him governor of Armenia® 

These additions contain elements which might 

show a possible influence of the comedia* The return of 

Severe strengthens the love element! the baptism of 

Polyeucte forges more tightly the bonds of duty to his 

convictions» The added responsibility of Felix is but 

another barrier overcome by the firm belief of Polyeucte • 

The conflict between love and duty, spoken of so often 

in connection with the influence of thr comedia» does 

not appear in this play particularly vital* But it  is 
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present. Perhaps it might he said that the idea is to 

he found in history , "but as has "been shown, Corneille 

added to this idea. And the elements which he strengthened 

and which he added show in general the main tendencies of 

the Spanish development of plot» 
1 

Huszar mentions three of O&lderon'a comedias 

which he says undoubtedly influenced Corneille's Polyeuote. 

These are El príncipe constante, El dose de las mujeres, 

and Los dos amantes del cielo. The plot of the last 

mentioned play is very similar, in fact, to that of Corneille 

tragedy, and the second comedia contains several similarities 
S 

In his catalogue, however, Hartsenbusch gives the date of 

these twiS p lays as 1651. Huszar cites as proof of his theory 

a statement of Hartsenbusch given in his edition of Calderón' 

plays, that to his mind these two plays were products of 

Calieron'8 youth® The question of the exact dates of Calderón 

plays is an extensive and much debated one® If thes$ comedias  

were written before Corneille !s tragedy, then they might 

have bean the source of some influence, since the development 

and ideas are much the same• As to the Príncipe constante, 

the subject is somewhat the same as that of Polyeuote, but 

scarcely enough similarity is shown to afford a basis of 

origin. The general idea upon which Huszar bases his claim is 

the great popularity of the subject of the christian martyr 

in Spanish literature at the time of Corneille's Polyeuote« 

1« Op. cit.,  p. 270-8. 
2• Catalogo cronológico de las comedias de Calderon, 

Vol. 24, p. 539. 
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This is true, and although Corneille mentions in his 

Examen only the examples of Grotius, Buchanan and Heinsius, 

the presence of such a subject in a literature which at 

that period was so profitable to him, would s carcely escape 

his attention® 
1 

M&rtinenhhe expresses the opinion that Corneille 

probably conceived the idea of his tragedy in reading some 
2 

of the Spanish comedias. In Lieby we find set forth a 

slight conflict in the heart of Pauline between her old 

love for Severe and her love for Polyeucte, which has grown 

out of her conception of duty# Of these two emotions, he 

sayo, the second grows until it  finally excludes entirely 

the other, and reigns supreme. He then goes on to say that 

among the reasons for this evolution, the one which is of 

first importance is the idea of duty. The development of 

this conflict — though slight — is in a situation created 

by Corneille, and would accordingly serve to show the tenden

cy of Corneille1a ideas. 

For Pompee, Corneille, as he tells us in his 

Fxamen, drew his subject from Lucan fs Pharsalia. Pompee, 

coming with his wife, Cornelia, to Egypt — which is ruled 

by Ptolornee and his sister Cleopatre — is met and killed 

by conspirators. This deed Ptolornee and his accomplices 

expect to be approved by Cesar, but Cesar on hie arrival is 

indignant and takes up the cause of the widow of Pompee. 

The conspirators, finding Cesar against them, lay plans to 

take his life, but Cornelie discovers and warns Ceaar of these 

1. Op. Pit. .p.257• 
-2—Qiu 
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plans. The conspirators are accordingly punished "by de ath, 

and Oleopatre receives the throne of Egypt. 
! 

Corneille, says Hemon, combinas two very 

distinct things — the death of Pompee and the war of 

Alexandria. Cesar, then, does not avenge himself, hut 

Pompee, he continues. This serves to strengthen the charac

ter of Cesar, although it alters somewhat the history. But 

Corneille was interested ahove all in developing the greatness 

of his hero, and this he succeeded in doing® 

The same theory of the Spanish vengeance inculcated 

in Corneille f  s heroines is again offered for Cornells. Par 

more does Cornelie resemble, to our mind, the Roman c haracter, 

such as Medie, than the Spanish. Here we have again the 

undying hatred and determined vengeance in spite of all obstacle a* 

Such an oath as Cornelie makes to the ashes of Pompee — 

Je jure done par vous, o pitoyable reste — 

—Par vous. qui seul leí pouvez me soulager, 
i am i,, - n in. i ••«in i iri ii n mi • n w •in,ii i. mu II rn IIII-*T i lit i i - - - - mm i HI - mman 0 

2 
Be n?eteindre .jamais l ^ardenr de le venger« 

does not fit a$ all the Spanish heroine® Ror do the words 

Cornelia adresoes to Cesar, after he has punished the 

murderers of Pompee — 

—-.I'obeis au vainqueur ;  

Mais ne presume pas táucher par la mon spe r.  

ha perte que ,1'ai faite est trop irreparable; 

ha source de ma haine est trop inepuisablet 

1. Op. cit. .Intro., p. 6. 
3. Op. cit. .  Act. 5, Sc. 1, p. 150. 
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A 11  egal de mes .jours »1e l a ferai durer # 
1 

Je veux vtvre aveo ©lie, avee elle expirer. 

The l ove of Cesar and Cleopatre offered to Corneille 

a reesort dramatigue of which he did not malee use. Apparently 

he was wholly occupied in the strengthening and ennobling 

of the souls of his main characters. But Corneille did take 

advantage of this 1ove, and to a certain extent used it in 

the development of his play. It is "because of his love for 

Cleopatre that Cesar is so entirely magnanimous. Love softens 

his heart and "broadens his character..In several instances, 

the prevalence of this love is shown® fthen Cornel is, who h as 

come to demand vengeance for Pompee, is announced, he says — 

Q,u felle entre. Ah I 1 * Importune et f ache use notwella I 

Q,u fa mo n impatience elle semble oruelle I 

0 cíel i et ne pourrai-.le enfin a mon amour 
2 

Bonner o n  liberte ce qui reste du .lour? 

Cornelie says of Cesar — 

Pour grand qu'en soit le prixB son peril en rahat; 

Cetts ombre qui la couvre en affaihl.lt l flalat |  

L* amour me me s*y male, et 1 e force a comhattre :  
3 

QuanA i l venge Pompee, i l  defend Cleopatre. 

