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a COPILACAM DE

TODALAS OBRAS DE GIL VICENTE, A QVAL
SE
REPARTE EM CINCO LIVROS O PRIMEYRO
HE DE TODAS
suas cousas de deuacam. O segundo as
comedias. O terceyro as tragicomedias. No
quarto as farsas. No quinto as obras meudas.

9 Empremiose em a muy nobre & sempre leal
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PREFACE

Gil Vicente, that sovereign genius!!], is too popular and indigenous for translation and this may
account for the fact that he has not been presented to English readers. It is hoped, however, that

a fairly accurate version, with the text in view!?!, may give some idea of his genius. The religious,
the patriotic-imperial, the satirical and the pastoral sides of his drama are represented
respectively by the Auto da Alma, the Exhortacdo, the Almocreves and the Serra da Estrella,
while his lyrical vein is seen in the Auto da Alma and in two delightful songs: the serranilha of the
Almocreves and the cossante of the Serra da Estrella. Many of his plays, including some of the
most charming of his lyrics, were written in Spanish and this limited the choice from the point of
view of Portuguese literature, but there are others of the Portuguese plays fully as well worth
reading as the four here given.

The text is that of the exceedingly rare first edition (1562). Apart from accents and punctuation,
it is reproduced without alteration, unless a passage is marked by an asterisk, when the text of
the editio princeps will be found in the foot-notes, in which variants of other editions are also
given.

In these notes A represents the editio princeps (1562): Copilacam de todalas obras de Gil
Vicente, a qual se reparte em cinco livros. O primeyro he de todas suas cousas de deuacam. O
segundo as comedias. O terceyro as tragicomedias. No quarto as farsas. No quinto as obras
meudas. Empremiose em a muy nobre & sempre leal cidade de Lixboa em casa de loam Aluarez
de todalas obras de Gil Vicente... Lixboa, por Andres Lobato, Anno de MDLXXXV]J. A third edition
in three volumes appeared in 1834 (C): Obras de Gil Vicente, correctas e emendadas pelo
cuidado e diligencia de J. V. Barreto Feio e J. G. Monteiro. Hamburgo, 1834. This was based,
although not always with scrupulous accuracy, on the editio princeps, and subsequent editions
have faithfully adhered to that of 1834: Obras, 3 vol. Lisboa, 1852 (D), and Obras, ed. Mendes

been a tendency of late to multiply editions of Gil Vicente, no attempt has been made to produce
a critical edition. It is generally felt that that must be left to the master hand of Dona Carolina

Michaélis de Vasconcellos!*l. Since the plays of Vicente number over forty the present volume is
only a tentative step in this direction, but it may serve to show the need of referring to, and
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occasionally emending, the editio princeps in any future edition of the most national poet of

Portugall®l.
AUBREY F. G. BELL.
8 April 1920.

......................................................................................................................................

FOOTNOTES:

[1] Este soberano ingenio. Marcelino Menéndez y Pelayo, Antologia, tom. 7, p. clxiii.

[2] Although the text has been given without alteration it has not been thought necessary to

provide a precise rendering of the coarser passages.

[3] The Paris 1843 edition is the Hamburg 1834 edition with a different title-page. The Auto
da Alma was published separately at Lisbon in 1902 and again (in part) in Autos de Gil
Vicente. Compilacdo e prefacio de Affonso Lopes Vieira, Porto, 1916; while extracts
appeared in Portugal. An Anthology, edited with English versions, by George Young.
Oxford, 1916. The present text and translation are reprinted, by permission of the

Editor, from The Modern Language Review.

[4] TIunderstand that the eminent philologist Dr José Leite de Vasconcellos is also preparing

an edition.

[5] Facsimiles of the title-pages of the two early editions of Vicente's works are reproduced
here through the courtesy of Senhor Anselmo Braamcamp Freire.

......................................................................................................................................
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INTRODUCTION [Py ix
I. LIFE AND PLAYS OF GIL VICENTE

Those who read the voluminous song-book edited by jolly Garcia de Resende in 1516 are
astonished at its narrowness and aridity. There is scarcely a breath of poetry or of Nature in

these Court verses. In the pages of Gil Vicentel®], who had begun to write fourteen years before
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the Cancioneiro Geral was published, the Court is still present, yet the atmosphere is totally
different. There are many passages in his plays which correspond to the conventional love-poems
of the courtiers and he maintains the personal satire to be found both in the Cancioneiro da
Vaticana and the Cancioneiro de Resende. But he is also a child of Nature, with a marvellous
lyrical gift and the insight to revive and renew the genuine poetry which had existed in Galicia
and the north of Portugal before the advent of the Provencal love-poetry, had sprung into a
splendid harvest in rivalry with that poetry and died down under the Spanish influence of the
fourteenth and fifteenth centuries. He was moreover a national and imperial poet, embracing the
whole of Portuguese life and the whole rapidly growing Portuguese empire. We can only account
for the difference by saying that Gil Vicente was a genius, the only great genius of that day in
Portugal, and the most gifted poet of his time. It is therefore all the more tantalizing that we
should know so little about him. A few documents recently unearthed, one or two scanty
references by contemporary or later authors, are all the information we have apart from that
which may be gleaned from the rubrics and colophons of his plays and from the plays themselves.

The labours of Dona Carolina Michaélis de Vasconcellos, Dr José Leite de Vasconcellos!”! and Snr
Anselmo Braamcamp Freire are likely to provide us before long with the first critical edition of

his plays. The ingenious suppositions of Dr Theophilo Bragal®! have, as usual, led to much
discussion and research. He is the Mofina Mendes of critics, putting forward a hypothesis,
translating it a few pages further on into a certainty and building rapidly on these foundations till
an argument adduced or a document discovered by another critic brings the whole edifice

toppling to the ground. The documents brought to light by General Brito Rebello!®! and Senhor
Anselmo Braamcamp Freirell0! enable us to construct a sketch of Gil Vicente's life, while D.

Carolina Michaélis has shed a flood of light upon certain points!!!]. The chronological table at the
end of this volume is founded mainly, as to the order of the plays, on the documents and
arguments recently set forth by one of the most distinguished of modern historical critics, Senhor
Anselmo Braamcamp Freire. The plays, read in this order, throw a certain amount of new light on
Gil Vicente's life and give it a new cohesion. Whether we consider it from the point of view of his
own country or of the world, or of literature, art and science, his life coincides with one of the
most wonderful periods in the world's history. At his birth Portugal was a sturdy mediaeval
country, proud of her traditions and heroic past. Her heroes were so national as scarcely to be
known beyond her own borders. Nun' Alvarez (1360-1431), one of the greatest men of all time, is
even now unknown to Europe. And Portugal herself as yet hardly appraised at its true worth the
life and work of Prince Henry the Navigator (1394-1460), at whose incentive she was still groping
persistently along the western coast of Africa. His nephew Afonso V, the amiable grandson of
Nun' Alvarez' friend, the Master of Avis, and the English princess Philippa of Lancaster, daughter
of John of Gaunt, was on the throne, to be succeeded by his stern and resolute son Joao II in
1481. In his boyhood, spent in the country, somewhere in the green hills of Minho or the rugged

grandeur and bare, flowered steeps of the Serra da Estrella, all ossos e burell2], Gil Vicente
might hear dramatic stories of the doings at the capital and Court, of the beginning of the new
reign, of the beheadal of the Duke of Braganza in the Rocio of Evora, of the stabbing by the
King's own hand of his cousin and brother-in-law, the young Duke of Viseu, of the baptism and
death at Lisbon of a native prince from Guinea.

The place of his birth is not certain. Biographers have hesitated between Lisbon, Guimaraes and
Barcellos: perhaps he was not born in any of these towns but in some small village of the north of
Portugal. We can at least say that he was not brought up at Lisbon. The proof is his knowledge
and love of Nature and his intimate acquaintance with the ways of villagers, their character,
customs, amusements, dances, songs and language. It is legitimate to draw certain inferences—
provided we do not attach too great importance to them—from his plays, especially since we

know that he himself staged them and acted in them!!3]. His earliest compositions are especially
personal and we may be quite sure that the parts of the herdsman in the Visitacam (1502) and of
the mystically inclined shepherd, Gil Terron, in the Auto Pastoril Castelhano (1502) and the
rustico pastor in the Auto dos Reis Magos (1503) were played by Vicente himself. It is therefore
well to note the passage in which Silvestre and Bras express surprise at Gil's learning:

S. Mudando vas la pelleja,
Sabes de achaque de igreja!
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G. Ahora lo deprendi....

B. Quien te viese no dira
Que naciste en serrania.

G. Dios hace estas maravillas.

It is possible that Gil Vicente, like Gil Terron, had been born en serrania. Dr Leite de
Vasconcellos was the first to call attention to his special knowledge of the province of Beira, and
the reference to the Serra da Estrella dragged into the Comedia do Viuvo is of even more
significance than the conventional beirdo talk of his peasants. Nor is the learning in his plays
such as to give a moment's support to the theory that he had, like Enzina, received a university
education, or, as some, relying on an unreliable nobiliario, have held, was tutor (mestre de
rhetorica) to Prince, afterwards King, Manuel. The King, according to Damiao de Goes, 'knew
enough Latin to judge of its style.'" Probably he did not know much more of it than Gil Vicente
himself. His first productions are without the least pretension to learning: they are close

imitations of Enzina's eclogues. Later his outlook widened; he read voraciouslyl'4! and seems to
have pounced on any new publication that came to the palace, among them the works of two
slightly later Spanish playwrights, Lucas Fernandez and Bartolomé de Torres Naharro. With the
quickness of genius and spurred forward by the malicious criticism of his audience, their love of
new things and the growing opposition of the introducers of the new style from Italy, he picked
up a little French and Italian, while Church Latin and law Latin early began to creep into his
plays. The parade of erudition (which is also a satire on pedants) at the beginning of the Auto da
Mofina Mendes is, however, that of a comparatively uneducated man in a library, of rustic Gil
Vicente in the palace. Rather we would believe that he spent his early life in peasant
surroundings, perhaps actually keeping goats in the scented hills like his Prince of Wales, Dom
Duardos: De mozo guardé ganado, and then becoming an apprentice in the goldsmith's art,
perhaps to his father or uncle, Martim Vicente, at Guimaraes. It is extremely probable that he
was drawn to the Court, then at Evora, for the first time in 1490 by the unprecedented festivities
in honour of the wedding of the Crown Prince and Isabel, daughter of the Catholic Kings, and was

one of the many goldsmiths who came thither on that occasion!!>l. If that was so, his work may
have at once attracted the attention of King Joao II, who, as Garcia de Resende tells us, keenly
encouraged the talents of the young men in his service, and the protection of his wife, Queen
Lianor. He may have been about 25 years old at the time. The date of his birth has become a
fascinating problem, over which many critics have argued and disagreed. As to the exact year it
is best frankly to confess our ignorance. The information is so flimsy and conflicting as to make
the acutest critics waver. While a perfectly unwarranted importance has been given to a passage
in Vicente's last comedia, the Floresta de Enganos (1536), in which a judge declares that he is 66
(therefore Gil Vicente was born in 1470), sufficient stress has perhaps not been laid on the lines
in the play from the Conde de Sabugosa's library, the Auto da Festa, in which Gil Vicente is
declared to be 'very stout and over 60.' This cannot be dismissed like the former passage, for it is
evidently a personal reference to Gil Vicente. It was the comedian's ambition to raise a laugh in
his audience and this might be effected by saying the exact opposite of what the audience knew
to be true: e.g. to speak of Gil Vicente as very stout and over 60 if he was very young and spectre-
thin. But Vicente was certainly not very young when this play was written and we may doubt
whether the victim of calentura and hater of heat (he treats summer scurvily in his Auto dos
Quatro Tempos) was thin. We have to accept the fact that he was over 60 when the Auto da Festa
was written. But when was it written? Its editor, the Conde de Sabugosa, to whom all Vicente

lovers owe so deep a debt of gratitude!!6!, assigned it to 1535, while Senhor Braamcamp Freire,

who uses Vicente's age as a double-edged weapon!17], places it twenty years earlier, in 1515.
This was indeed necessary if the year 1452 was to be maintained as the date of his birth. The
theory of the exact date 1452 was due to another passage of the plays: the old man in O Velho da
Horta, formerly assigned to 1512, is 60 (III. 75). Yet there is something slightly comical in stout
old Gil Vicente beginning his actor's career at the age of 50 and keeping it up till he was 86.
Other facts that may throw light on his age are as follows: in 1502 he almost certainly acted the

boisterous part of vaqueiro in the Visitacam''8l. In 1512 he is over 40 and married (inference
from his appointment as one of the 24 representatives of Lisbon guilds in that year). In 1512 a
'son of Gil Vicente' is in India. His son Belchior is a small boy in 1518. In 1515 he received a sum
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of money to enable his sister Felipa Borges to marry. In 1531 he declares himself to be 'near
death'[19], although evidently not ill at the time. He died very probably at the end of 1536 or

beginning of 1537[20], Accepting the fact that the Auto da Festa was written before the Templo
de Apolo (1526) I would place it as late as possible, i.e. in the year 1525, and subtracting 60
believe that the date c¢. 1465 for Gil Vicente's birth will be found to agree best with the various
facts given above.

The wedding of the Crown Prince of Portugal and the Infanta Isabel was celebrated most

gorgeously at Evora. The Court gleamed with plate and jewelleryl2ll. There were banquets and
tournaments, ricos momos and singulares antremeses, pantomimes or interludes produced with
great splendour—e.g. a sailing ship moved on the stage over what appeared to be waves of the
sea, a band of twenty pilgrims advanced with gilt staffs, etc., etc.—all the luxurious show which
had made the entremeses of Portugal famous and from which Vicente must have taken many an
idea for the staging of his plays. Next year the tragic death of the young prince, still in his teens,
owing to a fall from his horse at Santarem, turned all the joy to ashes. Gil Vicente was certainly
not less impressed than Luis Anriquez, who laments the death of Prince Afonso in the
Cancioneiro Geral, or Juan del Enzina, who made it the subject of his version or paraphrase of
Virgil's 5th eclogue. Vicente's acquaintance with Enzina's works may date from this period,
although we need not press Enzina's words yo vi too literally to mean that he was actually
present at the Portuguese Court. Vicente may have accompanied the King and Queen to Lisbon in
October of this year, but for the next ten years we know as much of his life as for the preceding
twenty, that is to say, we know nothing at all. The only reference to his sojourn at the Court of
King Joao II occurs in the mouth of Gil Terron (I, 9):

¢Conociste a Juan domado
Que era pastor de pastores?
Yo lo vi entre estas flores
Con gran hato de ganado
Con su cayado real.

A note in the editio princeps declares the reference to be to King Joao II. If we read domado it
can only be applied to the indomitable Joao II in the sense of having yielded to the will of Queen
Lianor in acknowledging as heir her brother Manuel in preference to his illegitimate son Jorge.
Perhaps however it is best to read damado, which recurs in the same play. Perhaps we may even
see in the passage an allusion merely to an incident occurring in the time of Jodo II and not to the

King himselfl22]. We may surmise that about this time, perhaps as early as 1490, Vicente became
goldsmith to Queen Lianor. The events of this wonderful decade must have moved him
profoundly, events sufficient to stir even a dullard's imagination as new world after new world
swept into his ken: the conquest of Granada from the Moors in 1492, the arrival of Columbus at
Lisbon from America in 1493, the similar return of Vasco da Gama six years later from India, the
discovery of Brazil in 1500. Two years later Vicente emerges into the light of day. King Manuel
had succeeded to the throne on the death of King Jodo (25 Oct. 1495) and had married the
princess Maria, daughter of the Catholic Kings. Their eldest son, Joao, who was to rule Portugal
as King Jodo III from 1521 to 1557, was born on June 6, 1502, on which day a great storm swept

over Lisbon. On the following evening(?3! or on the evening of June 8 Gil Vicente, dressed as a
herdsman, broke into the Queen's chamber in the presence of the Queen, King Manuel, his
mother Dona Beatriz, his sister Queen Lianor, who was one of the prince's godmothers, and
others, and recited in Spanish a brief monologue of 114 lines. Having expressed rustic wonder at
the splendour of the palace and the universal joy at the birth of an heir to the throne he calls in
some thirty companions to offer their humble gifts of eggs, milk, curds, cheese and honey. Queen
Lianor was so pleased with this 'mew thing'—for hitherto there had been no literary
entertainments to vary either the profane serdos de dansas e bailos or the religious solemnities of
the court—that she wished Vicente to repeat the performance at Christmas. He preferred,
however, to compose a new auto more suitable to the occasion and duly produced the Auto
Pastoril Castelhano. King Manuel had just returned to Lisbon from a pilgrimage to Santiago de
Compostela in Galicia in thanksgiving for the discovery of the sea-route to India. He found the
Queen in the palace of Santos o Velho and was received com muita alegria. But no allusion to
great contemporary events troubles the rustic peace of this auto, which is some four times as
long as the Visitacam, and which introduces several simple shepherds to whom the Angel
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announces the birth of the Redeemer. Queen Lianor was delighted (muito satisfeita) and a few
days later, on the Day of Kings (6 Jan. 1503), a third pastoral play, the Auto dos Reis Magos, was
acted, the introduction of a knight and a hermit giving it a greater variety. The Auto da Sibila
Cassandra has been assigned to the same year, and the Auto dos Quatro Tempos and Quem tem
farelos? to 1505, but there are good reasons for giving them a later date. The only play that can
be confidently asserted to have been produced by Vicente between January 1503 and the end of
1508 is the brief dialogue between the beggar and St Martin: the Auto de S. Martinho, in ten
Spanish verses de rima cuadrada, recited before Queen Lianor in the Caldas church during the
Corpus Christi procession of 1504. The reasons for this silence are not far to seek. In September
1503, Dom Vasco da Gama returned from his second voyage to India with the first tribute of gold:
'The lords and nobles who were then at Court went to visit him on his ship and accompanied him
to the palace. A page went before him bearing in a bason the 2000 miticaes of gold of the tribute
of the King of Quiloa and the agreement made with him and the Kings of Cananor and Cochin. Of
this gold King Manuel ordered a monstrance to be wrought for the service of the altar, adorned
with precious stones, and commanded that it should be presented to the Convent of

Bethlehem(24].' At this monstrance, still the pride of Portuguese art, Gil Vicente worked during
three years (1503-6). He was perhaps already living in the Lisbon house in the Rua de Jerusalem

assigned to him by his patroness, Queen Lianor!25]. There were other reasons for his silence. The
death of Queen Isabella of Spain in 1504 and again the death of King Manuel's mother, Dona
Beatriz, in 1506, threw the Portuguese Court into mourning. Plague and famine raged at Lisbon
from 1505 to 1507, while, after the awful massacre of Jews at Easter 1506, during which some
thousands were stabbed or burnt to death, the city of Lisbon was placed under an interdict which
was not raised till 1508.

