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I . IN T R O D U C T IO N

1.1 BIOGRAPHY OF FELIPE GODINEZ

In this chapter I will attempt to summarize the 
conributions of those who have investigated the life of 
Felipe Godinez. In this summary I will rely heavily on 
the very informative article by Carmen Men6ndez Onrubia 
"Hacia la biografia de un iluminado judio: Felipe Godinez 
(1585-1659) 1 as well as the most complete outline of 
biographical research on Godinez: "Historia de una
biografia" from German Vega Garcia-Luengos' Problemas de 
un dramaturgo del Siglo de Pro. Estudios sobre Felipe 
Godinez.2

The earliest mention of Felipe Godinez is made in 
1853 by Ram6n Mesonero Romanos in "Teatro espafiol del 
siglo XVII: Autores de tercer orden."3 He is also
mentioned by Adolph F. von Schack in 1853.4 However, it 
is not until Cayetano Alberto de La Barrera y Leyrado

^eaismundo 25-26 (1977): 89-130.
2(Salamanca: Kadmos, 1986): 23-59.
3Semanario pintoresco espafiol (Madrid, 1853): 90-91.
4Nachtracre zur Geschichte der dramatischen Literatur 

und Kunst in Spainen. Frankfurt-am-Main. 1858 [qtd. in 
Vega Garcia-Luengos,Problemas 23].
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2
publishes his Cat£loqo bibliogr£fico v biogr&fico in 1860 
that we have what Vega Garcia-Luengos calls "el primer 
volumen aceptable de datos biogr&ficos, que permiten 
entrever una trayectoria vital."5 Though some of the 
data given by Barrera was rectified later by Vega Garcia- 
Luengos and other critics (e.g. Godinez's place of 
birth), Barrera includes testimonies that indicate that 
Godinez was well-known and esteemed by his contemporaries 
(albeit forgotten by bibliographers and historians).

In 1880 Marcelino Men6ndez Pelayo adds a new facet 
to our scant knowledge of Godinez. The critic informs us 
that Godinez was called to appear before the Inquisition 
on November 30, 1624, the feast of San Andr6s, charged 
with being "hereje, judaizante y encubridor de 
here jes.1,6

Eighteen years later Jos6 S&nchez-Arjona in Noticias 
referentes a los anales del teatro en Sevilla brings to 
our attention a manuscript by Padre Muftana which affirms 
that Godinez was 36 years of age at the time of the

5Cat£logo bibliogr&fico v bioqr&fico del teatro 
antiquo espafiol, desde sus oriqenes hasta mediados del 
siglo X V I I I  (Madrid: Imprenta y Estereotipia de M. 
Rivadeneyra, 1860. Edicidn facsimil, Madrid: Gredos,
1969). (qtd. in Vega Garcia-Luengos,Problemas24)

6Historia de los heterodoxos espafioles (Madrid: 
Libreria Catdlica de San Jos6, 1880. Reedicidn, 
Santander, CSIC, 1947) : 323.
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auto.7 This would mean that Godinez was born in 1588. 
Carmen Men6ndez Onrubia ("Hacia" 91) and Vega Garcia- 
Luengos (Problemas 41-43) call this date into question 
and offer convincing arguments favoring 1585 as the 
correct date of Godinez's birth. Both critics believe 
that the Colombina manuscript, which will be mentioned 
below, is more accurate than the Mufiana document. 
Men§ndez Onrubia remarks "...m^s parece una opinidn 
particular del padre Mufiana que una reducci6n manuscrita 
sobre dicho sentenciado, con el rigor de contenido y 
lingiiistico que muestra el manuscrito de la Biblioteca 
Colombina" ("Hacia" 91) . Vega Garcia-Luengos notes, 
however, that the more questionable date (1588) was 
reproduced in several histories of literature and 
articles about Godinez (Problemas 26-27).

More accurate knowledge of Godinez is gained with 
Adolfo Castro's "Noticias de la vida del doctor Felipe 
Godinez" published in the Memorias de la Real Academia 
Espafiola in 1902 (8:277-83). Castro comments on the
silence of Godinez's contemporaries that was mentioned by 
Barrera. Though he is not surprised by the silence of 
Don Nicolcis Antonio, D. Diego Ortiz de Ztifiiga (and his 
followers), or Rodrigo Caro, he does find the silence of 
Lope de Vega (so given to praising contemporary poets) 
unusual. Castro, suggests that Lope ignored Godinez in

7(Sevilla: Inys. de E. Rasco, 1898): 159-63.
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4
his Laurel de Apolo (1630) due to the fact that Godinez 
was sentenced by the Inquisition (278).

In "Noticias..." Castro reproduces two documents 
which give details of Godinez's appearance before the 
Inquisition. The first is the Tratado v relaci6n 
published in Montilla by Alonso Ginete in 1625 (278). 
This Tratado includes the acusations against Godinez and 
thus supplies additional information about his life and
work. That part which refers to Godinez is as follows:

El licenciado Felipe Godinez, judio de 
todos cuatro costados, sacerdote y 
predicador, vecino de Sevilla, natural 
de Moquer. Su apellido era otro 
diferente, y por ganar opini6n de buena
g e n e r a c i 6 n  se nombr6 Godinez
Manrique, diciendo era de los de
Salamanca; un su abuelo fu6 penitenciado 
con sambenito y su tio pas6 & Berberia, 
en donde andaba con h&bito de judio, 
diciendo que se habict cansado de ser 
cristiano. Fu6 acusado de que habia sido 
hereje, judaizante, fautor y encubridor 
de herejes; que habia dicho en el ptilpito
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5
algunas proposiciones equivocas que habia 
hecho una prooosicibn malsonante de la
Santisima Trinidad; compuesto dos 
comedias del Testamento Viejo, una de La 
arpa de David y otra de La Reina Esther, 
inventando en la una que el Angel San 
Gabriel habia revelado A la Reina Esther 
que el Mesias habia de nacer de madre 
concebida sin pecado original; que no 
podia entender bien la Escritura quien no 
supiese hebreo, y que 61 habia entendido 
un lugar que no entendib San Jerbnimo. 
Confesb haber estado cierto tiempo en los 
dichos errores; que no se habia 
presentado en el Santo Oficio, porque un 
sacerdote, tenido por santo, le habia 
absuelto, diciendo tenia poder para ello, 
y la aplicacibn de la Santisima Trinidad 
lo dijo refiriendo lo que habia dicho un 
predicador portugubs en odio de su 
nacibn, por lo que le llamaban Antecristo 
de los portugueses.Fu& condenado en que 

saliese al tablado con sambenito y se le 

quitase en llegando al castillo, en un 

aho de reclusidn y  seis de destierroy lo 

declararon por irregular (278-79).
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After completing his sentence, Castro tells us that 

Godinez returned to his priestly duties, was a respected 
preacher, wrote several dramatic works, took on the title 
of "doctor,11 and received the praises of Dr. Juan P6rez 
de Montalbcin and D. Luis Ulloa Pereira (280) . Twelve 
years after the sentence Godinez wrote "Oracibn funebre 
en la muerte del doctor frey Lope Fblix de Vega Carpio," 
which appeared in Fama p6stuma (Castro 280).

Apart from the above-mentioned Tratado v relacibn. 
Castro also discovered a manuscript in the Biblioteca 
Colombina which gave a report of the people who appeared 
before the Inquisition the day of San Andrbs in 1624. 
This document informs us that Godinez observed Jewish 
customs as a child, and, as does the above-mentioned 
Tratado, it calls into question some propositions made in 
his plays La Revna Esther and La Harpa de David, such as 
the fact that in La Revna Esther the angel Gabriel 
appears to Esther telling her that from her line was to 
be born the son of God and that his mother would be free 
of original sin. Castro reminds us that this mystery was 
being disputed at the time. The Colombina document gives 
details of what must have been "una proposici6n 
malsonante de la Santisima Trinidad" mentioned in the 
Tratado. It claims that Godinez in a sermon, compared 
the Trinity to a waterwheel, and the device itself to 
God the Father, the water to the Holy Spirit, and the
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donkey to Jesus Christ. The document also claims that 
Godinez made the heretical statement that Christ "non est 
opus factum,11 that he held to some of the doctrines of 
the alumbrados. made insinuations that contradicted the 
free will of God, and had doubts about the presence of 
Christ in the Holy Sacrament (Castro 281-83).8

®This document, summarized above in English, is 
given here in full: El P. Godinez, clbrigo, presbitero,
predicador y confesor, vecino de Sevilla, de edad de 39 
aftos, descendiente de cristianos nuevos judios, 
observante de la ley de Moysen, haciendo sus ritos y 
cerimonias, creyendo que era buena, que en alia se habia 
de salvar, en prueba de lo cual habia guardad los ayunos 
de la dicha ley de Moysen sin comer no beber en todo el 
dia hasta la noche 6 d la salida de la estrella; y 
entonces cenaba cosa de pescado, fruta y no carne; y 
queribndose mostrar mbs observante de dicha ley que los 
dembs de su casa, siendo de edad de nueve 6 diez aflos, 
con particular cuidado preguntaba, despubs de haber 
ayunada, si habia de ayunar mbs; y no comia anguilas, 
casson ni jibia ni otro pescado que no tuviese 
escamas, ni perdiz, ni conejo ni sisos ni cosa que no 
fuese desollada, por estar prohibido en la dicha ley de 
los judios; y como tan aficionado b esta ley hizo algunas 
obras en verso de historias del Testamento Viejo como la 
comedia de La Reyna Esther y La Harpa de David, en las 
quales se habian notado algunas proposiciones, en 
particular que el bngel San Gabriel habia aparecido b la 
Reyna Esther y le habia dicho que del linage de Israel 
habia de nacer el hijo de Dios y tener madre sin pecado 
original. Y habiendo dicho adembs que habia 
entendido un lugar de la Sagrada Escritura, el que no 
habia entendido S. Jer6nimo cuando lo habia comentado; y 
siempre que hablaba de Cristo Nro. Sr., hablaba con 
equivocaci6n de palabras, de que causaba escbndalo y 
mormoracibn; y refiriendo un sermbn de un portugubs dijo 
que Cristo non est opus factum, la cual proposici6n es 
herbtica; y tambibn dijo en otra ocasibn que en la 
primera venida de Dios al mundo no se reformaban los 
cuerpos, sino las almas, la cual proposicibn es 
temeraria y tiene sabor de heregia, y es doctrina de 
alumbrados. Y asimesmo predicando habia dicho, 
favoreciendo b la nacibn de los Judios, que Dios habia 
dado en persona de Jacob palabra k la los Judios de no 
irse del pueblo Judaico hasta tanto que lo redimiese,
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Vega Garcia-Luengos notes the mention of Godinez in 
Mario Mendez Bejarano's Diccionario de escritores. 
maestros v oradores naturales de Sevilla v su actual 
provincia and his Histoire de la •juiverie de Seville, 
both published in 1922.9 In these works, Men6ndez 
Bejarano does not ascribe to the information given in 
the testimony of Alonso Ginete, published by A. de Castro 
concerning Godinez's place of birth (Moguer), affirming, 
rather, that he was from Sevilla. Vega-Garcia Luengos 
notes that "Como 'natural de Moguer' aparece Felipe 
Godinez en muy distintas oportunidades, frente a una sola

dando & entender que no habia llegado el cumplimiento 
desta palabra y que con ella se habia privado Dios de la 
libre potestad que tenia para no poder irse hasta que los 
remediase, la cual proposicion es her6tica, pues necesita
& Dios que cumpla su palabra sin libertad, quit&ndole la 
voluntad. Y continuando sus errores, ha dudado
afectuosamente con afecto reflexo de la asistencia y 
presencia de Cristo Nro. Seflor en el Santisimo 
Sacramento, no haciendo caso de rezar las horas
candnicas. Fue condenado al auto ptiblico de fe con auto 
penitencial, confiscacidn de bienes, y que vuelto al 
castillo, le sea quitado el h&bito y que est6 recluso en 
un convento 6 espital, que le fuere seflalado por tiempo 
de un aho, despues ddl, que estd desterrado de todo el 
distrito desta Inquisicion por tiempo de seis afios, y que 
sea privado perpetuamente del ejercicio de sus 6rdenes y 
de tener oficio y beneficio, declarando haber incurrido 
en irregularidad.

9Piccionario de escritores, maestros v oradores 
naturales de Sevilla v su actual provincia (Sevilla: 
Tipografia Gironds, 1922): 251-253.

Histoire de la iuiverie de Seville (Madrid: 
Editorial Ibero-Americana, 1922) : 195-213. [qtd. in 
Vega Garcia-Luengos. Problemas 27].
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9
vez - en el soneto 'Al desengafio de las cosas desta 
vida'10 que, con toda probabilidad, fue compuesto en una 
fecha tardia en torno a 1635 - en que un copista
desconocido le califica de 'sevillano'" (Problemas 42).

In 1952 Godinez is mentioned but little new 
information is given in a study of the poet D. Luis de 
Ulloa Pereira by Josefina Garcia Ar&ez.11

Julio Caro Baroja includes Godinez in Los judios en 
la Espafia Moderna v contemporinea.12 While Caro Baroja 
considers some of the conversos of the seventeenth 
century to be "orthodox," he includes Felipe Godinez in 
a separate category, in his chapter on "El
'cristianonuevo' en lucha." Here he discusses those 
conversos whose beliefs he considers to be actually or 
supposedly "heterodox." He mentions Felipe Godinez as 
one of "... los m^s tipicos entre los que nos demuestran 
la ambiguedad de la existencia de ciertos hombres de 
Iglesia" (226). As evidence of this ambiguity Caro Baroja 
recalls Godinez's Jewish heritage, the changing of his 
last names, the fact that severaal of his sermons 
contained "proposiciones equivocas," and his frequent

10Vega Garcia-Luengos footnotes: Incluido en 
"Parnasus sive de versibus variaque poesi," f. 231 v. 
Biblioteca Nacional de Madrid, Ms. 3.920. (This poem is 
by Godinez.)

n Don Luis de Ulloa Pereira ( Madrid: CSIC, 1952) 
99-100.(qtd. in Vega-Garcia Luengos, Problemas 28.)

12 (Madrid: Ari6n, 1961): 226-27.
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use of Old Testament themes in his plays. He mentions 
specifically "0 el frayle ha de ser 16dron o el ladr6n ha 
de ser frayle" because he considers the title to be "poco 
edificante"(226) .

In La sociedad criptoiudia en la Corte de Felipe IV 
Caro Baroja again mentions Godinez.13 He notes that 
Godinez must have practised Jewish customs in his youth 
and remarks that 11...Despu6s, mucho despu6s de ingresar 
en el sacerdocio y de estrenarse como poeta, experiment6 
crisis religiosas, que parece le decidieron inclinarse al 
Catolicismo"(116). The anthropologist concludes that 
"... es de creer que murievra dentro de la Iglesia, de 
verdad" (118).

In 1969 Mercedes Agull6 y Cobo affirmed the place 
and date of Godinez's death (Madrid, 1659) with the 
discovery of his death certificate (partida de su 
defuncidn) .14

Vega Garcia-Luengos notes his indebtedness to Jos6 
Sim6n Diaz's Biblioarafia de la literatura hispctnica 
published in 197215, "...en 61 se incluye pr6cticamente
la totalidad de las comedias y autos que de 61 se 
conservan, junto con el registro de un numero apreciable

13 (Madrid: Imprenta y editorial Maestre, 1963).
14"Datos para las biografias de escritores de los 

siglos XVI y XVII," Anales del Instituto de Estudios 
Madrileflos 4 (1969) : 169-233.

15 (Madrid: CSIC) 660-666, 755.
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de los manuscritos y ediciones de cada una de las piezas 
y sus localizaciones en distintas bibliotecas"(Problemas 
30) . Vega Garcia-Luengos also praises the work as a 
source of biographical information about Godinez: 
"...ademcts permite acceder a algunos pormenores de su 
biografia, en virtud primordialmente de la catalogacidn 
de diversos poemas hasta ahora no registrados, que, como 
casi todos los del autor, se caracterizan por ser de 
circunstancias"(Problemas 30).

In 1977 Carmen Men6ndez Onrubia published an 
extensive and informative article "Hacia la biografia de 
un iluminado judio: Felipe Godinez (1585-1659) . "1S She
traces his life and the evolution of his ideas from his 
childhood in Moguer where we can assume (based on the 
Colombina document) that he practiced Jewish customs, 
through his later etapa sevillana and finally the etapa 
madrilena. Men6ndez Onrubia speaks of three phases in 
Godinez's ideology, as reflected in his work: the first 
stage of predominantly Jewish influence, the second etapa 
sevillana and the third, his etapa madrilefia.

Representing the first phase, Men6ndez Onrubia cites 
La Reina Ester, "titulada tambi6n Am&n v Mardoqueo. o La 
horca pasa su dueflo" ("Hacia" 93).17 She suggests that

16See footnote l,page 1.
17In his article "El libro de Ester en las versiones 

dramciticas de Lope de Vega y Felipe Godinez," Vega 
Garcia-Luengos clarifies that these three titles refer to
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Godinez wrote it in his adolescence: "Con bastante
seguridad refleja que su composici6n debe remonterse a 
los trece o catorce aflos de su autor, cuando atin 
practicaba el mosaismo en su c o m u n i d a d . ( " H a c i a "  
93).18 As evidence of the Jewish characteristics which 
Men6ndez Onrubia believes sets La Reina Ester apart from 
Godinez's later plays, the critic points to the 
"...violenta pasidn mosaica de muchos de sus versos"(94) 
and she calls our attention to "...el estado de lengua 
arcaizante propio de un sefardita, especialmente en ese 
acentuado seseo que no volverci aparecer con tanta 
intensidad en obras manuscritas posteriores"(95).19 As

two different plays, the first being La Reina Ester, 
which was one of Godinez's earliest works, and the second 
Am£n v Mardoaues (often accompanied by the alternate 
title La horca para su duefio), which he suggests appeared 
more than twenty years later. Castilla 2-3(1981): 209- 
245.

18 Vega Garcia-Luengos argues convincingly, 
however, for a composition date closer to that of the
manuscript (1613) and of the play's almost certain
representation in Sevilla by Balbin's company, also in 
1613 ("El libro de Ester..." 238).

19 Vega Garcia-Luengos does not share Men6ndez 
Onrubia's opinion regarding these findings. In "El libro 
de Ester..." and in his book Problemas (31) Vega
Garcia-Luengos suggests that "los reflejos judios" are 
not as obvious as Men6ndez Onrubia would imply. 
Concerning the language of the play, Vega Garcia-Luengos 
writes: "Opinamos que esta confusidn entre |S| y |0| no
tiene por qu6 ser considerada como una caracteristica 
sefardita, bastaria explicarla como algo propio de 
algunas hablas del andaluz. Pero hay otra cuesti6n m&s 
importante: no pueden atribuirse al autor de la caredia
rasgos linguisticos que son del copista o, mcis bien en
este caso, de los copistas" ("El libro de Ester" 244).
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further evidence of the Jewish caracteristics that mark 
La Reina Ester. Men6ndez Onrubia notes "...Otro aspecto 
claramente hebraico viene formado por los abundantes 
comportamientos mod61icos y formativos para una juventud 
esencialmente hebrea, lo que parece implicar una actitud 
pedag6gica en su autor" ("Hacia" 94) . I believe that this 
pedagogical attitude can certainly be detected in La 
Reina Ester, but I would suggest that it can be found in 
many of Godinez's later plays as well, and actually is an 
important element of his style. Men6ndez Onrubia writes 
"Desde esta primera comedia reseflada [i.e. La Reina 
Ester] hasta las obras compuestas realment en 1613, Las 
ligrimas de David; Ludovico el piadoso. y El Soldado del 
cielo, San Sebastian, media una evolucidn ideol6gica 
importante..." ("Hacia" 95) .20

Taking into consideration Vega Garcia-Luengos' 
observations I do not believe that there is as much 
evidence to suport the idea of a preliminary Jewish stage 
as Men6ndez Onrubia would suggest. On the other hand,

20Many Godinez scholars make the assumption that Las 
lcigrimas de David is the same play as La harpa de David, 
which was mentioned in the two documents cited by Castro, 
describing the Inquisition's charges against Godinez. In 
Problemas(107-111) Vega Garcia-Luengos gives very 
convincing evidence that these are two different plays 
and that Las L&qrimas de David"...tiene todos los 
sintomas de haber sido escrita en la etapa madrilefia del 
autor, es decir, con posterioridad a 1624." Based on an 
external and internal analysis of the play, he believes 
that the evidence points to a date "no muy anterior a la 
de su primera exhibicidn conocida: 1635" (109) .
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the critic's description of the ideological evolution of 
Godinez through the etapa sevillana and etapa madrilefla 
is very well-founded and provides a useful framework for 
the understanding of Godinez's theater.

Men§ndez Onrubia affirms that Godinez "tard6 mucho 
en evolucionar desde su formaci6n hebraica hacia el 
cristianismo aun incluso siendo teblogo y 
sacerdote"(95).21 She maintains that as Godinez studied 
for the priesthood during the first decade of the 
seventeenth century, "...no s61o ha asimilado con 
precisidn, sino de forma convencida, tanto la oratoria y 
mitologia clctsica como la doctrina patristica y la 
Historia de la Iglesia catdlica"("Hacia" 95) . She brings 
up the important point that Godinez found a solution to 
his religious conflicts in el ilumlnismo, enabling him to 
combine his Jewish beliefs with Christian doctrine. 
Men6ndez Onrubia describes el iluminismo as "modalidad 
religiosa en la que confluyd de forma coherente la 
doctrina erasmista y que, participando en parte del 
luteranismo, del alumbradismo y de movimientos misticos

centroeuropeos, judios y sadilies, bordeaba continuamente 
la ortodoxia catdlica hasta salirse de ella a 
veces" ("Hacia" 95). Men6ndez Onrubia points out the

21 Here Men^ndez Onrubia notes that this idea is 
also suggested by Julio Caro Baroja in Incrulsicidn. 
bruieria v criptoiudalsmo, 2nd ed.(Esplugues de 
Llobregat: Ariel, 1972) 150-151.
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following operative principles in Godinez's thinking: 
"la confianza plena en la acci6n iluminativa concreta e 
individual del Espiritu Santo; la visidn de la Iglesia 
como una comunidad eminentemente espiritual donde el 
ritualismo externo era algo secundario; la convicci6n de 
que la naturaleza ultima del universo se fundamentaba en 
una suprema armonia y bondad, apenas enturbiada por la 
efimera violencia irracional que alteraba entonces la 
existencia; que Dios era esencialmente un padre amoroso 
y perdonador; la validez primordial de la Biblia como el 
libro sagrado de la palabra divina directamente 
comprensible sin necesidad de int6rpretes, etc." ("Hacia" 
95-96). Men6ndez Onrubia writes that all of Godinez's 
plays, from those written in 1613 onward, "van a 
organizar sus elementos en torno a la gran dicotomia, 
maldad irracional y perturbadora, armoniosa y coherente 
bondad.... Equilibrio, sinceridad y bondad rodean las 
actividades del heroe; egoismo, engafio y exageraciones 
destruyen progresivamente los afanes e, incluso, la vida 
del antih6roe"("Hacia 96). This analysis of Godinez's 
spiritual evolution seems to me to be very well 
documented in his plays.