Corneille has added this love element. It is a 

great love and thoroughly unselfish. Cleopatre loves Cesar, 

yet she will not countenance the murder of his rival, and 

tries to prevent her brother and the conspirators from 

0?* cit..  Act. 5, Sc. 4» P« 1 M. 
2* OP. pit.,  Act. 3, Sc. 3, p. 123. 
3 • Op. cit.,  Act. 5, Sc. 1, p. 154. 
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carrying out their plan. Charmion says, wonderingly — 

Ainsl done de Cesar 1' amante et I'snneirds ~ 

and Cleopatra replies — 

JQ luí garde ma f 1 amine exempt® dHnfamie, 
1 

Un coaur digne de luí. 

There is no doubt a struggle in Cleopatré fs 

heart "between h er idea of right and her desire to see the 

rival of Cesar disposed of. But her better self triumphs, 

as it does later when she intercedes,though vainly,for the 

conspirators whom she hates. It would seem o nly natural 

also that a struggle take place with Cesar, before he 

finally takes up the cause of his rival and punishes those 

who rid him of this rival. 

Perhaps it  would b e going too far to say that this 

love as embodied here is typically Spanish and shows Spanish 

influence. But as we have seen, such a conception of love 

was not inherent in the French theater before the period of 

the Spanish influence, but was brought in by the Spanish comedia. 

It is in the plays of Corneille which are of known Spanish 

origin that this conception is at its best. The intrigue of 

Pompee is not as strong as that of the other plays studied, and 

doea not present the same fierce conflict bet?/sen love and 

duty. However, the germs of such a conflict are undeniably 

present, and are merely no# developed. The writer makes no attempt 

to establish or to claim a direct connection between Pompee and 

Ou. cit. ,  Act. 2, Se• 1 , p. 87. 
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the Spanish comedia» But the conclusion is that the 

corns día , not in its characters or its scenes, "but in 

its "broader and more general ideas, had some influence 

here upon Corneille. 

Pinna, Polyeucte and Pompee, as we have said, 

are in the very heart of the period during which the 

comedía of Spain exerted its influence over Corneille• 

It id only possible that these three plays should escape 

this influence. However, preceeded as they were by the 

Old and Horace, and followed by the Menteur ánd La Quite du 

Menteur. this possibility lessens. Corneille turned elsewhere 

than to Spain for the subjects of these three plays. But, to 

repeat, the general ideas, and the broader and more vital 

conceptions of the Spanish comedia still held their place 

in a corner of his mind, and let themselves be felt at times 

throughout the three plays. 
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Chapter ¥ 

With Le Menteur(1545-4) and ha Suite du Menteur 

(1644-5), we enter a realm entirely different from the one 

thgough which we have just passed. It was in his tragedies 

that Gorneille was most successful and it is as a tragedian 

that he is famous* But Le Menteur, although in an entirely 

different vein, by no means failed of success. Corneill© 

made his debut with comedies — which did not place among 

his plays of high rank, he Menteur ,  however, marks a date 

in the history of the French stage. -Just as he Cid was the 

first real tragedy to he produced in France, he Menteur was 

the first real French comedy. 

Gorneille 'utilised for his first great tragedy, as 

we have seen, a Spanish comedia, and for his first great 

comedy he found the source also in a Spanish comedia. This 

was the work of Juan Ruiz de Alarcon — ha verdad sospechosa. 

Bon García, returning to Madrid from Salamanca, falls 

in love with Jacinta — whose name he is told is Lucrecia® 

Garcia is not the most truthful of young men® H is father, 

Don Beltrim, wishes him t o marry Jacinta, hut thinking 

Lucrecia the one he loves, Garcia refuses. He tells his 

father that he is married, and relates the extremely exagger

ated circumstances. He becomes confused, however, in his 

recital, as to names — Don Be ltran1® suspicions are aroused 

and he reproaches Garcia bitterly. These suspicions verified, 
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García soon finds that no one "be lieves him, even when h e 

telle the truth — which is seldom* Since Garcia addresses 

his compliments to Jacinta, meanwhile talking continually 

of Lucrecia, the two suspect duplicity* They hold a 

conversation with him at night from their balcony» in which 

he swears eternal faithfulness to Lucrecia, and Jacinta 

declaras she will have nothing more to do with him* The 

identity of the two girls is now mad e clear to García — 

since Don B eltran has finally consented to ask for him the 

hand of Lucrecia. García declares it is Jacinta he loves, 

but she gives her hand to another lover, and the two irate 

fathers leave no doubt in García* s mind as to the necessity 

of his taking the hand of Lucrecia. 

The first three acts of the Spanish comedia and 

Oornoille8 ¡3  comedy a re, with the exception of a few minor 

details, practically the same. The l ast two acts, however, 

Corneille has changed in order to modify the ending® H© ha s 

Dorante —- the Spanish García — talk to the two g irls and 

discover his mistake as to their identity, whereupon he 

asks for the hand of Lucrece(Lucrecia), declaring she is 

the one he has loved all the time* 

There are many instances throughout the play of 

direct taking over from the Spanish play, of the language 

itself. The following are examples 5 

Garcia says to Jacinta — 
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—-mag de un ano  

Porque ocasión me ha faltado 

Da deciros lo que siento— 

Y pa ra amaros,_me dad licencia, 

and Jacinta replies —-

Para querer 

lo nienso que ha menester 
1 

Licencia. la volnntad• 

Dorante ,  of Corneille's play, says to Clarice — 

—-depuia un an entier — 

Et je n faí pn trouver que cette oocaeion 

A vo ug entretenír de mon affection« 

Dependant accordez a mes voeux innocents 

La lioenoe d*aimer des chapines si pulssant3. 

and Clarice replies —-

Un coeur qui veut aimer, et qui salt córame on aime. 
S 

E*en demande jamais licence gu'a soi-meme• 

Jacinta*s former lover, Juan, is extremely Jealous 

of García, and goes to Jacinta*s house to reproach her for her 

inconstancy — 

*De noche estas con el hijo, 

Y con el padre de día ? 

—Voíine i que tu tío sale* 

Jacinta detains hia —-

Ufo s ale * Escucha, que fío 

Satisfacerte. 