Let us take advantage of Vicente's long silence to explain why it can be asserted so confidently
that he was now at work on the Belem custodia. The burden of producing some definite document
to show that Gil Vicente the poet and Gil Vicente the goldsmith were two different persons rests
on the opponents of identity. The late Marcelino Menéndez y Pelayo, whose death in 1912 was a
great blow to Portuguese as well as to Spanish literature, would certainly have changed his view
if he had lived. In his brilliant study of Gil Vicente, a 'sovereign genius,' 'the most national

playwright before Lope de Vegal?6l' 'the greatest figure of our primitive theatrel?7]' he
remarked that if Vicente had been a goldsmith and one of such skill he must infallibly have left
some trace of it in his dramatic works and that the contemporaries who mention him would not

have preserved a profound silence as to his artistic talent(28]; yet Menéndez y Pelayo himself
speaks of Vicente's alma de artista?®] and of the plastic character which the most fantastic

allegorical figures receive at his hands[3%l. If we were assured that the dreamy Bernardim
Ribeiro had fashioned the Belem monstrance we might well remain sceptical, but Vicente stands
out from among the vaguer poets of Portugal in having, like Garcia de Resende, an extremely
definite style, and his imagination, as in his dream of fair women in the Templo de Apolo, coins
concrete figures, not intellectual abstractions. Resende, we know, was a skilled draughtsman as
well as poet, chronicler and musician, and it is curious that the very phrase applied by Vicente to
Resende, de tudo entende (11, 406), is used of Vicente himself in an anecdote quoted by Senhor

Braamcamp Freire. As to his own silence and that of his contemporaries, their silencel3!]
concerning the presence of two Gil Vicentes at Court would be quite as astonishing, especially as
they distinguish between other homonyms of the time, and the silent satellite dogged the poet
Vicente's steps with the strangest persistence. According to the discoveries or inventions of the
Visconde Sanches de Baenal32] he was the poet's uncle; according to Dr Theophilo Braga they
were cousinst33]. The poet, as many passages in his plays show, was interested in the goldsmith's
art[3%]; the goldsmith wrote verses!35]. The poet made his first appearance in 1502, the artist in
1503. Splendid as was the Portuguese Court and although its members had almost doubled in
number in less than a century!36], the King did not keep men there merely on the chance of their
producing 'a new thing.' The sovereign of a great and growing empire had something better to do
than to indulge in forecasts as to the potential talents of his subjects. When Gil Vicente in 1502
produced a new thing in Portugal his presence in the palace can only be explained by his having
an employment there, and since we know that Queen Lianor had a goldsmith called Gil Vicente

who wrote verses and since the poet wrote all his earlier plays for Queen Lianor(37], it is rational
to suppose that this employment was that of goldsmith to the Queen-Dowager. His presence at
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Court was certainly not by right of birth: Vicente was not a 'gentleman of good family,' as Ticknor
and others have supposed, but the noble art of the goldsmith (its practice was forbidden in the
following century to slaves and negroes) would enable him to associate familiarly with the

courtiers. In 1509 or later!38] the poet joined, at the request of Queen Lianor, in a poetical
contest concerning a gold chain, in which another poet, addressing Vicente, refers especially to
necklaces and jewels. In the same year Gil Vicente is appointed overseer of works of gold and
silver at the Convent of the Order of Christ, Thomar, the Hospital of All Saints, Lisbon, and the
Convent of Belem. At the Hospital of All Saints the poet staged one of his plays. To Thomar and
its fevers he refers more than once and presented the Farsa de Ines Pereira there in 1523. In
1513 he is appointed Mestre da Balanga, in 1517 he resigns and in 1521 the poet alludes to the
goldsmith's former colleagues: os da Moeda, while his production as playwright increases after

the resignation and his complaints of poverty become more frequent[39. In 1520 Gil Vicente the
goldsmith is entrusted by King Manuel with the preparations for the royal entry into Lisbon, an
auto figuring in the programme. If there was nothing new in a goldsmith writing verses the
drama of Vicente was an innovation and Jodo de Barros would quite naturally refer (as André de
Resende before him) to the poet-goldsmith as Gil Vicente comico. On the other hand there is an
almost brutal egoism in the silence concerning his unfortunate uncle (or cousin) maintained by
Gil Vicente, who refers to himself as poet more than once, with evident pride in his autos.
Recently General Brito Rebello (1830-1920), whose researches helped to give shape and
substance to Gil Vicente's life, discovered a document of 1535 in which the poet's signature

differs notably from that of the goldsmith in 1515401, It is, however, possible to maintain that the
former signature is not that of Gil Vicente at all and that the words of the document per seu filho
Belchior Vicente mean that Belchior signed in his father's name; or, alternatively, we can only say
that Gil Vicente's handwriting had changed, a change especially frequent in artists. To those who
examine all the evidence impartially there can remain very little doubt that Gil Vicente was first
known at Court for his skill as goldsmith, and that he began writing verses and plays at the
suggestion of his patroness, Queen Lianor.

On March 3, 1506, Vicente momentarily resumed his literary character and composed for Queen
Lianor a long lay sermon, spoken before the King on the occasion of the birth of the Infante Luis
(1506-55), who was himself a poet and the friend and patron of men of letters. The envious feared
that Vicente was playing too many parts and contended that this was no time for a sermon by a
layman, but Vicente excused himself with the saying, commonly attributed to Garci Sanchez de
Badajoz, that if they would permit him to play the fool this once he would leave it to them for the
rest of their lives, and launched into the exposition of his text: Non volo, volo et deficior. His next
play Quem tem farelos? is assigned by Senhor Braamcamp Freire to December 1508 or January

1509[%1], The reference to the embate in Africa in all probability alludes to the siege of Arzila in
1508. King Manuel had made preparations to set sail for an African campaign in 1501 and 1503,
but the word embate implies something more definite. The later date (it was formerly assigned to
1505) is more suitable to the finished art of this first farce and to the fact that its success—so
great that the people gave it the name by which it is still known, i.e. the first three words of the
play—would be likely to cause its author to produce another farce without delay. Its successor,
the Auto da India, acted before Queen Lianor at Almada in 1509, has not the same unity and its
action begins in 1506 and ends in 1509. It displays a broader outlook and the influence of the
discovery of India on the home-life of Portugal. In 1509 the fleet sailed from Lisbon under
Marshal Coutinho on March 12 and Maio (III. 28) might be a misprint for Marco; the partida
alluded to, however, is that of Tristao da Cunha and Afonso de Albuquerque in 1506. It is just
possible that Quem tem farelos? was begun in 1505 (the date of its rubric) and the Auto da India
in 1506. Early in this year 1509 (Feb. 15) Vicente received the appointment of Vedor and at
Christmas of the following year he produced a play at Almeirim, a favourite residence of King

Manuel, who spent a part of most winters there in the pleasures of the chasel*2l. This Auto da Fé
is but a simple conversation between Faith and two peasants, who marvel at the richness of the

Royal Chapel. In 1511, perhaps at Carnival*3], the Auto das Fadas further shows the expansion,
perhaps we may say the warping, of his natural genius, for although we may rejoice in the
presentation of the witch Genebra Pereira, the play soon turns aside to satirical allusions to
courtiers, while the Devil gabbles in picardese. Peasants' beirdo with a few scraps of biblical
Latin had hitherto been Vicente's only theatrical resource as regards language. The Farsa dos

Fisicos is now!%4! assigned to 1512, early in the year. It is leap year (IIl. 317) and Senhor
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Braamcamp Freire sees in the lines (III. 323):

Voyme a la huerta de amores
Y traeré una ensalada

Por Gil Vicente guisada

Y diz que otra de mas flores
Para Pascoa tien sembrada

a reference to O Velho da Horta, acted before King Manuel in 1512. In August of the following
year James, Duke of Braganza, set sail from Lisbon with a fleet of 450 ships to conquer Azamor:

Foi hiia das cousas mais para notar

Que vimos nem vio a gente passada[45].

Gil Vicente was in the most successful period of his life. In December 1512 he was chosen by the
Guild of Goldsmiths to be one of the twenty-four Lisbon guild representatives and some months
later he was selected by the twenty-four to be one of their four proctors, with a seat in the Lisbon
Town Council. On February 4, 1513, he had become Master of the Lisbon Mint. For the departure
of the fleet against Azamor he comes forward as the poet laureate of the nation and vehemently
inveighs against sloth and luxury while he sings a hymn to the glories of Portugal. The play
alludes to the gifts sent to the Pope in the following year and this probably led to the date of the
rubric (1514), but it also refers to the royal marriages of 1521, 1525 and 1530, and we may thus
assume that it was written in 1513 and touched up for a later production or for the collection of
Vicente's plays. Perhaps at Christmas of this year was acted before Queen Lianor in the Convent
of Enxobregas at Lisbon the Auto da Sibila Cassandra, hitherto placed ten years earlier. Senhor

Braamcamp Freire points out that the Convent was only founded in 150946l A scarcely less
cogent argument for the later date is the finish of the verse and the exquisiteness of the lyrics,

although the action is simple and the reminiscences of Enzina are many!4’] (a fact which does not
necessarily imply an early date: Enzina's echo verses are imitated in the Comedia de Rubena,
1521). We may note that the story of Troy is running in Vicente's head as in the Exhortacado of
1513 (he had probably just read the Cronica Troyana). The last lyric, A la guerra, caballeros, is
out of keeping with the rest of the play, but fighting in Africa was so frequent that it cannot help
to determine the play's date. It is in this period (1512-14) that it is customary to place the death
of Vicente's first wife Branca Bezerra, leaving him two sons, Gaspar and Belchior. She was buried
at Evora with the epitaph:

Aqui jaz a mui prudente
Senhora Branca Becerra
Mulher de Gil Vicente
Feita terra.

This gives the Comedia do Viuvo, acted in 1514, a personal note, which is emphasized by the
names of the widower's daughters, Paula, the name of Gil Vicente's eldest daughter, and Melicia,
the name of his second wife. In the following year private grief was merged in the growing
renown of Portugal in the Auto da Fama, which the rubric attributes to 1510, although it alludes
to the siege of Goa (1510), the capture of Malaca (1511), the victorious expedition against
Azamor (1513), and the attack on Aden (1513). It was acted first before Queen Lianor and then
before King Manuel at Lisbon, and we may surmise that it was written or begun when the first
news of Albuquerque's successes reached Lisbon and recast in 1515. The year 1516 has also
been suggested, but the death of King Ferdinand the Catholic in January of that year and the
death of Albuquerque in December 1515 render this date unsuitable. Even if the play was acted
at Christmas 1515, there is the ironical circumstance that, at the moment when the Court was
ringing with praises of the Portuguese deeds in India, the great Governor was lying dead at Goa.
The date of the Auto dos Quatro Tempos is equally problematic. It was acted before King Manuel
at the command of Queen Lianor in the S. Miguel Chapel of the Alcagova palace on a Christmas

morning. The name of the palace indicates the year 1505 or an earlier datel*8], and it has been
assigned to the year 1503 or 1504; but the superior development of the play's structure and even
of its thought (e.g. I. 78), its resemblance to the Triunfo do Inverno (1529), the introduction of a
French song, of the gods of Greece and of a psalm similar to that in the Auto da Mofina Mendes

(1534)!%91 and the perfection of the metre all indicate a fairly late date, while imitations of
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Enzinal®0! are not conclusive. On the whole the intrinsic evidence counterbalances the statement
of the rubric as to the Alcacova palace and we may boldly assign this delightful piece to

Christmas 1516511, while admitting that in a rougher form it may have been presented to Queen

Lianor(®2] at a much earlier date.

The approximate date of the next play, the Auto da Barca do Inferno, is certain. This first part of
Vicente's remarkable trilogy of Barcas was acted 'in the Queen's chamber for the consolation of
the very catholic and holy Queen Dona Maria in the illness of which she died in 1517.' If we
manipulate the commas so as to make the date refer to the play as well as to the Queen's death,
the remedy proved fatal, for she died on March 7, but it is possible that it was acted earlier,
towards the end of 1516. The subject was a gloomy one but its treatment was intended to raise
many a laugh and it ends with the famous brief invocation of the Angel to the knights who had
died fighting in Africa. On August 6, 1517, Vicente resigned the post of Master of the Mint in
favour of Diogo Rodriguez and probably about this time he married his second wife, Melicia
Rodriguez. The second and third parts of the Barcas trilogy were given in 1518 and 1519, but
between the first and third parts Senhor Braamcamp Freire now places the Auto da Alma, and his

scholarly suggestion[®3! is amply borne out by the maturity and perfection of this beautiful

playl®4] and by the likelihood that Vicente when he wrote it was acquainted with Lucas
Fernadndez' Auto de la Pasion (1514). The Auto da Barca do Purgatorio was acted before Queen
Lianor on Christmas morning, 1518, at the Hospital de Todolos Santos (Lisbon). King Manuel had
been at Lisbon in July of this year, going thence to Sintra, Collares, Torres Vedras and Almeirim,
whence at the end of November he proceeded to Crato to welcome his new Queen, Dona Lianor.
They returned together to Almeirim and the next months were spent there 'in great bullfights,
jousts, balls and other entertainments till the beginning of Spring [May] when the King went to

Evoral®°l' The Auto da Barca da Gloria was played before his Majesty in Holy Week, 1519, and
the fact that it is in Spanish and treats not of 'low figures,' but of nobles and prelates, reveals the
taste of the Court and the wish to please the young Queen. In the following year (Nov. 29, 1520)
Vicente was sent from Evora to Lisbon to prepare for the entry of the King and Queen into their
capital (January 1521). He seems to have worked hard in arranging and directing the festivities,
and in the same year (1521) he staged both the Comedia de Rubena and the Cortes de jJupiter.
The latter is the only Vicente play of which we have a contemporary description. It was acted on
the departure of the King's daughter, Beatriz, at the age of sixteen to espouse the Duke of Savoy.
Her dowry, including precious stones, pearls and necklaces, was magnificent, and after brilliant
rejoicings at Lisbon she embarked on a ship of a thousand tons in a fleet commanded by the
Conde de Villa Nova. She was accompanied by the Archbishop of Lisbon and many nobles. On the
evening of August 4, in the Ribeira palace 'in a large hall all adorned with rich tapestry of gold,
well carpeted, with canopy, chairs and cushions of rich brocade, began a great ball in which the
King our lord danced with the lady Infanta Duchess his daughter and the Queen our lady with the
Infanta D. Isabel, and the Prince our lord and the Infante D. Luis with ladies they chose; and so
all the courtiers danced who were going to Savoy and many other gentlemen and courtiers for a
long space. And the dancing over, began an excellent and well devised comedy with many most
natural and well adorned figures, written and acted for the marriage and departure of the

Infanta; and with this very skilful and suitable play the evening ended[>61.!