Men6ndez Onrubia finishes her analysis of Godinez's 
etapa sevillana with data from the documents referring to 
his appearance before the Inquisition in 1624 and with 
several examples from contemporaries who cite Godinez in
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their works. Godinez's sentence from the Inquisition 
included the confiscation of his goods and reclusion for 
a year in a convent or hospital, and six years of 
banishment from the Sevillian inquisitorial district. 
After his arrival in Madrid in 1626 Men6ndez Onrubia 
affirms that Godinez "...no tardd en encontrar acomodo y 
amistad entre un grupo de escritores de caracteristicas 
similares a las suyas, asistentes la mayoria a la 
Academia de Madrid...."("Hacia" 101). Men§ndez Onrubia 
describes in great detail the literary atmosphere of the 
Madrid court and supplies us with the names of many of 
Godinez's friends and aquaintances ("Hacia 101-110).

As far a his literary activity in this period is 
concerned, the critic perceives a break with the etatpa 
sevillana beginning with La traici6n contra su dueflo 
which is from 1626 ("Hacia" 102) . Although his late 
religious plays maintain a closer relationship to the 
work of the etapa sevillana (especially in the 
reduplicatibn and accumulation of elements) , his Court 
plays demonstrate an intensification of the action, 
reducing the diverse elements and concentrating the 
dramatic evolution in a reduced number of characters and 
conflicts ("Hacia" 102-103). In the etapa madrilefla 
Godinez becomes familiar with and learns to skillfully 
manipulate the techniques of Lope and his theater 
achieves, according to Men6ndez Onrubia "...unos niveles
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muy notables en la caracterizaci6n psicolbgica de los 
personajes y en el an&lisis de sus motivaciones intimas 
dos siglos antes de que la Psicologia se estableciera 
como ciencia"("Hacia" 103).

Menendez Onrubia supplies additional details of 
Godinez's life in Madrid which, aside from writing poetry 
and plays, included preaching, some pious works and even 
acting ("Hacia" 110) .22 Her extensive article includes 
several official documents, including Godinez's death 
certificate, transcribed by Mercedes Agulloz Cobo in her 
article "Datos para las biografias de escritores de los 
siglos XVI y XVII"(215-16).

The next important contribution to the biography of 
our playwright is made by Piedad Bolahos Donoso in 1983 
in her impressive book La obra dramcttica de Felipe 
Godinez. Travectoria de un dramaturgo marqinado.23 Her 
extensive research in libraries and archives of Sevilla, 
Madrid, and Moguer brought to light numerous documents 
such as letters of payments and donations, evidence of

22Menbndez Onrubia cites a document that S&nchez- 
Arjona included in his Anales (297-99) listing a Felipe 
Godinez as one of the actors in the company of Pedro de 
Ortegbn that performed during the festivities of Corpus 
Christi in 1635. The document describes Felipe Godinez's 
role as "barba, canta y bayla." Vega Garcia-Luengos in 
Problemas(31-32) notes that Sanchez-Arjona did not 
identify this actor as Felipe Godinez the dramatist. 
Vega Garcia-Luengos finds Menbndez Onrubia's affirmation 
"desconcertante" and the dramatist's supposed acting 
"disonante actividad en Felipe Godinez" (31-32).

23JSevilla: Excma. Diputacibn Provincial, 1983) .

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



18
educational titles bestowed and religious titles 
received, documents refering to the 1624 auto de fe and 
the confiscation of the family's goods in 1627, and 
Godinez's will, making her biography, in the words of 
Vega Garcia-Luengos, "la m^s completa en datos de las 
[biografias] aparecidas hasta el momento"(Problemas 32) . 
Although he praises her investigations, Vega Garcia- 
Luengos has some reservations about certain conclusions. 
He notes, "El libro de P. Bolafios proporciona, junto a 
evidencias palpables y enriquecedoras, conclusiones e 
hip6tesis cuestionables: asi, en lo referente a la fecha 
y lugar de nacimiento, a la composici6n familiar, al 
trueque de apellidos, a la carrera acad6mica"(Problemas 
33) . We will consider each of these hypotheses below.

While Bolafios only postulates the Portuguese origen 
of the Godinez family, Vega Garcia-Luengos is convinced 
of it by the many references to their origen in the 
documents found by Bolafios, taken together with the 
manuscript of Padre Mufiana which states "El uno fue el 
Lzdo. Phelipe Godinez, Presvitevo natural de Moguer, 
vesino de Sevilla, de edad de 36 afios, Confesor y 
Predicador, deszendiente de Portugueses judios."24

24 [Biblioteca Municipal de Sevilla, Indice de la 
Secci6n Especial del Archivo Municipal de Sevilla, que 
comprende los papeles y documentos adquiridos por el 
Excmo. Ayuntamiento en 1809 de la testamentaria del Sr. 
Conde del Aguila. Arreglados en 1859 y divididos en 66 
vols. en folio y 25 en cuarto. Letra E, tomo 20 en folio. 
Cuaderno 2.] Cited by Vega Garcia-Luengos in Problemas,
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The various last names associated with Felipe 

Godinez have been a source of confusion for all of the 
researchers. The Auto de fe of 1624 that identifies 
Felipe Godinez as "...judio de todos cuatro costados, 
sacerdote, predicador, vecino de Sevilla, natural de 
Moguer..."states that "Su apellido era otro diferente, y 
por ganar opinibn de buena generaci6n se nombrb Godinez 
Manrigue diciendo era de los de Salamanca..."25 Bolafios 
has found numerous documents to testify to the fact that 
Felipe Godinez's father was Duarte Mbndez Godinez26 and 
that his mother was Maria Denis Manrique.27 Bolaftos 
agrees with Antonio Dominquez Ortiz who in his book Los 
iudeoconversos en Espafta v America makes the point that 
many conversos changed their last names or switched the 
order of their last names "por motivos de prestigio, 
conveniencia o capricho"(La obra 51). Bolaftos believes 
that Godinez's use of "Godinez Manrique" and "Denis 
Manrique" was completely arbitrary and that "no es nada 
mbs que una muestra del anarquismo reinante en la toma de

p.35 footnote 40.
25Redacci6n del Auto de Fe, presentado por Alonso 

Ginete Mantilla, 1625 (Bolafios 51).
26See, for example Archive do protocolos de Sevilla. 

Afio 1597, Of.24s,1.3s,pbginas 728 r.-730 r. Afio 1605, 
Of.l5Q, L.29, pbginas 403v (Bolaftos,La obra 42).

27Archivo Histbrico Nacional: Inquisici6n 2070-2°,
n.932. Relacibn de los votos definitivos desde el afio 
1617 al 1628 para las ordenaciones pecuniarias. 19-1- 
1624, Vol. 13r. y sgts.(Bolaftos, La obra 42).
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los aoellidos..."(La obra 52).

Vega Garcia-Luengos believes that Godinez did not 
change last names arbitrarily but that the changes 
corresponded to "un juego hcibil" at various stages of his 
life. He suggests that while Godinez used "Denis 
Maurique" and "de Nis Godinez" in early documents, he 
dropped the Portuguese sounding "Denis" when the 
Inquisition was paying special attention to the 
Portuguese conversos: "...lo cierto es que a partir de 
estos aflos iniciales del siglo los recelas 
inquisitoriales anti-portugueses se exacerban, y esto 
pudo aconsejar a Felipe prescindir de un apellido tan 
delatos de portuguesismo y, por tanto, de judaismo como 
Denis"(Problemas 40) . Vega Garcia-Luengos notes that 
from 1605 to 1619 the playwright's name appears as 
"Felipe Godinez" and from 1620 to 1624 as "Felipe Godinez 
Manrique". Again, the addition of "Manrique" does not 
seem to him to be arbitrary: "Su utilizacibn a partir de
1620 en todas las ocasiones, cuando antes no lo habia 
utilizado nunca, no nos vuelve a parecer un capricho 
desinteresado"(Problemas 40) The critic adds "...no 
tenemos ningun inconveniente en aceptar la afirmacibn 
vertida en la Relacibn de que fingia ' ser de los de 
Salamanca'" (Problemas 40).

Vega Garcia-Luengos notes that after 1624, the year 
of the auto de fe. the changes in his last names cease.
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Vega Garcia-Luengos believes that Godinez stopped using 
the second last name "Manrique" because: "Felipe Godinez 
es ya un hombre claramente marcado, para quien todo 
intento de ocultamiento debe de present&rsele como 
inutil" (Problemas 40). Indeed, the trajectory of name 
changes as illustrated by Vega Garcia-Luengos convinces 
us that the changes indeed correspond to social-political 
circumstances.

Earlier we mentioned some of the discrepancies 
published with regard to the date of birth of Godinez. 
Bolafios adds another hypothesis: that Godinez was born
between 1579 and 1580, or even before (La obra 55) . 
However, Bolaftos does not have any documents that would 
support this claim. Rather, she hypothesizes that his 
birth at this early date would have enabled him to enter 
Spain with his parents in 1580, with the annexation of 
Portugal (La obra 55). A baptisimal certificate for 
Godinez has never been found. Bolaftos further notes that 
the archives of the city of Moguer were destroyed during 
the Spanish Civil War (La obra 56). Since there are no 
documents to support Bolaftos' proposed date (1579-80), it 
seems nuch more reasonable to accept Men6ndez Onrubia and 
Vega Garcia-Luengos' proposed date of 1585.

As for the place of birth, Bolaftos proposes southern 
Portugal(La obra 55) , again, without any documentation to 
support her theory. Men6ndez Onrubia writes "Moguer es
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indudablemente el lugar exacto de nacimiento..." ("Hacia" 
92) . Vega Garcia-Luengos also proposes Moguer as his 
birth place, basing his claim on the numerous documents 
that describe Godinez as "natural de Moguer" as opposed 
to only one in which an unknown copyist lists Godinez as 
a "Sevillano"(Problemas 42).

Bolaftos has found several documents that enable us 
to follow several steps in Godinez's academic career. In 
1610 he received the Bachiller en Teologia and the last 
two degrees of las drdenes menores. In 1611 he received 
the degree of Subdi£cono or Epistola and in 1612 that of 
Du6cono or Bvanqelio (La obra 60-61) . However, from 1613 
to 1619 the critics do not know with certainty where he 
was or what he was doing due to a sudden lack of 
references. Bolaftos believes that he most certainly 
finished the last step for ordination, that of Presbitero 
or Misa in 1613 (La obra 61) yet there is nothing to 
prove that this was as early as 1613. The earliest 
documents that she found which were signed Presbitero 
were letters dated 1619 (La obra 61) .

This is the last major point on which Vega Garcia- 
Luengos takes issue with Bolaftos' conclusions. Both 
critics refer to the fact that there are three 
manuscripts dating from 1613. In two of these, La Revna 
Ester and Ludovico el Piadoso the author appears as 
"licenciado," in the third manuscript, El soldado del
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cielo, as "Doctor." This third manuscript poses some 
problems which incline Vega Garcia-Luengos to reject 
Godinez's authorship (Problemas 45, 133-44). His close 
internal analysis of characters, dramatic development, 
style, meter and language reveals many elements that are 
not characteristic of Godinez's other plays. Vega 
Garcia-Luengos also notes another suspicious aspect of 
the manuscript. Godinez's name appears twice, each time 
written in a different hand from the rest of the work, 
and only once accompanied by the title "Doctor"; a title 
which otherwise is not seen accompanying his name until 
162 6 (Problemas 45). Vega Garcia-Luengos proposes that 
Godinez did not actually finish his studies and attain 
the title of "Doctor" until 1626 when it appears with his 
signature on the manuscript of La traicidn contra su 
duefto (Problemas 44) . He adds that on all previous 
occasions, from manuscripts of his plays and poems dated 
1619, 1620, 1621 as in the relaciones del auto de 1624 
and a document from the Inquisition concerning the 
confiscation of the family goods from 1625-26, Godinez 
appears as "licenciado" (Problemas 44-45).28 With this 
evidence in mind, Vega Garcia-Luengos' proposed date for 
Godinez's completion of his studies seems to us more 
probable than the date proposed by Bolaftos (1613-14).

28Vega Garcia-Luengos is obviously excepting the 
appearance of "Doctor" on the El Soldado del Cielo. whose 
authorship he considers doubtful.
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It is not known where Godinez lived from 1613 until 

1619. Bolafios hypothesizes that he finished his studies 
at this time and stayed in Sevilla though she presents no 
documents which refer to his assignment of eclesiastic 
duties in Sevilla at this time (La obra 63) . Vega 
Garcia-Luengos believes that he was absent from the city 
during this period. He bases this hypothesis on two 
factors: one, the lack of any documents from 1613 to 1619 
(his name appearing regularly before and after these 
dates) ; and two, on a bit of information appearing in the 
first document bearing his name after the supposed 
absence (Problemas 4 6) . This document is dated April 13, 
1619 and refers to Godinez as "residente en esta cuidad 
de Sevilla,11 contrasting with the reference to another of 
the witnesses as "vecino" (Problemas 46) . Vega Garcci- 
Luengos notes that Godinez is refered to in like fashion 
in the five documents dating from the next two years 
(Problemas 46). Vega Garcia-Luengos' hypothethis is that 
Godinez spent these years as the chaplan of Duque de 
B§jar. He bases this theory on the above mentioned 
document of 1619 which records Godinez' receipt of "diez 
mil maravedis, los quales me paga por el seftor duque de 
B§jar don Alonso Diego L6pez y de Cuftiga y Sotomayor, y 
son los dichos maravedis por otros tantos que el dicho 
seflor duque me debe de lo corrido hasta fin de febrero 
pasado de este afto de seiscientos y diez y nueve de los
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cien ducados en cada un afio de que el dicho sefior duque 
me tiene fecha merced" (Problemas 4 6).

Vega Garcia-Luengos agrees with C. Men6ndez Onrubia 
that Godinez seems to have been able to reconcile his 
former Jewish beliefs with those of the iluminista 
movements which were experiencing a revival during these 
years in Sevilla (Problemas 47). He describes Godinez's 
last years in this city by bringing to light a reference 
to the fact that Godinez's Jewish background was well- 
known by his contemporaries by 1623. The reference is 
found in a poem by Quevedo in which Godinez is mentioned 
sarcastically as a "medio hidalgo" (Problemas 48) .

Bolafios describes the repercusions of Godinez's 
auto de fe. provides testimonies refering to his life 
afterwards in the Court of Felipe IV, his lack of 
economic resourses, and finally, his death in 1659 (La 
obra 66-76). Men6ndez Onrubia's article "Hacia la 
biografia..." is instructive especially with regard to 
Godinez's activities and social contacts during his years 
in Madrid (12-23). Vega Garcia-Luengos describes his 
active participation in the literary life of Madrid, 
provides comments by contemporaries (both favorable and 
less then flattering), and compiles a list of Godinez's 
play which were performed at the Royal Palace. Vega 
Garcia-Luengos notes that "A partir de la d6cada de los 
cuarenta, todo parece indicar que nuestro personaje cedi6
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en su actividad literaria para polarizarse en sus 
ocupaciones como predicador y sacerdote comprometido con 
su misidn" (Problemas 57).

The important contribution of German Vega Garcia- 
Luengos to our knowledge of the life of Felipe Godinez is 
obvious from this introduction. Not only has he made a 
thorough summary of the biographical information 
available to us, but he has recorded it all with a 
critical eye, correcting mistakes that have been passed 
down and adding his own insights, which appear to be 
well-founded.
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1.2. A CRITICAL EDITION OF 0 el fravle ha de ser ladr6n 

o el ladr6n ha de ser frayle

A relatively small number of literary critics have 
dedicated their investigations to the "segunda fila" of 
Golden Age playwrights, yet I am convinced that the 
"secondary" authors such as Mira de Amescua, Pdrez de 
Mantalbdn, and Felipe Godinez are also worthy of our 
attention.

One of the most important scholars who has studied 
the work of Godinez is German Vega Garcia-Luengos. In 
the opinion of this critic, 0 el fravle ha de ser ladrdn 
o el ladrdn ha de ser fravle"29 is "... la mejor comedia 
de nuestro autor entre las llamadas 'de santo', y una de 
las mds valiosas y significativas de su dramaturgia" 
(Problemas 125).

A manuscript has not been found for OFL. Maria 
Grazia Profeti lists eleven separate editions of the play 
in her bibliography of Godinez's work (49-53). German 
Vega Garcia-Luengos in "Notas para una bibliographia de 
Felipe Godinez" clarifies that one of the editions that 
Profeti describes actually proves to include two 
different versions of the play (127-39) . This would lead 
us to believe that there are twelve versions. However,

29Hereafter refered to in this dissertation as OFL.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



28
Vega Garcia -Luengos also notes that two versions that 
Profeti lists are actually identical (1275-39). This 
puts the known number of versions at eleven. I have been 
able to find one more edition of OFL, bringing the total 
number of editions found to twelve. The twelve editions 
are described in more detail in chapter II. 1 of this 
disertation.

Of the twelve known editions, two are attributed to 
Calder6n de la Barca. However, Calderon's authorship was 
never seriously considered, as is clear from the 
following comments by Vega Garcia-Luengos: "El rechazo de 
la comedia desde el lado de Calderdn no ha ofrecido nunca 
la menos duda. En ningun momento, ni en lo antigo ni en 
lo moderno, con la excepci6n del testimonia de las dos 
sueltas vallisoletanas, la comedia ha sido reclamada para 
Calderbn. Y eso que no solo su calidad artistica no 
repugna el arte cimero de D. Pedro, ... sino que adem^s 
presenta paralelismos marcados en lo dramcitico y en lo 
portico - signos premonitorios, simetri&s, correlaciones, 
etc. - con obras de su produccidn"(Problemas 125).

The twelve existing editions display an abundance of 
orthographical differences yet far fewer lexical 
variations. The possible sources of these changes are 
ample. J.E. Varey reminds us of the many ways in which 
Golden Age scripts were adulterated on their way to the 
printer. He notes that some texts were censored, and
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others changed to reflect the requirements of the 
company: "speeches might be cut as too long, or
developed; new speeches might be added to suit the 
particular actors available"("Staging" 146-161). Another 
possible source of changes in the author's text, Varey 
tells us, is the apuntador, or the person who appears to 
have been charged with making copies and preparing the 
scripts from which the actors learned their roles. The 
apuntador "might well introduce errors by careless 
copying, or deliberately add or substract material" 
("Staging" 154). There were pirate editions of plays, 
thanks to the memoridn, a person who could commit a play 
to memory as he heard it performed. Finally, the printer 
could be responsible for changes, for "when the printer 
came to set up the play, he often tried to compress the 
text..."("Staging" 155). Under these circumstances, it 
is not surprising that there are twelve different 
versions of OFL.

Though there is no infallible way to determine which 
of a number of seperate editions is the oldest, a close 
comparison of the spelling and punctuation of the twelve 
versions of OFL leads us to believe that c, d, f, and a 
are the older versions. A study of the lexical 
variations ( given in the footnotes of the text ) proved 
very useful for determining which versions of OFL seem to 
be the most reliable, yet all, at some point, have
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defects. This evidence leads me to believe that there 
are still numerous missing versions. While it would be 
desirable to present the genetic relationships of the 
existing versions, in the case of OFL I believe that 
there is not enough conclusive evidence in order to make 
it possible to draw a stemma. What is obvious from the 
textual variations is the existence of certain groups of 
versions that share variants. The groups that share 
variants with most frequency are h-1, m-p, c-d-f, c-d, c- 
d-f-m-p, a-b, f-m-p. This is inconclusive, but it is a 

step in the direction of drawing genetic relationships.
William Hunter in "Editing Texts in Multiple 

Versions" writes that when stemmatic evidence is 
inconclusive, the editor may still, with some degree of 
confidence, be able to discriminate between variants. 
One variant may be intrinsically more acceptable than the 
others, acceptability being determined by the demands of 
sense and meter, stylistic considerations, and 
consistency with the author's known habits of thought or 
expression (49). While some of the textual variants of 
OFL may be categorized as indeterminate, i.e. where a 
choice cannot be made by using the stemma or on the 
ground of their obvious acceptability or unacceptability 
(Hunter's definition 50), others provide a clearly more 
acceptable reading. For example, three readings which I 
consider to be intrinsically more acceptable that their
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variants are those of lines 786,1145, and 1778. In lines 
78 6-7, when Turin begins a story with "Ayer me dizen que 
fue vn mogo, y otro ha dos dias . . .", the reading of c- 
,b,d, f,m, and p is clearly preferable to that of versions 
a,g,h, i,1, and n which reads "Aver me dizen que fue ..."

In line 1145 Luquesio is certainly talking about an 
amago — the reading given by versions c,d,f,m, and p—  

and not an amigo— the reading given in all other 
versions. In lines 1772-81 Margarita complains that 
vanity and decorum prevented her from telling Luquesio 
how she felt about him before he expressed his feelings 
for her. The reading of c,drf,m, and p : "ya me cuesta 
el sentimiento de amarte antes de rogada," (1777-8) is 
clearly more acceptable than "... antes de robada" which 
is given in all the other versions. In these three 
examples, the preferable readings were given by c-b-d-f- 
m-p, c-d-f-m-p and c-d-f-m-p respectively. A study of 
all of the variants shows that c,d and f have 
consistently more preferable readings than any other 
group and that c had the highest percentage of acceptable 
or preferable readings. For this reason and because it 
seems to be a very early version, I have chosen to use c 
as the basis for this edition.

D.W. Cruickshank notes "... if an editor is faced 
with a pair of texts (say, two sueltas) so similar that 
he cannot tell which was printed from which, he should
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not worry, since it cannot be very important. In most 
cases such a pair of editions will occur well down the 
stemma, where they can have no bearing on a definitive 
text; if they happen to constitute the first and second 
editions of the play, it will hardly matter which is 
chosen as the copy-text: any differences significant
enough to be of importance in a definitive edition will 
provide evidence of precedence” ("Editing Early Printed 
Versions" 78). Because no one version of OFL is free of 
some dubious readings, I have chosen the version that I 
judge to be the most reliable and I have given all the 
variant readings in the footnotes to the text. When I 
have judged one variant to be preferable, I have noted it 
as such. Indeterminate variants are given without such 
a value judgement. The seven occasions in which I chose 
a reading other than version c occur in lines 65, 266, 
338, 920, 1198, 1850, and 1913 , the variations being
described in the footnotes to the text.

I have kept the original spelling of version c but 
I have modernized accents and punctuation. Lexical 
variations between c and all other versions are 
footnoted. Variations in spelling, puctuation and layout 
are not footnoted.

Only one of the twelve sueltas has a publication 
date (version I, published in 1743) and the date of the 
composition of OFL is unknown. Bolaftos Donoso estimates
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that the play was written in approximately 1640, 
commenting that "podemos presumir de que esta obra fuera 
una de las ultimas que compusiera nuestro autor" (La obra 
118) . After comparing OFL to Basta intentarlo. Vega 
Garcia-Luengos notes that "el car^cter m&s marcadamente 
postizo de las consideraciones de Turin [OFL], frente al 
la mayor conveniencia para la acci6n dram^tica y el 
car&cter del personje de los de Lope rBasta intentarlo], 
permiten conjeturar, incluso, la prioridad cronoldgica de 
Basta intentarlo. la cual presenta todos los indicios de 
haber sido compuesta en los afios centrales de la d6cada 
de los treinta" (Problemas 129). Vega Garcia-Luengos' 
observations concerning the two texts do, indeed, suggest 
that OFL is a later, perfected work. This leads me to 
believe that Bolaftos' estimate of the date of 
composition— approximately 1640—  is a reasonable 
hypothesis.
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1.3. PLOT SUMMARY
Act I begins with redondillas. which continue as 

Godinez introduces the principle characters and the 
problem at hand. In the first scene, two friends, Bruno 
and Luquesio, discuss their bad fortune. They are 
fleeing from justice and have sold everything except for 
their pistols. Bruno tells Luquesio that a holy man 
named Francisco has heard of them and has prophesied that 
their friendship is not a true one and that Luquesio will 
truly be Bruno's friend only when Bruno dies. As he
thinks more about this holy man, Bruno wonders how,
professing poverty, Francisco manages to have enough 
money. It occurs to him that he and Luquesio should 
become Franciscans for, while thieves often go hungry, 
the brothers never lack for food. He is intrigued to
know if life inside the monastery is what it seems to be
from the outside. Luquesio is not convinced. Bruno 
decides that he will be a brother for a month and 
Luquesio can continue as a robber. When the month is 
over the two will decide which one truly has the better 
life. Luquesio is hesitant about separating but Bruno 
says that Luquesio will always be with him, in his soul. 
The two shake hands and promise to always be in each 
other's company and to give Bruno's idea a try. The 
redondillas end here with the friends' decision:

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



35
Luquesio: Yo por vn mes soy ladr6n.
Bruno: Y yo Frayle por vn mes. (315-316)

Godinez changes to silvas as Luquesio addresses the 
other bandoleros, proclaiming himself to be their new 
leader (replacing Bruno). The more formal silvas 
emphasize the importance that Luquesio puts on this news 
and on himself: " ...vengo a ser por mis hazahas Principe
salteador destas montaftas..." (345-346).