1• Comedias escocidas de Alarcon, Madrid,1867. Aet.l, Se.5, p.368. 
2. Hemon, Op. cit. ,  Vol.3, Act.1, Se.3, p.58-60. 
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Don Juan -—-

Eg en vano. 

Sí aquí no me das la mano» 

aná Jacinta18 quick reply —— 

mano? Sale mi t ío, 

Ue find the French Aloippe reproaching Clarice — 

Tu passes, infidel®. 

La nuit aveo le file, le ¿our avec le pérel 

—Ton pere va a dea pendre-— 

She detains him — 

Hon» il  ne descend point -  et .1 * aura tout loisir 

De Toug djsahuger* 

"but he says haughtily — 

Je ne t1ecoute point, a moins cue m fepouser — 

—Hjen donner ta parole, et deux baisers pour gapre-r-

to which she replies hastily — 
p 

Je n*ai pas le loiair, mon pere ?a descendre» 

García*s father, having "been told of his marriage — 

Que determino que vais 

Yog en persona» a traer 

Vuestra esposa, que eg razón, 

Porgue pudiendo traella 

Vos mismo, enviar por ella 
3 

Fuera poca estimación* 

1® Qp» Qit« ,  Act 1, Se «11, p «396—7 * 
2« Qp. cit .«Act 2, Se «3, p*82-4• 
3. Op. Pit«.Act 3, Se .3, p«453-4. 
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The f ather of Dorante 

Que pour me 1* amenes* tu en vas en personne 

Car enfin. il  le faut, et le devoir 1 f  ordonne :  

IP envoysr gu'un valet sentirait son mepMs* 
2 

It is the development ©f the characters, says Li eh y, 

that raises Le Menteur ahove Corneille1s former comedies« 

This development, particularly of Dorante, Liehy appears 

to attribute to Corneille as original» The originality of 

Corneille1s play, he says, consists in the verve du style 

com!quei the tone so truly Corneilleian of the scene in which 

the father expresses his indignation at the lies told hy his 

eon» Just how this could he called original'is not quite 

clear, since the scene in hoth Alarcon* s and Corneille fs 

comedies is practically identical. The f ollowing is a portion 

of the scene — 

Bcltrín .tSoís caballero? 

García — Tengome por hi.lo vuestro» 

Beltran --«Y hasta ser  hijo mío 

Para ser vos caballero? 

García — Yo pienso, señor, que sí» 

Beltrán — jQuíen dio principio a las casos 

Iobles? los ilustres hechos 

Ds sus primeros autores» 

Sin mirar sus nacimientos« 

Razañas de hombres humildes 

Op« eit.,  Act 4, Se» 4, p.124. 
OPr Cití, p .416« 
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Honraron sus herederos•» 

—Pues sí honor puede imanar 

Quien nació sin el i ^r.o e s cierto 

Q.ue, por el contrario» puede 

Quien con el nació, peráello? 

—!Luego sí vos 

Obráis afrentosos hechos, 

Aunque seáis hi,lo mío» 
1 

Dejáis de ser caballero o 

The scene in Corneille — 

Ceront© —- Étes-vous gentilhoiijne? 

Dorante — ftant aortí de vous, la chose est peu douteuse, 

Gerente — Croyez vous QU^I suffit d'etre sort! de mol? 

Dorante — Avee toute la Frange aisement je le crol * 

Gerente —» Dgou oe tjtre d^honneur a tire sa naisaanoeB  

Et que la vertu seule a mía en ce haut rang 

Gemc qui I !  ont ,1UBQU !I mol fait naeoer dans leur sang? 

——Gil le sang a marque > si la vertu 1'aequiert, 

gu le sang l 'a donne, le vice auesi le perd• 

Oe qui naít d'un rao yen "per it  par son contraire :  
I_ I I ••••III I L ILFRW I • I I • M III II •» •!•!••• I»N1 1—11). 'I • •«FRLM.I I m . HIWI.M »—W>—II • —I IHJI..I""! •«»>••• I 

Tout ce que l sun a fait, 1' autre le peut dafaire ; 

Et, dans la 1acheté du rice ou je te vol, 
2 

Tu n*es Plus gentilhomme, etant eorti de moi. 

It can easily be seen from this that one scene is but 

a replica of the other. The verve, the style, the spontaneity — 

1. Op4 eit»« Act 2, Sc.9, p•415-16. 
2• Op, cit.» Act 5, Sc.3, p .142-3. 
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all are present in Alareón. How th en can this constitute 

originality on the part of Corneille? Al&roon1s comedía 

is sparkling with cleverness and bright with spontaneity, 

and herein lies its greatest charm» This charm i s not, to 

the present writer * s mind, increased "by C orneille» His 

comedy contains no more l ife, no more sparkle, no more zest 

than docs its original» The question may ev en be asked —-

does it  contain as much? Compare, for instance, the two 

replies of the son to the irate father who dema nds whether 

or not he is a gentleman •*-

Al&rcon fs hero replies — Tengome por hijo vuestro» 

and Corneille !s answer — Étant sort! de vous, la chose 

est peu douteuse» 

Which of the two contains the most force, the most 

vigor? In answering this question, we differ decidedly 

with M* Lieb y» Pulsing through the veins of the Spanish 

Garcia is a more red-blooded, unconquerable spirit, an 

unquenchable fire of impulse — which somehow we fe el to 

be, in Corneille1© Dorante, of a paler hue» Here again is to 

be found, as in the Cid, a subdued atmosphere» The hero is 

basically the same, but his attributes are modified to suit 

his surroundings» The vigorous, impulsive Spanish ideal 

becomes the more polished, smooth and cultured French 

gentleman of the seventeenth century» The true force, the true 

spirit, is not increased, but is toned down and diminished® 

This atmosphere, so essential to the Cid, is not so necessary 



in Le Menteur. It forras a "background f or the Oid?  an 

inherent element of his character, without which the 

picture is not complete. There is here no such far-

reaching need for a like atmosphere, for it does not 

form an element of the character §f the comedy. It shows 

itself, however, in the style and general tone, and it  

is in this that Alareon's comedía seems superior. 

Dorante, as has "been s aid, is "basically the 

same character in "both piays. Corneille es Dorante, says 
x 

Lieby, lies often without necessity, "but never without 

reason. For that matter, neither does the Garcia of Alareon. 