Twenty weeks after these splendid scenes and the alegrias d'aquelas naves tam belast®”] the King
was dead. He died (13 Dec. 1521) in the full tide of apparent prosperity. As he watched the slow

funeral procession passing in the night from the palace to Belem amid 600 burning torches!®8! Gil
Vicente must have thought of his own altered position. King Manuel had treated his sister's

goldsmith generously®®] and had personally attended the acting of many of his plays. The
diversion of elephant and rhinoceros had been only a momentary backsliding, and he had sat
through the whole of the Barca da Gloria, in which a King and an Emperor fared so lamentably at
the hands of the modern Silenus. But he does not appear to have done anything to secure the
poet's well-being. King Manuel's sister, Vicente's faithful patroness, was, however, still alive, and
he had much to hope from the new king who had grown up along with the Vicentian drama.
Vicente's first literary production had celebrated his birth, at the age of nine the prince had been
given a special verse in the Auto das Fadas (III. 111), at the age of twelve he had actually
intervened in the acting of the Comedia do Viuvo (II. 99), although his part was confined to a
single sentence. Finally, in the very year of his accession, he had been represented as a second
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Alexander in the Cortes de Jupiter, and the Comedia de Rubena had been acted especially for

him[60], But King Jodo III had not the careless temperament or graceful magnificence of his
father, and while he evidently trusted Vicente and showed him constant goodwill—we have the
proof in the pensions received by Vicente during this reign—the favourite of one king rarely finds
the same atmosphere in the entourage of his successor, however friendly the king himself. Thus
while Joao III brooded over affairs of Church and State the detractores had more opportunity to
attack the Court dramatist. On December 19 the new king was proclaimed at Lisbon and Vicente,
placed too far away to hear what was said at the ceremony, invented verses which he placed on
the lips of the various courtiers as they kissed hands (III. 358-64). It was not only the king but the
times that had changed, and King Manuel died not a moment too soon if he wished not to see the
reverse side of the brightly coloured tapestry of his reign. Vicente ends his verses with the
significant words:

Diria o povo em geral:
Bonanca nos seja dada,
Que a tormenta passada
Foi tanta e tam desigual.

In the following year he wrote a burlesque lamentation and testament, entitled Pranto de Maria
Parda, 'because she saw so few branches in the streets of Lisbon and wine so dear, and she could

not live without it!®1].' In the late summer of 1523 in the celebrated convent of Thomar he
presented one of his most famous farces before the King: Farsa de Ines Pereira. The critics were
already gaining ground and 'certain men of good learning’' doubted whether he was the author of
his plays or stole them from others, a doubt suggested perhaps by the somewhat close
resemblance of the Barca da Gloria to the Spanish Danza de la Muerte.

Vicente vindicated his originality by taking as his theme the proverb 'Better an ass that carries
me than a horse that throws me,' and developing it into this elaborate comedy. At Christmas of
the same year at Evora, in the introductory speech of the Auto Pastoril Portugues, placed in the
mouth of a beirdo peasant, the audience is informed that poor Gil who writes plays for the King is
without a farthing and cannot be expected to produce them as splendidly as when he had the
means (I. 129). He was probably disappointed that the 6 milreis which he had received that year
(May 1523) was not a regular pension. His complaint fell on listening ears and in 1524 (the year
of Camoes' birth) he was granted two pensions, of 12 and of 8 milreis, while in January 1525 he
received a yet further pension of three bushels of wheat. Thus, although his possession of an
estate near Torres Vedras, not far from Lisbon, has been proved to be a myth and we know that
the entire fortune of his widow consisted in 1566 of ten milreis and that of his son Luis of

thirtyl®2], and while we must remember his expenses in travelling and in the production of his
plays, his financial position compares very favourably with that of Luis de Camodes half a century
later.

The Fragoa de Amor, wrongly assigned to 1525, belongs to the year 1524, the occasion being the

betrothal of King Jodo III to Catharina, sister of the Emperor Charles V{63, The year 1525 is the
most discussed date in the Vicentian chronology. Two plays are doubtfully assigned to it and we
may perhaps add a third, the Auto da Festa, as well as the trovas addressed to the Conde de

Vimioso. Senhor Braamcamp Freirel®4! plausibly places in this year the Farsa das Ciganas,
although the date of the rubric is 1521, the year perhaps in which the idea of this slight piece
took shape in the poet's brain. There is a more definite reason for assigning Dom Duardos to this
year. It is a play based on the romance of chivalry commonly known as Primaleon, of which a new

edition appeared at Seville in October 1524651 and we know from Gil Vicente's dedication that
Queen Lianor (+ 17 Dec. 1525) was still alivel®6]. Yet we are still in the region of hypothesis, for
the adventures of Dom Duardos were in print since 1512 (Salamanca)/®7], and we may perhaps
doubt whether this 'delicious idyll®8],' the longest of Vicente's works, was ready a year after the

publication of the Seville edition, although as Senhor Braamcamp Freire points outl®9] the
betrothal of the Emperor Charles V to the King's sister was a suitable occasion for the production

of the play!”%l. The only play assigned with some certainty to 1525 is that in which the husband of
Ines Pereira reappears as a rustic judge a /la Sancho Panza: O juiz da Beira, acted before the King
at Almeirim.
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It was a year of famine and plague at Lisbon. The fact that the verses addressed by Vicente to the
Conde de Vimioso inform us that Vicente's household was down with the plague and his own life
in danger (III. 38) bind these verses to no particular date, the plague being then all too common a
visitation. Indeed General Brito Rebello and Senhor Braamcamp Freire both attribute this poem
to 1518. His complaints of poverty would thus have begun immediately after his resignation of
the lucrative post of Master of the Mint and before he had received his pensions. 'He who does
not beg receives nothing,' he says, and later on in the same poem 'If hard work and merit spelt
success I would have enough to live on and give and leave in my will' (III. 382-3). The general

tone of these verses is more in accordance with that of his later plays(’!], and the occasion was
more probably that in which he composed the Templo de Apolo, written when he was enfermo de

grandes febres (II. 371), and acted in January 1526[72]. In his verses he tells the Conde de
Vimioso that 'I have now in hand a fine farce. I call it A Caca dos Segredos. It will make you very
gay.' 'l call it'; but the name given by the author was more than once ousted by a popular title.
This implied popularity of Gil Vicente's plays, acted before the Court and not published in a
collected edition till a quarter of a century after his death, might seem unaccountable were it not
for the fact that some of his pieces, printed separately, were eagerly read, and that the people
might be present in fairly large numbers when his plays were represented in church or convent.
We know too that plays were acted in private houses. The publication of Antonio Ribeiro Chiado's
Auto da Natural Invencam (c. 1550) by the Conde de Sabugosa throws much light on this subject.
This auto, acted a few years after Vicente's death, contains the description of the presentation of
a play in a private house at Lisbon. The play was to begin at 10 or 11 p.m., the actors having to
play first at two other private houses. So great is the interest that not only is the house crowded
and its door besieged but the throng in the street outside is so thick that the players have much
difficulty in forcing their way through it. The owner of the house had given 10 cruzados for the

play!73]. Vicente's Auto da Festa was similarly acted in a private house. The most interesting of
all the facts recorded by Chiado is the eagerness of the people. Uninvited persons from the crowd
outside kept pressing in at the door. Thus we can easily understand how the people could give
their own name to a play, fastening on words or incident that especially struck them. The Farce

of the Poor Squire became Quem tem farelos?74], the author's name for the Auto da Mofina
Mendes was Os Mysterios da Virgem (1. 103), the Clerigo da Beira was also known as the Auto de

Pedreanest’?l. Therefore when we come upon a new title of a Vicente play unknown to us we
need not conclude that it is a new play.

Of the seven Vicente plays[’®] placed on the Portuguese Index of 1551 four are known to us. The
Auto da Vida do Pago may be identified with some probability with the Romagem de

Aggravadost’”). If we may not identify the Jubileu de Amores with the Auto da Feira its
disappearance must be accounted for by the wrath of the Church of Rome, which fell upon it

when produced at Brussels in 1531[78]. The remaining play O Auto da Aderencia do Pago can
scarcely be identified with the Auto da Festa on the ground that the vildo says (1906 ed., p. 123):

Quem quiser ter que comer
Trabalhe por aderencia:

Havera quanto quiser.
Vosoutros que andais no paco....

especially as there was scarcely anything for the Censorship to condemn: merely the mention of
the Priol's two sons (p. 111) and the ease with which the old woman obtains a Bull from the
Nuncio (pp. 120, 124). There is far more reason, 'in my simple conjectures,' for believing that A
Caca dos Segredos altered its name before or after it was produced and became A farsa chamada
Auto da Lusitania. In the burlesque passage concerning Gil Vicente in this play (III. 275-6) we
learn that he was instructed for seven years and a day in the Sibyl's cave and informed by the
Sibyl of the secrets which she knew about the past:

E ali foi ensinado

Sete anos e mais um dia
E da Sibila informado
Dos segredos que sabia
Do antigo tempo passado.
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If the Trovas ao Conde de Vimioso were written in 1525, the seven years during which Vicente
hunted for secrets bring us to 1532, the date of the Auto da Lusitania. The necessary allusions to

the birth of the Prince were inserted, but the play had been ready long beforel7°1.

The Auto da Festa was probably acted in a private house at Evora. It contains scarcely an
indication as to its datel8%], but it has passages similar to others in the Farsa de Ines Pereira

(1523), the Fragoa de Amort8!] (1524) and the Farsa das Ciganas (1525?)[82]. That the play was
prior to the Templo de Apolo seems evident, and the author would be unlikely to copy from what
he calls an obra doliente (II. 373) with Portuguese passages introduced to prop up a play
originally written wholly in Spanish (ibid.). Nor need the anti-Spanish passages tell against the
year of the betrothal of Charles V and the Infanta Isabel, for they are placed in the mouth of a
vilao and the play was performed in private. In the Templo de Apolo the anti-Spanish atmosphere
has not quite vanished, but the vildo contents himself with saying that Deos ndo é castelhano, and
even so Apollo feels bound to present his excuses:

Villano ser descortés
No es mucho de espantar.

Quem ndo parece esquece, says Vicente in his trovas to Vimioso. Les absents ont tort. After a
quarter of a century he could no longer describe his autos as a new thing and he was now
confronted by the formidable novelty of the hendecasyllabic metre introduced by S4 de Miranda

from Italy. He felt that he had his back against the walll83]. He made a prodigious effort to vary
the themes of his plays and to produce them with increasing frequency. The year 1527 is his
annus mirabilis. The Sumario da Historia de Deos and the Dialogo sobre a Ressurreicam are

assigned, if not to this year, to the period 1526-8[841. The Nao de Amores celebrated the entry of

Queen Catharina into Lisbon in 1527, and before the autumn(8°] three plays, the Divisa da Cidade
de Coimbra, the Farsa dos Almocreves and the Tragicomedia da Serra da Estrella, had been
presented before the Court at the charming old town of Coimbra which ten years later
definitively became the University town of Portugal. His great efforts were not unrewarded, for in
the following year he received a yet further pension of 12 milreis. On his way back from Coimbra
to Santarem he fell among some Spanish carriers who took advantage of the new Queen's favour
to fleece the poet, and he wrote some verses of comic complaint to the King (II. 383-4). The
rubric assigns to the same year the famous Auto da Feira (Lisbon: Christmas 1527) but Snr

Braamcamp Freirel86] points out that King Jodo did not spend Christmas of this year at Lisbon
and assigns it to 1528, the year in which the celebrated Dialogues of Alfonso and Juan de Valdés
saw the light. In April 1529 the Triunfo do Inverno celebrated the birth of the Infanta Isabel. The
author introduced the play in a long lament in verse over the forgotten jollity of earlier times and
then, to show that his own hand had lost none of its cunning, he gave his audience a feast of
lyrical passages in the Triumphs of Winter and Spring.

In 1527 Vicente seems clearly to have aimed his allusions to the sons of priests at Francisco de
S4 de Miranda, whose father was a priest and who was born at Coimbra. And now in O Clerigo da

Beiral87] we have a priest addressing his son Francisco and telling him that a priest's son will
never come to any good. On his part the grave S4 de Miranda had protested against the
introduction of scenes from the Bible into the farsas: the allusion to Vicente was clear although
his treatment of such scenes was usually reverent. Vicente still had the ear of the Court and Sa
de Miranda could only lament that the new style had at first so little vogue in Portugal. That the
King, when he had leisure, consulted Vicente on weightier matters than the production of Court

plays is proved by a passagel8®] in the letter addressed to him by the poet from Santarem. A
terrible earthquake shock on Jan. 26, 1531, followed by other severe shocks, kept the people in a
panic for fifty days. Terruerant satis haec pavidam praesagia plebem, and to make matters worse
the monks of Santarem, with an eye on the new Christians, spoke of the wrath of God and
announced another earthquake as calmly as if they were giving out the hour of evensong.

Vicente, who in his letter to the ng[gg] says, like Newman's Gerontius, 'l am near to death,’
assembled the monks and preached them an eloquent sermon. The prestige of the Court poet
restrained their zeal and probably avoided another massacre such as he had seen at Lisbon a
quarter of a century before. It was in December of this year that the jubileu de Amores was acted
in the house of the Portuguese Ambassador at Brussels, to the horror of Cardinal Aleandro, who
almost persuaded himself that he was witnessing the sack of Rome four years earlier. It was
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perhaps before this that King Joao commanded Vicente to publish his works, but he could not be
greatly perturbed that a play by Vicente had given offence to the Holy See, with which he was
himself often in unpleasant relations at this time. At all events Vicente continued to produce his
plays. In 1532 the birth of the long desired heir to the throne was celebrated at Lisbon, and
Vicente presented the Auto da Lusitania, while two long plays, the Romagem de Aggravados and
Amadis de Gaula, belong to the following year. The former was acted at Evora in honour of the
birth of the Infante Felipe (May 1533). Amadis de Gaula perhaps shows some signs of weariness,
and if he played the part of Amadis he would apply to himself the lines

Que ya veis que soy pasado
A la vida de los muertos (II. 282).

The Auto da Cananea was written at the request of the Abbess of Oudivellas and acted at that
convent near Lisbon in 1534. It contains perhaps a reference to the earthquake of 1531 (I. 373).
The Auto da Mofina Mendes may have been written some years before it was acted in the
presence of the King at Evora on Christmas morning 1534: it alludes to the capture of Francis I
at Pavia (1525) and to the sack of Rome (1527). Vicente had returned to Evora at least as early as
August 1535, and in 1536 he produced there before the King his last play, the Floresta de
Enganos, which may well have been a collection of farcical scenes written at various periods of

his career!99]. We know that he was dead on April 16, 1540. He did not follow the Court to Lisbon
in August 1537 and his death may be assigned with some plausibility to the end of 1536 at

Evoral®ll. The children of his second marriage were almost certainly with him, Paula and Luis,
who edited his works in 1562 and were now still in their teens, and the even younger Valeria.
Paula seems to have inherited her father's versatility and his musical, dramatic and literary
tastes. Tradition connects her closely with him and would even assign her a part in the
composition of his plays. Another and a more reliable tradition says that he was buried in the
Church of S. Francisco at Evora. His life had been full and strenuous and we leave him in this

quiet little town depois da vida cansada descansandol92!.

II. CHARACTER AND IDEAS

If we were limited to the information about Gil Vicente furnished by his contemporaries, we
should but know that he had introduced into Portugal representacdes of eloquent style and novel

invention imitating Enzina's eclogues with great skill and wit!3!, and that the mordant comic
poet Gil Vicente, who hid a serious aim beneath his gaiety and was skilled in veiling his satire in
light-hearted jests, might have excelled Menander, Plautus and Terence if he had written in Latin

instead of in the vulgar tonguel94l. That is, we should have known nothing that we could not learn
from his plays and it is to his plays that we must go if we would be more closely acquainted with
his character and his attitude towards the problems of his day. King Manuel, says Damiao de
Goes, always kept at his Court Spanish buffoons as a corrective of the manners and habits of the

courtiers(??]. The King may have had something of the sort in his mind in encouraging Gil
Vicente, and probably he especially favoured his allusions to the courtiers; but we cannot for a
moment consider that Vicente, friend and adviser of King Jodo III, the grave town-councillor
whose influence could check the fanaticism of the monks at Santarem—can we imagine them
bowing before a mere mountebank, a strolling player?—was looked upon simply as a Court jester.
The impression left by his plays is, rather, that of the worthy thoughtful face of Velazquez as
painted in his Las Meninas picture, a figure closely familiar with the Court yet still somewhat
aloof, apartado. like Gil Terron. Vicente regards himself as a rustico peregrino (III. 390), an
Ignorante sabedor (1. 373) as opposed to the ignorant-malicious or ignorant-presumptuous of the
Court. But Vicente was no ascetic, his was a genial, generous nature, he liked to have enough to
spend and give and leave in his will. Kindly and chivalrous, he was a champion of the down-
trodden but had first-hand knowledge of the malice and intrigues of the peasants and of the poor
in the towns. Above all he was thoroughly Portuguese. He might place his scene in Crete but in
that very scene he would refer to things so Portuguese as the janeiras and lampas de S. jodo.
Portugal is

Pequeno e muy grandioso,
Pouca gente e muito feito,
Forte e mui victorioso,
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Mui ousado e furioso
Em tudo o que toma a peito,

and he appears to have shared the popular prejudice against Spain. Did he also share the
people's hostility towards the priests and the Jews? It cannot be said that the priests presented in
his plays are patterns of morality. As to the Jews he knows of their corrupt practices and

describes them in a late play as a mais falsa ralél9%]. It was during the last ten years of Vicente's
life that the question of the new Christians came especially to the front (from 1525). In earlier
plays Vicente seems more sympathetic towards them and the pleasant sketch of the Jewish family

in Lisbon is as late as 1532[97]. In 1506, the very year of the massacre of Jews at Lisbon, he had
gone to the root of the question when he declared in his lay sermon that:

Es por demas pedir al judio
Que sea cristiano en el corazoén ...
Que es por demas al que es mal cristiano

Doctrina de Cristo por fuerza ni ruegol981.