Once this announcement is made, the verse form 
changes to romance (ending in a-o) as Luquesio tells 
about his life, comparing himself to some of the most 
famous warriors of history and mythology.

The romance is continued with only a change in rhyme 
(o-o) as a subplot is introduced involving Margarita and 
Laura. Another thief,Floro, loves Laura but she is in 
love with Bruno. Bruno loves Margarita but used to talk 
to Laura in order to make Margarita jealous. Margarita 
has been pretending to love Bruno, just as he has been 
pretending to love Laura.

Luquesio and another robber, Roberto, come across 
Margarita and Laura talking. Luquesio is stunned by 
Margarita's beauty and surprised by the fact that she is 
not at all afraid of the two thieves. They introduce 
themselves to each other and seem to fall instantly in 
love. Luquesio compares himself to a firm oak tree but
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says that, in love, he would humble himself and bend like 
a reed. Margarita compares herself to the beech tree in 
its verdure and to the lascivious ivy, since she is 
"arrastrada" by the affection of the "nuevo galan" that 
she adores (645-56). This "nuevo galan" is Luquesio but 
he misunderstands and believes that she is in love with 
Bruno.

Floro appears and speaks of the stigmatta of 
Francisco and of how Francisco prophesied that he (Floro) 
would kill a member of Francisco's Order. At this point 
Francisco himself appears and the verses change to the 
more formal d6cimas. Luquesio attempts to rob him, but 
Francisco admonishes him asking if he would cut the hand 
that is meant to cure him. Luquesio lets Francisco go 
and then leaves. Next Bruno and his companion Turin find 
Francisco. The verses change to redondillas as plans are 
made for the two of them to join the order (although 
Turin is afraid that Francisco will know their thoughts 
and find out that they are joining for the wrong 
reasons). Francisco predicts that Bruno will change his 
life and says that he must therefore change his name. He 
says that "Angel" is appropriate since he will change 
from a man to an angel.

Bruno tells Francisco that a friend of his will be 
visiting him at the Noviciate. Francisco prophesies that 
this friend will cost Bruno his life, and that he (Bruno)
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will die so that his friend might live. As the first act 
ends, Bruno is more anxious than ever to go to the 
convent and discover the secret power or hechizo that the 
friars seem to possess.

A year transpires between the first and second acts. 
Again Godinez uses redondillas to open the second act and 
to describe the new situation. Bruno, who was going to 
be a brother for a month, has spent a year in the 
Noviciate, and is now thinking of leaving. Francisco 
uses a parable to explain to him the hechizo of the 
Franciscans: what little they might have seems to be
more than enough since they are satisfied with simply 
serving God.

The verse changes to romance as Francisco and Turin 
speak in a lighter tone. Francisco explains to Turin that 
prayer feeds the soul. Turin reasons that from the 
smells, someone must be praying in the kitchen. The 
romance form continues as Margarita and Laura appear. 
Margarita wonders why Luquesio seems to avoid her. She 
thinks that he is lukewarm while she is on fire. She 
contemplates telling him of her love, but decides that it 
would not be proper and that she must "o no amar, o amar 
con honra" (1138) .

Luquesio longs to tell Margarita of his love for her 
which he also refers to as a fire within: "como fuego en 
mi se arroxa." (1142). However, he still believes that
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Bruno and Margarita are in love with each other and he 
becomes angry with himself for almost putting his love 
for a woman ahead of his friendship for Bruno. Tormented 
by the discrepancy between his true feelings and the way 
he believes he must behave, he leaves without saying 
goodbye to Margarita.

Conmigo estoy enojado, 
voyme a que Bruno componga 
la paz antigua del alma: 
la cortesia es forgosa. 
i,He de despedirme? No, 
sino es con el alma sola; 
con el alma, pues lo digo, 
por no poder con la boca:
Margarita de mis ojos, 
qu§date a Dios y perdona.

(1169-78)

Margarita is aware that Luquesio's behavior seems to 
be an offense to her but she continues to love him: "Yo 
he de amarle mientras viua" (1185) , she compares herself 
to the rocks and the sand that suffer firmly and 
patiently the furious waves, a metaphor for the affronts 
of Luquesio.

In the next scene, in quintillas, Bruno and Luquesio
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discuss in strong, emotional language what they are to 
do. Luquesio feels that he has waited long enough for 
Bruno's decision and says that after being a brother for 
a year he must have seen that the life of a thief is 
better. Bruno replies that he entered the convent with 
the intention of discovering how the poor Franciscans 
seem so rich, and he discovered that the real richness of 
their life is due to the fact that it is centered around 
God ("y hall6 que el mismo Dios era caudal de esta 
Religi6n.") (1286-7). What their life seems to be from 
the outside is merely the concha. One must experience 
the life of a brother to know the perla. which is inside. 
Bruno then informs Luquesio that he is going to remain a 
brother.

The friends remind each other of their promise to 
always be together, but while Bruno now wants the two of 
them to be brothers, Luquesio wants them both to be 
thieves. Bruno compares himself to a tree and Luquesio 
to the stream that feeds it. He feels that he is planted 
in a good place and begs his friend not to drag him away 
with his strong current. Luquesio responds that he feels 
more like fire than like a stream, and that his love for 
his friend is such that he would like to convert what he 
loves into himself, making the two one, as a fire 
consumes a tree. He argues that because he is not 
capable of becoming Bruno, Bruno should become like him:
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Pero si en mi ay culpas tales, 
que ser como tu no puedo 
con las fuergas naturales,

si es que ser mi amigo quieres: 
ya ves que incapaz estoy 
de ser yo como tiS eres, 
hazte tu como yo soy. (1438-47)

It is impossible for fire to become a tree, he reasons, 
but a tree can become fire. However, Bruno is convinced 
that, since he is not whole without Luquesio, God will 
bring Luquesio to him:

Vete, que si Dios me am6,
y yo, Luquesio, contigo
soy entero, y sin ti no,
a ti te trairci conmigo,
para que est6 entero yo. (1473-7)

The intensity of this conversation lessens as 
Francisco and Turin enter. Here Godinez changes to 
redondillas, a verse which he seems to prefer for formal, 
yet less lyrical discourses. Bruno has made his decision 
and announces that he is no longer Bruno but Angel. 
Turin decides to become a brother (and live well) along
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with Bruno. Francisco predicts that Luquesio will also 
join the order for love of Bruno.

When these characters leave, Laura, Margarita, Julia 
and Floro take the stage, and the verse form changes to 
romance which continues until the end of this act. Floro 
is worried because he doesn't want to fulfill Francisco's 
prophecy (that he would kill a Franciscan). Luquesio 
then enters angrily. He says that he comes as only half 
a man (without Bruno) and that he is looking for 
Margarita "libre de respetos" (1559).

Another misunderstanding confirms Luquesio's belief 
that Bruno still loves Margarita. Jealous, he asks Bruno 
why he is pretending to be a saint since he is really a 
sinner:

Bruno, si eres pecador, 
i,para qu6 te finjes Santo?
(zeloso de Bruno estoy);
Mas si aiin siendo Religioso 
tiene a Margarita amor...

No eres muy Angel por Dios,
bien se ve que eres de carne. (1617-26)

Bruno responds that he is certainly not as perfect as
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Francisco but that his religious ardor is nonetheless 
true. He illustrates saying that fire will turn burlap 
red and paper black, the color being determined by the 
perfection or imperfection of the original material (or 
former life). Perhaps the paper was not so willing to 
become fire, but after the conversion, it is fire just 
the same: "fuego es con todo el rigor"( 1655). He adds:

Luego aunque aquel Serafin 
arda mcts puro que yo,

No dexar6 de ser fuego,
por tener imperfecci6n. (1656-63)

As Act II comes to a close, Floro avoids Bruno so as 
not to make true the profecy that he will kill a 
Franciscan. Francisco takes leave of Bruno but says that 
he will be back to help him in a moment of greater 
danger. Margarita and Luquesio are in love with each 
other but each thinks the other does not return the 
feeling. Luquesio and Bruno are still trying to convince 
one another as to which has the better life. Luquesio 
resumes the impass to which they have come, ending Act II 
with the refrain from which the play takes its title:

Pues ea, aqui nos quedemos,
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Vna por vna los dos,
que como anden juntos, dize
bien el refr&n Espafiol,
o el ladr6n ha de ser Frayle,
o el Frayle ha de ser ladr6n. (1752-7)

The third act begins in a serious tone with
romances. Margarita can keep her love a secret no 
longer, and declares it to Luquesio. Luquesio, however, 
still believes that Bruno loves her and again puts their 
friendship above his own feelings for Margarita.

y si te quiere, yo soy
su amigo tan verdadero,
que no he de hazer en su ofensa,
ni vna lisonja a mi afecto. (1790-3)

The serious tone (and the verse form) is maintained 
as it is learned that the Governor of Assisi has offered 
a reward of two thousand escudos for the capture of
Luquesio and has forbidden anyone to give bread to him or 
his followers, under pain of death.

Godinez then changes to redondillas to lighten the 
atmosphere as he describes how Turin, el qracioso. has 
gone out to ask for alms for the Franciscans and has come 
back laden with food and having had more than one drink
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of wine. There is no doubt in his mind now that one 
lives better as a Franciscan than a thief.

The romances resume as problems arise. A terrible 
storm begins as we discover that Francisco is ill and 
awaiting death. Margarita warns Luquesio that the 
Governor is surrounding the mountain in order to capture 
him and she urges him to flee disguised. Luquesio thinks 
that the best disguise would be Bruno's habit but Bruno 
does not believe he should give it to him. Luquesio 
convinces Bruno recalling that Christ let the soldiers 
strip him, and not only did he willingly give his tunic 
but all his blood for his love of man. Bruno then lets 
Luquesio wear his habit, and asks him to promise to visit 
him wherever he may go. Luquesio promises to do so and 
covers Bruno with his cape, to prevent his friend from 
dying of cold.

Floro and Robert are tempted by the reward offered 
by the governor for the capture of Luquesio and decide to 
kill him. They find Bruno asleep, covered in Luquesio's 
cape and mistakenly stab him. The moment of greater 
danger has arrived and Francisco comes to aid Bruno, as 
he had promised. Francisco is near death in a nearby 
hermitage but God has allowed him to be in two places at 
the same time so that he and Bruno might die together.

Godinez has used romance form to describe these 
serious problems, but changes to the more lyrical silvas
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to recount Luquesio's last words to Bruno. Luquesio 
discovers Bruno dying and comments with great pain that 
their lives were so intertwined that no one could untie 
the knot yet, they were able to cut it. He is filled 
with anger and wishes to follow the murderers everywhere 
and to tear them apart, yet at the same time he restrains 
himself, thinking that Bruno would not want him to take 
revenge. Luquesio feels that Bruno is now part of him 
and thus explains the contradictory feelings that he is 
experiencing. He believes that the part of him that is 
Luquesio wants to punish the murderers and the part of 
him that is Bruno wants to pardon them.

As he dies Bruno tells Luquesio that from that day 
on he is to be a saint:

desde oy has de ser Santo,
que tu misma palabra podr& tanto (2277-8)

Luquesio doubts that anyone, even God, could make him a 
saint, but Bruno reminds him of his promise:

ino me diste palabra, que a qualquiera
parte donde yo fuera,
irias a verme? (2285-7)

Since Bruno is going to go to heaven, Luquesio will have
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to go to heaven, as well, to keep the promise.

Godinez changes once more to romance to end the 
play. Bruno and Francisco die embracing each other. 
Margarita appears moved by these "almas santas" and 
decides to turn her life around:

mas si esc&ndalo de Italia,
con mis liuiandades fuy,
ya mi penitencia al mundo
podrci de exemplo seruir. (2295-8)

Luquesio experiences a change, as well, as he sees 
Francisco's prophecy unfold:

Fray Angel, aguarda, aguarda,
agora si, agora si
ser6 tu amigo de veras:
que bien se vino a cumplir
lo que el gran Francisco dixo. (2299—

2303)

Luquesio wishes that he could fly like an angel and 
follow his friend to heaven but old sins keep his feet 
planted to the ground. He promises, however, to continue 
wearing the habit and to change his life so that he will 
one day join his friend in heaven:
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Pues ea, a pesar de todas,
por ser tu amigo feliz
por toda la eternidad,
desde oy conseruar6 en mi
el Abito Religioso,
y tan otro he de viuir,
que vaya a verte a esse cielo,
donde te goze sin fin. (2311-18)

The Governor of Assis enters and asks for Luquesio. 
Luquesio answers that he has not passed through there. 
Luquesio explains that no one will find the old Luquesio 
in him, because he is another:

Si ellos buscauan, al fin, 
a Luquesio, y ya soy otro, 
que a mi no me hallen en mi. (2330-2)

Music is heard and Bruno and Francisco, dressed as 
friars, with wings, rise up toward the heavens. They 
touch the Cross and an angel explains:

Ya au6is subido a la media 
Regidn del ayre; venid, 
donde la gloria os corone 
de clauel, y de jJazmin. (2341-4)
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The play ends as the Governor asks Luquesio to go with 
him to Assis to tell about the miracle of the Angel and 
the Serafin.
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ACT 1: METRIC FORM VERSES LINES

redondillas 1-316 316
silvas 317-358 42
romance (&-o) 359-556 198
romance (6-o) 557-720 164
d§cimas 721-770 50
redondillas 771-882 112

Total 882

ACT 2: METRIC FORM VERSES LINES

redondillas 883-946 64
romance (6-a) 947-1252 306
quintillas 1253-1477 225
redondillas 1478-1529 52
romance(—  6) 1530-1754 228

Total 875
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ACT 3: METRIC FORM VERSES LINES

romance (6-0) 1758-1865 108

romance (&-e) 1866-1925 60
redondillas 1926-2029 104
romance (6-a) 2030-2218 189
silvas 2219-2288 70
romance (—  i) 2289-2352 64

Total 595

TOTAL NUMBER OF LINES:
ACT 1 882
ACT 2 875
ACT 3 595

2352

TOTAL TOTAL TOTAL
METRIC FORM #VERSES #TIMES PERCENTAGE

romances 1317 8 55.99
redondillas 648 5 27.55
quintillas 225 1 9.5
d6cimas 50 1 2.12
silvas 112 2 4.76

Godinez appears to prefer the redondilla form to
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introduce situations and problems, recount prophecies and 
parables, and for light discourse. He begins the play 
with redondillas exposing the initial situation. 
Likewise, he uses them to begin the second act since one 
year has passed between the two acts.

The author uses romances frequently to elaborate on 
situations, arrangements, and decisions. In OFL Godinez 
uses romances for a few of Turin's commical commentaries 
but more often for serious situations, including the 
amorous exchanges between Margarita and Luquesio.

Decimas are only used once in OFL. Godinez changes 
from romances to decimas precisely when Francisco appears 
in the play for the first time and is threatened by 
Luquesio. The switch from the less-formal romances to 
decimas reflects the gravity of the situation and
deference for the saint.

Godinez uses the guintilla only once, as well. It 
appears in a serious discussion between Bruno and
Luquesio with frequent poetic allusions. In this 
exchange Bruno refers to his newly found religion as a
precious pearl within a shell, and the two friends speak
metaphorically of their feelings for each other: while 
Bruno loves Luquesio like a stream that nourishes a tree, 
Luquesio loves Bruno like a fire that would consume the 
tree. The discussion first appears to end in a stalemate 
for each friend feels incomplete without the other and
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yet is unable to convince the other to follow his way of 
life. It is the climax of the dilema which gives rise to 
the title of the work: either the friar must become a 
thief or the thief must become a friar. In the final 
guintillas of this scene, Bruno concludes that God will 
resolve the dilema and bring Luguesio to him:

Vete, que si Dios me am6,
y yo, Luquesio, contigo
soy entero, y sin ti no,
a ti te trair& conmigo,
para que est6 entero yo. (1473-77)

Silvas are used twice in the text. In the first 
instance Luquesio speaks in silvas as he replaces Bruno 
and becomes the new leader of the bandoleros. The very 
formal verse form seems to reflect the importance which 
Luquesio wishes to give to himself:

. . . vengo a ser por mis hazaflas 
Principe salteador destas montafias, (345-6)

Luquesio's attitude here is perceived as unusually 
haughty by the other bandoleros and causes Roberto to 
remark: "Bizarra es su altivez" (357).

The only other time that Godinez chooses to use
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silvas in this text is the most dramatic scene of the 
play in which Luquesio appears on the stage dressed in 
Bruno's habit and finds that his beloved friend is 
mortally wounded. In this scene Luquesio proves that his 
conversion is authentic and not a question of 
appearances. He is not only wearing Bruno's habit but 
has actually become holy, like Bruno, as he admits his 
desire to punish Bruno's assassins, yet accepts Bruno's 
will that he pardon them: "que assi con Bruno cumplir6, 
y conmigo " (2270) .

An interesting comparison may be made between these 
two uses of the silva form in the play. Luquesio speaks 
in silvas in the first act while he is bragging that he 
is just as good as Bruno. The other bandoleros call for 
Bruno, their captain, and Luquesio replies:

Esse soy yo, porque ambos somos vno, 
yo tengo tantas partes como Bruno. (325-26) 

At this point in the play, Luquesio has only taken 
Bruno's place in an external sense and has not undergone 
any internal changes; he remains a braggart and a 
bandolero. The second use of silvas at the climax shows 
a converted Luquesio and the fulfillment of Francisco's 
prophecy that Luquesio would truly be Bruno's friend only 
at Bruno's death. The dramatic silva appears to 
emphasize Luquesio's arrogance when used in the first act 
and the sincerity of his love for his friend upon Bruno's
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death in the third act.

In conclusion, I would agree with Victor Dixon that 
we may be a long way from a "perfect comprehension" of 
Golden Age writers' reasons for preferring particular 
meters at particular moments, yet as the critic points 
out, " ....for any able and sensitive artist, the use of 
one <meter> rather than another, we may be confident, 
must have related to the theme, source or setting of the 
action; the rank, personality or state of mind of the 
characters; the mood, intensity or tempo of an episode; 
and that episode's role in the developement of the plot: 
its exposition, elaboration, elucidation or resolution" 
(113) . I am convinced that it is not coincidence that 
Godinez changes from romances to dfecimas when Francisco 
first appears in the play. As mentioned above, I believe 
that the more formal verse form is directly related to a 
change in mood. Neither is it by chance that Godinez uses 
guintillas in the emotionally charged metaphors of the 
climactic discussion between Luquesio and Bruno.

Finally, Godinez's use of silvas at huquesio's 
"lowest point" where he brags that he is the new Bruno, 
leader of the bandoleros and again at Luquesio's "highest 
point" where he proves his love for Bruno and becomes 
truly like Bruno, supports the theme of conversion.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



55

1.5. SOURCES

E. Glaser ("La comedia" 91-107) and Bolafios Donoso 
(La obra 365-68) have commented briefly on Felipe 
Godinez's sources for OFL. Both critics mention the 
Spanish refrain that Godinez includes at the end of the 
second act:

...dize 
bien el refr&n Espafiol,
o el ladr6n ha de ser Frayle,
o el Frayle ha de ser ladr6n. (1754-7)

This refrain is quoted in Vocabulario de refranes by 
Gonzalo Correas (257) as "Ladrbn con fraile, o el ladr6n 
seri fraile, o el fraile serd ladrdn, y es lo mis cierto, 
porque se pega mis lo peor." The only other source 
mentioned by these critics is chapter twenty- five of the 
Florecillas de San Francisco in which three robbers are 
converted and received by Saint Francis into his 
Order30. According to this episode in the life of Saint

30The Florecillas are a collection of anecdotes in 
the life of Saint Francis originally written in Latin at 
the end of the 13th century and the beginning of the 
14th. The Spanish translation is available in an edition 
of works by and about Saint Francis by Juan P. de 
Legisima, O.F.M. and Line G6mez Canedo, O.F.M. San 
Francisco de Asls. (Madrid: Biblioteca de Autores
Cristianos, 1971)83-252.
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Francis, the saint was approached by a young noble who 
wanted to join the Order. Saint Francis told the noble 
that because he was young and delicate, perhaps he could 
not endure the poverty and austerity of the Franciscans. 
The youth responded, "£,no sois vosotros hombres como yo? 
Pues como la soportctis vosotros, tambi6n la soportar6 yo 
con la gracia de Dios." Saint Francis was pleased by 
this answer. He accepted the noble into the Order and 
gave him the name of "fray Angel." Angel was soon made 
guardian of the convent of Monte Casal. One day three 
famous thieves went to the convent asking for food. Fray 
Angel became angry and sent the thieves away saying, "No 
ten6is verguenza, ladrones y homicidas crueles, de andar 
robando el trabajo de otros, y aun, como insolentes y 
descarados, quer6is devorar las limosnas dadas para los 
siervos de Dios..." When Saint Francis heard what 
happened he reprimanded fray Angel, telling him that he 
had been cruel and that sinners are better won for God 
with gentleness (dulzura). He told fray Angel to go out 
and look for the thieves, to offer them bread and wine, 
to humbly confess his guilt and cruelty, and to beg them 
in Saint Francis' name to do no more evil, to fear God 
and to respect their brothers. If the thieves agreed to 
this, Saint Francis promised to take care of their needs 
and to give them food and drink. The thieves not only 
agreed to this but offered to do penance and were
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accepted into the Order. This incident took place near 
the time of Saint Francis's death.

Chapter twenty- five of the Florecillas goes on to 
tell that two of the three thieves died shortly after 
entering the Order. The third one, after doing much 
penance, had a terrible dream-like experience in which an 
angel appeared to him and pushed him off a cliff and then 
told him to get up because he had to go on a long 
journey. The journey involved entering a burning oven 
and crossing a narrow, slippery bridge under which passed 
an ill-smelling river full of serpents, dragons and 
scorpions. The angel guided the frair until he reached 
the middle of the bridge but there left him to his own 
devices. The terrified frair prayed for God's help, 
which came in the form of a pair of wings. Because the 
frair tried to fly before the wings became large enough, 
he fell back onto the bridge and the wings disappeared. 
On the third attempt he realized that he had to wait 
until the wings were full-grown and he was able to make 
it to the gates of a palace which he had seen the angel 
enter. The friar found Saint Francis inside the marvel- 
filled palace. Saint Francis told the friar that he had 
to return to earth for seven days but that then he (Saint 
Francis) would go after the friar and take him back to 
the palace (este lugar de los bienaventurados) . The 
friar returned to earth and was shortly stricken by a
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fever. On the eighth day Saint Francis went after him 
and accompanied his soul to heaven.