The same lies that are told "by one are told "by the other, 

and under the same circumstances. Therefoie the grounds for 

Lieby?s claim for originality — "based on the statement 

that this vivacity of invention would not be admirable 

had Dorante had time to prepare hie lies — do not seem 

logical. Alarcon's Garcia had no time in which to fabricate 

his excuses, and he was brought face to face with identically 

the same situations as Corneille's Dorante. The credit, then, 

for what vivacity is contained here, is due to Alareon, 

not Corneille. 
2-

Martinenche finds some passages which he says 

recall the Old, and show the true Corneille. Here, then, 

as elsewhere, Corneille shows himself to be at his best 

when inspired by Spanish sources. He is unquestionably 

1• Op. cit.,  p. 400. 
2. Op o cit ..  p. 248. 
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superior as a tragedian, "but when working in the sphere 

of the comic, he draws also his best ideas from Spain* 

he Menteur resolves itself into an adaptation 

of ha verdad sospechosa* So closely is it taken over that 

it might be called a translation, were it  not for the 

denouement» How comes the question ae to the reason for 

the change which Corneille made in the denoument * L ieby•s 

theory is that Corneille liked eo well the character of 

Dorante, that he did not wish to inflict upon him the 

punishment of a forced marriage* We f ind this idea criticized 

by others, who say that in thus removing the punishment, the 

entire moral of the play is destroyed* Apparently, however, 

the moral was not uppermost in Corneille !s mind* The play appe 

appealed to him for its vivacity and its dramatic possibilities* 

Had the moral to him appeared of the most importance, he very 

likely would have emphasized it in some other way« In 

connection with the question of the ending, the theory 

mentioned previously of the psychology of the audience appears 

plausible* An e nding such as that of Alarcon* s play, to 

Corneille fs audience would no doubt have been too violent, and 

such a forced marriage rather crude and unpleasing* Apparently 

Corneille recognized this difference in tastes, for he says 

in liis Ex aman — Pour mol, J* ai trouve cette maniere de 

finir un peu dure, et cru qu'un maríage moins violente 

serait plus au gout de notre auditoire 

1* Qp* cit*, TU 4?« 
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La Suite du Menteur is taken from Lope de 

Vega's Amar sin saber a quien. Don Juan has come upon Don 

Fernando and Don Pedro engaged in a duel. He descends from 

his mule to investigate, and Fernando springs on the mule 

and flees— leaving his opponent, Pedro, dead® Juan is 

arrested and imprisoned for the murder of Pedro® Fernando 

is suspected also and arrested, and Juan recognizes him, 

hut declares that he is not the murderer® Fernando, very 

grateful, promises to aid him i n gaining his freedom® 

Meanwhile, he has asked his sister, Leonarda, to do all 

she can for Juan — which results in many visits to the 

prison and an immediate and violent love affair between 

the two, and also between their two servants, Ines and 

Limón. Juan is freed through the efforts of Don L uis, and 

goes to the home of Leonarda ® Eut when he finds she is 

loved by Luis, h© lea ves,, Leonarda, however, declares to 

Luis her love for Juan, and he is brought back by Luis ® 

Corneille introduced a number S f  changes, the 

most of them minor. Various scenes and details are omitted 

or altered, but the main body of the play remains the same® 

We have here, as in Le Menteur, an adaptation. This fact 

is so well known and recognized, that it  is scarcely nec

essary to give proofs of the great similarity® However, a 

few examples will serve to strengthen the assertion: 

The l etter of Leonarda to Juan — 

Ai rwfdo de la gente que os llevaba preso, me 
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puse a la ventana, y os vi galan» forastero, y de tan 

gallardo talle, que me l levasteis loe 0,1 os mas presos 

que a vos los alguaciles« Pícenme que lo quieren ©atar 

mientras vos lo esteles servios de ellos y de estos 

doscientos escudosj que en la cárcel que estamos loa 
1 

d03j vos los habréis menester, y a mí me quedan muchos» 

Corneille fs Melisse writes to Dorante « 

Au bruit du monde qui vous eonduisait 

priaonnier» l 'ai mis lee yeux a la- fenetre, et vous 

ai trouve de si "bonne mine» que mon coeur est alie dans 

la meme prison one vous, et n fen veut point aortir tant 

que vous y serez —- Cependant obligez-moi de vous servir 

de ceo cent pistoles que le vous envois ;  vous en pouvez 

avoir "besoin en 1* e t  at ou vous etea, et 11 m fen demeure 
2 

assez d fautrea a votre service» 

Juan attempts to retain the photograph of Leonarda — 

Peládmele; que yo hare 

Que le aderece un platero 

Que está aquí preso en la cárcel. 

The French Dorante — 

Laisse-moí ce souelí 

ITous avons un orfevre arrete pour ses dettes 
4 

Qui saura tout remettre au point que tu souhaites. 

1» LopeTs Amar sin saher a quien t  Buchanan and Franzen-Swidelius. 
Hew York,1920• Act 1, So.12, p.23. % 

2. Oeuvres de P« Corneille, Gamier Ffceres, Paris• Act 1 , Se«2,p*248 
3. Op. cit.,  Act l t  Sc.2Q, p. 41. 
4. OP .  oit. ,  Act 2, Sc.6, p. 269. 



Ines,the servant of Leonarcla, "brings to the prison 

her mistress' letter and the purse• She asks Limon if she 

shall give Juan the purse. ^ 

Limón — Tengo poder» aunque sea el tesoro veneciano. 

Corneille's Gliton says to Lyee — 

Donne t  i 'ai tout pouvoir t  
2 

Quand m eme ce serait le tresor de Venise© 

The failure of La jtite du Menteur, following 

Le Menteur, is rather puzzling* It appears to "be g enerally 

conceded that the plot is much more l ively and interesting 

and contains "better dramatic possibilities than that of 

Le Menteur© Corneille in his Examen says that it is better 

written© In what ways, then, did Corneille fail to accomp

lish what he accomplished at least in part in Le Menteur? 