And twenty-five years later he said to the monks at Santarem: 'If there are some here who are

still strangers to our faith it is perhaps for the greater glory of God[%9].' That is to say: if you force
the Jews to become Christians you will only make them hypocrites; far better to treat them
frankly as Jews and not expect figs from thistles. That Vicente himself was a devout Christian and
Catholic and a deeply religious man such plays as the Auto da Alma, the Barcas, the Sumario, the
Auto da Cananea are sufficient proof. He had much of the Erasmian spirit but nothing in common
with the Reformation. His irreverence is wholly external, it was abuses not doctrine that he
attacked, the ministers of the Church and not the Church itself. He may have been in the secret
of King Joao's somewhat stormy negotiations with the Holy See and he took the national and
regalist view: in the Auto da Feira Mercury addresses Rome as follows:

Nam culpes aos reis da terra,
Que tudo te vem de cima (I. 166).

He wished to reform the Church from within. All are perversely asleep, a sleep of death!100],
Many prayers do not suffice without al/mas limpas e purasi'0ll. Men must be judged by their

works![192] In the Auto da Fé (1510) we have a simple declaration of faith:

Fé he amar a Deos s por elle
Quanto se pode amar,

Por ser elle singular,

Nam por interesse delle;

E se mais quereis saber,

Crer na Madre Igreja Santa
E cantar o que ella canta

E querer o que ella quer!103],

But four years earlier and ten before Luther's formal protest against the papal indulgences we
find Vicente in his lay sermon referring to the question 'whether the Pope may grant so many
pardons' and laughing at the hair-splitting of preachers: was the fruit that Eve ate an apple, a
pear or a melon!1%4]? His own religion certainly had a mystical and pantheistic tendency!192]. It
was as deep as was his love of Nature. He would have the hearts of men dance with jocund
Mayl1061;

Hei de cantar e folgar
E bailar c'os coragoes,

and he had an eye for the humblest flower that blows—chicory and camomile, hedge flowerets,
honeysuckle and wild roses:

Almeirones y magarzas,
Florecitas por las zarzas,
Madresilvas y rosillas (I. 95. Cf. II. 29).
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And he sympathized closely with what was nearest to Nature: peasants and children. Of the
people of the towns he was probably less enamoured and he speaks of a desvairada opinido do

vulgo and of the folly of pandering to it!'07]. At Court he certainly had many friends. A friendly
rivalry in art and letters bound him to Garcia de Resende for probably over forty years and he
was no doubt on excellent terms with the dadivoso Conde de Penella (II. 511), the muito jucundo
Conde de Tentugal (III. 360) and the Conde de Vimioso. High rank was no certain shelter from
the shafts of Vicente's wit, but when it was a case of princes he was more careful:

Agora cumpre atentar
Como poemos as maos,

as he ingenuously remarks!!198], King Jodo II had seen to it that no class or individual should
dispute the power of the throne, and now the King reigned supreme. Kings, says Vicente, are the

image of God!199], That was in 1533, when it might seem to him that the authority of the throne
was more than ever necessary to cope with the confusion of the times. The King's power stood for
the nation, that of a noble might mean mere private ambition or power in the hands of one
unworthy, and Gil Vicente asks nobly:

Quem ndo é senhor de si
Porqué o sera de ninguem?
(Who himself cannot control
Why should he o'er others rule?)

He had witnessed many changes, and looking back as an old man his memory might well be

overwhelmed by a period so crowded!!1%]. He had seen the provinces and capital of Portugal
transformed by the overseas discoveries. We may be sure that he had watched with more interest
than the ordinary lisboeta the extension of the Portuguese empire and the deeds of the
unfortunate Dom Francisco de Almeida ('Tomou Quiloa e Mombaca, Parece cousa de graca Ver
de que morte acabou') and the redoubtable Afonso de Albuquerque, who snatched victories from
defeat in the teeth of all manner of obstruction and indifference and placed Portugal's glory on a
pinnacle scarcely dreamed of even in the intoxicating moment of Gama's first return to Belem in
1499:

Outro mundo encuberto
Vimos entdo descubrir
Que se tinha por incerto:
Pasma homem de ouvir.

Meanwhile Vicente never lost sight of the fact that the nation's strength lay not in rich imports,
however fabulous and envied, but in the good use of its own soil and capacities and in the vigour,
energy and discipline of its inhabitants, and a note of warning sounded again and again in his
plays as he saw the old simplicity sink and disappear before wave on wave of luxury, ambition
and hollow display. He had felt the good old times, content with rustic dance and song, vanishing
since 1510:

De vinte annos a ca

Néo ha hi gaita nem gaiteirol1111,

Now no one is content: ninguem se contenta da maneira que sohialll?l. Tudo bem se vai ao

fundol13], He especially deplored the new confusion between the classes!!!4l. Shepherd, page
and priest all wish to serve the King, that is, to become an official and to idle for a fixed wage
while the land remained unploughed. The peasants do not know what they want and murmuram

sem entender’!1%]. There is slackness everywhere (todos somos negligentes)!116]. Portugal was
suffering from a crisis similar to that of four centuries later and men were inclined to leave their
professions in order to theorize or in the hope of growing rich by a short cut or by chance instead
of by hard, steady work; and the result was a period of upheaval and disquiet. Vicente suffered
like the rest. He had embodied in his plays the simple pastimes of the Portuguese people, their
delight in the processions, services and dramatic displays of the Church, in the mimicry of the
early arremedillos, in the rich fancy-dress momos which were an essential element at great
festivities. But his drama was not classical, often it was not drama. Technically he is less
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dramatic than Lucas Fernandez or Torres Naharro. He defied every rule of Aristotle and mingled
together the grave and gay, coarse and courtly in a way faithful to life rather than to any
accepted theories of the stage. While he continued to produce these natural and delightful plays
all kinds of new conditions arose. It was the irony of circumstance that when the old Portuguese
poetry held the field the taste of the Court for personal satire and magnificent show could
scarcely appreciate at its true value the lyrical gift of Vicente; and later, after King Manuel's
death, Vicente found himself confronted by a new school in which classicism carried the day, the
long Italian metres superseded the merry native redondilha of eight syllables, and the latinisers
began to transform the language and shuddered like femmes savantes at Vicente's barbarisms
and uncouth voquibles. His attitude towards his critics was one of humility and good humour. It is
at least good to know that Vicente with his redondilhas continued to triumph personally in his old
age and it was only the hand of death that drove him from the scene. Nor did he cease to point

out abuses: the increase of a falsa mentira, the corruption of justicel!17], the greed for money!118!

and the growth of luxury!!1®l. He pillories the ignorance of pilots!’20! by which so many ships
were lost now and later, and he seems to doubt the wisdom of keeping women shut up like nuns

both beforell21] and after!!?2] marriage. If in many respects Vicente belonged to the Middle
Ages, in his curiosity and many-sidedness he was a true child of the Renaissance. He dabbled in
astrology and witchcraft, loved music (he wrote tunes for some of his lyrics), poetry, reading,
acting and the goldsmith's art, and maintained his zest in old age: Mofina Mendes was probably
written when he was over sixty. Attempts to represent him as a Lutheran reformer, a deep
philosopher or an authority in questions philological fall to the ground. He was a jovial poet and a
keen observer who loved his country, and when he saw its inhabitants all at sixes and sevens he
would willingly have brought them back to what he called a boa diligencia.

ITI. TYPES SKETCHED IN HIS PLAYS

In Vicente's notes and sketches of the Portugal of his day we may see the master hand of the
goldsmith accustomed to set jewels. His miniatures are so distinct and the types described are so
various that had we no other record of the first third of the sixteenth century in Portugal we
might form a very fair and singularly vivid estimate from his plays. With a comic poet we have, of
course, to be on our guard. When Vicente introduces the Javrador who steals his neighbour's
land, is he drawing from life or from Berceo's mal labrador or from the Danza de la Muerte
(fasiendo furto en la tierra agena) or from the Bible: 'Cursed be he that removeth his neighbour's
landmark'? When he presents the poverty-stricken nobleman, the dissipated priest, rustics from
Beira, or negro slaves, for how much does the conventional satire of the day stand in these
portraits and how much is drawn from Nature? Are they merely literary types? It is obvious that
these themes were a great resource for the satirists of that time but their value to the satirist lay
in their truth. The sad existence of the poor gentleman and the splendour maintained by
penniless nobles are all too well attested. As to the priests, when we find King Manuel joining
with King Ferdinand of Spain in a protest to the Pope to the effect that the whole of Christendom

was scandalized by the dissolute life of the clergy and by the traffic in Bulls!!23], and grave

ecclesiastics in Spain and friends of grave ecclesiastics, like Franco Sacchettil!?4! earlier in Italy,
using language even more violent than that of Vicente, we need not doubt the truth of his
sketches. He was perhaps more vivid than the other critics and his satire penetrated deeply for
the very reason that he was a realist. There was no doubt some professional exaggeration in the
language of his beirdo rustics, but his sympathy with the peasants and his wide knowledge of the

province of Beira prove that his object was not merely mockery: zombar da gente da Beiral2>l.

Many of his types are foreshadowed in the Cancioneiro Geral, and especially in the Arrenegos of
Gregorio Afonso, of the household of the Bishop of Evora: the 'priest who lives like a layman,' 'the
gentleman who has not enough to eat,' 'the man of great estate and small income,' the preciosos,
the borrachas, the fantasticos, the alcouviteira, 'the peasants placed in a position of importance.'
In developing these figures Vicente was always careful to keep close to Nature. Each speaks in
his own language, 'the negro as a negro, the old man as an old man.' This is carried to such a
length that the Spanish Queen in the lament on the death of King Manuel is made to speak her

few lines in Spanish, the rest of the poem being in Portuguesel!261.

Vicente is not an easy writer because his styles are so many and his allusions so local. But we
must be infinitely grateful to him for the way in which he portrays a type in a few lines and for
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the fact that although they are types they are evidently taken from individuals whom he had
observed and who continue to live for us in his pages. His gallery of priests is for all time. Frei
Paco comes, with his velvet cap and gilt sword, 'mincing like a very sweet courtier'; Frei Narciso
starves and studies, tinging his complexion to an artificial yellow in the hope that his hypocritical
asceticism may win him a bishopric; the worldly courtier monk fences and sings and woos; the
Lisbon priest, like his confessor one of Love's train, fares well on rabbits and sausages and good
red wine, even as the portly pleasure-loving Lisbon canons; the country priest resembles a kite
pouncing on chickens; the ambitious chaplain accepts the most menial tasks, compared with
whom the sporting priest of Beira is at least pleasantly independent; and there are the luxurious
hermit, the dissipated village priest who never prayed the hours, the inconstant monk who had
been carrier and carpenter and now wishes to be unfrocked in order to join more freely in dance
and pilgrimage, the mad friar Frei Martinho persecuted by dogs and Lisbon gamins, the
ambitious preacher who glosses over men's sins. If the priests fared well in this life the satirists
were determined that they should not be equally fortunate after their death. Vicente's proud
Bishop is to be boiled and roasted, the grasping Archbishop is left perpetually aboiling, the
ambitious Cardinal is to be devoured by dogs and dragons in a den of lions, while the sensual and
simoniacal Pope is to have his flesh torn with red-hot iron. And we have—although here Vicente
discreetly went to the Danza de la Muerte for his satire—the vainglorious and tyrannical
Emperor, the Duke who had adored himself and the King who had allowed himself to be adored.
There are the careless hedonistic Count more given to love than to charity or churchgoing, the
fidalgo de raca, the haughty fidalgo de solar with a page to carry his chair, the judge who
through his wife accepts bribes from the Jews, the rhetorical goldsmith, the usurer (onzeneiro)

with his heart in his cassette (arca)ll?7l. There too the pert servant-girl, the gossiping
maidservant, the witch busy at night over a hanged man at the cross-roads, the faithless wife of
the India-bound Iishoeta, the Lisbon old woman copious in malediction, her genteel daughter
Isabel, the wife who in her husband's absence only leaves her house to go to church or
pilgrimage, the mal maridada imprisoned by her husband, the peasant bride singing and dancing
in skirt of scarlet, the woman superstitiously devout, the beata alcouviteira who would not have
escaped the Inquisition had she been printed like Aulegrafia in the seventeenth century, lisping
gypsies, the alcouviteiras Anna and Branca and Brigida, the curandera with her quack remedies,
the poor farmer's daughter brought to be a Court lady and still stained from the winepress, the
old woman desirous of a young husband, the slattern Catherina Meigengra, the market-woman
who plays the pandero in the market-place, the peasant girls with pretentious names coming
down to market basket on head from the hills, the shrew Branca and the timid wife Marta, the
two irrepressible Lisbon fishwives, the voluble saloia who sells milk well watered and charges
cruel prices for her eggs and other wares, the country priest's greedy 'wife' who eats the baptism
cake and is continually roasting chestnuts, the mystical ingenuous little shepherdess Margarida
who sees visions on the hills, the superior daughter of the peasant judge who had once spoken to
the King, the small Beira girl keeping ducks, Ledica the affectedly ingenuous daughter of the
Jewish tailor, Cezilia of Beira possessed by a familiar spirit.

Or, again, we have the ceremonious Lisbon lover Lemos, the high-flown Castilian of fearful

presence and a lion's heart, however threadbare his capal128], the starving gentleman who makes
a tostdo (= 5d.) last a month and dines off a turnip and a crust of bread, another—a sixteenth
century Porthos—who imagines himself a grand seigneur and has not a sixpence to his name but
hires a showy suit of clothes to go to the palace, another who is an intimate at Court (0 mesmo
paco) but who to satisfy a passing passion has to sell boots and viola and pawn his saddle, the
poor gentleman's servant (mo¢o) who sleeps on a chest, or is rudely awakened at midnight to
light the lamp and hold the inkpot while his master writes down his latest inspiration in his song-
book, the incompetent Lisbon doctors with their stereotyped formulas, the frivolous persons who
are bored by three prayers at church but spend nights and days listening to novellas, the parvo,
predecessor of the Spanish gracioso, the Lisbon courtier descended from Aeneas, the
astronomer, unpractical in daily life as he gazes on the stars, the old man amorous, rose in
buttonhole, playing on a viola, the Jewish marriage-brokers, the country bumpkin, the lazy
peasant lying by the fire, the poor but happy gardener and his wife, the quarrelsome blacksmith
with his wife the bakeress, the carriers jingling along the road and amply acquainted with the
wayside inns, the aspiring vildo, the peasant who complains bitterly of the ways of God, the
lavrador with his plough who did not forget his prayers and was charitable to tramps but skimped
his tithes, the illiterate but not unmalicious beirdo shepherd who had led a hard life and whose
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chief offence was to have stolen grapes from time to time, the devout bootmaker who had
industriously robbed the people during thirty years, the card-player blasphemous as the taful of
King Alfonso's Cantigas de Santa Maria, the delinquent from Lisbon's prison (the Limoeiro) whom
his confessor had deceived before his hanging with promises of Paradise, the peasant O Moreno
who knows the dances of Beira, the negro chattering in his pigeon-Portuguese 'like a red mullet
in a fig-tree,' the deceitful negro expressing the strangest philosophy in Portuguese equally
strange, the rustic clown Gongalo with his baskets of fruit and capons, who when his hare is
stolen turns it like a canny peasant to a kind of posthumous account: leve-a por amor de Deos
pola alma de meus finados, the Jew Alonso Lopez who had formerly been prosperous in Spain but
is now a poor new Christian cobbler at Lisbon, the Jewish tailor who in the streets gives himself
fidalgo airs and is overjoyed at the regard shown him by officials and who at home sings songs of

battle as he sits at his work[129],

In the actions and conversation of this motley crowd of persons high and low we are given many
a glimpse of the times: the beflagged ship from India lying in the Tagus, the modest dinner (a
panela cosida) of the rich lavrador, the supper of bread and wine, shellfish and cherries bought in
Lisbon's celebrated Ribeira market, the Lisbon Jew's dinner of kid and cucumber, the distaff
bought by the shepherd at Santarem as a present for his love, the rustic gifts of acorns, bread
and bacon, the shepherdess' simple dowry or the more considerable dowry of a girl somewhat
higher in society (consisting of a loom, a donkey, an orchard, a mill and a mule), the migratory
shepherds' ass, laden with the milk-jugs and bells, and with a leathern wallet, yokes and
shackles, the sheepskin coats of the shepherds, bristling masks for their dogs (as a defence
against wolves), loaves of bread, onions and garlic. Thus in town and village, palace and attic,
house and street, on road and mountain and sea the Portugal of the early sixteenth century is
clearly and charmingly conveyed to us, and we can realize better the conditions of Gil Vicente's
life at Court or as he journeyed on muleback to Evora or Coimbra, Thomar or Santarem or
Almeirim.