This story recounted in the Florecillas is certainly 
not identical to OFL but several details of the legend 
can be seen in the play, and strongly suggest that it was 
influential in the play's creation. Obvious similarities 
include the name "fray Angel," the attraction of thieves 
to the Order through promises of caring for their needs 
(especially food and drink), the "true" conversion of the 
thieves even though their original interest in the 
Franciscans was to satisfy these needs, the friar growing 
wings in order to get to heaven, and Saint Francis 
personally accompanying the friar to heaven. Also, both 
the legend and the play take place near the time of Saint 
Francis' death.

Both the legend and the play emphasize the common 
bond shared by all humans, regardless of outward 
appearances. In chapter twenty- five of the Florecillas. 
the nobel (who later became "Angel") wants to be admitted 
into the Franciscans despite the fact that he is not 
outwardly like the friars because of his youth, delicate 
nature, and nobility. He asks Saint Francis, "£No sois 
vosotros hombres como yo?" Similarly, in Godinez's play 
Bruno (who later became "Angel") compares himself to the 
Franciscans and sees himself as different in his 
sinfulness, yet like the friars in his humanity:
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Aunque sea m^s Religioso,
no he de creer sin que lo vea,
siendo ambos hombres, que 61 sea
tan Santo, y yo tan vicioso. (229-232)31

Chapter forty- three of the Florecillas describes 
the revelations of a Franciscan, fray Pedro. While this 
incident bears no resemblance to Godinez's play, the 
close relationship between fray Pedro and his friend, 
fray Conrado, is described in words that are quite 
similar to those Godinez later used to describe the close 
friendship of Bruno and Luquesio. According to the 
Florecillas, fray Pedro and fray Conrado "...estaban 
unidos con tanto afecto y caridad, que parecian un solo 
corazdn y una sola alma, y se ligaron los dos con este 
pacto: que cualquier consuelo o favor que recibiesen de 
la misericordia de Dios, se lo deberia comunicar el uno 
al otro por caridad" (Legisima and G6mez, 154) . Bruno and 
Luquesio made a very different pact with each other yet, 
like Pedro and Conrado, they also see themselves as so 
united in their friendship as to be one. Luquesio thinks 
that death wants to separate them since the two of them 
united were stronger than death:

....siendo ambos vno,

31The emphasis is mine.
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la muerte,

....... vi6 que no bastaua
contra esta vni6n su poder,

y quierenos diuidir,
para podernos matar. (265-276)

Bruno tells Luquesio that it is true that death cannot 
separate them for Luquesio will always live on in Bruno's 
soul:

Raz6n es, q(ue) asi lo creas; 
pero si en mi alma viues, 
en ella de mi recibes 
lo inmortal que en ti deseas.

luego, Luquesio, aunq(ue) mueras 
en ti mismo por tener 
lo mortal del cuerpo en ti, 
en mi, porque en mi alma estcis, 
tienes lo inmortal no mas, 
no puedes morir en mi. (277-292)
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Certain similarities in the texts lead us to believe 

that another source of inspiration for OFL was a version 
of the life of Saint Francis written by Tombs de Celano 
in the thirteenth century. Celano was asked to write the 
life of Saint Francis by Pope Gregory IX. He completed 
the Vida primera in 1229. This biography is considered 
by Juan R. De Legisima and Lino G6mez Canedo to be "...la 
mbs desapasionada y serena que ofrecen los primitivos 
bidgrafos y su obra es la fuente mbs o menos exclusiva de 
todas las posteriores biografias, que nada esencial 
aftaden al relato celanense" (xxvii). In chapter three of 
the Vida primera. Celano describes the conversion of 
saint Francis. According to the biographer, Francis was 
"...criado en orgullo mundano por sus padres desde los 
primeros ahos,...(e) imitb largo tiempo su descuidada
vida y costumbres y los superb en vanidad y arrogancia 
(Legisima and G6mez 254). After years of leading a
mundane life, Francis underwent a transformation and 
"...apartbndose al poco tiempo del ruido del mundo y del 
fbrrago de los negocios, dirige todo su anhelo a copiar 
en su interior a Jesucristo. Oculta, cual avisado 
comerciante, a los ojos de los ilusos la perla
recientemente hallada, y en el fondo de su corazon se
esfuerza en adquirirla, a trueque de todas las riquezas" 
(Legisima and Gbmez 257). Godinez also uses the metaphor 
of the pearl to describe what Bruno found in the Convent:

a
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Santo es lo que luego encuentro:
mas dir&s, si entras al centro
de su virtud verdadera,
que es concha lo que ves fuera,
y perla lo que allci dentro. (1328-32)

Celano writes that at this time Francis had a 
special friend with whom he shared his most intimate 
secrets. He used to lead him to remote and solitary 
places where he would speak to him of the precious 
treasure that he had found: "Contaba entre los muchos
amigos de la cuidad de Asis con uno predilecto, de la 
misma edad, a quien distinguia comuniccindole sus m&s 
recdnditos secretos. Conduciale a sitios apartados y 
solitarios, y con santo entusiasmo le manifestaba que 
habia hallado un precioso y rico tesoro" (Legisima and 
G6mez 257). In a similar manner Bruno tried to convince 
his most intimate friend, Luquesio, that the treasure 
that he found in the Convent was God:

Yo entr6 aqui con intencidn 
de saber de qu6 manera 
tan ricos los pobres son, 
y hall6 que el mismo Dios era 
caudal de esta Religion. (1283-7)

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



63
While Francis was still looking for God, Celano 

writes that he used to enter a cave while his close 
friend waited outside. Inside, Francis would pray for 
guidance: "No lejos de la cuidad habia una cueva a la
cual se retiraban con frecuencia para tratar del tesoro 
de que mutuamente debian participar. Penetraba en ella 
el siervo de Dios, santificado ya por su santo propdsito, 
mientras el compahero permanceia fuera; ...Rogaba con 
instancia para que el Seflor, verdadero y eterno, guiara 
sus pasos y le manifestara su voluntad" (Legisima and 
G6mez 257). Godinez's character does not enter a cave, 
but rather the Convent, with a similar soul-searching 
attitude, while his friend remains outside. C e l a n o  

describes what Francis felt in the cave as a divine fire: 
"Ardia en su pecho la llama divina, y no le era dado 
contener en el exterior el ardor concebido" (Legisima and 
G6mez 257). In the Convent Bruno describes experiencing 
a type of ecstasy which passes but which leaves one with 
the soul touched, as if by the fire of God, moving one to 
lead a better life:

passa el extasis, y luego
a mejor vida se mueuen
con la nueua alma de fuego,
que a su gran Padre le beben. (1309-1312)

In his report of Francis' conversion Celano stresses
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that the saint was transformed inwardly and not 
outwardly: "Convertido Francisco, y transformado
interior, y no exteriormente, habla en alegoria del 
hallazgo de un tesoro y una esposa" (Legisima and G6mez 
257). Godinez similarly emphasizes the importance of the 
interior as opposed to the exterior. Again, using the 
allegory of the pearl, Bruno explains that religious life 
is not what it appeared to be:

La concha, que mariposa 
de la luz al Alua hermosa 
bebe el llanto, es por defuera 
vna corteza grossera, 
y dentro perla preciosa.
De manera que es forgoso
que veamos lo interior
para estimar lo precioso;
pues tal, con todo rigor,
es, Luquesio, vn Religioso. (1318-27)

Luquesio's conversion at the end of the play is
another example. Though he has not changed outwardly, 
his internal transformation is so complete that he can
tell the governor in good conscience that he is not
Luquesio:
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si ellos buscauan, al fin, 
a Luquesio, y ya soy otro, 
que a mi no me hallen en mi. (2330-2)

Pointing to the sources for a work of art is, of 
course, a venturesome undertaking. At best we can only 
speak of probable sources. It would seem that the images 
and ideas mentioned above from chapters twenty- five and 
forty- three of the Florecillas and chapter three of 
Celano's Vida primera may well have served as 
inspirations for Godinez's play.

Other Golden Age plays in which saint Francis 
appears include Lope's El serafln humano. first published 
in 1624, and Los terceros de San Francisco, written by 
Lope in collaboration with Juan P6rez de Montalb&n. 
Neither the saint not the incidents described in these 
plays, however, resemble those of Godinez's work.

Tirso's Quien no case, no se levanta. published in 
1636, deals with a Margarita who appears to be inspired 
by Magarita de Cortona. This play describes a young 
woman who lived a free and worldly life but who, moved by 
a sermon, decides to give away her jewels and fine 
clothes and to lead a pious life. Though the same legend 
seems to have inspired both Tirso's and Godinez's 
characters, they bear only the most superficial 
resemblance to each other.
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1.6. CHARACTERIZATION AND THEME

The theme of 0 el fravle ha de ser ladr6n o el 
ladr6n ha de ser fravle. as the title might suggest, is 
conversion. As one who had to stand before the Spanish 
Inquisition and supposedly repent for the "errors" of his 
past life, and who went on to become a priest, we may 
well assume that the issue was of great importance, 
intellectually and emotionally, for Felipe Godinez.

Edward Glaser has written that this play by Godinez 
cannot be lumped with "...el montdn de las comedias de 
santos en verdad ' estrambdticas,' donde apariciones, 
visiones y voces celestes obran pasmosas 
transformaciones" ("La comedia" 106) . Truly, Godinez has 
taken an all together different course. He shows us in 
OFL three very believable conversions of everyday people. 
The changes in their lives are not the result of visions 
or miracles but rather are the result of a gradual 
process in which the characters are transformed 
psychologically. The protagonists provide three models 
for conversion to a holy way of life, to a life of good 
love.

The first of the conversions is that of Bruno. In 
the opening words of the play, Bruno asks his friend:
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Luquesio, en trances tan fuertes,
£qu6 soberuia no se humilla? (1-2)

The two bandoleros are going through difficult 
economic times which can have, as Bruno suggests, a 
humbling effect on one's behavior. It seems significant 
that Godinez chooses these particular words to introduce 
his protagonist. He is presented as a man approaching an 
important turning point (trances tan fuertes) . That the 
word trance also suggests a hypnotic state is not 
altogether irrelevant. The hypnotic state or trance is 
similar to an experience of deep introspection. Bruno is 
on the verge of a life change.

One thing bothering Bruno is the prophecy of 
Francisco:

Dize, que no es verdadera 
la tuya, ni mi amistad, 
y que seris de verdad 
mi amigo, quando yo muera. (17-20)

Bruno does not take the prophecy lightly as he believes 
the source to be very significant, almost divine:

esse hombre casi diuino,
esse Serafin llagado (13-14)
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Bruno is not only thinking of the prophecy but also has 
been wondering how Francisco, who professes poverty, 
seems to always have enough on which to live:

Pensando en Francisco estoy, 
y no alcango en qu6 aur& ido;
;que sea este Frayle tan pobre, 
que gaste tanto, y le sobre! (84-7)

Bruno wonders if the ability of the Franciscans to
be known for poverty yet always have enough food, is not 
due to a secret power, or hechizo that they have put on
the world. He compares it to the "spell" a man puts on
the woman he loves so that she will love him back. In
order to discover this power for himself, Bruno reasons
that he will have to enter the convent, as a house thief 
would, and then leave with the secret.

Pues si ay hechizo secreto 
para que todos le den 
su hazienda, y los quieran bien,
siendo Frayles con efeto, 
auemos de ver, y oir, 
como ladrones de casa, 
lo que all& dentro les passa, 
y en sabi6ndolo salir,

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



69
y vsar del arbitrio ac&. (205-13)

Bruno compares himself to a thief and says he will steal 
the secret of the friars in order to use it for his own 
benefit, yet having a full stomach is not the only aspect 
of the Franciscans that attracts him. He is impressed by 
their humility, honesty and by the fact that, like San 
Juan, they are loved by everyone:

Ya ves esta Religidn 
de Francisco, esta Orden nueua, 
tan humilde. que se lleua 
los ojos, y el coragon.
Estos pobres tan amados 
de todos, estos sayales, 
que son galas celestiales 
de vnos pobres mui honrados.
Pobres dixe, pienso yo, 
que al rico de m&s poder 
le faltar& qu6 comer, 
y a vn Frayle Franciscano no.
Todo entre todos lo adquieren:
ya entre los Turcos est&n,
porque son como San Iuan,
que hasta los Moros lo quieren. (113-28)32

32The emphasis is mine.
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It is possible that, since Bruno's life up until now was 
precisely lacking in these qualities, he is drawn to the 
Franciscan's humility, honesty, love of one's fellow man. 
At this turning point in his life, these qualities 
attract him and cause him to reflect.

Bruno confesses to Turin that more than once he has 
wondered what life inside the convent is like:

...te dir6 vn deseo, 
que tuue mcts de vna vez: 
siempre que esta descalcez 
de Frayles Franciscos veo, 
saber de algunos quisiera, 
pues nos los alaban tanto, 
si es all£ en su Celda Santo, 
como parece aca fuera. (217-24)

Society tells him that he is a sinner and holds the 
Franciscans as an example of virtue yet Bruno insists 
that the friars are as human as he, and he asks himself 
if they can really be so different:

Que quando me veo a mi 
con tantas culpas, y luego 
la virtud de vn Frayle lego
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eleuado sobre si,
aunque sea mis Religioso,
no he de creer sin que lo vea,
siendo ambos hombres, que 61 sea
tan Santo, y yo tan vicioso. (225-32)

Bruno decides at this point to become a friar for a month 
and would like Luquesio to do the same. Godinez portrays 
Bruno's decision as a very believable turn of events. We 
see that it is based partly on his curiosity and partly 
on the desire to recuperate something lacking in his own 
life. Bruno sees the Franciscan virtues as something 
elevado but at the same time a plausable and attractive 
goal.

Since Bruno cannot convince Luquesio to become a 
Franciscan, the two friends must part. Before doing so, 
however, they shake hands and swear to remain together in 
a spiritual sense:

Lug: Toma esta mano. Brun: Esta mia,
te doy, y por Dios te juro, 
y por ti. Luo: Ya estoy seguro.
Brun: De estar en tu compaflia para 
siempre. Lug: Yo prometo a Dios,
y a ti, de en qualquier parte 
seguirte y acompafiarte. (293-299)
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Bruno is about to begin a new life yet not without 

reaffirming his friendship with Luquesio. In fact the 
two friends consider themselves as one, each containing 
the other in his soul. Bruno will ask Francisco if he 
can be a friar, yet he goes, not only as the best friend 
of a thief, but as one who carries that thief within his 
soul. Before he enters the Noviciate, he wants to make 
sure that Luquesio will be able to visit him, i.e. that 
he will not have to leave his human side at the door:

Padre, aunque yo, claro est&, 
estar6 en el Nouiciado, 
vendrct a verme con cuidado 
vn gran amigo, y ser&a 
forgoso que hable conmigo, 
que la amistad no se oluida 
en la Religi6n. (847-53)

Francisco accepts but warns Bruno that that friend 
will cost him his life. As the first act ends, Bruno 
passes through the trance with which it began. He has 
been impressed with the exterior side of the Franciscans:

Es lo exterior desta gente
tan santo, y tan penitente,
que siempre me satisfizo,... (868-70)
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Now he decides to cross the threshold of the Convent, 
vowing to discover what the inside is really like:

he de saber lo que passa
dentro de la Religidn,
sabr6 el hechizo, y qui6n son
los Frayles dentro de casa. (879-82)

Between acts I and II, a year has passed and Bruno, 
whom Francisco now addresses as 'Angel,' does not know
what to do. He appears sad and confused. He has
experienced the life of the Franciscans and has seen 
something mysterious of which he seems to be afraid:" 
Aqui ay mano poderosa (952). He tells Francisco that he 
will leave the Noviciate, yet shortly afterwards we see 
that he has great doubts about leaving. Luquesio notices 
that something is holding him back:

iQu6 aguardas? iQu<§ te detiene?
^C6mo el sayal no desnudas?
^Corno a ser ladr6n no vienes? 
i,No me respondes? iQu6 dudas?
£,No me acompafias? £Qu6 tienes? (1273-77)

Bruno then admits to his friend exactly what it was 
that he found inside the Convent:
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Yo entr6 aqui con intenci6n 
de saber de qu6 manera 
tan ricos los pobres son, 
y hall6, que el mismo Dios era 
caudal de esta Religi6n. (1283-87)

Bruno explains how God works through Francisco and 
that even those of little faith, when exposed to this 
holy man, are touched by God and moved to lead a better 
life:

Pues sus hijos, que de agrauios
les hize yo, con Fe poca,
oyen sus consejos sabios,
y mientras de aquella boca
penden abiertos los labios,
es fuerga que en Dios se eleven:
passa el §xtasis, y luego,
a mejor vida le mueuen
con la nueua alma de fuego,
que a su gran Padre le beben. (1303-12)

Bruno has experienced ecstasy in the convent which has 
moved him to change his life. He feels that he has a new 
soul, which he describes as many mystic poets have, in
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terms of fire: " la nueva alma de fuego."33

Here Bruno expresses a familiar Golden Age notion, 
that things are frequently not what they appear to be. 
Before entering the noviciate he saw it as a shell. Once 
he entered he saw that the rough appearances only hide 
the pearl, which is the reality of religious life:

De manera, que es forqoso, 
que veamos lo interior, 
para estimar lo precioso; 
pues tal, con todo rigor 
es, Luquesio, vn Religioso.
Santo es lo que luego encuentro:
mas diras, si entras al centro
de su virtud verdadera,
que es concha lo que ves fuera,
y perla lo que allci dentro. (1323-32)

Luquesio trys to tempt Bruno away with the things of 
this world:

Fray Angel, o Bruno, ven,

33In its sensuality, Bruno's religious experience 
follows the tradition of Santa Teresa more than the 
ascetic tradition of Juan de la Cruz. As Santa Teresa 
rejected abstraction and was moved by the humanity of 
Christ (Americo Castro 509), so Bruno was moved by the 
humanity of Francisco rather than by doctrine.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



76
que yo te espero, y tambibn 
Margarita te desea:
^no me sigues? (1335-38)

But now Bruno is singleminded. He says that he is really 
going to be a Friar and that Luquesio is going to follow 
him. Luquesio hopes to win Bruno away from God and
reminds him that unless they stay together, Bruno will be
only half a man:

Si la Professibn recibes 
con Dios, y sin mi te queda, 
veremos si sin mi viues: 
qubdate digo, que assi 
cobrarte de Dios espero, 
pues Dios no te querrb assi, 
porque bl quiere al hombre entero,
y tti eres medio sin mi. (1465-72)

Bruno recognizes that the two must stay together to 
be whole but he trusts that God will bring Luquesio to 
him:

Vete, que si Dios me amb 
y yo, Luquesio, contigo 
soi entero, y sin ti no,
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a ti te trairci conmigo,
para que este entero yo. (1473-77)

The final step in Bruno's conversion is a change of name. 
Close to the end of the second act, when Turin calls him 
"Bruno," he reponds: "Ya aqui no ay Bruno, Fray Angel
si" (1491-2) . He believes that he has been changed 
completely from a sinner to an angel by the grace of God:

iQuidn ignora,
que la Gracia sabe hazer
Angeles de pecadores? (1493-95)

Luquesio and Bruno are portrayed as very different 
personality types and Godinez astutely shows their 
conversions to likewise develop divergently. Bruno is 
portrayed as introspective. As we have seen, the play 
begins with Bruno at a turning point in his life, 
pondering such things as Francisco's prophecy and what it 
must really be like inside the Franciscan convent. 
Luquesio is an extrovert and something of a braggart. 
When he takes over the band of thieves since Bruno 
decided to join the convent he compares himself favorably 
to some of the most famous soldiers of history:

Tan noble como el que m^s,
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(mas desto hazed poco caso, 
que son meritos agenos 
los de los antepassados).
Tan valiente, tan valiente 
por Dios, que no tengo a mano 
con qui6n poder compararme, 
porque Anibal, Alexandro,
H6ctor, Aquiles, Pompeyo,
C6sar, Scipion, y quantos 
hizo presentes la fama, 
en siendo yo, se passaron, 
y aun no se sabe si fueron.
Soy, pues, tan valiente, en vano
procuro buscarme exemplo,
que aun yo mismo comparado
conmigo mismo, a mi mismo
cada instante me auentajo;
y assi el yo, que fui primero,
quando despu6s le comparo
con el yo que soy despu6s,
ya tambi6n yo me ha passado....(367-88)

However shallow he may seem at first, Luquesio has an 
important "redeeming" characteristic: his love for and 
loyalty to his best friend. He is convinced that his and 
Bruno's friendship is true. When he hears Francisco's
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prophecy that he will only be Bruno's true friend when 
Bruno dies, he reacts with surprise and disbelief:

Luego ^agora no lo soy?
A,;qu6 graciosa porfia! (21-22)

Luquesio believes that his union with Bruno is so close
that the two actually form one. United to his friend he
feels so "whole" (holy) that he imagines that death 
itself would have to separate them in order to have power 
over them.

Ahora caigo en la cuenta, 
voto a Dios, Bruno, que intenta 
la muerte esta divisidn, 
que como siendo ambos vno, 
se dobld en vni6n tan fuerte
el valor de ambos; la muerte,
que no perdona a ninguno, 
como vio que no bastaua 
contra esta vnidn su poder, 
conocid que auia de ser, 
mientras juntos nos hallaua, 
imposible a su pesar
en nosotros el morir,
y quidrenos dividir,
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para podernos matar. (262-76)

Luquesio is passionate and quick to fall in love. 
He falls in love with Margarita, and she with him, on 
their very first meeting. When he mistakenly jumps to 
the conclusion that Margarita loves Bruno, he is deeply 
pained:

jAy, Bruno! en el alma toco
el peligro y la fineza,
decid con ecos sonoros,
montes de Asis, que no ha auido
en este siglo, ni en otro,
ni amigo m^s verdadero,
ni amante menos dichoso. (684-90)

With the year that passes between the first and second 
acts, Luguesio's love for Margarita has grown. It feels 
to him like a fire raging inside and he wants to tell 
her:

dir6 a Margarita aora
lo que tanto la he callado:
como fuego en mi se arroxa....(1140-42)

Yet immediately he gets angry at himself for putting his
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love for Margarita above his friendship with Bruno

Viue Dios, 
que es mi amistad falsa, o poca. 
o ha sido de sangre mia 
este espiritu, pongofia;
£bebi de traicidn agena 
en mis venas generosas, 
adonde es, por lo sagrado, 
ptirpura Real cada gota?,
,?se alimentd ardor impuro? (1147-55)

Luquesio decides that he must keep his true feelings for 
Margarita hidden and so he decides to leave rather than 
face and talk to her, bidding her goodbye from his soul:

voyme a que Bruno componga
la paz antigua del alma;
la cortesia es forgosa.
i,He de despedirme? No,
sino es con el alma sola,
con el alma, pues lo digo,
por no poder con la boca (1170-76)

While putting an old friendship above the love of a woman 
seems quite laudable, there is something amiss about
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Luquesio's love for Bruno. Godinez shows us here a love 
that seems strong and sincere but we are told in 
Francisco's prophecy that Luquesio will not truly be 
Bruno's friend until Bruno dies. Godinez seeems to hint 
that Luquesio must learn something about true love and 
mature emotionally.