The root of the entire trouble appears to be found in the 

fact that he tried to make a sequel of the play and change 

the character of Dorante to fit© In attempting to crowd 

Lope's play into the me asumiente of a sequel to hie former 

play, the alterations were so obvious as to detract from 

the effectiveness• Moreover, he was f orced to make certain 

additions, ?/hich were equally unhappy© So we have neither 

a good adaptation nor an original play© 

Why then did Corneille attempt to continue the 

character of Dorante in his second comedy? This question 

might have several answers * One of the most commonly 

!• Ob© cít©, Act 1 , Sc©13, p© 24© 
2. Op© clt©, Act 1 , Sc ©2, p© 249© 
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accepted is that Corneille had quite a fondness f02 the 

character of Dorante, which same idea is used as a reason for 

the dsnouroent of La Mentenr. According to this theory, then, 

Corneille disliked leaving a poor impression of Dorante, 

and sought to raise this opinion by making him an admirable 

character.. This might serve to advance our opinion of 

Dorante — were it  not for h;is desertion of Lúcreos on 

their wedding d ay, which he so coolly relates to Gliton 

in the first act. And in spite of his generosity in saving 

CIeandre from prison, and his refusal to remain when he 

finds that Luis, who has freed him, loves Mellase, we 

cannot entirely rid ourselves of this first impression* 

Then too, such a swift change of character is scarcely 

natural, and the Dorante of Le Menteur lowers our estimation 

of the Dorante of La Suite, 

Perhaps the many criticisms which Cornsille 

received because, in changing the denouement of Le Mentenr 

he omitted the moral, led him to an attempt to justify 

himself, and show that the moral was s ufficiently impressed 

upon Dorante to cause his character to change• We h ave here 

a possibility Ehich arises once more from our theory of 

the psychology of audience* The comedia of Lope de Vega 

opens with the duel between Don Demando and Don P edro, 

which is witnessed by Juan. Oorneille coyld not possibly 

have reproduced such a scene. As in previous cases, he was 

forced to incorporate the action into a recital • Forced to 
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do this, then, why n ot combine the one who was to describe 

this scene with the Dorante with whom he still had a 

desire to deal? 

Corneille in his Fpltre makes a protest against 

the demands of his audience* He speaks of his idea that the 

object of art is to divert, but of his estimation also for 

those who combine pleasure with utility« Mais je denie qu*ils 

faillent oontre les regies, jae JLJxjaolent. pas, et 

les blame jse •ul©merit jie ne g'etre pas propose un object asaea 

digne A feux — mais pourvu qu'lls alent trouvu JLe M. 

plaíre, lis sont quíttes envero lejur art i et s 'ils pschent, 

ce n fest pas contra luí» c ?est contra les bonnes moeurs et 
1 

oontre leur auditpire« 

# # # # 
We are now at the close of the period which ws 

have assigned to the influence of Spain on Oorneille• This 

period contains his masterpieces of tragedy and comedy® As 

Voltaire puts it — II faut avouer que nous devons a L'Espagne 

la premiere tragidie et la premiere comedie de oaraotere qui 

aient illustrl la France Ainsi Oorneille a reforme la 
. 3 

scene tragi que et la, sol lit? comique par d'heureuses imitations * 

1• Op« oit >, p • 171. 
29  Op. cit*, p. 228. 
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Chapter VI 

The supposition has "been made that the Spanish 

comedia still exerted its influence over Oorneille in the 

four plays which made their appearance "between that of 

ha Suite du Msntour and Don Sanche d fAragón» This supposition 

has as its main pillar of support the fact that Oorneille 

in his Examen of Son Sanche d*Aragón speaks of his indebted

ness to Spanish authors» This would offer grounds perhaps 

for a contention that Oorneille did not lose sight of the 

Spanish comedia- until after Don Sanche» Huszar even goes so 

far as to extend this indebtedness to the entierty of Oorneille ls 

playa» Such a theory, however, has no foundation» In regard to 

the first mentioned theory of the presence of Spanish influence 

between the years 1645 and 1650, we f ind here again the 

foundation insufficient. Sf this period were closed by a play 

in which Oorneille made strong use of the comedia, either in 

adaptational form or in the resulting style or intrigue, the 

claim might be strengthened» But none of this is apparent in 

Don Sanche d fAragón* and the only indebtedness which Oorneille 

acknowledges is for the pomp of the first act, drawn fro m 

Lope de Vega*3 comedia -  El palacio confuso» and the discovery 

of the identity of characters which terminates the fifth act ,  

taken from one of the novels about Don Pelayo• Here again 

we f ind neither the traits of character nor the strong elements 

for the conflict of love and duty, which are the essentials 
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drawn by Corneille from the Spanish comeadlae  

In Rodogune(1645) the vengeful Roman he roin© 

as typified earlier in Medea makes h er appearance® Her 

deadly hatred directed against Bodogune because of her 

husband®s l ove for the latter, 01sopatre is ready to go 

to any lengths to satisfy this hatred• Her first deed is 

to kill her husband® Her two sons are rivals for the hand 

of Rodogune — she slays one, and feigning to consent to 

the marriage of the other with Rodogune, she prepares a 

poisoned drink for the bride and bridegroom® Her sentiments 

are expressed —» 

-—Je hais# ,Je regne encore —™ 
»ii " » «ba«gar - -a— mmmt — -i —un» iti'iii^h.h.. •. ,® 

—Be quel malheur suls-.le encore capable? 

Lenr amour in * off ensait, leur ami tie m* ace able, 

gt contre mes fureurs je trouve en mes deux file 

Deux e nfant3 revolteo et deux rlvaux unis® 

Aliona chercher les temps d fimmoler mes victimes, 
1 

Et de me rendre heureuse a force de grands crimes• 

How t hen the claim could possibly be made of the 

similarity of such a spirit to that of the heroine or hero 
2 

of the Spanish comedia, is incomprehensible® Huszar makes 

Just such a claim, in this case attempting to identify the 

spirit by which Cleopatre is animated with that of Gutierre 

in Calderón*s g medi o de su honra, and of Bon Juan in 

1® Hemon, Op® c it®, Vol® - 3® Ac t 4, Sc *7, p. 182-3® 
2® Op® cit®, p® 284® 
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0 alde ron * s A se creto agravio, secreto venganza» The se 

two Spaniards avenge their honor, i t  is true, but to 

no suoii extent® The Spanish pundonor does not commonly 

include among i ts victims innocent persons, and it is 

a satisfaction of honor, not of personal hatred® On this 
1 

basis also is Martinenche !s contention founded® 

Corneille had plenty of material from which 

to draw his subject® He quotes in his Bxaman an extract from 

the Roman h istorian Appian, from the latter part of whose 

account of the Tfars of Syria he takes his story® There also 

appeared about the same time a play quite similar written 

by Gilbert® The authorship of the original is disputed by 
8 

some, but Voltaire accords it  to Gilbert® 

The mainspring of the plot of Rodogune is 

neither love nor duty® It is vengeance — hatred pure and 

simple• This idea is not Spanish, the elements of love and 

duty inherent in the comedia are not present, the subject 

is avowedly Roman — what then could there be to show the 

influence of Spain? 