IV. ORIGINALITY AND INFLUENCE

In 1523 the 'men of good learning' doubted Vicente's originality. They might point to the
imitations of Enzina or to the resemblance between the trilogy of Barcas and the Danza de la
Muerte or they might reveal the origin of many a verse and phrase used by Vicente in his plays
and already familiar in the song-books of Spain and Portugal. Vicente could well afford to let his
critics strain at these gnats. He had the larger originality of genius and while realizing that 'there

is nothing new under the sun!!3%!' he could transform all his borrowings into definite images or

lyrical magic. (There are flashes of poetry even in the absurd ensalada of III. 323-4.) He was the
greatest lyrical poet of his day and, in a strictly limited sense, the greatest dramatist. He is
Portugal's only dramatist, without forerunners or successors, for the playwrights of the Vicentian
school lacked his genius and only attain some measure of success when they closely copy their
master, while the classical school produced no great drama in Portugal: it is impossible to except
even Antonio Ferreira's Ines de Castro from this sweeping assertion. But that is not to say that
Vicente stands entirely isolated, self-sufficing and self-contained. Genius is never self-sufficing.
Talent may live apart in an ivory palace but genius overflows in many relations, is acted on and
reacts and has the generosity to receive as well as to give. The influences that acted upon Gil
Vicente were numerous: the Middle Ages and the humanism of the first days of the Renaissance,
the old national Portugal with its popular traditions and the new imperial Portugal of the first
third of the sixteenth century, the Bible and the Cancioneiro de Resende, the whole literature of
Spain and Portugal, the services of the Church, the book of Nature. But before examining how
these influences work out in his plays it may be well to consider whether their sources may be yet
further extended.

Court relations between Portugal and France had never entirely ceased and the 1516
Cancioneiro contains many allusions to the prevailing familiarity with things French. But
Vicente's genius was not inspired by the Court: it would be truer to say that, while he was
encouraged by Queen Lianor and the King, the Court's taste for new things, superficial fashions
and personal allusions tended to thwart his genius. When he introduces a French song in his
plays this does not imply any intimate acquaintance with the lyrical poetry of France but rather
deference to the taste of the Court. He would pick up words of foreign languages with the same
quickness with which he initiated himself into the way of witch or pilot, fishwife or doctor, but we
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have an excellent proof that his knowledge of neither French nor Italian was profound. We know
how consistently he makes his characters speak each in his own language. Yet in the Auto da
Fama, whereas the Spaniard speaks Spanish only, the Frenchman and Italian murder their own

language and eke it out with Portuguesel13!l. Vicente read what he could find to read, but we
may be sure that his reading was mainly confined to Portuguese and Spanish. The very words in

his letter to King Jodo III in which he speaks of his reading are another echo of Enzinal132! and
although it cannot be asserted that he was not acquainted with this or that piece of French
literature and with the early French drama, it may be maintained that whatever influence France
exercised upon him came mainly through Spain, whether the connecting link is extant, as in the
case of the Danza de la Muerte, or lost, as in that of the Sumario da Historia de Deos. Probably

Vicente knew of French mysteres little more than the namel133], As to the literature of Greece,
Rome and Italy the conclusion is even more definite. Vicente had not read Plautus or Terence, his
knowledge of el gran poeta Virgilio (III. 104) does not extend beyond the quotation omnia vincit
amor. Aristotle is a name et praeterea nihil. With the classical tragedy of Trissino and others he
had nothing in common, and if he lived to read or see Sa de Miranda's Cleopatra he probably had
his own very marked opinion as to its value. Dante was, of course, a closed book to him as to
most of his contemporaries. With Spanish literature the case is very different. The fourteenth and
fifteenth centuries were the most Spanish period of Portuguese literature. The Cancioneiro de
Resende is nearly as Spanish as it is Portuguese. Portuguese poets were, almost without
exception, bilingual. The horsemen stationed to bring the news of the wedding from Seville to
Evora in 1490 were emblematic of the close relations between the two countries. Men were in

continual expectation that they would come to form one kingdom!!34]. King Manuel's infant son
was heir to Spain and Portugal and the empires in Africa and America.

Vicente's close acquaintance with Spanish literature shows itself at every turn, and if we examine
his plays we find but slight traces of the influence of any other literature. His first pieces were
written in Spanish, and the Spanish is that of Enzina. Lines and phrases are taken bodily from the
Spanish poet and words belonging to the conventional sayagués (in which there was already a
Portuguese element: cf. ollos for ogjos) placed on the lips of charros by Enzina are transferred
from Salamanca to Beira. The Enzina eclogues imitated by Vicente were based on those of Virgil,
but in Vicente's imitation there is no vestige of any knowledge of the classics. The only Latin that
occurs is the quotation by Gil Terron of three lines from the Bible. A little later the hungry
escudero of Quem tem farelos? was in all probability derived from Spanish literature, either from
the Archpriest of Hita's Libro de Buen Amor or from some popular sketch such as that contained

later in Lazarillo de Tormes (1554)[13%]. The only French element in the Auto da Fé is the fatrasie
or enselada 'which came from France,' but its text is not given. The classical allusions to Virgil
and the Judgment of Paris in the Auto das Fadas are perfectly superficial. A little medical Latin is
introduced in the Farsa dos Fisicos. O Velho da Horta, which opens with the Lord's Prayer, half in

Latin, half in Portuguesel136], is written in Portuguese with the exception of the fragment of song
and the lyric ¢Cual es la nifia? There is a reference to Macias, a name which had become a
commonplace in Portuguese poetry as the type of the constant lover. Spanish influence is shown
in the introduction of the alcouviteira Branca Gil, probably suggested by Juan Ruiz'
trotaconventos or by Celestina. The Exhortacdo da Guerra begins with humorous platitudes,
perogrulladas, after the fashion of Enzina. Gil Terron has increased his classical lore, and Trojan
and Greek heroes are brought from the underworld, the dramatis personae including Polyxena,
Penthesilea, Achilles, Hannibal, Hector and Scipio. The influence of Enzina is still evident in the
Auto da Sibila Cassandra, the bellissimo auto wherein Menéndez y Pelayo saw the first germ of
the symbolical autos in which Calderén excelled!!37], and in the Auto dos Quatro Tempos. The

immediate influence on the Barcas is plainly Spanish, this being especially marked in the Barca
da Gloria. When the Diabo addresses the King:

Nunca aca senti

Que aprovechase aderencia

Ni lisonjas, crer mentiras

... Ni diamanes ni zafiras (1. 285)

he is copying the words of Death in the Danza de la Muerte:

non es tiempo tal
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Que librar vos pueda imperio nin gente
Oro nin plata nin otro metall!381,

Vicente's Devil taxes the Archbishop with fleecing the poor (1. 294) in much the same words as
those of the Spanish Death to the Dean (t. 2, p. 12). The Devil in the Barca do Purgatorio (1. 251)
and Death (t. 2, p. 17) both reproach the labrador with the same offence: surreptitiously
extending the boundaries of his land. It must be admitted that these signs of imitation are more
direct than the French traces indicated in the introduction of the 1834 edition of Vicente's works.
The whole treatment of the Barcas closely follows the Danza de la Muerte. The idea of a satirical
review of the dead is of course nearly as old as literature. In the Barca da Gloria Vicente begins

to quote Spanish romancest!3%], and this is continued on a larger scale in the Comedia de Rubena
(cf. also the Spanish songs in the Cortes de jupiter) and in Dom Duardos, in which reference is
also made to two Spanish books, Diego de San Pedro's Carcel de Amor and Hernando Diaz'

translation E/ Pelegrino Amadort*9], Maria Parda's will was probably suggested rather by such
burlesque testaments as that of the dying mule in the Cancioneiro de Resende than by the
Testament de Pathelin. The criticism of the homens de bom saber seems to have turned Vicente
to more peculiarly Portuguese themes in the Farsa de Ines Pereira and the Auto Pastoril
Portugues, and in the Fragoa de Amor, written for the new Queen from Spain, he presents
national types: serranas, pilgrims, nigger, monk, idiot. In the Ciganas we have a passing
reference to 'the white hands of Iseult,’ a lady already well known in Spanish and Portuguese
literature. Dom Duardos is of course based entirely on a Spanish romance of chivalry. In O juiz da
Beira he returns to the escudeiro and alcouviteira; the figures are, however, thoroughly
Portuguese with the exception of a new Christian from Castille. The title of the Nao de Amores

already existed in Spanish literaturell41]. After this we have a group of thoroughly Portuguese
plays, those presented at Coimbra, the anticlerical Auto da Feira, the Triunfo do Inverno, O
Clerigo da Beira. 1t is not till Amadis de Gaula that Vicente again has recourse to Spanish

el142]

literatur , and we may be sure that if he had known of a Portuguese text he would have

written his drama in Portuguese.

Although Vicente owed much to Spanish literature we have only to compare his plays with those
of Juan del Enzina or Bartolomé de Torres Naharro, or his first attempts with his later dramas to
realize his genius and originality. The variety of his plays is very striking and the farce Quem tem
farelos? (15087?), the patriotic Exhortacdo (1513), the Barca trilogy (1517-9), the religious Auto
da Alma (1518), the three-act Comedia de Rubena (1521), the character comedy Farsa de Ines
Pereira (1523), the idyllic Dom Duardos (1525?) mark new departures in the development of his
genius. No doubt his plays are 'totally unlike any regular plays and rude both in design and

execution(1431

Vicente divided them into religious plays (obras de devacam), farces, comedies
and tragicomedies, but the kinds overlap and there is nothing to separate some of the comedies
and tragicomedies from the farces, while some of the farces are religious both in subject and
occasion. How artificial the division was may be seen from the rubric to the Barca do Inferno,
which informs us that the play is counted among the religious plays because the second and third
parts (Barca do Purgatorio and Barca da Gloria) were represented in the Royal Chapel, although
this first part was given in the Queen's chamber, as though the subject and treatment of the
three plays were not sufficient to class them together. Again, the rubric of the Romagem de
Aggravados runs: 'The following tragicomedy is a satire.' Really only its length separates it from
the early farces. Vicente's plays were a development of the earlier Christmas, Holy Week and
Easter representaciones, religious shows to which special pomp was given at King Manuel's
Court. When he began to write the classical drama was unknown and it is absurd to judge his
work by the Aristotelean theory of the unities of time and place. His idea of drama was not
dramatic action nor the development of character but realistic portrayal of types and the contrast
between them. His first piece, Auto da Visitacam, has not even dialogue—its alternative title is O
Monologo do Vaqueiro—and for comic element it relies on the contrast between Court and
country as shown by the herdsman's gaping wonder. The Auto Pastoril Castelhano contains six
shepherds and contrasts the serious mystical Gil with his ruder companions.

The action of the Auto dos Reis Magos is as simple as that of the two preceding plays. Quem tem
farelos? however is a quite new development. 'The argument,' says the rubric, 'is that a young
squire called Aires Rosado played the viola and although his salary [as one of the Court] was very
small he was continually in love.' He is contrasted with another penniless escudeiro who gives
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himself martial airs and willingly speaks of the heroic deeds of Roncesvalles, but runs away if two
cats begin to fight. Only five persons appear on the stage, but with considerable skill Vicente
enlarges the scene so as to include a vivid picture of the second squire as described by his
servant as well as the barking of dogs, mewing of cats and crowing of cocks and the conversation
of Isabel with Rosado, which is conjectured from his answers. No doubt the two mog¢os owe
something to Sempronio and Parmeno of the Celestina, but this first farce is thoroughly
Portuguese and gives us a concrete and living picture of Lisbon manners. Not all the farces have
this unity. The Auto das Fadas loses itself in a long series of verses addressed to the Court. The
Farsa dos Fisicos has no such extraneous matter: it confines itself to the lovelorn priest and the
contrast between the four doctors. The Comedia do Viuvo is not a farce and only a comedy by
virtue of its happy ending. A merchant of Burgos laments the death of his wife and is comforted
by a kindly priest and by a friend who wishes that his own wife were as the merchant's (the
simple mediaeval contrast common in Vicente). Meanwhile Don Rosvel, Prince of Huxonia, has
fallen in love with both the daughters of the merchant, whom he agrees to serve in all kinds of
manual labour as Juan de las Brozas. His brother, Don Gilberto, arrives in search of him and a
quaintly charming and technically skilful play ends with a double wedding (the Crown Prince of
Portugal, present at the acting of this play, had to decide for Don Rosvel which daughter he
should marry).

The Auto da Fama is Vicente's second great hymn to the glory of Portugal. Portuguese Fame, in
the person of a humble girl of Beira, is envied and wooed in vain by Castille, France and Italy—
England and Holland were then scarcely in the running—and narrates in ringing verses the deeds
of the Portuguese in the East, without, however, mentioning the great name of Albuquerque, a
name which inspired many of the courtiers with more fear than affection. The Auto dos Quatro
Tempos is a pastoral-religious play, the main theme being, as its title indicates, a contrast
between the four seasons. David appears as a shepherd and Jupiter also takes a considerable part
in the conversation. Action there is none.

Vicente's satirical vein found excellent occasion in the ancient theme of scrutinizing the past lives
of men as Death reaps them, high and low, but his profoundly religious temperament raises the
Barcas into an atmosphere of sublime if gloomy splendour, which is surpassed in the Auto da
Alma, the most perfect and consistent of his religious plays—even the symbolical character of the
latter part can hardly be called a defect. In the Comedia de Rubena the development of Vicente's
art is perhaps more superficial than real. It is divided into three long scenes or acts and is thus
more like a regular comedy than his other plays. The acts, however, are isolated, the action
occupies fifteen years and occurs in Castille, Lisbon and Crete. English readers of the play must
be struck by its resemblance to Pericles, Prince of Tyre. Written fifty-five years before Lawrence
Twine's The Patterne of Painful Adventures (1576) and eighty-seven before George Wilkins and
William Shakespeare produced their play (1608), the Comedia de Rubena is in fact a link in a
long chain beginning in a lost fifth century Greek romance concerning Apollonius of Tyre and
continued after Gil Vicente's death in Timoneda's Tarsiana and in Pericles. Vicente, however, in
all probability did not derive his Cismena, cold and chaste predecessor of Marina, from the Gesta
Romanorum or the Libro de Apolonio but from the version in John Gower's Confessio Amantis, of
which a translation, as we know, was early available in Portugal. After an exclusively Court piece,
the Cortes de jupiter, Vicente wrote the Farsa de Ines Pereira, in which there is more action and
development of character than in his preceding, or indeed his subsequent, plays. He represents
the aspirations and repentance of Ines, the 'very flighty daughter of a woman of low estate.'
Despite the warnings of her sensible mother she rejects the suit of simple and uncouth Pero
Marques for that of a gentleman (escudeiro) whose pretensions are far greater than his
possessions. The mother gives them a house and retires to a small cottage. But the escudeiro
married confirms the wisdom of the Sibyl Cassandra (1. 40). He keeps his wife shut up 'like a nun
of Oudivellas.' The windows are nailed up, she is not allowed to leave the house even to go to
church. Thus the hopes and ambitions of Ines Pereira de Graa are tamed, although she was never

a shrewl!#4l. Presently, however, the escudeiro resolves to cross over to Africa to win his
knighthood:

as partes dalem
Vou me fazer cavaleiro,

and he leaves his wife imprisoned in their house, the key being entrusted to the servant (moco).
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Ines, singing at her work, is declaring that if ever she have to choose another husband on ne m'y
prendra plus when a letter arrives from her brother announcing that her husband, as he fled from
battle towards Arzila, had been killed by a Moorish shepherd. The faithful Pero Marques again
presses his suit. He is accepted and is made to suffer the whims and infidelity of the emancipated
Ines. The question of women's rights was a burning one in the sixteenth century.

Vicente's versatility enabled him to laugh at his critics to the end of the chapter. In Dom Duardos
he gave them an elaborate and very successful dramatization of a Spanish romance of chivalry.
The treatment has both unity and lyrical charm. It was so successful that the experiment was
repeated in 1533 with the earlier romance of Amadis de Gaula (1508), out of which Vicente

wrought an equally skilful but less fascinating play!!4°l. But Vicente had not given up writing
farces and the sojourn of Ines Pereira's husband in town enables the author to introduce various
Lisbon types in O juiz da Beira. It indeed completely resembles the early farces, while the Auto
da Festa with its peasant scene and allegorical Verdade is of the Auto da Fé type but adds the
theme of the old woman in search of a husband. The Templo de Apolo, composed for a special
Court occasion, shows no development, but in the Sumario we have a fuller religious play than he
had hitherto written. It proves, like Dom Duardos, his power of concentration and his skill in
seizing on and emphasizing essential points in a long action (the period here covered is from

Adam to Christ!!46]). It is closely moulded on the Bible and contains, besides an exquisite
vilancete (Adorae montanhas), passages of noble poetry and soaring fervour—Eve's invocation to
Adam:

O como os ramos do nosso pomar
Ficam cubertos de celestes rosas (1. 314);

Job's lament 'Man that is born of woman' (1. 324); the paraphrase or rather translation of 'T know
that my Redeemer liveth' (1. 322). Nothing here, surely, to warrant the complaints of S& de
Miranda as to the desecration of the Scriptures. This play was followed by the Dialogo sobre a
Ressurreicam by way of epilogue; it is a conversation between three Jews and is treated in the
cynical manner that Browning brought to similar scenes. The Sumario or Auto da Historia de
Deos was acted before the Court at Almeirim and must have won the sincere admiration of the
devout Joao III. If the courtiers were less favourably impressed they were mollified by the
splendid display of the Nao de Amores with its much music, its Prince of Normandy and its
miniature ship fully rigged. Vicente was now fighting an uphill battle and in the Divisa da Cidade
de Coimbra he attempted a task beyond the strength of a poet and more suitable for a sermon
such as Frei Heitor Pinto preached on the same subject: the arms of the city of Coimbra. Even
Vicente could not make this a living play; it is, rather, a museum of antiquities and ends with
praises of Court families. It is pathetic to find the merry satirist reduced to admitting (in the
argument of this play) that merely farcical farces are not very refined. Yet we would willingly
give the whole play for another brief farce such as Quem tem farelos?.