Luquesio wants to be loved absolutely and 
unconditionally by Bruno. He resents the fact that Bruno 
may enter the convent because he feels that then Bruno's 
love will be divided between God and his friend. 
Luquesio feels that since the friends promised to be 
together forever, Bruno owes it to him to remain a thief. 
This attitude in many ways corresponds to the profile of 
the person whose personality development is predominantly 
"infantile" and "oral." Karl Menninger, a noted Freudian 
psychologist, writes that just as a suckling child 
resents weaning and feels that something is being taken 
away from him that is his right to possess, so these 
people cannot stand thwarting (36). Typically, this type 
of person feels he will die if the object of his love is 
removed (36). In fact, Luquesio does equate separation 
from Bruno with death:

La muerte...
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...qui6renos dividir,
para podernos matar. (267-76)

Bruno wonders if Luquesio's friendship is true 
since he wants him to follow the easy life of a thief:

Ya no s6 eres mi amigo:
s6 que a mi, y a ti te ofendes,
pues quando yo m^s te obligo,
hacerme malo pretendes,
por no ser bueno conmigo. (1358-62)

Bruno compares their relationship to that of a tree and 
the stream that feeds it. Bruno is the tree which 
benefits from the friendly stream in summer, yet when the 
tree loses its verdor and becomes 'penitent' in winter, 
the force of the stream may no longer be friendly but 
rather destructive:

Mas llega el Inuierno, y da 
al cirbol tan nuevo estado, 
que es de creer, segun est&,

que de su verdor passado 
haze penitencia ya.
Y entonces nueua creciente
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del arroyo antes amigo,
con las lluuias insolente
se lleva al cirbol consigo
entre la misma corriente. (1378-87)

Bruno is trying to tell Luquesio that people change (the 
tree may loose its leaves) and a true friend would take 
that into consideration. Bruno explains that while 
Luquesio may think he is being a true friend, his love 
could destroy the very object of his affection.

Dirci. el arroyo, que es tal 
su amistad, que el cirbol lleua 
sobre su mismo raudal;
£Esto es amor? iEsto es prueua
de fee en todo tiempo iqual?
No, que el que fue blando riego,
ya tan gran violencia es,
que le arranca, y lleua luego,
donde no pueda despu6s
seruir sino para el fuego. (1388-97)

Luquesio, however, conceives of his love for Bruno in 
terms of fire rather than of water (stream):

Bruno, en vna parte err6
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tu discurso, que aunque aciertes, 
en que eres tii el cirbol, yo 
soi aqui, si bien lo aduierto, 
el fuego, el arroyo no. (1413-7) 

Godinez uses images of fire to represent a very strong, 
true love in other instances in this play: Bruno says
that his nueva alma de fuego is what has moved him to 
change his life; Luquesio and Margarita also use the 
concepts of fire and burning to describe their love for 
one another. Here Godinez underlines the passionate 
nature of Luquesio's love by comparing it to fire. 
However, it seems that he hints that there is a negative 
aspect in Luquesio's love because it desires to convert 
and consume the beloved. Luquesio describes his love 
this way, thinking that it is a compliment to Bruno that 
his love is so great that he would like to convert the 
beloved into his own being.

Yo, pues, creci como fuego, 
no como arroyo, y assi 
con amistad, mas no ciego, 
vi seco un &rbol, y en mi 
quise combatirle luego: 
que amor, o amistad se llama 
de amigo, o amante, arder 
con tal afecto, o tal llama,
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que quiera en su propio ser
convertir a lo que ama. (1418-27)

Luquesio only recognizes the passionate, strong nature of 
his fiery love for Bruno. He does not see the 
destructive side of this all consuming love. The desire 
that he expresses here of wanting to convert what he 
loves into himself is an example of what psychologists 
call introspection; that is, the incorporation of the 
beloved object into the ego. Menninger notes that 
introspection is a favorite psychopathological technique 
of those individuals who have never relinquished their 
infantile, oral propensities (37). These people desire 
to "devour" the beloved in order to keep the object 
forever. At the same time, by devouring the beloved 
object, these people act out the subconscious desire to 
destroy it. Godinez's example of the fire that devours 
the tree out of love and at the same time destroys it 
says the same thing. Menninger describes the ambivalent 
nature of this type of love giving as an example the 
nursing child who bites the nipple when the mother tries 
to withdraw (24) . So, writes Menninger, the infantile, 
oral personality harbors both insatiable craving and 
hostility toward the beloved. Luquesio professes his 
"true" love for Bruno but subconsiously harbors 
resentment toward him which will later be more obvious.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



87
The threat of losing a loved one triggers feelings 

of worthlessness. Menninger notes that these people 
frequently say that they ought not to be allowed to live 
and ask to be taken to prison or to the gallows (37) . 
Luquesio asks the sun and stars to cooperate in torturing 
him and breaking his corazbn infame which dared, for a 
moment, to put his love of Margarita before his love of 
Bruno.

Viue Dios, que destas Zonas, 
subido en mis pensamientos, 
que sobre el Sol me colocan, 
arranque quantas Estrellas 
esse Firmamento doran, 
porque cada rayo sea 
una punta, que me rompa 
este corac6n infame,
de donde estos actos brotan, (1156-64)

I would suggest that this punishment is a bit harsh 
considering the admitted crime.34 It seems to me more 
likely and psychologically consistant that this

34Menninger writes that a sense of guilt may arise 
from other than actual aggression: "in the unconscious
a wish to destroy is quite equivalent to the actual 
destruction with regard to exposing the ego to 
punishment" (49) . He adds that "One who nourishes 
murderous wishes also feels, at least unconsciously, a 
need for punishment of a corresponding sort"(50).
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punishment is what Luquesio thinks he deserves for 
unconsciously hating Bruno. After all, Bruno has 
thwarted him now in two ways: (1) he plans to join the
convent which to Luquesio represents a withdrawal of 
absolute love and, (2) he stands in the way of Luquesio's 
loving Margarita.

As we have seen, introspection or the incorporation 
of the beloved object into the ego is a technique 
especially associated with people of the oral personality 
types. Menninger has called it the psychological
equivalent of eating another person (37) . When exposed 
to disappointments or frustrations, the oral, infantile 
personality often reacts masochistically, turning back on 
the self and on the beloved which is incorporated into 
the self (38).

When in the lines below, Luquesio shows a desire to 
punish himself by eating himself as if he were a fish, or 
by being swallowed by the sea, the oral images are 
obvious:

o que quando rricts no pueda, 
aqui a mi mismo me coma,
Caribe yo de mi mismo, 
o que como el mar me sorba. (1165-68)

What is perhaps not as clear, is that he is not so angry
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with himself as with Bruno, whom he has incorporated 
within his ego. Gradually, this repressed anger comes to 
the surface and becomes more obvious. When Luquesio 
compares his love and loyalty for Bruno to the fire that 
"converts" the tree he gives Bruno no choice since a fire 
cannot turn into a tree but a tree can become fire:

Tu eres el cirbol aqui, 
y yo soy el fuego: luego 
tfi has de conuertirte en mi 
que no se haze brbol del fuego, 
y fuego del cirbol, si. (1447-52)

Bruno insists, however, that he intends to continue in 
the religious life:

Yo soy Religioso ya, 
y he de profesar agora. (1458-9)

Luquesio's reaction to this statement belies the 
agression that is hidden under the surface:

Si la professibn recibes, 
con Dios, y sin mi te queda, 
veremos si sin mi viues: 
qubdate, digo, que assi
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cobrarte de Dios espero, 
pues Dios no te querr& assi, 
porque 61 quiere al hombre entero, 
y tii eres medio sin mi. (1465-72)

He insinuates that Bruno cannot live without him and that 
if Bruno dies, God will not want him either, since he 
will be only half a man.

Menninger explains that people who are strongly 
influenced or determined in their relationship with the 
outside world by the oral stage in their development are 
frequently characterized by a strong ambivalence (39) . 
He writes that for these oral personality characters, 
"when the love-object is suddenly taken away, the bond of 
love, instead of being gradually absorbed and redirected 
as in the normal person, snaps back upon the self and in 
doing so breaks into its two components of love and hate"
(38). This ambivalent attitude of both love and hate is 
responsible for the person wanting to devour the love- 
object and in doing so both retain (love) and destroy 
(hate) it. The ambivalence, according to Menninger, 
often takes the form of cyclic alternations of repression 
of one or the other element in the emotional relationship
(39). In fact, throughout Act II, Bruno's decision to 
join the convent brings about in Luquesio alternating 
expressions of his eternal friendship and love for Bruno
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with those of jealousy. The aggressive feelings that 
Luquesio has for Bruno become more obvious as Bruno's 
conversion progresses. When Bruno no longer answers to 
his former name but rather only to "Fray Angel," 
Luquesio's desperation grows visibly. He speaks to 
nature of the bad news that he and Bruno have separated, 
and he vows to pursue Margarita's love without 
"respetos":

pues tan mala nueua os doy.
Yo vengo sin Bruno, y Bruno 
sin Luquesio se quedd, 
ya buscando a Margarita 
libre de respetos voy. (1555-59)

Luquesio hopes to forget some of the pain of losing 
Bruno in the hope of loving Margarita. It is clear that 
he thinks of Bruno as a possession that has been 
unrightfully taken away:

Diudrtase en su esperanqa
mi perdida posessi6n,
que no serd. demasia,
quando la misma razdn
pide pazes al oluido,
darle treguas al dolor. (1560-65)

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



92
He expresses his intentions of serving Margarita and 
insinuates that Bruno has deceived him:

Margarita est& en el siglo,
y Bruno en la Religi6n,
ya 61 no puede amarla; luego
bien podr6 seruirla yo.
iMas es aquel Bruno, o sombra,
a quien la imaginacidn
con perfiles de mentira
colores de verdad dio? (1570-77)

Shortly afterwards he admits his jealousy of Bruno and 
speaks to him in a somewhat threatening way:

Bruno, si eres pecador,
£para qu6 te finjes Santo?
(zeloso de Bruno estoy),
Mas si aun siendo Religioso 
tiene a Margarita amor, 
u he de corregir su afecto 
o moderar su passidn. (1617-23)

As Act II comes to a close Bruno and Luquesio are still 
trying to convince one another. Godinez describes 
Bruno's attitude in a positive manner— "Saluarte es mi
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pretensi6n," (1751)— while Luquesio's attitude is shown 
to be more aggressive— "Mi pretensibn es vencerte" 
(1750).

The audience does not know what will become of the 
two friends in the Act to follow yet I believe that they 
have somehow noted that Luquesio is losing ground. If at 
the end of the first act they wondered what Francisco's 
prophesy meant, by the end of the second act they have 
perhaps seen some of the "faults" of Luquesio's love—  

it's fiery nature has destructive aspects. Luquesio 
would consume Bruno in an attempt to keep him for 
himself, thereby, prohibiting Bruno from changing and 
developing. The burning love that would convert the 
beloved into part of the self would at the same time 
destroy the beloved. When threatened with loss of the 
beloved object the aggressive feelings that Luquesio felt 
toward Bruno are unmasked and his feelings are seen to be 
actually quite ambivalent.

Freudian psychologists believe that there exist in 
all of us both constructive and destructive instincts in 
constant conflict and interracion. In normal development 
the constructive and destructive forces are fused, 
resulting in positive attachments to objects in the 
environment, and a capacity to discriminate between one's 
real foes and real friends, between those things which 
should be hated and those which should be loved
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(Menninger 28). The oral, infantile type of personality 
has special problems when there is a sudden interruption 
or threatened interruption of established love/hate 
investments. For such a personality the previously fused 
bonds of love and hate are now robbed of their object, 
they "become diffused, and both return to their point of 
origin— the individual himself" (Menninger 29).

Menninger writes that it is necessary in these cases 
to have the bonds of love and hate drawn from this 
primitive preocupation with the self and fruitfully 
invested in the outside world (28). "Growth of the 
personality, education, social capacity, and creative 
power become possible only as these aggressions are 
increasingly directed outward instead of inward, focused 
upon the proper objects of attack, and completely 
neutralized by love when these objects are desirable 
ones" (28).

In Act III we see Luquesio mature. He leaves behind 
his infantile forms of loving. His love becomes more 
giving and less possessive. He redirects the aggression 
that was previously and inappropriately directed 
inwardly. As we have seen, in Act III Luquesio had no 
idea that Margarita loved him yet he intended to pursue 
her without respetos. As Act III begins, Margarita can 
hide her feelings for Luquesio no longer and openly 
admits that she has loved him for a year. Luquesio
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replies that he has also loved Margarita for a year in 
silence yet he still suspects that Bruno loves her and he 
decides that he will be a true friend and restrain 
himself.

Margarita, aunque Fr. Angel
dize, que sus intentos
persuadirme que es mejor
ser Frayle que vandolero,
conmigo est& haze quatro dias
en este monte, y sospecho,
que se disimula Santo,
pero que te estct queriendo,
y si te quiere, yo soy
su amigo tan verdadero,
que no he de hacer en su ofensa,
ni vna lisonja a mi afecto. (1782-93)

Halfway through the third Act Luquesio must flee 
from the Governor of Assis and asks Bruno for his habit, 
so as to escape disguised. Here Luquesio talks about the 
giving nature of a true friend. When Bruno hesitates to 
give him the habit, Luquesio asks:

i,Alguna cosa reseruas?
£Algo niegas al amigo?
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£No es tu amistad verdadera? (2075-77)

Luquesio proceeds to compare the behavior of a true 
friend to the example of Jesus Christ giving all that he 
had, every last drop of blood, to mankind:

que es su amigo el hombre, y muestra 
quando le da Dios su sangre, 
que ni vna gota le queda 
escondida, que en prouecho 
de su amigo no se vierta.
Pues como se jacta, y dize, 
que imitar a Dios desea,
<?qui6n a su mayor amigo
alguna cosa le niega? (2133-41)

Bruno is convinced by the words of his friend and gives 
him his habit and Luquesio covers Bruno with his cape. 
In a sense this exchange of clothes is a demonstration of 
true love. It is not only everything they have to give, 
but also a gift of life, for by giving Luquesio his 
habit, Bruno allows him to escape from his enemies. By 
giving Bruno his cape, Luquesio saves him from dying from 
the cold, although Bruno would have willingly died naked, 
in imitation of Christ, so that Luquesio would not die:
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...si Dios Hombre,
desnudo en la Cruz, espera
la muerte por darnos vida,
yo quiero seguir sus huellas,
y morir tambi6n desnudo
porque tu, amigo, no mueras. (2168-73)

In giving Bruno his cape, Luquesio's intentions are 
generous yet the result of his action is disaster. Robert 
and Floro kill Bruno thinking he is Luquesio. When 
Luquesio discovers the deed he very eloquently expresses 
his feelings which consist of a passionate desire to take 
revenge and at the same time the obligation he feels 
toward Bruno to pardon— "...por ser Santo Bruno, querrci 
que no me vengue de ninguno"; (2235-36). We witness at 
this point a very interesting change in Luqueio's 
personality. Instead of lashing out against himself as 
he might have done, Luquesio directs his anger, more 
appropriately, toward Bruno's assasins. This initial 
outpouring of hate is well directed from a psychological 
stand point. It will eventually be neutralized by his 
love instincts but here Luquesio fantasizes about how he 
will follow Roberto and Flora to the ends of the earth 
and tear them to shreds:35

35It is interesting to note that psychiatrists are 
encouraged to see this type of redirecting of aggressive 
tendencies in their patients. Menninger writes that
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pues la venganga a mi passi6n se deue,
que en la noche, en el dia,
con cuydado, con ansia, con porfia,
entre lo temporal, entre lo eterno,
en la tierra, en el cielo, en el infierno,
los descubra, y los siga,
y despu6s de alcangados los persiga,
hasta que ya con iras impacientes,
con los pies, con las manos, con los dientes,
despedagando aquellos cuerpos viles,
en citomos del ayre m&s sutiles,
a ser tan inuisibles los reduzga, (2250-61)

Imagining that he will tear Roberto and Flora apart 
with his hands, feet, and teeth into pieces as small as 
the atoms of air seems to have a certain therapeutic 
effect on Luquesio. After he vents his aggression in 
this manner he becomes aware of a constructive instinct 
which he equates with Bruno's will. Part of him wants to 
seek revenge and part of him wants to pardon his enemies. 
In psychological terms, one might say that Luquesio has 
successfully directed his aggression outwardly, onto

patients who have for months directed their aggression 
toward the self may spontaneously turn them outward onto 
the analyst or hospital staff or relatives. He explains 
that the agresssion "after it has been encouraged in its 
full expression,... is allowed through the dispersing 
effect of the intelligence to seek more appropriate and 
controlled outlets" (371).
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appropriate targets, and they have been completely 
neutralized by love. In poetic terms Luquesio says that
he will reduce his enemies to atoms of air, which being
so small and invisible, will difuse his desire to take 
revenge. Between himself and Bruno (inside of him) he 
will punish and pardon:

despedagando aquellos cuerpos viles, 
en citomos del ayre mcis sutiles, 
a ser tan inuisibles los reduzga, 
que la misma venganga desluzga, 
porque si Bruno quiere,
que no me vengue dellos quando 61 muere,
la venganga en entrambos desluzida,
quando contra su vida
ya pronunciada la sentencia tengo,
parezca que me vengo, y no me vengo,
que perdono, y castigo,
que assi con Bruno cumplir6, y conmigo.

(2259-70)

At this point in the play Luquesio repeats his promise to 
follow Bruno wherever he may go, which now means that 
Luquesio must follow him to heaven. Luquesio realizes 
that his love for Bruno is only now true, as Francisco 
had prophesied. He calls to Bruno yet now uses his new
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name, Fray Angel, indicating that he accepts and loves 
his friend in a more mature manner, on his friend's 
terms, for whatever his friend chooses to be:

Fray Angel, aguarda, aguarda,
agora si, agora si
ser6 tu amigo de veras:
que bien se vino a cumplir
lo que el gran Francisco dixo. (2299-303)

What was once a question of appearances has become 
reality. Luquesio certainly appeared from the beginning 
of the play to be Bruno's friend but he has become his 
true friend only now. The same is true of Luquesio's 
conversion. He appeared to be religious when he put on 
Bruno's habit in order to escape from his enemies, saying 
"Ya a lo menos por de fuera parecer6 Religioso" (2151- 
52) . Now, as Bruno dies, Luquesio will wear the habit as 
a symbol of his true conversion:

Pues, ea, a pesar de todas, 
por ser tu amigo feliz 
por toda la eternidad, 
desde oy conseruar6 en mi 
el Abito Religioso, 
y tan otro he de viuuir,
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que vaya a verte a esse cielo, 
donde te goze sin fin. (2311-18)

So complete is Luquesio's transformation that when the 
Governor of Assis asks if Luquesio has passed through the 
area, Luquesio responds "no ha passado por aqui" (2326). 
He believes that he is truely another person:

Yo me libr6 mas no es mucho,
si ellos buscauan, al fin,
a Luquesio, y ya soy otro,
que a mi no me hallen en mi. (2329-32)

Here again is the notion that appearances are not to be 
relied upon for, while this character appears to be 
Luquesio, he has actually become a different person.

Much to the credit of Godinez, the transformation of 
Luquesio is as subtle as it is complete. The immature 
and egotistical, yet passionate, person we see at the 
beginning of the play gradually matures. The love that 
Luquesio felt for Bruno was at first limiting, 
possessive, and ambivalent. Just as a fire that would 
consume a tree, this love did not allow his friend to 
grow and change. It desired to keep the friend only for 
himself and, in its fervor, contained thinly disguised 
aggressiveness that would eventually destroy the friend.
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Luquesio passes through a masochistic phase where he 
takes out on himself the aggressive feelings that he 
harbors toward Bruno and actually wishes for his own 
death. Yet, in the end, the constructive forces of his 
personality prove stronger than the destructive. He is 
able to redirect his aggressive feelings toward more 
appropriate targets (Roberto and Floro) and his 
aggressiveness is neutralized by love. In the end, his 
desire to contain or possess Bruno is gone and he accepts 
the changes in Bruno's personality, as evidenced by 
Luquesio calling him Angel in the last scene. The 
converted, mature Luquesio does not see Bruno's love for 
God as a threat to Bruno's love for him. Instead, 
Luquesio has come to have a generous concept of love, 
which corresponds to the true love spoken of by 
Francisco.

Godinez elaborates an interesting character in 
Margarita. Edward Glaser correctly identifies her as 
Saint Margaret of Cortona ( beatified in 1627 and 
cannonized in 1728 ) whom Tirso also described in Quien 
no cae no se levanta (en Quinta parte.. . .. 1636) and with 
whom the contemporary audiences were very familiar ("La 
comedia" 100-01). Though Glaser's article is very 
thorough and perceptive concerning most aspects of this 
play, I believe there are certian inaccuracies in his
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description of Margarita. Glaser writes, "La heroina del 
drama es admirada y cortejada por dos hombres al 
principio. Mas Bruno pronto la abandona...." ("La 
comedia" 100-01) . It is true that Bruno admires 
Margarita at the beginning of the play but it is clear 
from the very first scene that his feelings are not 
reciprocated. When Luquesio first hears about the woman 
that Bruno calls his dama he asks Bruno if she loves him. 
Bruno knows that she does not because he has talked to a 
woman in whom Margarita confides and who hides nothing 
from him:

Lugesio: No tienes, Bruno, justicia:
I quierete ella mucho ?

Bruno: No,
que a otra Dama con cautela 
suele hablar, y no me zela. (44-47)

One cannot say that Bruno abandons Margarita since she 
never cared for him. Margarita admits to her friend, 
Laura, that she was only leading Bruno on:

Yo no puedo hazer estoruo; 
que yo le engafiaua a 61, 
como 61 a ti. (572-74)
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Actually, for most of the play Margarita is not courted 
by anyone for there is no scene in which she is courted 
by Bruno, and Luquesio does not declare his love for her 
until the third act.

Margarita at first appears to be a variation on the 
muier esquiva. described by Melveena McKendrick in her 
excellent study of female characters in Golden Age drama. 
McKendrick writes: "There is no adequate English
translation of the phrase muier esquiva. Disdainful, 
elusive, distant, shy, cold-esquiva contains something of 
them all. But if the phrase cannot be translated, it can 
be explained: the muier esquiva is the woman who, for 
some reason, is averse to the idea of love and marriage 
(Woman 142) . That Margarita was distant or cold to Bruno 
is implied in Turin's advice. When Bruno complains that 
Margarita does not love him, Turin suggests that gifts 
will "set her heart on fire" or if that does not work, 
Bruno should try to make her jealous:

Pues i q(u6) muger deste humor, 
querer sin regalos suele?
I Quieres que te ame, y te zele?
Pues trueca en plata esse amor.
Dale a ella, arder£ el fuego, 
y serein todas las llamas, 
porque das, no porque amas.
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Dale a otra, y ver£s luego,
zelosa a la ingrata bella,
no porque a otra quieres mcis,
sino porque a otra le das
lo que auias de darla a ella. (53-64)

Similar to many other esguiva-type heroines, 
Margarita is extremely self-assertive and refuses to 
accept an inactive, inferior role in life. She is not 
intimidated, even when accosted by bandoleros, and reacts 
by simply telling them to put away their guns:

Estos no quieren 
sino nuestras joyas de oro: 
det6n, hombre, esta pistola. (579-81)

This exteme bravery is surprising to Luquesio, who 

replies:

I Sab6is qu6 noto ?
Que no os turban vandoleros. (588-89)

Margarita explains that certain other things may upset 
her but certainly not men or robbers, the latter who 
either take her possessions or give her the pleasure of
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seeing that she inspires affection in them:
106

Yo pocas vezes me assombro 
de los hombres. Vn dolor 
de costado peligroso, 
vna sentencia de muerte, 
vn rayo del Cielo, vn toro, 
vna casa que se cae, 
vn baxel que se va a fondo, 
son los riesgos que yo temo.
Que vnos ho(m)bres como estotros,
que solo son diferentes,
en que yo no los conozco,
o me lleuar&n la hazienda,
si vienen a hazer el robo,
o me dexar^n el gusto
der ver que los aficiono. (600-14)

McKendrick has found that the muier esquiva is usually 
moved by either vanity or arrogant pride (Woman 145) . 
Margarita falls into the first category. Godinez 
portrays her as being rather taken with herself, at least 
in the first act. When Luquesio asks her name, she 
replies:

Margarita de Cortona,
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que hasta mi no(m)bre es precioso, (587-88)

Margarita falls in love with Luquesio shortly after 
meeting him. Throughout the second act she struggles 
with her feelings, for while she loves him passionately - 
-"que a mi me abrasen las llamas"—  (113) , her vanity 
keeps her from telling him since she thinks that Luquesio 
does not reciprocate:

El no me quiere sin duda.
I Ser6 yo muger tan loca,
que diga mi amor a vn hombre,
que muy tibio me responda...? (1127-30)

At this point, in the second act, Margarita is influenced 
by her vanity and her sense of decorum and resolves not 
to speak openly of her love: "que serct acci6n afrentosa"
(1136) . She decides that she must "o no amar, o amar con
honra" (1138). This decision, however, does not resolve 
her conflict. She is pining so for Luquesio that her
friend Laura suggests that she and Margarita stay in the 
mountains in order to be near him. Margarita agrees, 
saying that she is moved to do so by an "impulso 
interior" (1211).