Critics appear to be all of one accord in 

regard to the subject of Theodore(1646)® Ho drama could 

ever hope to succeed when p resenting to the eyes of the 

French public a heroine condemned to prostitution® Ho m atter 

how skillfuly handled, no patter what amount of well devel

oped scenes and touches of art — the subject in itself would 

1« Op® c it. ,  p® 261® 
2» Op® ci t®® p® 265® 
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spell the doom of such a play* And this is ¿just what 

resulted with Theodore * 

Borne critics go so far as to condemn this 
1 

play absolutely and irrevocably. Voltaire, for example, 

asks why some one could not be found to prevent the 

author of Pinna from dishonoring his talents by the shame

ful choice of such a subject, and by an execution as poor 

as the subject itself. To his mind the play does not even 

deserve comment — it sins by indecency of subject, by its 

execution, its coldness, its style* He denounces the language 

here used in speaking of love as insipid, bourgeois, disgusting. 

Thus, he says, does Corneille speak of love when not guided 

by Gaotro ~ in the style of his comedies and of the novels 

of his time. 

Others do not carry their adverse criticism so 

far, although all are unanimous in their denunciation of the 
3 

subject, Martinenehe speaks of the lack of profoundly human 

emotions, Theodore, he says, excites no admiration; she knows 

neither human nor divine love — nothing but the coldest 
3 

pride. It &s this lack which Hemon conceives as the basic cause 

of the impossibility of admiring the play in spite of its 

subject, Theodore is too utterly cold and immovable, her 

character has no human side. He speaks also of the conception 

of love expressed, even calling it laughable, 
4 

How come s the assertion of Martinenehe that 

Op, cit 
Op • cit 
Op, cit 
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Theodore is Spanish« The subject of which it treats, 

he says, would appear only natural in Spain» Lops and 

Tirso de Molina, he continues, never hesitated to 

combine upon the stags religion with the most coarse and 

brutal pleasantries — and such was the familiarity of 

the Spanish devotion, that it was never shocked by such 

contrasta» According to M» Martinenche, the Spanish race 

was indeed barbaric — evidently thought of as half civil

ized# It is probably from such opinions as this of the 

Spanish people that arose the various more or less wild 

ideas of the typical brutality and dominating fierceness 

of the hero or heroine of the Spanish comedia» Such idaas 

cannot be too severely criticized« Hothing is so unfair to 

a literature or to a people as such generalized impressions 

which are repeated and added to until they are accepted as 

facts• Calderón*s Los dos amantes del oíalo to which 

Martinenche attributes part credit for Oorneille fs play, is 

no more typical of Spanish literature than is Theodore of 

French literature# Even there be a similarity between the 

two as to subject, this would not make Theodore by any means 

Spanish® Such a similarity appears to be rather more exagger

ated than is warranted, however» Cornsille took his subject 

from Les Vierges of St» Ambrose• Of course there is always 

a possibility, and in reading Calderón * s comedia» Corneille 

might have been influenced — according to Martinenche. But 

such a possibility is in this case too slight to form a basis 
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for argument® 

The many complications and the mixture of all 

kinds of sentiments of which Martinsnehe also speaks, is 

not an essential aspect of the Spanish theater® Such things 

are merely incidental, and resulted only from the lack of 

any rules or regulations, ouch as hound the French dramatists® 

It is scarcely feasible that such a writer as Corneille 

should overlook the important and vital aspects of the drama 

of Spain, and, while endeavoring to accede to the demands of 

the three unities, let himself he influenced only hy these 

minor points which were in direct opposition to the principles 

laid down in France® 

Ve have spoken of the criticisms made of the 

conception of love evinced in Theodore» Martinenche makes 

this same criticism — yet he calls this play Spanish® hove 

was one of the motifs which the French stage acquired from 

the Spanish stage, and it is one of the essentials of the 

comedia® In all of the plays for which Corneille has received 

inspiration from Spain, it  plays an important part® Ve find, 

if not always the struggle hetv/een love and duty, at least 

the elements® The element of love is there — always® And 

it  is the love of the Spanish conception® lo such element is 

found in Theodore — nothing hut a cold and inhuman character® 

The very essentials of the Spanish comedia are utterly lacking, 

and with them any possible foundation for Spanish influence® 
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The main idea of Heraelius (1647) has "been 

found to he similar to that of Calderón fs En e sta vida 

todo es verdad y todo mentirao The dispute as to whether 

or not Cornsills copied from Calderón, or Calderón from 

Cornsille, has waxed hot. The dates of Calderón* s plays 

are so uncertain as to make any definite assertion almost 
1 

impossible. Hartsenhusch gives the date as 1623. If this 
2 

is true, it presents a possibility for discussion. Kemon 

gives his authority for the year 1664. If this is true, 

it of course excludes all question of copying or influence. 

Both dramatists took their subject from 

history. The main idea upon which the action hinges is 

the uncertainty of Phocas as to the identity of the 

emperor * s son, whom he has sworn t o kill. In his absence, 

his own son has been substituted and has grown up as the 

son of the emperor. Phocas has just been told of this, and 

does not dare to strike for fear of killing his own s on. 