Ya sabeis, senhores,
Que toda a comedia comeca em dolores,
E inda que toque cousas lastimeiras
Sabei que as farcas todas chocarreiras
Nao sam muito finas sem outros primores (1. 108).

Fortunately he returned to the plain farce in Os Almocreves, the Auto da Feira and O Clerigo da
Beira (which, however, ends with a series of Court references) with all his old wealth of satire,
touches of comedy and vivid portraiture. He also returned to the pastoral play in the Serra da
Estrella, while his exquisite lyrism flowers afresh in the Triunfo do Inverno, a tragicomedy which
is really a medley of farces. It is not a great drama but it is a typical Vicentian piece, combining
vividly sketched types with a splendid lyrical vein. Winter, that banishes the swallows and swells
the voice of ocean streams, first triumphs on hills and sea and then Spring comes in singing the
lovely lyric Del rosal vengo in the Serra de Sintra. The play ends on a serious and mystic note, for
Spring's flowers wither but those of the holy garden of God bloom without fading:

E o santo jardim de Deos
Florece sem fenecer.

The Auto da Lusitania is divided into two parts, the first of which is complete in itself and gives a
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description of a Jewish household at Lisbon, while the second is a medley which contains the
celebrated scene of Everyman and Noman: Everyman seeks money, worldly honour, praise, life,
paradise, lies and flattery; Noman is for conscience, virtue, truth. In the Romagem de Aggravados
the fashionable and affected Court priest, Frei Paco, is the connecting link for a series of farcical
scenes in which a peasant brings his son to become a priest, two noblemen discourse on love, two
fishwives lament the excesses of the courtiers, Cerro Ventoso and Frei Narciso betray their
mounting ambition, civil and ecclesiastic, the poor farmer Aparicianes implores Frei Paco to
make a Court lady of his slovenly daughter, two nuns bewail their fate and two shepherdesses
discuss their marriage prospects. The Auto da Mofina Mendes is especially celebrated because
Mofina Mendes, personification of ill-luck, with her pot of oil is the forerunner of La Fontaine's
Pierrette et son pot au lait: it was perhaps suggested to Vicente by the tale of Dofia Truhana's pot
of honey in EI Conde Lucanor; the theme of counting one's chickens before they are hatched also
forms the subject of one of the pasos, entitled Las Aceitunas, of the goldbeater of Seville, Lope de

Ruedall47], Vicente's piece consists, like some picture of El Greco, of a gloria, called, as Rueda's
scenes, a passo, in which appear the Virgin and the Virtues (Prudence, Poverty, Humility and
Faith) and an earthly shepherd scene. It is thus a combination of farce and religious and pastoral
play. Vicente's last play, the Floresta de Enganos, is composed of scenes so disconnected that one
of them is even omitted in the summary given after the first deceit: that in which a popular
traditional theme, derived directly or indirectly from a French (perhaps originally Italian) source,
Les Cent Nouvelles Nouvelles, is presented, akin to that so piquantly narrated by Alarcén in EI
Sombrero de Tres Picos in the nineteenth century, the judge playing the part of the Corregidor
and the malicious and sensible servant-girl that of the miller's wife.

In these last plays we see little or no advance: there is no attempt at unity or development of plot.
We cannot deny that the creator of the penniless-splendid nobleman and the mincing courtier-
priest and the author of such touches as the death of Ines' husband or the sudden ignominious
flight of the judge possessed a true vein of comedy, but he remained to the end not technically a
great dramatist but a wonderful lyric poet and a fascinating satirical observer of life. His
influence was felt throughout the sixteenth and seventeenth centuries in Portugal, by Camoes
and in the plays of Chiado, Prestes and a score of less celebrated dramatists, as well as in a
considerable number of anonymous plays, but confined itself to the auto, which, combated by the
followers of the classical drama and the Latin plays of the Jesuits, soon tended to deteriorate and
lose its charm. In Spain his influence would seem to have been more widely felt, which is not

surprising when we remember how many of his plays were Spanish in origin or language[148]. We
may be sure that Lope de Rueda was acquainted with his plays and that several of them were
known to Cervantes—the servant Benita insisting on telling her simple stories to her afflicted
mistress is Sancho Panza to the life:

Benita. Diz que era un escudero....

Rubena. O quien no fuera nacida:
¢Viendome salir la vida
Paraste a contar patrafias?

Benita. Pues otra sé de un carnero....

Lope de Vega was likewise certainly familiar with some of Vicente's plays. If we consider these
passages in El Viaje del Alma, the representacion moral contained in El Peregrino en su Patria
(1604), we must be convinced that the trilogy of Barcas, the Auto da Alma, and perhaps the Nao
de Amores were not unknown to him:

Alma para Dios criada

Y hecha a imagen de Dios, etc.;
Hoy la Nave del deleite

Se quiere hacer a la mar:

¢Hay quien se quiera embarcar?;
Esta es la Nave donde cabe
Todo contento y placert149],

The alleged imitation by Calderén in El Lirio y la Azucena is perhaps more doubtful. Vicente was
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already half forgotten in Calderon's day. In the artificial literature of the eighteenth century he
suffered total eclipse although Correa Garcao was able to appreciate him, nor need we see any
direct influence in that of the nineteenth[1°0] except that on Almeida Garrett: the similar
passages in Goethe's Faust and Cardinal Newman's Dream of Gerontius were no doubt purely
accidental. Happily, however, we are able to point to a certain influence of the great national
poet of Portugal on some of the Portuguese poets of the twentieth century. The promised edition
of his plays will increase this influence and render him secure from that neglect which during
three centuries practically deprived Portugal and the world of one of the most charming and
inspired of the world's poets.

E FOOTNOTES: E

[6] Falamos do nosso Shakespeare, de Gil Vicente (A. Herculano, Historia da Inquisicdo em
Portugal, ed. 1906, vol. I. p. 223). The references throughout are to the Hamburg 3 vol.
: 1834 edition. ;

[71 See infra Bibliography, p. 86, Nos. 42, 62, 79.

[8]1 Bibliography, Nos. 21, 24, 25, 26, 30, 51, 52, 59, 89.

[9] Bibliography, Nos. 29, 48, 57, 66, 83, 95.

[10] Bibliography, Nos. 53, 73, 82, 88, 97.

: [11] Bibliography, Nos. 44, 84, 90, 101, 102. :
[12] Guerra Junqueiro, Os Simples.

[13] Cf. André de Resende, Gillo auctor et actor. (For the accurate text of this passage see C.

Michaélis de Vasconcellos, Notas Vicentinas, 1. p. 17.)
[14] Os livros das obras que escritas vi (Letter of G. V. to King Jodo III).

E [15] 'E assi mandou de Castella e outras partes vir muitos ouriveis para fazerem arreos e E

outras cousas esmaltadas.' (Garcia de Resende, Cronica del Rei D. Jodo II, cap. 117.)
©  [16] Bibliography, Nos. 70, 71.

[17] He argues that Vicente was not old enough to be King Manuel's tutor, but in other
' passages he is clearly in favour of the date 1460 or 1452. He is born 'considerably
before' 1470 (Revista de Historia, t. 21, p. 11), in 14607? (ib. p. 27), in 14527 (ib. pp. 28,
31, and t. 22, p. 155), 'about 1460’ (t. 22, p. 150), he is from two to seven years younger
: than King Manuel, born in 1469 (t. 21, p. 35). He is nearly 80 in 1531 (ib. p. 30). His :
marriage is placed between 1484 and 1492, preferably in the years 1484-6 (ib. p. 35).

[18] Gil Terron in the same year is alegre y bien asombrado (1. 12).
[19] Cf. Nao de Amores (1527), Viejo, vuestro mundo es ido, and II. 478 (1529).
[20] See A. Braamcamp Freire in Revista de Historia, t. 26, p. 123.
[21] Grandes baxillas y pedraria (Canc. Geral, vol. III. (1913), p. 57).

[22] Cf. Canc. Geral, vol. 1. (1910), p. 259:

Vejam huns autos Damado,
Hut judeu que foi queimado

: No rressyo por seu mal. 5

: [23] There is a slight confusion. The 'second night of the birth' of the rubric may mean the :
night following that of the birth (June 6-7), i.e. the evening of June 7, or the second night

: afterthe birth, i.e. the evening of June 8; but the former is the more probable.
[24] Damido de Goes, Chronica do felicissimo Rey Dom Emanuel, Pt 1. cap. 69.

[25] See A. Braamcamp Freire in Revista de Historia, vol. XXII. (1917), p. 124 and Critica e
: Historia, vol. 1. (1910), p. 325; Brito Rebello, Gil Vicente (1902), p. 106-8. :

E [26] Antologia de poetas liricos castellanos, t. 7, p. clxiii. :
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[27]
(28]
[29]
[30]

[31]

[32]
[33]

[34]

[35]

[36]

[37]

[38]

[39]

[401]

[41]

[42]

[43]

[44]

Origenes de la Novela, t. 3, p. cxlv.
Antol. t. 7, p. clxvi.

Ib. p. clxxvi.

Ib. p. clxiv.

Especially that of Garcia de Resende, who in one verse (185) of his Miscellanea mentions

the goldsmiths and in the next verse the plays of Gil Vicente.
Bibliography, No. 45.
Cf. his earlier studies, in favour of identity, with his later works, maintaining cousinhood.

Cf. Obras, 1. 154 (Jupiter is the god of precious stones), 1. 93, 286; II. 38, 46, 47, 210,
216, 367, 384, 405; III. 67, 70, 86, 296, etc. Cf. passages in the Auto da Alma and
especially the Farsa dos Almocreves. Vicente evidently sympathizes with the goldsmith
to whom the fidalgo is in debt, and if the poet took the part of Diabo in the Auto da Feira
(1528) the following passage gains in point if we see in it an allusion to the debts of

courtiers to him as goldsmith:

Eu ndo tenho nem ceitil
E bem honrados te digo
E homens de muita renda

Que tem divedo comigo (I. 158).

The MS. note by a sixteenth century official written above the document appointing Gil

Vicente to the post of Mestre da Balanca should be conclusive as to the identity of poet

and goldsmith: Gil V¢ trouador mestre da balanca (Registos da Cancellaria de D.
Manuel, vol. XLII. f. 20 v. in the Torre do Tombo, Lisbon).

Garcia de Resende (t 1536) was of opinion that it had no rival in Europe:

nam ha outra igual

na Christamdade no meu ver.

(Miscellanea, v. 281, ed. Mendes dos Remedios (1917), p. 97.)

It contained 5000 moradores (ibid.). In the days of King Duarte (1433-8) the number was
3000.

Cf. the dedication of Dom Duardos (folha volante of the Bib. Municipal of Oporto, N. 8.
74) to Prince Joao: 'Como quiera Excelente Principe y Rey mui poderoso que las

Comedias, Farcas y Moralidades que he compuesto en servicio de la Reyna vuestra tia....'

The date 1509 is not barred by the reference to the Sergas de Esplandian, which
certainly existed in an earlier edition than the earliest we now possess (1510). A certain
Vasco Abul had given a girl at Alenquer a chain of gold for dancing a ballo vylam ou
mourysco and could not get it back from the gentil bayladeyra. Gil Vicente contributes
but a few lines: O parecer de gil vycente neste proceso de vasco abul d rraynha dona

lianor.

It is absurd to argue that during the years of his chief activity as goldsmith he had not
time to produce the sixteen plays that may be assigned to the years 1502-17.

Gil Vicente (1912), p. 11-13.

The dates in the rubrics are given in Roman figures and the alteration from MDV to
MDIX is very slight.

Cf. Bartolomé Villalba y Estana, El Pelegrino Curioso y Grandezas de Espana [printed
from MS. of last third of sixteenth centuryl. Bibliofilos Espaioles, t. 23, 2 t. 1886, 9, t. 2,
p. 37: 'Almerin, un lugar que los reyes de Portugal tienen para el ynvierno, con un

bosque de muchas cabras, corzos y otros generos de caza.'
See A. Braamcamp Freire in Revista de Historia, vol. XXII. p. 129.

A. Braamcamp Freire in Rev. de Hist. vol. XXII. p. 133-4.
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[46]
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[501]
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[60]

[61]

[62]

[63]

[64]
[65]
[66]
[67]

[68]

[69]

[70]

Luis Anriquez in Canc. Geral, vol. I11. (1913), p. 106.
See Rev. de Hist. vol. XXII. p. 122; vol. XXIV. p. 290.

E.g. the words ahotas and chapado and the expression en velloritas (I. 41), cf. Enzina,
Egloga 1.: ni estaré ya tendido en belloritas = in clover, lit. in cowslips: belloritas de

Jjacinto (Egl 111.).
A. Braamcamp Freire in Rev. de Hist. vol. XXIV. p. 290.
There are, however, several such psalms in the works of Enzina.

Cf. 1. 85: huele de dos mil maneras with Enzina, Egloga Il: y ervas de dos mil maneras. In
the Auto da Alma, probably written about this time, there are imitations of Gomez

Manrique (c¢. 1415-90). Cf. the passage in the Exhortacédo.

That the illness of the Queen would not prevent the entertainment is proved by the fact
that in the month before her death King Manuel was present at a fight between a
rhinoceros and an elephant in a court in front of Lisbon's India House. We do not know if

Vicente was present nor what he thought of this new thing.

In December 1517 El Bachiller de la Pradilla published some verses in praise of la muy
esclarecida Senora Infanta Madama Leonor, Rey[na] de Portugal (v. Menéndez y Pelayo,

Antologia, t. 6, p. cccxxxviii).

He argues that such a form as MD & viii was never used and must be a misprint for
MDxviii.

Cf. also the resemblance of certain passages in the Auto da Alma and in the Auto da
Barca da Gloria (1519). They must strike any reader of the two plays.

Goes, Chronica, IV. 34.

Garcia de Resende, Hida da Infanta Dona Beatriz pera Saboya in Chronica...del Rey Dom
Toam II, ed. 1752, £. 99 V.

Gil Vicente, A morte del Rei D. Manuel (I111. 347).
Gil Vicente, Romance (I11. 350).

Goes says generally that King Manuel foi muito inclinado a letras e letrados (Chronica,
1619 ed., f. 342. Favebat plurimum literis, says Osorio, De rebus, 1561, p. 479).

I1. 4: Foi feita ao muito poderoso e nobre Rei D. Jodo III. sendo principe, era de MDXXI
(rubric of Comedia de Rubena).

II. 364. Although 'good wine needs no bush' the custom of hanging a branch above

tavern doors still prevails.
A. Braamcamp Freire in Rev. de Hist. vol. XXII. p. 162.

Id. ib. vol. XXIV. p. 307. It is astonishing how slight errors in the rubrics of Vicente's
plays have been permitted to survive, just as Psalm LI, of which Vicente perhaps at about
this time wrote a remarkable paraphrase, still appears in all editions of his works as Ps.
L.

Ib. vol. XXIV. p. 312-3.

Th. Braga, Historia da Litteratura Portuguesa. II. Renascenca (1914), p. 85.
J. L. Brito Rebello, Gil Vicente (1902), p. 64.

H. Thomas, The Palmerin Romances (London, 1916), p. 10-12.

M. Menéndez y Pelayo, Antologia, t. 7, p. cci; Orig. de la Novela, 1. cclxvii: toda la pieza

es un delicioso idilio.
Rev. de Hist. vol. XXIV. p. 315.

It should be noted that the lines in Dom Duardos (I1. 212):

Consuelo vete de ahi

No perdas tiempo conmigo
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are from the song in the Comedia de Rubena (1521):
Consuelo vete con Dios (II. 53).

Cf. O Clerigo da Beira: ndo fazem bem [na corte] sendo a quem menos faz (111. 320); Auto

da Festa: os homens verdadeiros nao séo tidos niia palha, etc.

Vejo minha morte em casa say the verses to the Conde de Vimioso; La muerte puesta a

mis lados says the Templo de Apolo.
Auto da Natural Invencam (Lisboa, 1917), pp. 64, 65, 68, 69, 70, 88, 89.
Este nome pos-lho o vulgo (I11. 4). Cf. the title Os Almocreves.

Rol dos livros defesos (1551) ap. C. Michaélis de Vasconcellos, Notas Vicentinas, 1.. p.
31. We might assume that the second part of O Clerigo da Beira (I111. 250-9) was printed
separately under the title Auto de Pedreanes but for the words por causa das matinas.

Ib. p. 30-1.

The probability is shown by the fact that the idea of their identity had occurred to me
before reading the same suggestion made by Snr Braamcamp Freire in the Revista de

Historia.

See Notas Vicentinas, 1. (1912). The Auto da Feira answers in some respects to Cardinal
Aleandro's description of the jubileu de Amores, and Rome (the Church, not the city)
might conceivably have been crowned with a Cardinal's hat, but Aleandro's letter refutes
this suggestion: uno principal che parlava ... fingeasi Vescovo. Rome in the Auto da Feira
(I. 162) is a senhora. One can only say that the Auto da Feira may perhaps have been
adapted for the occasion, with an altered title, Spanish being added, to suit the foreign

audience.