While many of the muier esguivas become full-fledged 
bandoleras, this is not the case with Margarita. Her
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decision to live in the mountains does not respond to a 
desire to rebel against society or to avenge a grievance, 
but rather to be near Luquesio. However, whether they 
rebel more or less against society and the "natural 
order" of things as seen by the seventeenth-century 
dramatists, McKendrick points out that none of the 
muieres esquivas remains voluntarily single in the end 
(Woman 143) . Except for those female protagonists who 
find a religious vocation, "Nature simply takes its 
course and the esquivez of the heroines evaporates in the 
face of the stronger compulsion of their new-found love" 
(Woman 159) . In the case of Margarita, her love for 
Luquesio causes all symptoms of esquivez to disappear. 
That she comes to see her "salvation" in marriage to him 
is clear in her appeal to Francisco:

Padre encomia(n)delo a Dios, 
que quiza si nos casamos, 
con la reciproca vni6n 
del matrimonio, seremos 
buenos Christianos los dos. (1609-13)

Francisco, however, prophesies to Margarita that marriage 
to Luquesio is not in her future: "No te has de ver en 
sus bracos" (1614) . Rather than accept this as true,
Margarita prefers to believe that Francisco does not have
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the gift of prophecy. At the beginning of Act III her 
feelings for Luquesio are so strong that she can hide 
them no longer and, decorous or not, she openly declares 
her love for him:

Quisete bien desde luego, 
que aunque call6 todo vn afto, 
no fue tan largo silencio, 
falta de amor. (1765-68)

If vanity has been her principle defect and kept her from 
being sincere, she now "breaks the chains" and comes 
forth boldly for a woman of the seventeenth-century 
"antes de rogada." Her declaration of love is, at the 
same time, a confession of her previous "sins":

Ya, pues, rompi los candados 
al amoroso ardimiento, 
que, son grillos del decoro, 
la vanidad tuuo preso.
Ya he dicho que te queria, 
ya me cuesta el sentimiento 
de amarte antes de rogada, 
quando en mi altivez confiesso 
presunciones de hermosura, 
lisonjas de entendimiento. (1772-81)
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With this confession Margarita frees herself of her 
vantiy, yet there is one more impediment to her 
happiness—  the prophecy of Francisco. She feels that if 
the prophecy is true, there is nothing left for her but 
death:

No te has de ver en sus bragos, 
me dixo, yo desespero: 
muera, Magarita, muera.
I Qu6 aguard&is ? Pues yo no apelo 
de la sentencia. (1842-6)

At this point she can see no solution because the pain 
that torments her also sustains her. She can neither 
live nor die for what keeps her alive (the hope of 
marrying Luquesio) is also killing her since it was 
prophesied not to be true:

...tantas desdichas juntas

a vn mismo tiempo me sirue 
de dolor, y de alimento, 
viuo por poder morir, 
y con ser viuir muriendo 
me muero de auer viuido.
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Igualmente en mi tormento 
me hazen guerra, muerte, y vida.
Ni viuir, ni morir puedo, 
pues muero de lo que viuo, 
y viuo de lo que muero. (1848-65)

The solution is rather predictable for devotees of the 
Golden Age theater. As McKendrick has demostrated, for 
the female protagonists that rebel there are three 
possible solutions: the romantic, happy ending
(marriage), execution (for those that have seriously 
transgressed), and, the most popular, religious penance 
("The bandolera" 183). The turning point for Margarita 
comes with the agonizing of Francisco. While he lies 
dying, Margarita feels that all of nature is coming 
apart:

Laura, i qu6 es esto ?
0 turbada toda la naturaleza 
da vn estallido, o los exes 
de Firmamento se quiebran.
Fray Francisco est& en la Ermita
de los Angeles, y espera
la muerte ya cada instante. (2030-36)

The gaze of San Francisco as he lay dying seems to have
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been significant:

El estaua 
en el cuerpo de la Iglesia, 
muriendo; llegu6, y mirome.
No s6 qu6 muda eloquencia 
tienen sus ojos. (2038-42)

The next thing that Margarita does is to help Luquesio to 
escape from the governor of Assis, who is out to capture 
him. By suggesting that he escape in Bruno's habit she 
"lets go" of the thing she loves most.

When Bruno is stabbed he says to his friends, 
"Amigos, la Prouidencia de Dios me quitd la vida" (2212- 
13). Margarita responds, "Turbada he quedado, y muerta" 
(2214) . Like Bruno and Luquesio, who have converted from 
ladrones to frailes, Margarita has died to her former 
self and changed completely. As she witnesses the deaths 
of Bruno and San Francisco, she exclaims:

; 0 almas santas! Qui6n aqui 
se hallara con vuestras alas 
para poderlos seguir; 
mas si esc&ndalo de Italia 
con mis liuiandades fuy, 
ya mi penitencia al mundo
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podr& de exemplo seruir. (2292-98)

The conversion of Margarita is similar to that of 
Luquesio in that each had to renounce something that they 
held very dear. Luquesio's love for Bruno was ardent yet 
possessive. He believed that his happiness depended on 
Bruno remaining a thief. His passionate feelings that 
would have prevented Bruno from doing what was best for 
him, i.e., becoming a fraile, were aptly described by 
Godinez as a fire that would consume a tree. It is only 
when Bruno dies that Luquesio fulfills Francisco's 
prophecy and truly loves his friend because he has become 
"another":

por ser tu amigo feliz
por toda la eternidad,
desde oy conseruar6 en mi
el Abito Religioso,
y tan otro he de viuir,
que vaya a verte a esse cielo,
donde te goze sin fin. (2312-18)

Likewise, Margarita conceives of her true happiness as 
being married to Luquesio. It is when she helps him to 
escape, however, that she truly proves her love for him 
because it is then that she is thinking of his well-being
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and not her own. Both Luquesio and Margarita gave up 
what they loved most in this life, "died" to their former 
selves, and resolved to live in a completely new way.
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1.7. CONCLUSION

A.A. Parker in his article "Bandits and Saints in 
the Spanish Drama of the Golden Age" makes the point that 
the idea of bandits becoming saints, so common in the 
Spanish theater of the Golden Age, is not as extravagant 
as it may seem. He notes that "strong passions are a 
better natural equipment than weak passions for living a 
noble and generous life, because they represent energy 
and vitality and are therefore the prerequisite of ardour 
and enthusiasm" (154). Whether or not Godinez believed 
that strong passions are necessary for leading a saintly 
life is not clear, but what is clear is that he portrayed 
these three passionate sinners-turned-saints with great 
sympathy and understanding for their weaknesses. Parker 
writes that this extremely sympathetic attitude is a 
characteristic shared by many of the Golden Age bandit 
plays: "Below the surface violence there is a profound 
humanism, a deep sense of social values and a lofty moral 
feeling combined with a great compassion for sinners 
recognising even in them the immense spiritual value of 
the human soul" ("Bandits" 167).

Not only the title of Godinez's play, but also his 
handling of the characters in general seems to imply that 
there is a possible saint in any thief, or in any human 
being. Supporting this idea throughout the play is
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Godinez's insistance on the typical Golden Age theme of 
appearances vs. reality. The convent was not what it 
appeared to be; Luquesio's love for Bruno was not as 
selfless as it first appeared to be: Bruno was stabbed 
because he appeared to be Luquesio; he who appeared to be 
Luquesio in the last scene was actually a new man.

Edward Glaser perceives in OFL an admiration on the 
part of Godinez for "la fraternidad franciscana que nada 
quiere saber de distingos sociales ni raciales" ("La 
comedia" 107). Indeed, there is much evidence in the 
text supporting the idea of the fraternity of all men. 
Again, Godinez seems to imply that it is only appearances 
that get in the way and cause us to categorize people 
into saints and sinners. Perhaps nowhere is it clearer 
than this reflection of Bruno's as contemplates the 
virtue of the frailes from his perspective, outside the 
convent:

Aunque sea mis Religioso, 
no he de creer sin que lo vea, 
siendo ambos hombres, q(ue) 61 sea 
tan Santo y yo tan vicioso. (229-32)

Godinez does not show a saintly life to be an impossible 
goal for the common person, nor does he portray the saint 
as a person completely free of defects— Francisco says
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"yo soy el peor del mundo" (991). In OFL , as in other 
works by the author,36 the emphasis is on love and 
forgiveness for the sinner rather than condemnation.

Men6ndez Pelayo in his Historia de los heterodoxos 
mentions Godinez briefly, and OFL calling it an 
"estrambdtica comedia a lo divino" and as an example of 
"su mala voluntad contra el estado eclesidstico" 
(Historia 266). My own view is quite different. I believe 
that in OFL Godinez gave a very respectful portrayal of 
Francisco and of his order. He stressed the fact that 
one must look beyond what is on the outside of the man, 
or of religious life, which he compares to a shell— la 
concha...oue ves fuera (1331). OFL provides a very 
convincing piece of evidence to support Mendndez 
Onrubia's claim that one of the operative principles in 
Godinez's thinking was "la vision de la Iglesia como una 
comunidad eminentemente espiritual donde el ritualismo 
externo era algo secundario" ("Hacia" 95) . It is this 
spirituality that Bruno of OFL likens to the pearl found 
within the shell (1331-32) .

The fact that Godinez was a converso living in an 
intolerant society no doubt influenced the way he saw the 
world and the way he wrote. Mctrquez Villavueva in "El 
problema de los conversos: cuatro puntos cardinales"

36Godinez emphasizes compassion and avoids 
condemnation in De buen moro, buen cristiano. and Las
l£crrimas de David.
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writes that an emphasis on el sentido interior del 
cristianismo was adopted by many conversos who were 
"convertidos, pero no asimilados" (66) . Mcirquez 
Villanueva claims that Erasmists, alumbrados. and 
orthodox mystics were "casi invariablemente conversos" 
(67) and that these three groups "venian a hablar, en el 
fondo, un mismo lenguaje y humanamente coincidian en sus 
ansias por una religiosidad cristiana del puro espiritu.

. Tenian aquellos hombres y mujeres el doloroso 
anhelo de una sociedad sin castas, un estado sin 
violencia y una Iglesia incorp6rea, desligada de toda 
estructura de poder temporal" (68) . I believe that these 
ideas form an important part of Godinez's world view. 
One can see in OFL a defense of true spirituality, of a 
spiritual as opposed to a worldly church, and a desire 
for an equal society where all people— the thief and the 
friar— are valued.
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II.TEXT of 0 el frayle ha de ser ladr6n o el ladr6n ha de 
ser fravle

II.1. DESCRIPTION OF VERSIONS

A manuscript has not been discovered for OFL. I 
have been able to find twelve different printed versions 
of the play. Profeti lists eleven versions (Per una 
biblioorafia 49-53), however, as Vega Garcia-Luengos 
points out in "Notas para una b i b l i o g r a f i a . (134-37), 
the versions that Profeti lists seperately as c and e are 
actually identical. Vega Garcia-Luengos also discovered 
that the suelta attributed to Calderdn, printed in 
Valladolid by A. del Riego, which appears to be just one 
version in Profeti's bibliography, actually underwent two 
printings ("Notas" 134-37). These two versions are 
slightly different, the differences being in accents and 
orthography.

The following description of the versions of OFL is 
based on Profeti's list in as far as it is correct. 
Profeti's versions c and e will be combined under c. The 
two sueltas attributed to Calderdn will be called m and 
p. With these two adjustments, there are still eleven 
editions. I have located a twelfth edition of the play 
which had not been previously found. This new version
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will be called n.

a) Suelta, n.p.n.d.

comedia famosa. / 0 EL FRAYLE HA 
DE / SER LAD RON, / 0 EL
LAD RON HA DE SER FRAYLE. / 
DEL DOCTOR FELIPE GODINEZ. /
Hablan en ella las personas siguientes. / San

Francisco. / Bruno. // Luquesio. / Turin. // Floro. / 

Roberto. // Margarita. / Laura. // Iulia. / El Gouernador

de Asis. / Salen Luquesio, Bruno y  Turin, to- / dos con 

pistolas./ Bru. Luquesio en traces ta fuertes, ...

In quarto; 16 folios.
Copies found: Biblioteca Apostolica Vaticana, Roma. 

Race. Gen. Lett. Est. IV. 301(2) . University of
Pensylvania Libraries, Microfilm copy from Spanish Drama 
of the Golden A g e : the comedia collection in the
University of Pennsylvania Libraries. #539 Reel 12
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b) Suelta, n.p.n.d.

COMEDIA FAMOSA. / 0 EL
FRAYLE HA DE SER / Ladron, o el
Ladron ha de ser Frayle. / del d o c t o r  felipe

godniez, / Hablan en ella las personas 
siguientes. / San Francisco. / Bruno. // Luquesio. /

Turin. // Floro. / Roberto. // Margarita. / Laura. // 

Julia. / El Governador de Asis. / 

two hands with one ( ) in between

IORNADA PRIMERA. two hands with one ( ) in

between / Salen Luquesio, Bruno, y  Turin, to-/ dos con

pistolas. / Br. LVquesio, en traces ta fuertes, ... 

In quarto; 16 folios.
Copies found: Biblioteca Apostolica Vaticana, Roma. 

Race. Gen. Lett. Est. IV. 314(12) ; University of
Pennsylvania Libraries, Microfilm copy from Spanish Drama 
of the Golden A g e : the comedia collection in the
University of Pennsylvania Libraries. #769 Reel 17 ;
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Osterreichische Nationalbibliothek, Wien 38.T.12

c) Suelta, n.p.n.d.

FOL. I. / COMEDIA FAMOSA. / 0 EL FRAYLE
HA DE / SER LADRON, / 0 EL LADRON HA DE
SER FRAYLE. / DEL DOCTOR FELIPE
GODINEZ. / PERSONAS. / San Francisco. / Bruno. //

Laquesio. / Turin. // Floro. / Roberto. // Margarita. / 

Laura. // Iulia. / El Gouernador de Asis. // Salen 
Luquesio, Bruno, y Turin, todos / con pistolas. / Bru. 
Luquesio en traces ta fuertes,

In quarto; 16 folias, numbered in the upper right 
corner from 1 to 16.

Copies found: Bibliothdque de l'Arsenal, Paris 42
B.L. 4079,8g ; Biblioteca del Instituto del Teatro, 
Barcelona 57021 ; London Library P. 932
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d) Suelta, n.p.n.d.

0 EL FRAYLE HA DE DER LADRON, / 0 EL 

LADRON HA DE SER FRAYLE. / COMEDIA 
/ FAMOSA. / DEL DOCTOR FELIPE 

GODINEZ. / Hablan en ella las personas
siguientes : / San Francisco. / Bruno. / Luquesio.

/ Turin. / Floro. // Roberto. / Margarita. / Laura. / 

Iulia. / El Gouernador de Asis. / JORNADA
P R I M E R A .  / Salen Luquesio, Bruno y  Turin, todos con 

/ pistolas. / Bru. Luquesio, en trances tan fuertes,

In quarto.
Copies found: Biblioth^que Municipal, Lion 360212

f) Suelta, n.p.n.d.

c o m e d i a  f a m o s a . / 0 EL FRAYLE HA
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DE / SER LADRON. / 0 EL LADRON HA DE 

SER FRAYLE. / DEL DOCTOR FELIPE
GODINEZ. / PERSONAS. / S. Francisco. / Bruno //

Luquesio. / Turin. // Floro. / Roberto. // Margarita. / 

Laura. // Iulia. / El Gouernador de Asis. / Salen 

Luquesio, Bruno, y  Turin, todos / con pistolas. / Br. 

Luquesio, en trances ta fuertes,

In quarto; 16 folios.
Copies found: Biblioteca Nacional, Madrid T-14986, 

vol. 13; in collection entitled Comedias sueltas

g) Suelta, n.p.n.d.

Num. 69. / COMEDIA FAMOSA, / 0 EL
FRAYLE / HA DE SER LADRON, / 0 EL 

LADRON HA DE SER FRAYLE. / DEL DOCTOR

FELIPE GODINEZ. / PERSONAS QUE HABLAN EN ELLA, 
/ San Francisco. / Bruno // Luquesio. / Turin. // Floro. 

/ Roberto. // Margarita. / Laura. // Julia. / El
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Governador de Assis. / J O R N A D A  P R I M E R A  between

two / Salen Luquesio, Bruno, y  Turin / todos con

pistolas. / Bru. Luquesio, en trances tan fuertes, ...

In quarto; 16 folios.
Copies found: Biblioteca Nacional, Madrid T-2637 ; 

Bilblioteca del Instituto del Teatro, Barcelona 58890

h) Suelta, Sevilla, Imprenta Real, s.a.

Num. 47. / 0 EL FRAYLE HA DE SER
LADRON, / 0 EL LADRON HA DE SER

frayle. / COMEDIA / FAMOSA, /
DEL DOCTOR FELIPE GODINEZ. / Hablan en

ella las peronas siguientes. / San Francisco. /

Bruno. / Luquesio. // Turin. / Floro. / Roberto. // 

Margarita. / Laura. Julia. / El Gobernador de Assis. /
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______ ______ ______ / ) ( JORNADA PRIMERA. ) ( / Salen

Luquesio, Bruno, y Turin con / pistolas. / Brun.

Luquesio, en trances tan fuertes,
At the end, p. 24: Con licencia: En Sevilla, en la Im-
/ prenta Real, Casa del / Correo Viejo.

In quarto; 12 folios, numbered in the upper right 
and left corners from 1 to 24. The text is written in 
two columns, divided by a broken vertical line.

Copies found: Biblioteca Nacional, Madrid T-6.322; 
Biblioteca del Instituto del Teatro, Barcelona 39849 
and 60549 ; Biblioteca Provincial, Bilbao A-9-5-55 ; 
New York Public Library NPL p.v. 787

i) Suelta, Sevilla, L. Martin de Hermosilla, s.a.

Num. 200. / COMEDIA FAMOSA, / 0  EL

FRAYLE / HA DE SER LADRON, / 0 EL 

LADRON HA DE SER FRAYLE. / DEL DOCTOR

FELIPE GODINEZ. / PERSONAS QVE HABLAN EN ELLA. 
/ San Francisco. / Bruno // Luquesio. / Turin // Floro. 

/ Roberto. // Margarita. / Laura. // Julia. / El
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Governador de Assis. / J O R N A D A  P R I M E R A .  between

two ( ) / Salen Luquesio, Bruno, y  Turin / todos con

pistolas. / Bru. Luquesio, en trances tan fuertes, ...
At the end, p. 32: a leafy design / Con licencia: En

Sevilla, en la Imprenta de Lucas Martin de Her- / 
mosilla, Impressor, y mercader de Libros, en Calle 
Genova; donde se / hallar&n otras muchas, corregidas 
fielmente con sus orginales. F. / leafy design / cul- 
de-lampe

In quarto; 16 folios, numbered in the upper right 
and left corners from 1 to 32. The text is written in 
two columns, divided by a leafy design.

Copies found: Biblioteca del Instituto del Teatro, 
Barcelona 59084 ; British Museum, London 11728.h.8(19)

1) Suelta, Madrid, A. Sanz, 1743

C O M E D I A  F A M O S A .  / 0  EL FRAYLE / H A  

D E  S E R  L A D R O N ,  / 0  E L  L A D R O N  H A  D E  S E R  

F R A Y L E .  / D E L  D O C T O R  D O N  P H E L I P E  

G O D I N E Z .  / HABLAN EN ELLA LAS PERSONAS
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S I G U I E N T E S . / The names are written in three

columns, divided by two designs San Francisco. / Bruno. 

/ Luquesio. // Turin. / Floro. / Roberto. // Margarita. 

Julia. / Laura / El Governador de Assis / ______ _____

  / JORNADA PRIMERA. / Salen Luquesio,

Bruno, y Turin, todos / con pistolas. / Brun. Lllquesio,

en trances tan fuertes,
At the end: Hallar&se esta Comedia, y otras de

diferentes Ti- / tulos, en Madrid, en la Imprenta de 
Antonio / Sanz, en la Plazuela de la Calle de la / Paz. 
Ano de 1743.

In quarto; 14 folios.
Copies found: Biblioteca Nacional, Madrid U-9281 ; 

Biblioteca de Instituto del Teatro, Barcelona 45055 ; 
B r i t i s h  Museum, London 1 1 7 2 8 . c . 64 ;
Universitatsbibliothek, Freiburg im Breisgau E-1032-n- 
XVI ; Biblioteca Palatina, Parma CC' IV 28033, vol. XVI; 
Osterreichische Nationalbibliothek, Wien 38.V.26

m) Suelta, Valladolid, A. del Riego, s.a.

COMEDIA FAMOSA, / 0  E L  F R A Y L E  / HA
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DE SER LADRON, / 0 EL LADRON / HA 
DE SER FRAYLE, / DE DON PEDRO CALDERON
DE LA BARCA. / Hablan en ella las personas

siguientes. / San Francisco. / Julia. / Laura //

Floro. / Bruno. // Luquesio. / Turin. / el Governador de 

Assis. // Margarita. / Roberto. / ______     /

J O R N A D A  P R I M E R A .  / Salen Luquesio, Bruno, y

Turin, todas con pistolas. / Bru. Luquesio en trances tan 
fuertes, ... at the end: En Valladolid: En la Imprenta
do Alonso del Riego, / en donde se hallar&n esta, y otras 
distintas, Entreme- / ses, Libros, Coplas; y Estampas.

In quarto; 16 folios.
Copies found: University of California Library,

Berkley PQ6217.A2C64 no. 12

n) Suelta, n.p.n.d.

Num. 69. / COMEDIA FAMOSA, / 
0 EL FRAYLE HA DE SER / 
Ladron, o el Ladron ha de
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s e r  F r a y l e .  / del doctor felipe

GODINEZ. / PERSONAS QVE HABLAN EN ELLA.
/ San Francisco. / Bruno. // Luquesio. / Turin // Floro.

/ Roberto. // Margarita. / Laura. // Julia. / El

Governador de Assis. / JORNADA PRIMERA between

two ( ) / Salen Luquesio, Bruno, y Turin / todos con

pistolas. / Br. Luquesio, en trances tan fuertes;

In quarto; 16 folios.
Copies found: Biblioteca del Instituto del Teatro, 

Barcelona 59320

p) Suelta, Vallladolid, A. del Riego, s.a.