In the one scene in which Ph ocas hesitates, endeavoring to 

discover which of the two is his and which the emperor*s 

son, we f ind similarity* These words of Phocas, says 
3 

Martinenehe, could result only from an imitation. All the 

rest of the play has no connection whatsoever with that of 

Calderón. Tftiich of the two, asks Martinenehe, inspired the 
4 

other? fíe quotes Yiguer who gives the date of Calderón* s 

1. Op. cit. ,  
2. Op. cit..  Etude sur Heraelius, p. 47. 
3. OP .  pit .,  ps 267• 
4. Yol. 5, Regnier Ed. 
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play as 1564* Re also speaks of & volume of Calderón 

found with the date of 163? — which volume he says 

might have contained En esta vida* 

One theory appears to he as well sustained 

as another, and the question of dates remains unsettled» 

Granting the date of Calderón fo play to he prior to that 

of Corneille*a, the problem is then — did Comeille copy, 

and if so, to what extent» Corneille states in his Avis 

au leeteur that he changed the events and characters of 

his historical subject in order to accomodate his play» 

If Corneille were influenced greatly by Calderón, such 

changes would follow the trend of Calderón*s ideas» Rut 

this is not the ease. The two plays appear to be entirely 

different, aside from this one situation previously 

mentioned» Calderón1s comedia, filled with weird happenings, 

magic and mystery, carries the reader to an entirely different 

world than does Corneille fs rather cold and complicated 

tragedy® There are no scenes, no elements of the latter which 

remind us of the former» The conclusion is, then, not that 

Corneille copied Calderón*s play, but that he tried to 

improve upon their common subject» Supposing the priority 

of the Spanish to the French version, Corneille did not 

apparently receive much inspiration from the former® 

The treatment of the subject by Calderón 

may of itself have offered an incentive to Corneille» Such 
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a treatment would not appeal at all to the tastes of the 

French tragedian, and would to all appearances have an 

entirely opposite effect from that supposed "by M artinenche. 

He points to the complication of the intrigue as comprising 

the merit of the play, and as showing the influence of En 

esta vida. This le- another generality like that of the 

mixture of all kinds of elements, previously commented o n• 

Cornell!e?  s taste for the extraordinary so often spoken of — 

and conceaea «"a***** did no í lead him to any such lengtns as to 

copy only the leso valuable features of a literature» Were 

there some other aspect present to show the influence of 

the more important side, then the matter of the intrigue 

might have some weight» Eut consider the plays known to 

contain Spanish influence — the Old» for example, in which 

this influence is apparent and undisputed® Bo we f ind here 

the bizarre and the fantastic, the complicated intrigue? We 

do not* What we do find of importance is the struggle between 

two great passions, strength of character and clearness of 

style® One of Corneille's main alterations, when d rawing 

from Spanish sources, was to cut out all unnecessary situations 

and eliminate all superfluous elements» His first plays, 

previous to the Cid, show complicated intrigue, and they 

cannot be accused of being Spanish® Such a trait, then, can 

scarcely be labeled as proving Spanish influence» From all 

appearances, the word of Corneille, given in his Examen, can 

be accepted ~~ that Keradius is an original * 
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Anároineáe (1650), although callea a tragedy, 

is rather a sort of libretto — much oil the style of the 
1 

Italian musical dramas % Ken-on s peaks of the influence of 

Catherine de Medicis in promulgating the taste for these 

Italian fetes« The play deals with the mythological legend 

of the necessity of sacrificing a fair young maiden to the 

terrible beast sent by Neptune to devour the Ethiopians, 

of the falling of the lot to Andromede and her rescue at 

the last moment by Perseus, mounted on hie winged horse. 

The influence of Italy is plainly to be seen 

in this play — but the influence 6f Spain is most 
2 

conspicuously missing. Martinenche still clings to the 

idea that the variety of genres« verses and scenes of the 

Spanish comedía offers examples for Corneille to follow. 

There is present in this play absolutely no evidence of 

even a leaning toward Spanish subjects or ideas. Further

more, the elements of essentiality of the comedia are 

lacking. There is no element of love(excepting that of 

Andromede1s mother), no element of honor, nothing which 

attempts to touch the heart. It is simpl# a spectacle, 

conceived according to Italian taste, which, i s intended 

to appeal only to the eyes of the spectator. Corneille 

himself in his Argument classifies it as such —-

Souffrez que la beaute de la representation supplee au 

1, Op. cit.,  Andromede, p. 54. 
2. Op. cit..  p. 276. 
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mangue des "beaux v ers. nares cue mon principal but a 

ete de_ satlsfaire la vue par 1 1  eclat- et la diversite du 

spectacle, et non pas de toucher 1'esprit par la force 

du raisonnement, on i® ooeur par la delicatesse dea passions * 

—— cette piece n'est que pour les yeux. 

The plays which came from Spain through Corneille 

did not present themselves merely to the eyes• They appealed 

to the heart and the emotions and dealt with great passions 

and conflicts. This was their chief ralson d'etre. and herein 

lay their value for imitation or reproduction, and their 

appeal to Corneille. 

The character of the Spanish influence which appears 

in Don Sanche d fAragón(1650) has "been spoken of previously, 

Corneille in his Epitre classifies this play as a comedy — 

Don Canche est une, veritable comedie, quoinue t.ous les acteurs 

soient on rola ou grands d'Espagne, puisqu'on nyy volt naitre 

aueun peri 1_ par qui nous pui se ons etre p ort ee la pi tie ou 
-  ~ — 2 

a la crainte. Hotre aventurier Carlos n*y court auoune risque. 

He speaks of his return to this genre because of the taste of 

his public for change. After the success of Le Menteur and 

the failure of La Suite, Corneille's desire was very probably 

to show h is ability to produce another success. He turned, 

very naturally, to Spain for aid, since it was there that 

this genre was best developed. This time he did not limit 

himself to the comedia, but went also to the picaresque novel. 

Oeuvree de Corneille,, HoUvelle Ed., Paris. Vol.2» p.49?, 
2. Id. p ,559 • 
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The flBst act was inspired "by El palacio confuso, the 

authorship of ehich is claimed for "both Lope de Vega 

and Mira de Mes cu a j and the denouement "by one of the 

novele of Bon Pel ayo* 
1 

Mart i  ne 11 che regards Oorneille' s hero as 

Spanish also o The characters, he says, still speak of 

love and honor, but these two elements lack the humanity 

and the force which gave to the Cid its originality. 