E como sempre isto guardasse Este mui leal autor Até que Deos enviasse O Principe

nosso senhor Nam quis que outrem o gozasse (I11. 276).

The familiarity with which the Nuncio is treated would be more suitable if he was the

Portuguese D. Martinho de Portugal, but then the date would have to be after 1527.

Cf. II. 343: Salga esotra ave de pena ... Son perdices and Auto da Festa, p. 101. The
latter text is corrupt (penitas for peitas, and cousas fritas has ousted the required rhyme

Jjuizes).

The line nega se m'eu embeleco occurs here and in the Serra da Estrella (1527).
Arguments as to date from such repetitions are not entirely groundless. Cf. com saudade
suspirando (Cortes de Jupiter, 1521) and sam suspiros de saudade (Pranto de Maria
Parda, 1522); Que dird a vezinhanca? 1I1. 21 (1508-9), A vezinhanca que dira? 111. 34
(1509); O demo que t'eu encomendo, 111. 99 (1511), O diabo que t'eu encomendo, 11. 362
(1513). The Exhortacdo (1513), which has passages similar to those in the Farsa de Ines
Pereira (1523) and the Pranto de Maria Parda (1522), probably became a kind of
national anthem and was touched up for each performance. Curiously, the mention of a
pedra d'estrema in the Pranto and in the Auto da Festa might correspond to a first
(1521) and second (1525) revision of the Exhortacao.

The very success of his plays incited emulation. A play written in Latin, Hispaniola, was
acted at the Portuguese Court before his death (Gallardo, ap. Sousa Viterbo, A Litt.
Hesp. em Portugal (1915), p. xxiv).

See A. Braamcamp Freire in Rev. de Hist. vol. XXIV. p. 331.

Francisco Alvarez arrived at the Court at Coimbra in the late summer of 1527 and he
says: nam se tardou muito que el Rey nosso senhor se partisse com sua corte via

dalmeirim. Verdadeira Informagcam (1540), modern reprint, p. 191.
Rev. de Hist. vol. XXV. p. 89.

According to Snr Braamcamp Freire this play must be assigned to the months between
September 1529 and February 1530.

O mandei a V. A. por escrito até lhe Deos dar descanso e contentamento... pera que por
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minha arte lhe diga o que aqui falece (III. 388).

In this letter, written in the very year of the first Bull for the introduction of the

Inquisition into Portugal, Vicente uses the expression 'May I be burnt if.'

The line A quien contaré mis quejas (I1. 147) is repeated from the Trovas addressed to
King Jodo in 1527. It is taken from a poem by the Marqués de Astorga printed in the
Cancionero General (1511):

¢A quien contaré mis quexas

Si a ti no?

Cf. Comedia de Rubena (11. 6): ;A quien contaré mi pena? The comical role of the Justica
Maior may have been taken by Garcia de Resende, who added acting to his other

accomplishments. He was 66, and he died at Evora in this year.
See A. Braamcamp Freire in Rev. de Hist. vol. XXVI. p. 122-3.
From Gil Vicente's epitaph written by himself.

Garcia de Resende (1470-1536), Miscellanea, 1752 ed., f. 113.

André de Resende, Genethliacon Principis Lusitani (1532), ap. C. Michaélis de
Vasconcellos, Notas Vicentinas, 1. (1912), p. 17.

Chronica do fel. Rey Dom Emanvel, Pt IV. cap. 84 (1619 ed., f. 341): Trazia
continuadamente na sua corte choquarreiros castelhanos, com os motes & ditos dos
quaes folgaua, nam porque gostasse tanto do ¢ diziam como o fazia das dissimuladas
reprehensoes [jocis perstringere mores]  com geitos e palauras trocadas dauam aos
moradores de sua casa fazendolhes conhecer as manhas, vigos & modos que tinhdao, de
que se muitos tirauam & emmendauam, tomando o { estes trudes diziam com gragas por

espelho do que aviam de fazer.

Auto da Cananea (1534).

Auto da Lusitania.

Sermdo (111. 346).

Carta (111. 388).

Auto da Mofina Mendes (1. 120, 121).
Auto da Cananea (1. 365).

Sumario da Historia de Deos (1. 338).

I. 69. His own knowledge of the Bible was extensive and he often follows it closely, e.g.
Auto da Sibila Cassandra (1. 47, 48 = Genesis i.).

III. 337, 338. His quarrel with the monks was that they did not serve the State. Cf.
Fragoa de Amor (11. 345); Exhortacdo da Guerra (11. 367).

Cf. the passage in the Sumario da Historia de Deos in which Abraham complains that
men worship stocks and stones and have no knowledge of God, criador dos spiritos,
eternal spirito (1. 326).

III. 284. A critic upbraided Wordsworth for saying that his heart danced with the
daffodils—no doubt Southey's 'my bosom bounds' was more poetical—yet Shakespeare
and Vicente had used the phrase before him.

Carta (III. 388).
Cortes de Jupiter (I1. 405).
Romagem de Aggravados (I11. 507).

The preparation of his plays for the press was, he says, a burden in his old age. Some of
the plays had been acted in more than one year, others had been composed years before
they were acted, others had been printed separately. Hence the uncertainty of some of

the rubric dates.



[111]
[112]
[113]
[114]
[115]
[116]
[117]
[118]
[119]
[120]
[121]
[122]
[123]

[124]

[125]

[126]

[127]

[128]

[129]

[130]

[131]

[132]

[133]

[134]

Triunfo do Inverno (1529), I1. 447.

Romagem de Aggravados (1533), 11. 524-5.
Auto Pastoril Portugues (1523), 1. 129.

Farsa dos Almocreves (1527), 111. 219.

Triunfo do Inverno (1529), 11. 487.

Auto da Feira (1528), 1. 175.

See the Fragoa de Amor and the Auto da Festa.
m. 289 (1532).

1. 363 (as early as 1513).

1. 467-75.

ur. 122.

1. 148 (cf. 1. 40, m1. 41).

Goes, Chronica do fel. Rey Dom Emanvel, Pt 1. cap. 33 (1619 ed., f. 20).

E.g. Novella 35: sotto apparenza onesta di religione ogni vizio di gola, di lussuria e degli
altri, como loro appetito desidera, sanza niuno mezzo usano; Novella 36: hanno meno

discrezione che gli animali irrazionali.
Auto da Festa, ed. 1906, p. 115.

Vicente, who could write such pure and idiomatic Portuguese, often used peculiar
Spanish, not perhaps so much from ignorance as from a wish to make the best of both
languages. Thus he uses the personal infinitive and makes words rhyme which he must
have known could not possibly rhyme in Spanish, e.g. parezca with cabeza (Portug.

paregca—cabega). So mucho rhymes with fruto, demuerio with sueno.

The miser, o verdadeiro avaro (1. 287), is barely mentioned. Perhaps Vicente felt that he

would have been too much of an abstract type, not a living person.

The boastful Spaniard appears (in Goethe's [talienische Reise) in the Rome Carnival at

the end of the eighteenth century.

There are abundant signs of the cosmopolitanism of Lisbon: A Basque and a Castilian
tavernkeeper, a Spanish seller of vinegar and a red-faced German friar are mentioned,
while Spaniards, Jews, Moors, negroes, a Frenchman, an Italian are among Vicente's

dramatis personae.

It is very curious to find echoes of Enzina in Vicente's apparently quite personal prose as
well as in his poetry. No ay cosa que no esté dicha, says Enzina, and Vicente repeats the
wise quotation and imitates the whole passage. Enzina addressing the Catholic Kings
speaks of himself as muy flaca para navegar por el gran mar de vuestras alabanzas.
Vicente similarly speaks of 'crowding more sail on his poor boat.' Enzina, in his

dedication to Prince Juan, mentions, like Vicente, maliciosos and maldizientes.

In this play the French tais-toi is written tétoi. In an age of few books such phonetic
spelling must have been common. It has been suggested that the vair (grey) of early
French poetry was mistaken for vert (green). The green eyes of the heroines in
Portuguese literature from the Cancioneiro da Vaticana to Almeida Garrett would thus
be based not on reality but, like Cinderella's glass slippers, on a confusion of homonyms

(see Alfred Jeanroy, Origines de la poésie Iyrique en France, p. 329).
See his Arte de Poesia Castellana, ap. Menéndez y Pelayo, Antologia, t. 5, p. 32.

Os autos de Gil Vicente resentem-se muito dos Mysterios franceses. This was, in 1890,
the opinion of Sousa Viterbo (A Litteratura Hespanhola em Portugal (1915), p. ix), but

surely Menéndez y Pelayo's view is more correct.

In Resende's Miscellanea the line né hos quer deos jiitos ver (1917 ed., p. 16) reads in
the 1752 ed., f. 105 v. ja hos quer.



i [135]

[136]
L [137]
¢ [138]

v [139]

[140]

[141]

v [142]
v [143]

[144]

¢ [145]

P [146]

v [147]

v [148]

[149]

¢ [150]

Cf. Tratado tercero: llevandolo a la boca comenco a dar en el tan fieros bocados (1897

ed., p. 50) and Quem tem farelos?: e chanta nelle bocado coma céo (i. 7).

The Canc. Geral has a Pater noster grosado por Luys anrryquez, vol. 1. (1913), p. 87.
Antologia, t. 7, pp. clxxii, clxxiv.

Antologia, t. 2, p. 6.

1. 298. Vuelta vuelta los Franceses from the romance Domingo era de Ramos, la Pasion

quieren decir.

Comedia de Rubena, 1. 40. The earliest known edition of the Spanish version of Jacopo
Caviceo's Il Pellegrino (1508) is dated 1527 but that mentioned in Fernando Coldn's
catalogue (no. 4147) was no doubt earlier. In 1521 Vicente can already bracket the
Spanish translation with the popular Carcel de Amor printed in 1492, and indeed it ran
to many editions. Its full title was Historia de los honestos amores de Peregrino y
Ginebra. Valdés (Dialogo de la Lengua) ranks El Pelegrino as a translation with Boscan's

version of Il Cortegiano: estan mui bien romanc¢ados.
E.g. the Nao de Amor of Juan de Dueias.

The Everyman-Noman theme in the Auto da Lusitania is, like that of Mofina Mendes,

common to many countries and old as the hills.
Henry Hallam, /ntroduction to the Literature of Europe (Paris, 1839), vol. 1. p. 206.

Cf. the story del mancebo que caso con una mujer muy fuerte et muy brava in Don Juan
Manuel's El Conde Lucanor (c. 1535). Shakespeare's The Taming of the Shrew was

written exactly a century after Ines Pereira; the anonymous Taming of a Shrew in 1594.

The author of a sixteenth century Spanish play published in Bibliéf. Esp. t. 6 (1870)
declares that, in order to write it, he has 'trastornado todo Amadis y la Demanda del
Sancto Grial de pe a pa.' The result, according to the colophon, is 'un deleitoso jardin de

hermosas y olientes flores,' a description which would better suit a Vicente-play.

Cf. the twelfth century Représentation d’Adam. The Sumario has 18 figures. The Auto da
Feira has 22, but over half of these consist of a group of peasants from the hills.

Obras (1908), t. 2, p. 217-24.

The anonymous Tragicomedia Alegorica del Paraiso y del Inferno (Burgos, 1539)
followed hard upon his death. It is not the work of Vicente, who, although in his Spanish
he used allen, would not have translated nas partes de alem into an African town: en
Allen.

3a impr. (Madrid, 1733), p. 35; p. 37 (the 1733 text has Oi and Aj); p. 39.

As late as 1870 Dr Theophilo Braga could say 'Nobody now studies Vicente' (Vida de Gil
Vicente, p. 59).

COPILACAM

DE TODALAS OBRAS
DE GIL VICENTE, A QVAL SE

reparte em cinco Liuros. O Primeyro he de
todas suas
cousas de deuacam. O segundo as Comedias.
O terceyro
as Tragicomedias. No quarto as Farsas.
No quinto, as obras
meudas.

G)

ffVam emmendadas polo Sancto Officio,

[Pg lii]



como se manda no Cathalogo
deste Regno.
1

Foy impresso em a muy nobre & sempre leal
Cidade de Lixboa, por Andres Lobato.
Anno de M. D. Lxxxyj

fIFoy visto polos Deputados da Sancta Inquisicam

COM PRIVILEGIO REAL.
()

9E la taxado em papel a reis

TITLE-PAGE OF THE SECOND (1586) EDITION OF GIL VICENTE'S WORKS
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COM PRIVILEGIO REAL.
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qVendemn fea cruzado em papel em ¢ alade Franako fornandezea ruanoua.

AUTO DA ALMA[n] [Pg 1]

L'Angel di Dio mi prese e quel d' Inferno
Gridava: O tu dal Ciel, perche mi privi?
DantE, Purg. v.

Auto da Alma. The Soul's Journey.


https://www.gutenberg.org/cache/epub/28399/pg28399-images.html#Endnote_1_0

Este auto presente foy feyto aa muyto
deuota raynha dona Lianor & representado
ao muyto poderoso & nobre Rey dom
Emmanuel, seu yrmao, por seu mandado, na
cidade de Lisboa nos pacgos da ribeyra em a
noyte de endoencas. Era do Senhor de M.D.
& viij[151].

Argvmento.

Assi como foy cousa muyto necessaria auer
nos caminhos estalagens pera repouso &
refeycam dos cansados caminhantes, assi
foy cousa conveniente que nesta caminhante
vida ouuesse hiia estalajadeyra para refeicao
& descanso das almas que vam caminhantes
pera a eterna moradall152] de Deos. Esta

estalajadeyra das almas he a madre sancta
ygreja, a mesa he o altar, os majares as
insignias da payxa. E desta perfiguragal153]

trata a obra seguinte.

9 Esta posta hiia mesa c0 hiia cadeyra: vé a
madre sancta ygreja c6 seus quatro
doctores, Sancto Thomas, Sam Hieronymo,
Sancto Ambrosio, Sancto Agostinho, & diz
Agostinho.

Acost. Necessario foy, amigos,
que nesta triste carreyra
desta vida

pera os mui perigosos perigos
dos immigos(viin]

ouuesse alglia maneyra

de guarida.

Porque a humana transitoria
natureza vay cansada

em varias calmas

nesta carreyra da gloria
meritoria

foi necessario pensadalv]

pera as almas.
9 Pousada com mantimentos,[v]

mesa posta em clara luz,
sempre esperando,

com dobrados mantimentos
dos tormentos

que o filho de Deos na Cruz
comprou penando.

Sua morte foy auenca,
dando, por darnos parayso,
a sua vida

aprecada sem detenca,(v]

por sentenca

julgada a paga em prouiso

5 & recebida.

9 Ha sua mortal empresa
foy sancta estalajadeyra

This play was written for the very devout
Queen Lianor and played before the very
powerful and noble King Manuel her
brother, by his command, in the city of
Lisbon at the Ribeira palace on the night of
Good Friday in the year 1508.

Argument.

As it was very necessary that there should
be inns upon the roads for the repose and
refreshment of weary wayfarers, so it was
fitting that in this transitory life there should
be an innkeeper for the refreshment and
rest of the souls that go journeying to the
everlasting abode of God. This innkeeper of
souls is the Holy Mother Church, the table is
the altar, the fare the emblems of the
Passion. And this allegory is the theme of
the following play.

(A table laid, with a chair. The Holy Mother
Church comes with her four doctors, St
Thomas, St Jerome, St Ambrose and St
Augustine, who says:)

St Aug. Friends, 'twas of necessity
That upon the gloomy way

Of this our life

Some sure refuge there should be
From the enemy

And dread dangers that alway
Therein are rife.

Since man's spirit migratory

In the journey to its goal

Is oft oppressed,

Weary in this transitory

Path to glory,

An inn was needed for the soul

To stay and rest.

An inn provided with its fare,

In clear light a table spread
Expectantly,

And laden with a double share

Of torments rare

That the Son of God, His life-blood shed,
Bought on the Tree.

Since by the covenant of His death
He gave, to give us Paradise,
Even His life,

Unwavering He rendereth

For us His breath,

Paying the full required price
Free from all strife.

His work as man was to enable
Our Mother Church thus to console,
Innkeeper lowly,

[Pg 2]
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ygreja madre

consolar aa sua despesa
nesta mesa

qualquer alma caminheyra
com ho padre

e o anjo custodio ayo.

Alma que lhe he encomendada
se enfraquece

& lhe vay tomando rayo

de desmayo

se chegando a esta pousadalv]

Se guarece.

9 Vé o anjo custodio c6 a alma &

diz.

79 ANjo. Alma humana formadaln]

de nenhiia cousa feyta
muy preciosa,

de corrupcam separada,
& esmaltada

naquella fragoa perfeyta
gloriosa;

8¢ planta neste valle posta

pera dar celestes flores
olorosas

& pera serdes tresposta

em a alta costa

onde se criam primores
mais que rosas;

planta soes & caminheyra,[n]

que ainda que estais vos his
donde viestes;

vossa patria verdadeyra

he ser herdeyra

da gloria que conseguis,
anday prestes.

10ﬂ Alma bemauenturada,

11

dos anjos tanto querida,

nam durmais,

hum punto nam esteis parada,
que a jornada

muyto em breue he fenecida
se atentais.