COMEDIA FAMOSA, / 0  EL FRAYLE / HA 

DE SER LADRON, / 0  EL LADRON / HA
DE SER FRAYLE, / DE DON PEDRO CALDERON DE
LA BARCA. / Hablan en ella las personas 
siguientes. / San Francisco. / Julia. / Laura. //

Floro. / Bruno. // Luquesio. / Turin. / El Governador de 

Assis. // Margarita. / Roberto. / ______     /
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J O R N A D A  P R I M E R A .  / Salen Luquesio, Bruno, y

Turin, todos con pistolas. / Bru. Luquesio en trances tan 
fuertes,
at the end: En Valladolid: En la Imprenta de Alonso del

Riego, / en donde se hallar&n esta, y otras distintas, 
Entreme- / ses, Libros, Coplas; y Estampas.

In quarto; 16 folios.
Copies found: Biblioteca Nacional, Mardrid T-14991

and T.14962 ; Osterreichische Nationalbibliothek, Wien 
442.279-B

Because versions m and p are indistinguishable from 
this description, I have included a copy of the first 
page of these (and all other) versions in the appendix. 
By observing the first page, one can appreciate that 
these two versions are very similar but not exact. While
I have not found any variant readings, there are many 
differences in accentuation and orthography. On several 
occasions, version m has been corrected. Some of the 
orthographical differences which may be of some interest 
follow:

LINE VERSION m VERSION p

II dezirlo decirlo
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732
806
836

1684
1686
1687
1733
1754
1759
1842
1850

1990
2047

2112

2146
2261
2262

dezir 
estaba 
el Padre
si ella me viere 

[corrected]
hazian
acercava
dezir
satisfacion
dize
Dezirte
bracos
sustenban6amente 

[corrected]
diziendo
avisarle

[corrected]
lanca
manpana
reduzga
vengansa...

desluzga

132
decir 
estava 
al Padre 
si ella me viere

hacian
acercaba
decir
satisfaccion
dice
Dicirte
brazos
sustentaneamente

diciendo
avisarla

lanza
manzana
reduzca
venganza..

desluca
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FRANCISCO 
BRUNO.

BRUNO

LUQUESIO

BRUNO

(Fol. lr.)
COMEDIA FAMOSA 

0 EL FRAYLE HA DE 
SER LADRON,

O EL LADRON HA DE SER FRAYLE.
DEL DOCTOR FELIPE GODINEZ.

PERSONAS.
LUQUESIO. FLORO. MARGARITA. IULIA.
TURIN. ROBERTO. LAURA. GOUERNADOR DE ASIS.

Salen Luquesio, Bruno, y Turin, todos 
con pistolas.

Luquesio, en trances tan fuertes, 
i,que soberuia no se humilla?
Por Dios, que la fortunilla 

haze en los dos rauchas suertes.
Todo lo auemos vendido,
^Que haremos, Bruno, que solas 
nos quedan estas pistolas, 
que nuestra defensa han sido?
Huyendo de la justicia, 
aqui en el campo bien puedo 
dezirlo todo sin miedo.
De los dos tiene noticia 

esse hombre casi diuino, 
esse Serafin llagado, 
esse Francisco, y ha dado 
en dezir un desatino.
Dize, que no es verdadera 
la tuya, ni mi amistad,

10

15
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BRUNO

LUQUESIO

BRUNO

LUQUESIO

BRUNO

134
y que sercis de verdad
mi amigo, quando yo muera. 20

Luego iagora no lo soy?
A, ;qu6 graciosa porfia!
De tu fineza, y la mia, 
seguro, Luquesio, estoy,
sino ha sido por ventura, 25
ofensa auerte callado
vn amor, no sin cuidado,
que es tan diuina hermosura,
que ni agora te lo digo,
porque vi6ndola la amar6s, 30
y amcindola despreciar6s 
la fee del mayor amigo.
^Dixote Francisco a ti, 

que yo no he de ser de veras
tu amigo hasta q[ue] mueras? 35
No, qtue] 61 no me ha visto a mi, 

mas dixoselo a mi Dama, 
que como somos dos hombres, 
cuyos hechos, cuyos nombres
publica a vozes la fama, 40
hablaron por la noticia 
de nosotros.

En efecto 
^me has callado tu secreto?
No tienes, Bruno, justicia;
^quierete ella mucho? 45

No,
(Fol. lv.)

que a otra Dama con cautela
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T U R IN

BRUNO

LUQUESIO

suele1 hablar, y no me zela.
Agora, pues, quiero hablar yo. 

Bruno, tu Dama es seftora, 
pero ya en Asis se suena, 
que segunda Magdalena, 
no conuertida hasta agora.
Pues £q[ue] muger deste humor 
querer sin regalos suele?2 
iQuieres que te ame, y te zele? 
Pues trueca en plata esse amor. 
Dale a ella, arder& el fuego, 
y ser&n todas las llamas, 
porque das, no porque amas.
Dale a otra, y ver^s luego 
zelosa a la ingrata bella, 
no porque a otra quieres mcts, 
sino porque a otra le das 
lo que auias de darla a ella.
£Qu§ la ha3 de dar, quien no es 

dueno, voto a Dios, de vn real?
Si ella es mujer principal, 

no atenderci al interns.

50

55

60

65

Note: Variations in the text and commentaries are
produced by a footnote.

Versions c, a, b, £, g, i, n, m and p  read "suele hablar, 
y no me zela". Versions h, 1 and d read "suelo hablar, y 
no me zela".
All versions except h and 1 read "querer sin regalos 
suele?". Versions h and 1 read "querer sin regalos 
quiere?".
All versions except c read "i,Qu6 la ha de dar, quien no 
es duefio, voto a Dios, de vn real?" Version c reads "£Qu6 
la he de dar...", which appears to be an error.
In all versions except h this question is ascribed to 
Bruno. In h it is ascribed to Turin, even though he also 
has the preceding part (a seeming error).
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BRUNO

LUQUESIO

BRUNO

TURIN
BRUNO

TURIN

136
Essas son las de m6s precio, 

porque consigo le miden; 70
ya toman todas, y atin piden; 
y si replica algun necio, 
que las mugeres de bien, 
que corresponder esperan,
se obligan de que las quieran, 75
pero no de que las den.
Responden mui aduertidas, 
con que deeste aprieto salen, 
que quieren que las regalen
para creer que son queridas. 80
,?D6nde comeremos oy, 

que es lo que importa?
No hallo 

otro remedio que hurtarlo.
Pensando en Francisco estoy, 

y no alcango en qu6 aur& ido; 85
;que sea este Frayle tan pobre, 
que gaste tanto, y le sobre!
Yo te juro, que no ha sido 

mui mala su habilidad;
dize que a enseflarnos viene, 90
pobreza, y 61 no la tiene.
Pues va de temeridad.

Dase en la frente.

Cosa de frente, y de mano.
Turin, valerme imagino 

de esse hombre tan diuino, 95
u diuino tan humano.
Mas que damos en Beatos, 

que es arbitrio singular, 
para tener que gastar.
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BRUNO

TURIN

BRUNO

LUQUESIO

Por Dios que esso pienso a ratos, 
Luquesio, a espacio lo digo, 
porque temo que te rias:
Frayle he de ser vnos dias, 
y tu lo has de ser conmigo.
i,Frayles los dos? ;Brauo intento!
Ea, el deue de querer 

ir a la sopa.
Hasta ver 

con qub fin, y en qub Conuento, 
aunque nuestros casos sabes, 
no has de espantarte, Turin.
Pues di el Conuento, y el fin, 

y callarb hasta que acabes.
Ya ves esta Religibn 

de Francisco, esta Orden nueua; 
tan humilde, que te lleua 
los ojos, y el coragbn.
Estos pobres tan amados 
de todos, estos sayales, 
que son galas celestiales 
de vnos pobres mui honrados.
Pobres dixe, pienso yo, 
que al rico de mbs poder 
le faltarb qub comer, 
y a vn Frayle Francisco no.
Todo entre todos lo adquieren: 
ya entre los Turcos estbn, 
porque son como San Iuan,

(Fol.
que hasta los Moros le quieren.
El seflor, el alto, el baxo 
tienen por felizidad...
^Quieres ver si esto es verdad? 

Perd6name si te atajo.

137
100

105

110

115

120

125 

2r.) 

130
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LUQUESIO

Yo iva a cierta Aldea vn dia
mui bizarro, a ver alii
vna Dama a quien serui,
llegu6 a vn sitio, donde auia
vn Donado, y vn pastor,
el qual, porque alii encontr6
vn Frayle Francisco a pie,
me dixo: par diez, sefior,
gal&n sois, mas esta gala,
el pardo sayal la excede;
pero id con Dios, q[ue] hoy no puede
sucederos cosa mala.
<;Por qu6? dixe, y del aprisco 
respondi6 mui confiado: 
porque aueis oy encontrado 
vn Frayle de San Francisco.
^San Francisco dixo?

Estci
su virtud tan recibida,
que el pastor piadoso, en vida
le canonizaua ya,
Mas yo, que me rio, y callo, 
sin hazer caso de nada, 
por proseguir mi jornada, 
la espuela apliqu6 al cauallo.
Era algo obscuro el camino, 
anocheci6, y me perdi, 
y d&ndome al diablo a mi, 
y al pastor que me preuino 
de no tener mal sucesso, 
llegu6 al Aldea mui tarde, 
y Dios nos guarde, y no guarde, 
que a escoger le doy en esso.
En aquel tiempo no mcis, 
que perdido rode6,

135

140

145

150

155

160

165
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dizen que vn viento, essa fue 
furia no vista jamcis.
Derribd por el cimiento
la casa, y el edificio, 170
que fue en fatal precipicio 
su ruina, o su escarmiento.
A la Dama, y a otra gente 
debajo de si cogid;
pues estaua bueno yo 175
para morir de repente.
Porque sucedid de modo, 
que si alii el caso me toma, 
no huuieramos ido a Roma,
sino al infierno por todo. 180

BRUNO ^Milagrito? Voy al fin,4
que esso todo es devaneo, 
siempre que los Frayles veo 
deste humano Serafin,
pienso que por alto modo, 185
al mundo vn encanto hizo, 
y que es por algun hechizo, 
duefio de nada, y de todo.
Pues sin tener oliuar,5
vifta, cortijo, ni huerta, 190
casa, ni otra hazienda cierta, 
tiene con qu6 sustentar 
familia tan estendida, 
y es de todos tan amado.

Versions h and 1 read "^Milagro fue? voy al fin...". 
Versions i, g, and n read "iMilagro? voy al fin ..." All 
other versions concur with c.
Version h reads "Pues sin tener que olvidar". All other 
versions concur with the reading given.
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BRUNO

TURIN
BRUNO

IDe suerte, que ha enhechizado6 
a todo el mundo? En mi vida 
tan gran disparate he oido.
£No suele tal vez quien ama, 

dar vn hechizo a su Dama, 
para ser della querido?
^Luego no discurro mal, 
si en quererle todos fundd 
que ha dado Francisco al mu[n]do 
vn hechizo vniuersal?
Pues si ay hechizo secreto, 
para que todos le den 
su hazienda, y los quieran bien, 
siendo Frayles con efeto, 
auemos de ver, y oir, 
como ladrones de casa, 
lo que allci dentro les passa,

(Fol.
y en sabi6ndolo salir, 
y vsar del arbitrio ac&.
;Ay, frenesi tan estrafto!
Turin, en el mismo engafto 

escondido otro ardid va, 
porque te dir6 vn deseo, 
que tuue m^s de vna vez; 
siempre que esta descalcez 
de Frayles Francisco veo, 
saber de alguno quisiera, 
pues nos los alaban tanto, 
si es allci en su celda Santo, 
como parece ac& fuera.

Versions a, d and f also read "enhechizado" while 
rest read "hechizado".

140
195

200

205

210 

2v.)

215

220

the
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TURIN

b r u n o

Tu r i n

Que quando me veo a mi 
con tantas culpas, y luego 
la virtud de vn Frayle lego, 
eleuado sobre si, 
aunque sea m6s Religioso, 
no he de creer sin que lo vea, 
siendo ambos hombres, q[ue] 61 sea 
tan Santo, y yo tan vicioso.
Y assi, por aueriguar, 
como de casa, si son 
dentro de la Religi6n 
de vida tan exemplar.
Y por saber, voto a Dios, 
este hechizo, si lo es, 
hemos de ser por vn mes 
Frayles Franciscos los dos.
Dame de t6rmino vn aflo 

para santiguarme.
Aduierto,

Bruno, tu arbitrio, y es cierto, 
que es de buen gusto el engafio, 
pero mucho m6s me inclino, 
a que demos en ladrones, 
que en dos, o tres ocasiones, 
que salgamos al camino 
a dos, u tres mercaderes, 
podremos enriquezer.
Pues yo, por mi parecer, 

siguiera ambos pareceres; 
se tu ladr6n estos dias, 
que yo soy Frayle, sepamos 
de todo, y despu6s sigamos 
tus quimeras, u las mias.
Vn Frayle me ha de caber, 

ir, y executarlo presto.

141
225

230

235

240

245

250

255
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BRUNO

Lindamente lo has dispuesto; 
i,de modo, que tu has de ser 
Frayle, mientras yo ladrbn?
Agora caigo en la cuenta, 
voto a Dios, Bruno, que intenta 
la muerte esta diuisi6n, 
que como siendo ambos vno, 
se doblb7 en vnibn tan fuerte 
el valor de ambos, la muerte, 
que no perdona a ninguno, 
como vio que no bastaua 
contra esta vnibn su poder, 
conocib que auia de ser, 
mientras juntos nos hallaua, 
imposible a su pesar 
en nosotros el morir, 
y quibrenos diuidir, 
para podernos matar.
Raz6n es, q[ue] asi lo creas; 

pero si en mi alma viues, 
en ella de mi recibes 
lo inmortal que en ti deseas.
En ti, por[que] al cuerpo vnida, 
viue el alma racional; 
por ser el cuerpo mortal, 
es mortal tambibn la vida, 
y no lo pudiera ser, 
si con sola alma viuieras. 
luego, Luquesio, aun[que] mueras

260

265

270

275

280

285

Version c reads "se deuib en unibn tan fuerte."
While version d is the only one reading 
"se doblb en unibn tan fuerte," it appears to me to be 
the most correct. Versions a, b , g, h, i, n, m and p read 
"debib". Version f reads "se dividib".Version 1 reads 
"se bebib".
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BRUNO

LUQUESIO
BRUNO

LUQUESIO

BRUNO
TURIN

LUQUESIO

BRUNO

LUQUESIO

b r u n o

LUQUESIO
b r u n o

en ti mismo: por tener 
lo mortal del cuerpo en ti, 
en mi, porque en mi alma est&s, 
tienes lo immortal no mcis, 
no puedes morir en mi.
Toma esta mano.

Esta mia
(Fol.

te doy, y por Dios te juro, 
y por ti.

Ya estoy seguro.
De estar en tu compaftia 

para siempre.
Yo prometo a Dios, 

y a ti, de en qualquier parte 
seguirte, y acompafiarte.
Yo por mi, y por Dios lo aceto.
De modo, que Bruno ha de ir 

a ser Frayle.^Voy con 61?
Ya que animoso, y cruel 

tu consejo he de seguir, 
iddnde ir6 a hurtar?

Yo me obligo, 
que Floro, y otros q[ue] habitan 
en este monte, te admiran 
por compafiero, y amigo, 
que aiin oy me esperan a mi 
para ser su Capitcin.
Hablales luego, si est£n,

Bruno, tan cerca de aqui.
Vamos a buscarlos, pues, 

mas aguarda, que ellos son.
Yo por vn mes soy ladrdn.
Y yo Frayle por vn mes.

290

3r.) 

295

300

305

310

315
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Salen Floro, y Roberto, Vandoleros.

144

FLORO

ROBERTO

LUQUESIO

En tanto q[ue] no soy de Laura esposo, 
y q[ue] ser vandoleros es forgoso, 
ya, Roberto, te digo,
que oy sin duda vendr& Bruno mi amigo, 320
que para Capit&n es estremado,
porque es valiente, astuto, y desalmado.
0 venga Bruno, o venga 

quien tantas partes como Bruno tenga.
Esse soy yo, porque ambos somos vno: 325

yo tengo tantas partes como Bruno, 
yo conozco este monte, 
q[ue] medi con mi vista su Orizonte, 
de fieras, es entre el silencio mudo 
toda esta sierra domicilio rudo; 330
pero en aquella gruta, 
b6beda tosca, arquitectura bruta, 
sobre quien, si grosseros estos riscos, 
en fin son naturales obeliscos, 
adonde es cada quiebra vna ventana, 335
y cada fuente, que del centro mana, 
y en que el Sol reberuera 
del liquido cristal es vidriera:8 
y aquel pefidn, que la sefiala aora, 
relox del Sol para saber la hora; 340
porq[ue] la luz primera al Sol se bebe,9

Version c reads "del liquido cristal es bridiera," which 
appears to be an error. Versions a, b, d, g, i, n, m and 
p give the reading we have chosen. " ... es vidriera". 
Versions h and 1 read "... su vidriera" and version f 
reads "...es bidriera".
Here versions a, d, f, m and p coincide with version c: 
"porq[ue] la luz primera al sol se bebe." Versions b, g, 
h, i, 1 and n read "se debe".
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145
y el arbolillo a quien el aire mueue, 
sobre aquel risco, o torre, 
beleta para ver qu6 viento corre, 
a mi, q[ue] vengo a ser por mis hazafias 345 
Principe salteador destas montaftas, 
pienso que como aparte 
la gran naturaleza, no sin arte, 
co[n] el buril del tiempo ta[n] despacio, 
ro[m]pie[n]do peflas me labrd Palacio, 350 
q[ue] a quie[n] los mismos siglos lisongea[n], 
ya son los q[ue] han de ser antes q[ue] sean. 
Bruno, i.qu6 dizes?

Digo,
que es cierto lo que dize, y que es mi amigo.
£No sabremos qui6n eres? 355
Escucha ate[n]to si saber lo quieres.
Bizarra es su altivez.

Bravo es modo.
Algo dir6 de mi, pero no todo.

Ya, nobles soldados mios,
mios he dicho, y soldados, 360
que ya mientras buelue Bruno, 
como Capitcin os hablo.
Yo, pues, a pesar de Italia,
Luquesio Guelfo me llamo,
cabega de mi linaje, 365
y corac6n deste bando.
Ta[n] noble como el que m^s,

(Fol. 3v.)
(mas desto hazed poco caso, 
que son m^ritos agenos
los de los antepassados). 370
Tan valiente, tan valiente, 
por Dios, que no tengo a mano 
con qui6n poder compararme,
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porque Anibal, Alexandro,
H6ctor, Aquiles, Pompeyo,
C6sar, Scipion y quantos 
hizo presentes la fama, 
en siendo yo, se passaron, 
y aun no se sabe si fueron.
Soy, pues, tan valiente, en vano 
procuro buscarme exemplo, 
que aun yo mismo comparado 
conmigo mismo, a mi mismo 
cada instante me auentajo; 
y assi, el yo que fui primero, 
quando despu6s le comparo 
con el yo que soy despu6s, 
ya tambi^n yo me he passado, 
y de dejado de ser; luego, 
ni yo a mi mismo me igualo, 
pues yo mismo antes que yo, 
aun siendo yo no era tanto.
Yo soy aquel, que llamauan 
el prodigio10 ha dos afios, 
si no supisteis el quento, 
le referir6 de paso.
Sali de Assis, patria mia, 
despu6s de auer muerto a Claudio 
Iobelino, era el portento 
de Italia: C6sar su hermano, 
que ficindose a si s61o 
la venganga deste agrauio, 
salid tan gigante encima 
de vn bruto Andaluz, ta[n] bianco, 
que pense, que el Polifemo

Only versions c and f read "el prodigio, ha dos 
All other verisons read "el prodigioso".

375

380

385

390

395

400

405 

afios".
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sobre algun monte animado 
de cristal, o pesadumbre, 
sostenida sobre quatro 
columnas mbuiles todas,
fcibrica viua de m&rmol. 410
Pensb, digo, quando vi,
que amenazaua los Astros
sobre este Oylmpo viuiente
aquel promo[n]torio humano,
que de su Dama ofendido, 415
por zeloso11, y por tan alto
estaua para tomar
todo el cielo con las manos.
El bianco, pues, Hypogrifo,
viuaz incendio, Etna elado, 12 420
o fuego con alma de ayre, 
era tan nube bolando, 
o tan nieue, que quizb 
por no parecer pedaco
del Apenino, admitia13 425
con belleza, por lo vario,
vnas, como moscas negras,
que eran sobre el alabastro,
guarnicibn de euano, o eran
carbonzillos oluidados, 430
que entre la blanca ceniza

All versions except a and b concur with that of c: "por 
zeloso, y por tan alto". Versions a and b read "por 
zelo, y por tan alto".
This reading (which seems preferable) is given in c, a, 
b , d, f, g, 1 and n. Version h reads "vivaz incendio 
nevado". Version i reads "vivaz incendio en tan elado". 
Versions p and m read "vivaz incendio, ethna elado".
Only versions c and d read "admitia". All other versions 
read "admitida".
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de la piel, emulo al rayo, 
los perdond por pequeflos, 
o los conseru6 por raros.14
Batid el azicate Cdsar, 435
rompid el hijar al cauallo, 
enristrd la langa, y yo, 
contra todo este aparato.
Mirele, y cayose muerto;
pero puseme vna mano 440
sobre vno de los dos ojos,
luego que bolui a mirarlo,
que siendo los ojos dos,
y no mds q[ue] vno el contrario,
huuiera sido flaqueza, 445
que le acometieran ambos,
el irracional Atlante,
que aquel Olimpo pesado
sustentaua, descansd,
porque de la silla abaxo 450
dio en tierra; acudiero[n] luego

(Fol. 4r.)
vna tropa de criados, 
quisieron acometerme, 
pero arroxelos tan altos,
que ha dos anos q[ue] subieron, 455
y hasta aora no han baxado.
Hallose alii la justicia, 
quiso pre[n]derme, y tomando 
yo el cauallo del vencido,
con risa, y sin sobresalto • 460
bolui a todos las espaldas,

14 All versions except h, i and 1 concur with this 
reading. Versions h and i read "o los perdond por 
raros". Version 1 reads "o los reservd por raros".
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y ellos, o necios, o ingratos, 
a mi piedad me seguian, 
sin reparar los cuitados, 
que de l&stima de todos 
iva huyendo de matarlos.
Escapeme, y ofrecieron, 
o mil, o dos mil ducados 
a quien me prendiesse, y yo, 
porq[ue] algunos se escusaron 
con que no me conocian, 
enbvieles mi retrato; 
pienso, que auiendole visto, 
si no de temor, y espanto, 
de respeto se murieron, 
porque fuera desacato 
querer estar ellos viuos, 
donde yo estaua pintado.
Estas muertes, y otras pocas, 
que destas se originaron, 
a mi, y a Bruno nos traen 
fugitiuos, y arrastrados, 
no porque Bruno, supuesto, 
que no se hallaua a mi lado 
tuuo parte en estas muertes, 
sino porque es tan bizarro, 
que me sigue, y no me ha dicho 
en qu6 le estoy obligado, 
por no obligarme a la paga, 
quando assi me estci obligando: 
no es accidn graciosa en todo, 
algo tiene de contrato 
referir el beneficio, 
pues quien le divulga vano.
Ya en esta acci6n por lo menos 
parece que de contado
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quiere el agradecimiento, 
o el interns del aplauso.
Perdimos nuestras haziendas,
y Bruno, en fin, procurando 500
arbitrios, va por vn mes 
a ser Frayle Franciscano, 
porque dize, que estos Frayles 
al mundo han enhechizado,15
y va a saber el hechizo, 505
para hazer 61 otro tanto.
Estos somos Bruno, y yo; 
pero los tres peleando, 
no seremos las tres furias,
sino trezientos mil diablos. 510
Este monte nos aluergue,
y sea desde oy este passo
tan fatal, que muera[n] todos,
nadie ha de auer reseruado.
No ha de quedar hombre viuo 515
de todo el linaje humano,
sino los dos, y yo, y Bruno,
y cierta Dama, milagro
de hermosura, porque de ella,
y del infelize brago 520
proceda otro mejor mundo,
que el que ay aora es mui malo,
aunque si yo en 61 me quedo,
por Christo que es escusado,
quehaya m6s mundo que yo, 525
pues yo por mil mundos valgo.