Apparently then, this is where Oorneille failed® In attempt

ing to be original he departed too far from his model, and 

the result was not what he had intended. He tried to build a 

French comedy on a Spanish foundation, and his characters 

did not ring true. They l ack in real feeling, true depth and 

strength ~ they are too artificial• They are neither French 

nor Spanish. The element of love is present, but it  is not 

love as we f ind it in the true Spanish comedía nor in 
2 

Oorneille's plays which were born of the comedia. Martinenche 

makes the statement — Si Oorneille n'evite guere le 

romanesque eopagnol» 11 ne se laisse point entraíner par ses 

folies, et, dans le cadre qu'il a emprunte, 11 glisse souvent 

des peintures qui sont bien a lui« With this statement we 

are inclined to disagree, Oorneille borrowed the frame — 

but he did not make his picture to fit, and herein lies the 

difficulty. Part of his coloring he took from Spain, but his 

tones were not true, His background of love and honor is 

1 * Op® p it,,  p. 280« 
2* Id*, p* 287, 
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entirely overshadowed " by t he "bright splotches of his 

coloring* 

The Spanish influence makes i ts last appearance 

in Bon Sanche d fAragón. We f eel sure that it made its 

appearance hers because Corneille recognized what the comedia 

had furnished him* How c ould VMt&ire ask such a question — 

Ls succes depend presque tou.lours du su.jet. Pourouoi Corneille 

ehoisít-il un r ornan espagnol, une comedie espagnole, pour son 

modele, m lieu de ehoieir dans l fhigtoire romalne et dans J.a 
1 

fable grecque? The answer to this question is apparent« 

Consider Corneille fs masterpieces — how many of them draw 

from Spanish sources, and how m any from Greek and. Roman? Where 

did Corneille obtain the ideas, the important elements which 

constituted the mainsprings of his greatest work? Prom Sp ain* 

And it  is for this reason, and because he was cognizant of 

this fact, that Corneille turned once more to such sources* 

That this attempt did not meet with the same success as the 

others has been discussed, and assigned to the fact that in 

attempting originality, he did not use hie foundation in the 

right way* The conclusion is then, that it was in the line 

of adaptation and reproduction of the Spanish comedia that 

Corneille1s best efforts lay* 

The division of his plays into two periods, 

which Corneille himself made, has been spoken of previously 

in connection with the first appearance of Spanish influence * 

1 * Qp* eit*, p. 380. 
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Cornell!© placed his first eight plays including lie dee 

and 1'Illusion Comique in the first period ; and in the 

second le Oíd, Horace, Pinna, Polyeucte, Pompee, he I 'enteur 

and ha Suite du Menteur. Those of the second period he 
1 

classifies as superior. The opinion of Imile Paguet on these 

two periods, which he divides in the same manner, upholds 

our theory. In the first period — 1629 -  36 — he says, 

Corneille sought for bizarre subjects, infinitely complicated 

intrigues, strange situations or frightful deeds. In the 

second and most glorious period — 1636 -  45 — he was 

uplifted more and more by emotions and the creation of true 

and simple grandeur — passing from the heroism of filial 

devotion, to the heroism of patriotism, the heroism of 

victory over self, to the highest heroism of religious belief® 

It is this second period, in which Corneille is at his best, 

which contains the plays of Spanish origin and inspiration• 

Very evidently, then, the plays just discussed do not belong 

to this period» 

1. tfudes Litteyaires sur le IVil Sieole. Paris, 1901. p,10. 
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0onalusIon 

The influence of Spanish literature was first 

introduced into the French drama of th© seventeenth century 

"by Hardy, and was continued in the works of Pierre Come ill @« 

The Spanish comedia supplied a crying need in the drama of 

France for elements of sufficient strength to constitute a 

true re ©sort arc mat i  que» It was "bec ause of this lack of a 

true "basis, that the French theater was superficial, lacking 

in force and vigor* Spain infused new l ife and power, with 

its strong conception of love and honor, and the conflict 

"between the two as a powerful mainspring of plot* 

These are the two elemente which find their 

"best expression in Corneille1s productions* Corneille, 

because of his natural liking for the spontaneous and the 

extraordinary, turned to Spain for some of his subjects* 

Ee found here a wealth of material, a mass of life and color 

which offered splendid opportunity for reproduction* His 

problem was to tone down this mass of color and bring out 

in relief the main elements» 

In Just how man y of Corneille fs plays this 

influence is found is a far reaching and much debated 

question« But considering the matter from the point of 

view of the essential elements introduced by the Spanish 

comedia — love and honor, and their resulting conflict, 

and the broader ideas which so great a writer as Corneille 
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might adopt, we would assign this influence to his 

second period of production» This period lies between 

1636 and 1645, and embraces Corneille's beet productions» 

In the plays outside this period, to many of which has 

been attributed origin in the comedía, we f ind lacking 

these elements and ideals — the true spirit of the 

Spanish comedia* 

Of the'plays of this second period, a number 

show their Spanish source — others merely show S panish 

influence» Among the first — Le Cid, Horace, he Menteur¿ 

ha Suite du líenteur ¡  and among the latter — Pinna, 

Polyeuote and Pompee, The main point discussed in connec

tion with the first group is whether or not Come ill e 

has improved upon h is Spanish originals® We f ind that he 

has eliminated the non-essential and erased all traces 

of the rude and bizarre — he has refined and polished. 

But in doing this and in acceding to the demands of the 

rules of the three unities, he has suppressed the 

spontaneity, the freedom and real spirit of the comedia. 

His characters, robbed of their essential atmosphere 

of heroism and chivalry, become polished figures of 

seventeenth century Prance. To all of these restrictions 

Corneille does not yield without a protest, but he shows 

his knowledge of the psychology of his audience, and the 

necessity of considering it.  The presence of Spanish 
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influence in the last named group of three has "been 

denied® But vie find here the elements so characteristic of 

the Spanish comedía and introduced "by i t  into French 

drama* The "broader and more general ideas are here — the 

typical conception of love and honor and the dramatic 

possibilities afforded by their conflict* Forming the 

very heart of the period during which the literature of 

Spain was offering such a source of inspiration to Cornsille, 

it  is unlikely that these plays should escape its influence* 

Corneille in attempting to be original did 

not sufficiently break away fro m his source of ideas to 

do himself Justice, nor did he follow closely enough this 

source to do it Justice* His masterpieces of tragedy and 

comedy show him f ollowing closely hie Spanish original* 

Spains  then, offered Corneille hie best foundations, and 

it is in the adaptation and reproduction of the Spanish 

comedí a that he triumphs• 
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