A1rma. Anjo que soes minha guarda
Olhay por minha fraqueza

terreal:

de toda a parte aja resguarda

que nam arda

a minha preciosa riqueza
principal.

129 Cercayme sempre oo redor

porque vin muy temerosa
da contenda:

Oo precioso defensor,
meu favor,

vossa espada lumiosa

And minister at this very table,
Most serviceable,

Unto every wayfaring soul,
With the Father Holy

And its Guardian Angel's care.
The soul to her protection given
If, weak with sin

And yielding almost to despair,
It onward fare

And to reach this inn have striven,
Finds health within.

(The Guardian Angel comes with the

Soul and says:)

Angel. Human soul, by God created
Out of nothingness yet wrought
As of great price,

From corruption separated,
Sublimated,

To glorious perfection brought
By skilled device;

Plant that in this valley growest
Flowers celestial for to give

Of fairest scent,

Hence to that high hill thou goest
Where thou knowest

Even than roses graces thrive
More excellent.

Plant wayfaring, since thy spirit,
Scarce staying, to its first origin
Must still begone,

Thy true country is to inherit

By thy merit

That glory that thou mayest win:
O hasten on.

Soul that art thus trebly blest
By such angels' love attended,
Sink not asleep,

Nor one instant pause nor rest,
Thou journeyest

On a way that soon is ended

If watch thou keep.

Soul. Guardian angel, o'er me still
Keep thy ward that am so frail
And of the earth,

On all sides thy watch fulfil
That nothing kill

My true wealth nor e'er prevail
O'er its high worth.

Ever encompass me and shield,
For this conflict with great fear
Fills all my sense,

Noble protector in this field,
Lest I should yield,

Let thy gleaming sword be near

[Pg 3]
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me defenda.

9 Tende sempre mao em mim
porque ey medo de empecgar
& de cayr.

ANjo. Pera isso sam & a isso vim
mas em fim

cumpreuos de me ajudar

a resistir.[v]

14 Nam vos occupem vaydades,
riquezas nem seus debates,
olhay por vos:
que pompas, honrras, herdades,
& vaydades
sam embates & combates
pera vos.

15q vosso liure aluidrio,
isento, forro, poderoso,
vos he dado
pollo diuinal poderio
& senhorio,
que possais fazer glorioso
vosso estado.

16  Deuvos liure entendimentoln]

& vontade libertada
& a memoria,
que tenhais em vosso tento
fundamento
que soes por elle criada
pera a gloria.

9 E vendo Deos que o metal,[n]

em que vos pos a estilar

pera merecer,

que era muyto fraco & mortal,
& por tal

me manda a vos ajudar

& defender.

Andemos a estrada nossa,
olhay nam torneis a trasl[v]

18

que o imigolv]

aa vossa vida gloriosa
pora grosa.ln]

Nam creaes a Satanas,
VOSSO perigo.

9 Continuay ter cuydado
na fim de vossa jornada
& a memoria
que o spirito atalayado
do peccado
caminha sem temer nada
pera a gloria.

e nos lagos infernaes
& nas redes de tristuralv]

19

20

tenebrosas

da carreyra que passaes
nam cayaes:

sigua vossa fermosura
as gloriosas.

For my defence.

Still uphold me and sustain
For I fear lest I may stumble,
Fail and fall.

Angel. Therefore came I, nor in vain,
Yet amain

Must thou help me too, and humble
Resist all:

Even all the world's debate

Of riches and of vanity,

Seek thou for grace,

Since pomp and honour, high estate
Vainly elate,

Are but a stumbling-block to thee,
No resting-place.

Power uncontrolled is thine,

And an independent will

Unbound by fate: [Pg 4]
Even so in His might divine

Did God design

That thou in glory mightst fulfil

Thy heavenly state.

He gave thee understanding pure,
Imparted to thee memory,

Free will is thine,

That so thou mayest e'er endure
With purpose sure,

Knowing that He has fashioned thee
To be divine.

And since God knew the mortal frame
Wherein He placed thee to distil,
(So to win His praise)

Was metal weak and prone to shame,
Therefore I came

Thee to protect—it was His will—
And to upraise.

Let us go forth upon our way.

Turn not thou back, for then indeed
The enemy

Upon thy glorious life straightway
Will make assay.

But unto Satan pay no heed

Who lurks for thee.

And still the goal seek thou to win
Carefully at thy journey's end.

And be it clear

That the spirit e'er at watch within
Against all sin

Upon salvation's path may wend
Without a fear.

In snares of Hell that shall waylay,
Dark and awful wiles among,

Thee to molest,

As thou advancest on thy way

Fall not nor stray,

But let thy beauty join the throng
Of spirits blest.
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9 Adiantase o Anjo e vem o diabo a ella e diz o
diabo.[v]

219 Tam depressa, oo delicada
alua pomba, pera onde his?
(quem VOS engana,

& vos leua tam cansada
por estrada

que soomente nam sentis
se soes humana?

22 Nam cureis de vos matar
que ainda estais em idade
de crecer.

Tempo hahi pera folgar
& caminhar,

Viuey aa vossa vontade
& a avey prazer.[v]

23¢q Gozay, gozay dos bés da terra,
procuray por senhorios
& aueres.[v]

Qué da vida vos desterralv]

aa triste serra?

quem vos falla em desuarios
94 DOT prazeres?

Esta vida he descanso

doce & manso,

nam cureis doutro parayso:

quem vos p0e em VOSSO Siso

outro remanso?

259 Arma. Nam me detenhaes aqui,
Deyxayme yr, d em al me fundo.

DiaBo. Oo descansay neste mundo,
que todos fazem assi.

26 Nam sam em balde os aueres,
Nam sam em balde os deleytesiv]

& farturas[*],[v]

nam sam de balde os prazeres
& comeres,
tudo sam puros affeytes

das creaturas:[v]
27 . o
pera os homés se criarao.

Dae folga a vossa possageml[v]

doje a mais,
descansay, pois descansarao
0S que passaram
por esta mesma romagem
28 que leuais.
O que a vontade quiser,
quanto o corpo desejar,
tudo se faca:
zombay de quem vos quiser
reprender,
querendovos marteyrar
29 tam de graca.
Tornarame se a vos fora,

(The Angel goes forward and the Devil
comes to the Soul and says:)

Devil. Whither so swift thy flight,
Delicate dove most white?

Who thus deceives thee?

And weary still doth goad

Along this road, [Pg 5]
Yea and of human sense,

Even, bereaves thee?

Seek not to hasten hence

Since thou hast life and youth

For further growth.

There is a time for haste,

A time for leisure:

Live at thy will and rest,

Taking thy pleasure.

Enjoy, enjoy the goods of Earth,

And great estates seek to possess
And worldly treasures.

Who to the hills, exiled from mirth,
Thus sends thee forth?

Who speaks to thee of foolishness
Instead of pleasures?

This life is all a pleasaunce fair,

Soft, debonair,

Look for no other paradise:

Who bids thee seek, with false advice,
Refuge elsewhere?

Soul. Hinder me not here nor stay,
For far other thoughts are mine.
Devil. To worldly ease thy thought incline
Since all men incline this way.

And not for nothing are delights,

And not in vain possessions sent

And fortune's prize,

And not for nought are pleasure's rites
And banquet-nights:

All these are for man's ornament

And galliardize;

For mortal men is their array.

So let delight thy woes assuage,
Henceforth recline

And rest, since rest likewise had they
Who went this way,

Even this very pilgrimage

That now is thine.

And whatsoe'er thy body crave,

Even as thy will desire,

So let it be;

And laugh thou at the censors grave,
Whoso would have

Thee tortured by sufferings dire

So uselessly.

I would not, being thou, go forth, [Pg 6]

So sad and troubled lies the way,
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30

31

32

his tam triste, atribulada
que he tormenta:

senhora, vos soes senhora
emperadora,

nam deueis a ninguem nada,
sede isenta.

Anjo. Oo anday, quem vos detem?
Como vindes pera a gloria
devagar!

Oo meu Deos, 00 summo bem!
Ja ninguem

nam se preza da vitoria

em se saluar.

Ja cansais, alma preciosa?
Tao asinha desmayaes?

Sede esforcgada:

Oo como virieis trigosa

& desejosa,

se visseis quanto ganhaes
nesta jornada.

Caminhemos, caminhemos,
esforcay ora, alma sancta
esclarecida.

9 Adiantase o anjo & torna Satanas.

Que vaydades & que estremos
tam supremos!

Pera que he essa pressa tanta?
Tende vida.

339 His muy desautorizada,

descalga, pobre, perdida
de remate,

nam leuais de vosso nada
amargurada:

assi passais esta vida

em disparate.

349 Vesti ora este brial,

35

36

metey o brago por aqui,

ora esperay.

Oo como vem tao real!

isto tal

me parece bem a mi:

ora anday.

Hiis chapins aueis mister

de Valenga, muy fermosos[*],[n]
eylos aqui:[v]

Agora estais vos molher

de parecer.

Pode os bracgos presumptuosos,
iSso si,

passeayuos muy pomposa,

9 daqui pera ali & de laa por ca,l[v]

& fantasiay.

Agora estais vos fermosa
Como a rosa,

tudo vos muy bem estaa:
descansay.

'Tis cruelty,

And thou art of imperial worth
And royal birth,

To none thou needest homage pay,
Then be thou free.

Angel. O who thus hinders thee? On, on!
How loiterest thou on glory's path

So slowly!

O God, sole consolation!

Now is there none

Who of that victory honour hath

That is most holy.

Soul, already dost thou tire

Sinking so soon beneath thy burden?
Nay, soul, take heart!

Ah, with what a glowing fire

Of desire

Cam'st thou couldst thou see what guerdon
Were then thy part.

Forward, forward let us go:

Be of good cheer, O soul made holy

By this thy strife.

(The Angel goes forward and Satan returns.)

Devil. But what is all this coil and woe?
Why to and fro

Flutterest thou in haste and folly?

Nay, live thy life.

For very piteous is thy plight,

Poor, barefoot, ruined utterly,

In bitterness,

Carrying nothing to delight

As thine by right,

And all thy life is thus to thee

A thing senseless.

But don this dress, thy arm goes there,
Put it through now, even thus, now stay
Awhile. What grace,

What finery! I do declare

It pleases me. Now walk away

A little space.

So: I trow shoes are now thy need
With a pair from Valencia, fair to see,
I thee endow.

Now beautiful, as I decreed,

Art thou indeed;

Now fold thy arms presumptuously:
Ev'n so; and now

Strut airily, show off thy power,
This way and that and up and down
Just as thou please;

Fair now as fairest rose in flower
Thy beauty's dower,

And all becomes thee as thine own:
Now take thine ease.

[Pg 7]
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Torna o anjo a alma dizédo.

379 Anjo. Que andais aqui fazendo?

38

3

40

41 N
9 Ama. Anday, day me ca essa mao:

42

Arma. Faco o ( vejo fazer
pollo mundo.

Anjo. Oo Alma, hisuos perdédo,
correndo vos his meter

no profundo.

Quanto caminhais auante
tanto vos tornais a tras

& a trauees,

tomastes ante com ante

por marcante[vlin]

0 cossayro satanas
porque querees.[v]

911 Oo caminhay com cuydado

que a Virgem gloriosa

VoS espera:

deyxais vosso principado
desherdado,

engeytais a gloria vossa

& patria vera.

Deyxay esses chapins ora
& esses rabos tam sobejos,
que his carregada,

nam vos tome a morte agora
tam senhora,

nem sejais com tais desejos
sepultada.

anday vos, que eu yrey

quanto poder.Vl

Adiatese o anjo & torna o diabo.

DiaBo. Todas as cousas cO rezao
tem cazam.[v]

Senhora, eu vos direy
meu parecer:

hahi tempo de folgar

& idade de crecer

& outra idade

de mandar e triumphar,
& apanhar

& acquirir prosperidade
a que poder.[v]

43ﬂ Ainda he cedo pera a morte:

44

tempo ha de arrepender
e yr ao ceo.
Pondevos a for da corte,[n]

desta sorte
viua vosso parecer,
que tal naceo.[v]

O ouro pera que he?

(The Angel returns to the Soul, saying:)
Angel What is this that thou art doing?

Soul. In the world's mirror ev'n as I see
I do in this.

Angel. O soul, thou compassest thy ruin
And rushest forward foolishly

To the abyss.

For every step that onward fares
One step back, one step aside
Thou takest still,

And buyest eagerly the wares

That pirate bears,

Even Satan, by thee glorified

Of thy free will.

O journey onward still with care
For the Virgin with the elect

Doth thee await:

Thou leavest desolate and bare
Thy kingdom rare,

And thine own glory dost reject
And true estate.

But cast these slippers now aside,
This gaudy dress and its long train,
Thou art all bowed,

Lest Death come on thee unespied
And in thy pride

These thy desires and trappings vain
Prove but thy shroud.

Soul. Go forward, stretch thy hand
to save,
Go forward, I will follow thee

[Pg 8]

As best I may.

(The Angel goes forward and the Devil
returns.)

Devil. All things in light of reason grave
Their seasons have.

And I to thee will, O lady,

My counsel say:

There is a time here for delight

And an age is given for growth,
Another age

To tread in lordly triumph's might

In the world's despite,

Gaining ease and riches both

On life's full stage.

It is too early yet to die,

Time later to repent on earth

And to seek Heaven.

Then cease with fashion's rule to vie,
And quietly

Enjoy the nature that at birth

To thee was given.

What, think'st thou, is the use for gold
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& as pedras preciosas

& brocados,

& as sedas pera que?

Tende per fee

( pera as almas mais ditosas
foram dados*.[v]

454 vedes aqui hum colar
douro muy bem esmaltadolv]

& dez aneis.

Agora estais vos pera casar
& namorar:

neste espelho vos vereis[v]

& sabereis[v]

46 @ nam vos ey de enganar.
E poreis estes pendentes,
em cada orelha seu,[v]
iSso si,
que as pessoas diligentes
sam prudentes:
agora vos digo eu
que you contente daqui.

479 Arma. Oo como estou preciosa,
tam dina pera seruir
& sancta pera adorar!

Anjo- O0 alma despiadosa,[v]

perfiosa,
quem vos deuesse fugir
mais que guardar!

48 pondes terra sobre terra,
que esses ouros terra sam:
0o senhor,
porque permites tal guerra
que desterra
ao reyno da confusam
o teu lauor?

494 Nam hieis mais despejada
& mais liure da primeyra
pera andar?

Agora estais carregada
& embaracada
com cousas que ha derradeyralv]

ham de ficar.

Tudo isso se descarrega
ao porto da sepultura:

50

alma sancta, quem vos cega,
VoS carrega
dessa vaalv] desauentura?

51 Aima. Isto nam me pesa nada
mas a fraca natureza
me embaraca.
Ja nam posso dar passada
de cansada:
tanta é minha fraqueza
& tam sem graca.

And what the use for precious stones
And for brocade,

And all these silks so manifold?

Ah surely hold

That for the souls, the blessed ones,
They were all made.

See here a necklace in its pride

Of skilfully enamelled gold,

Here are rings ten:

Now mayst thou win the hearts of men,
Fit for a bride.

In this mirror thou mayst behold
Thyself and see

That I am not deceiving thee.

And here are ear-rings, put them on
One in each ear duly now:

Even so;

For things thus diligently done
Prove wisdom won,

And now I may to thee avow

That right well pleased I hence shall go.

Soul. O how lovely is my state,
How is it for service meet,
And for holy adoration!

Angel. Cruel soul and obstinate,
Rather thereat

Should I shun thee than still treat
Of thy salvation.

Earth upon earth is this thy store,
Since but earth is all this gold.

O God most high,

Wherefore permittest thou such war
That, as of yore,

To Babel's kingdom from thy fold
Thy creatures hie?

Was it not easier journeying

At first, more free than that thou hast
With all this train,

Hampered and bowed with many a thing
That now doth cling

About thee, but which at the last
Must here remain?

All is disgorged and left behind

At the entrance to the tomb.

Who, holy soul, doth thee thus blind
Thyself to bind

With such vain misfortune's doom?

Soul. Nay, this doth scarcely on me weigh:

It is my poor weak mortal nature
That bows me down.

So weary am I, I must stay

Nor go my way,

So void of grace, so frail a creature
Am [ now grown.

[Pg 9]
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52 Senhor hidevos embora,

que remedio em milvl nam sento,

ja estou tal.

Anjo. Sequer day dous passos ora

atee onde mora
a que tem o mantimento
celestial.
9 Ireis ali repousar,
53 comereis alglis bocados
confortosos,
porque a hospeda he sem par
em agasalhar
0s que vem atribulados
& chorosos.

54 Aima. He loge?

Anjo. Aqui muy perto.
Esforcay, nam desmayeis
& andemos,

que ali ha todo concerto
muy certo:

quantas cousas querereis
tudo temos*.[v]

9 A hospeda tem graca tanta,
55  faruosha tantos fauores.

ArMa. Quem he ella?

Anjo. He a madre ygreja sancta,

e os seus sanctos doutores
i com ella.

56 Ireis di muy despejada
chea do Spiritolvl Sancto

& muy fermosa:

ho alma sede esforcada,
outra passada,

que nam tendes de andar tato
a ser esposa.

579 DiaBo. Esperay, onde vos his?
Essa pressa tam sobeja
He ja pequice.
Como, v