ROBERTO Viua el gran Luquesio.

15 Only versions c and d read "al mundo han enhechizado". 
Versions a, b, f, g, i, n, p and m read "al mundo han 
hechizado". Versions h and 1 read "todo el mundo han 
hechizado"
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FLORO

TURIN

b r u n o

l u q u e s i o

b r u n o

TURIN
BRUNO

l u q u e s i o
Tu r i n
f l o r o

b r u n o

Viua,
que por lo heroyco, y lo brauo 
ha passado de valiente, 
m&s allci de temerario.
Passe&uanse en Seuilla 

cierto Doctor Barrenado, 
y vn amigo suyo, y 6ste 
oyendo a cierto muchacho

(Fol.
ve[n]der cascos de membrillo, 
que dezia pregonando: 
los buenos cascos a dos, 
muchas vezes, y mui alto, 
le dixo al Doctor su amigo, 
a dos dan los buenos cascos,
Doctor, tomad mi consejo, 
y aprouechaos del barato.
iNo es Fra[n]cisco aquel q[ue] viene 

por la fiesta fatigado 
azia aquel pogo?

Si. ^Busca 
algunos Samaritanos?
Turin, ino hemos de ser Frayles?

Pues vente commigo.
Vamos.

Si no nos vi6remos mis, 
en el Conuento te aguardo.
Claro est& que ir6 a buscarte.
A Dios y a mds ver, hidalgos.
Por saber nueuas de Laura, 

voy con
Ni mi engafto, 

ni el amor de Laura sabe; 
conviene hablar con recato.
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Salen Margarita, Laura, y  Julia 
con capotillos.

152

IULIA
LAURA

MARGARITA
LAURA
MARGARITA

LAURA

Ma r g a r i t a

l a u r a

Ro b e r t o

Este es buen sitio, aqui ay sombra
Descansemos aqui vn poco, 

y proseguir6 mis quexas.
Di, que con gusto las oigo.
Ya sabes...

S6 que estuuiste 
capitulada con Floro, 
que oy dizen que es yandolero, 
porque mat6 a Marco Antonio.
S6 que 61 te quiere mui fino, 
y desea ser tu esposo, 
y que tu adoras a Bruno, 
que te ha engaflado.

No ignoro,16 
que me engafi6, y te queria, 
pues s6 que amante aleuoso, 
por darte zelos me hablaua.
Yo no puedo hazer estoruo, 

que yo le engafiaua a 61, 
como 61 a ti.

En fin, yo lloro 
su ingratitud, y mis zelos.
Aqui ay vitoria, y despojos.

560
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575

Versions h and i assign lines 568 (beginning with "No 
ignoro...") through 571 to Luquesio instead of Laura. 
However, the context makes it clear that it is Laura 
talking to Margarita. The fact that the names are 
abreviated in all versions could account for this error. 
While versions c, e, f and 1 abreviate the name "Laur.,", 
versions a, b, d, g, n, m and p use "Lau.". The latter 
abreviation could more easily be confused with "Luq.", 
which in used in versions h and i to refer to Luquesio. 
Version g is especially hard to read, suggesting as a 
hypothesis, that g is a "parent" to versions h and/or i.
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LUQUESIO

MARGARITA

LUQUESIO

MARGARITA

l u q u e s i o

Ma r g a r i t a

Si, mas £<3u6 deidad es esta?
£D6nde vas, diuino monstruo 
de hermosura?

Estos no quieren 
sino nuestras joyas de oro: 
det6n, hombre, esta pistola.
Det6n tti, muger, los ojos, 

que ellos matan con sus rayos, 
m&s que ella con los de plomo; 
di, £d6nde vas, y qui6n eres?
Espera, ya te respondo,

Margarita de Cortona,
que hasta mi no[m]bre es precioso,
soy yo; la que va commigo
es mi amiga, Laura Adorno,
primera beldad de Italia:
sobre los pesados ombros
de este monte estci vna villa;
retiro nuestro gustoso;
ivamos allot, tenemos
la casa en Asis, y somos
del Castillo de Albiano;
£quieres mots?

£Sab6is qu6 noto?: 
que no os turban vandoleros.
Yo pocas vezes me assombro 

de los hombres. Vn dolor 
de costado peligroso, 
vna sentencia de muerte, 
vn rayo del Cielo, vn toro, 
vna casa que se cae, 
vn baxel, que se va a fondo,

(Fol.
son los riesgos que yo temo.
Que vnos ho[m]bres como estotros,
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LUQUESIO

que s61o son diferentes, 
en que yo no los conozco, 
o me lleuarctn la hazienda, 
si vienen a hazer el robo, 
o me dexar&n el gusto 
de ver que los aficiono.
Por Dios que tienes despejo: 

qu6date aqui con nosotros, 
ser&s Reyna destos valles, 
y Emperatriz destos sotos. 
iVes, Margarita, este monte, 
que siendo el mayor de todos, 
es tan Rey, que en su presencia 
fueran Infantes los otros? 
iVes esse valle gal&n, 
cuerdo entre los campos locos, 
que oy fauorecido teme, 
que el mismo tie[m]po enbidioso 
trueque esperanqas de Abril 
en sequedades de Agosto? 
iVes este roble soberuio, 
que a los embates furiosos 
del Aquildn, y del Austro, 
es vegetatiuo escollo? 
iVes aquella humilde cafia, 
arrastrada al primer soplo, 
que el viento mas enojado 
la dize: Yo te perdono?
Pues yo en la constancia imito, 
y en los rendimientos copio 
estos nombres, o atributos, 
que en mi a tus pies perficiono. 
Pues valle en lo recatado, 
y monte en lo poderoso; 
si como el roble soy firme,
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MARGARITA

LUQUESIO
MARGARITA
LUQUESIO

MARGARITA

LUQUESIO
Ma r g a r i t a

l u q u e s i o
Ma r g a r i t a

l u q u e s i o

como la cafia me postro.
£Ves esta lasciua yedra, 

que por falta de aquel olmo 
yaze arrastrada, au[n]que muchos 
la rogaran deseosos? 
iVes aquellas verdes hayas, 
sobre aquel pradillo, o folio 
de esmeralda, cuyas dichas 
mormuran17 tantos arroyos?
Pues yo soy, por mis verdores, 
haya, a quien mormuran todos, 
y yedra sin18 el carifio 
del nueuo galcin que adoro.
i,Nueuo gal&n?.

Y mui nueuo.
; 0 qu6 grosero es el tronco, 

que se ha negado a tal yedra!
(Parece que me enamoro, 

y que el galcin nueuo es 61; 
rindome, pues, a mi antojo.) 
lC6mo te llamas?

Luquesio.
Por la fama te conozco.
£No es Bruno tu amigo?

Si.
Ya sabrcts, que es muy zeloso; 

no le digas, que me hablaste, 
porque harA estremos de loco.
(Luego £su galcin es Bruno?

Bien dixo, que era notorio
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Only versions c, a, m and p read "mormuran". All other 
versions read "murmuran".
Only versions c, d and f read "y yedra sin el carifto". 
All other versions read "y yedra para el carifto".
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LAURA
MARGARITA
LAURA

MARGARITA

LUQUESIO

f l o r o

el peligro en tal belleza, 
mi amor fue vn amago ocioso 
de la esperanga, vn aliento 
exalado al primer soplo: 
disimulemos paciencia, 
que este concepto amoroso, 
ni pudo ser parto a luz, 
ni dexar de ser aborto.)
i,No es aquel Floro?

Si, Laura.
Ya sabes, que del me escondo, 

ven apriesa.
A Dios, Luquesio: 

ya he dicho que me recojo 
en la Aldea, allci te aguardo.

vase.

;Ay Bruno! en el alma toco 
el peligro y la fineza,

(Fol.
decid con ecos sonoros, 
montes de Asis, que no ha auido 
en este siglo, ni en otro, 
ni amigo mcis verdadero, 
ni amante menos dichoso.

Sale Floro.

Floro, £,d6nde queda Bruno?
A buscar fue cuidadoso 

a Fray Francisco, y perdiole, 
que sentado sobre el pogo 
le dex6 agora con Laura, 
lleno de sudor, y poluo.
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l u q u e s i o

Fr a n c i s c o

l u q u e s i o
Fr a n c i s c o
l u q u e s i o
Fr a n c i s c o

l u q u e s i o

Quise llegar, y aunque humilde, 
secretamente imperioso, 
me mand6 que no llegasse; 
y si bien entre el enojo, 
el respeto a vn Serafin, 
o fue forgado, o forgoso, 
dixe entre mi, no sin gelos, 
aunque viste el sayal tosoo, 
son las llagas de sus manos 
dos rubies tan preciosos, 
y estcin las manos con ellos 
tan abiertas, que no tomo 
para competidor mio 
amante tan manirroto: 
y 61 me dixo: Au[n]que sin duda 
matar&s a vn Religioso 
de mi Orden, no soy yo: 
qued6 turbado, y absorto, 
y huye[n]do d61, dex6 a Laura.
Mcitale tu, y desse modo 

haz cierta su profecia, 
que 61 viene alii presuroso.

Sale Francisco.

Aqui he de esperar a vn Angel,
gra[n] Dios, vuestro auxilio inuoco.
T6ngase, Padre.

£Qui6n es?
Vn ministro de la muerte.
Mejor ha de ser tu suerte, 

mi vida es poco interns.
Vida, y dinero a los tres 

dar£ todo pasajero; 
y vn Frayle, quando yo quiero

700

705

710

715

720

725

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



158

FRANCISCO
LUQUESIO
FRANCISCO

LUQUESIO

FRANCISCO

l u q u e s i o

Fr a n c i s c o

l u q u e s i o

ser de todos homicida, 
podrci darnos buena vida, 
ya que no nos d6 dinero.
No te estcL a ti bie[n] ma t a r m e .  
lY e s t a m e  m a l ?

Si, que estriua 
tu remedio en que yo viua.
Luego, ^matarte es quitarme 

el remedio que has de darme?
iCortards tti, por ventura, 

la mano del que te cura?
No, que fuera loco intento 
quitarme el mismo instrumento 
con que sanarte procura: 
manos de Dios, que se ven, 
son los hombres, solas dos 
tiene el hombre, y muchas Dios, 
pues cada vida con quien 
puede Dios hazeros bien,
Mano es de Dios, no ay dudar, 
luego en el mismo quitar 
la vida de vn hombre, es llano, 
que a Dios quitais vna mano, 
con que os pueda remediar.
iMano de Dios es la vida 

de qualquier hombre?
Si, amigo: 

por el puede vsar contigo 
de piedad, luego no impida 
su remedio el homicida.
Pues, Padre, si esso es assi 

quiero en vuestra vida aqui, 
que quiz& no seri en vano, 
dexarle a Dios vna mano 
con que me remedie a mi:
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ROBERTO

LUQUESIO

ROBERTO

LUQUESIO

ROBERTO

LUQUESIO

BRUNO

TURIN
b r u n o

p r a n c i s c o

TURIN

b r u n o
Tu r i n

idos con Dios.
No tan presto,

desnud6mosle.
Esso no, 

que ya devo mirar yo
(Fol.

por esta vida, en que ha puesto 
Dios mi remedio.

,?Qu6 es esto?
Si assi robas...

Bien est&, 
no hableis palabra.

En fin, £ya
le dexamos libre?

En fin, 
es Frayle de vn Serafin, 
tiene alas, y se nos va.

Vanse, y  salen Turin, y Bruno.

Turin, el Frayle se vino 
por otra parte.

Es assi.
Por si bolui6 por aqui, 

bueluo otra vez al camino: 
mas alii estct, viue el cielo.
Vos podeis hazer, Seflor, 

vn Angel de vn pecador.
Sabes, Bruno, ;qu6 rezelo 

dizen que este Frayle alcanga 
los pensamientos, y entiende 
qui6n el Abito pretende 
con mal fin.!

;Graciosa changa!
Pescirame, que nos d6

6r.) 
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BRUNO
TURIN

BRUNO

TURIN
BRUNO
FRANCISCO
BRUNO

FRANCISCO

BRUNO

FRANCISCO
TURIN

FRANCISCO

BRUNO

TURIN
b r u n o

FRANCISCO

su Reverencia en el chiste.
i,Essa necedad creiste?
Ayer19 me dizen que fue 

vn mogo, y otro ha dos dias, 
ambos con malos intentos, 
y les vio los pensamientos.
;Qu6 gentiles Profecias!

La f&cil credulidad
del vulgo avr& introduzido
esta hablilla.

Eso auri sido.
Yo hablo a su caridad.
El Angel que espero es este.
Padre, ,;pudieramos ser 

Frayles los dos?
El poder 

del Seftor se manifieste.
«;Qu6 dize que nos dar& 

el Abito?
Al mismo punto.

Yo tambi«§n se lo pregunto;
IY a mi tambi6n?

Claro est&, 
que la Religidn es madre 
del que a Dios seruir pretende.
iQu6 dizes, Turin?,: Entiende 

los pensamientos el Padre?
Agora digo que es changa.
Francisco, diz que tenia 

el d6n de la profecia.
Bruno, tu has de hazer muda[n]ga
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Versions c, b, d, f, m and p  have what seems to be the 
preferable reading "Ayer me dizen que fue". Versions a, 
g, h, if 1 and n read "A ver me dizen que fue".

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



161

BRUNO
TURIN

FRANCISCO
TURIN
FRANCISCO

TURIN
BRUNO
Fr a n c i s c o

Tu r i n

Fr a n c i s c o

Tu r i n

b r u n o

Tu r i n

de estado, y assi es forgoso 
que mudes tambi^n de nombre; 
ya eres Fr. Angel, que el hombre 
que quiere ser Religioso, 
de ho[m]bre en Angel se ha mudado.
El nombre me viene a pelo.
Angel caido del cielo 

Bruno, por vn gran menguado 
tengo a su paternidad, 
y dizque es vn Serafin.
I C6mo os llamciis vos?

Turin.
Nombre teneis de Ciudad, 

que misterio manifiesta: 
mudad s61o el nombre vos, 
siendo vna Ciudad de Dios, 
que est6 sobre el monte puesta.
Fr. Ciudad de Dios me llamo.
£Yo, Fray Angel?.

Angel, pues,
es tu nombre.

Y como que es 
vn Ang61ico mi amo.
Por esto le doy tan presto 

el Abito.
El la mam6, 

jgentil Profeta!
£Angel, yo?

(Fol.
Bruno, £qu6 dixera desto 

Margarita de Cortona?
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BRUNO

TURIN

BRUNO

FRANCISCO

BRUNO

FRANCISCO

BRUNO
TURIN

Si ella me quiere,20 algtin dia 
me ver6 en la porteria.
No faltarct vna fregona, 

que a Margarita acompafie, 
y tambi6n por caridad 
busque al Padre Fray Ciudad, 
que como el nombre la engafie. 
Aur& Dama que me quiera 
en la misma Descalcez, 
por pensar que de vna vez 
quiere a vna Ciudad entera.
Padre, aunque yo, claro est6, 

estar6 en el Nouiciado, 
vendr6 a verme con cuidado 
vn gran amigo, y ser& 
forgoso que hable conmigo, 
que la amistad no se oluida 
en la Religi6n.

La vida 
te ha de costar esse amigo.
i,La vida? £De qu6 manera?

Si yo soy fino, 61 lo es m6s.
Pues, Bruno, tu morir6s, 

porque Luquesio no muera.
£Qu6 dizes?

Que de la suerte 
que ha adiuinado el inteno 
con que vamos al Conuento, 
adiuinar6 tu muerte; 
pero no es bueno, que ya 
quiero a este Frayle muy bien.
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This reading is given in versions c, d and f. Versions a, 
b, g, i and n read "Si ella quiere, algun dia". Version 
h reads "Si ella quisiere, algun dia". Version m and p 
read "Si ella me viere, algun dia".
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BRUNO
TURIN

BRUNO

FRANCISCO

BRUNO

FRANCISCO

BRUNO
FRANCISCO

b r u n o
TURIN

Y yo le amo ya tambi6n.
Tu has dado en ello, 61 nos da 

a todos algun hechizo.
Es lo exterior desta gente 

tan santo, y tan penitente, 
que siempre me satisfizo, 
mas no ayas miedo que sean 
dentro del Conuento assi.
Ya es hora, vamos de aqui, 

que en mi casa me desean, 
y en llegando os quiero dar 
el Abito luego.

Vamos,
lindamente negociamos: 
con ardid tan singular 
he de saber lo que passa 
dentro de la Religibn, 
sabr6 el hechizo, y qui6n son 
los Frayles dentro de casa.

IORNADA SEGVNDA

Salen Francisco, Bruno, y Turin ya 
de frayles.

Angel, aunque entraste aqui 
por vn mes sblo, has passado 
el afto de Nouiciado.
£Yo por vn mes?

Angel, si: 
triste estos dias estds.
Turin, dizes?

Que he sido 
vn aho Frayle fingido,
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FRANCISCO

y que no he de serlo mcis. 
i,Qu6 har6?

Tu tristeza es mucha, 
y assi diuertirte quiero 
con vn caso verdadero, 
sucedido en Roma; escucha:
Cierto labrador cogia 
mucho trigo, y otro, a quien 
le acudia menos bien, 
con la embidia que tenia 
le puso pleyto, en que dixo, 
que no dauan la mitad, 
aunque eran de igual bondad, 
las tierras de su cortijo, 
y que lindando las vnas 
con las otras, sin encanto, 
era impossible que tanto 
distassen ambas fortunas.

Y assi, que aquel labrador 
con hechizos esquilmaua21 
todo el campo, y malograua 
a los demcis su labor.
Fue a su casa sin tardanga 
el acusado hechizero, 
y truxo todo su apero, 
y gente de su labranga.
Y en fin, por dexar conclusa 
la demanda de vna vez,
vea , le dixo al juez, 
este apero quien me acusa.
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(Fol. 7r .)
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Versions d, f, m and p concur with this reading, based on 
version c. Versions a, b, g, h, i, 1 and n read (with 
variations in orthography) "con sus hozes esquilmava".
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TURIN

22

165
Valientes bueyes de arada
trigo22 bien granado, rexas, 920
que rompen bien, y sin quexas,
familia bien sustentada,
que trabajan bien conmigo,
porque a su tie[m]po les pago,
son hechizos que yo hago, 925
para coger mucho trigo.
Angel, quando la comida, 
regalo, o comodidad, 
que sin renta, ni heredad
es vn juro de por vida: 930
de mis Religiosos ves
el ser de infinitos modos,
prouechosos para todos,
sin ambicibn, ni interns.
Su incessable penitencia, 935
ayuno, oracibn, silicio, 
su alegria, que es indicio 
siempre de buena conciencia.
Su desnudez singular,
su humildad simple, y sin arte, 940
virtud que en qualquiera parte 
se haze siempre buen lugar.
Y estar, en fin, el mbs pobre 
con s61o Dios satisfecho,
son los hechizos que ha[n] hecho 945
para que todo les sobre. 
jVblgame Dios!

Viue Christo,

Here we have not followed version c but rather f, m and 
p which appears to have the preferable reading. Versions 
c and d read "traigo bien granado, rexas". All other 
versions, with variations in orthography, read "traigo 
bien [buen] ganado, rexas".
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BRUNO

FRANCISCO

TURIN

FRANCISCO

TURIN

Fr a n c i s c o

Tu r i n .

que es Profeta;mas £q[u6] importa?
Si el hechizo es humildad, 
ayuno, oraci6n, limosna, 
no quiero ser hechizero.
Aqui ay mano poderosa:

Padre, yo me voy, permita 
que a mi celda me recoja;
Turin, pienso que vendrb 
Luquesio a buscarme aora, 
auisame si viniere.
Fray Turin, i,c6mo se porta 

con los Frayles?
Padre, bien, 

que la comida nos sobra; 
pero ayunase otras vezes, 
que no son muchas, ni pocas, 
porque yo ninguna ayuno, 
y como en rueda de noria 
se me anda, en ayunando, 
la cabega a la redonda.
Ore si tiene flaqueza, 

y veri que fuerga cobra, 
que es la oracibn vn manjar, 
cuya fragancia olorosa, 
alimentando las almas, 
los espiritus conforta, 
porque sustenta a los hombres, 
y sube al cielo.

Alguien ora 
en la cozina sin duda, 
porque sino se me antoja, 
huele all& a pastel en bote.
Deo gracias, piense en la gloria, 

y en el infierno.
Si harb
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FRANCISCO

TURIN.

FRANCISCO

TURIN

FRANCISCO

TURIN

FRANCISCO

TURIN

,;No tiene sed feruorosa 
de amar a Dios?

Sed no tengo, 
no le dexara vna gota 
a vn IesCis del Refitorio.
Mire que todas las horas

(Fol.
se va muriendo.

Pues, Padre, 
si me estoy muriendo aora, 
i,c6mo morir6 mejor, 
que con Iestis en la boca?
No me espanto que Turin 

tan mal a Dios corresponda: 
yo soy el peor del mundo.
Esta es mentira notoria, 

otros ay mucho mcts malos.
Otros que matan, y roban, 

cometen culpas mcis graues; 
pero cotejo mis obras 
con los auxilios de Dios, 
y es bien que assi lo conozca, 
si con mis correspondencias 
mido sus misericordias.

vase.

Yo apostar6 que estci Bruno 
pensando alguna mamola, 
que hazer al Frayle antes de irse; 
mas parece que la Flota 
entra por la barra, y puerto 
en la porteria: toma,
Margarita, y Laura, vitor.
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MARGARITA

LAURA

MARGARITA

LAURA

TURIN

IULIA

TURIN

Salen Laura, Margarita, y Julia.

Laura, ya s6 que estoy loca; 
yo vi a Luquesio avri vn afio, 
y 61, que quizi se apassiona 
menos de quien mis le quiere, 
desde entonces hasta agora, 
aunque alguna vez me ha visto, 
se excusa de hablarme a solas.
i,Por qu6 tu no te declaras?, 

que aunq[ue] en vna Dama hermosa, 
es tan preciso el decoro, 
que deue hazer vanagloria 
de que le rueguen lo mismo 
de que ella esti deseosa, 
tal vez essos pu[n]donores 
el gusto desacomodan, 
pues si es el galin cobarde, 
nunca la ocasi6n se logra.
A ver a su amigo Bruno 
suele venir a estas horas, 
y vengo aqui por hablarle.
Tambi6n es en mi memoria 

el amor, que tuue a Bruno, 
caricter que no se borra: 
oy con mis ansias le quiero.
Deo gracias; £tan buena cosa 

por aci?
Turin, <;qu6 es esto?

;qu6 reuerenda persona, 
que bueno estis, y qu6 gordo!
En vn Conuento se goza 

linda vida, ay mucho Dios, 
y despu6s de Dios la holla: 
comese aci a dos carrillos;
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IULIA

TURIN

LAURA
TURIN.

LAURA.
IULIA

TURIN

IULIA
TURIN

l u q u e s i o

pero no se halla vna moga 
por vn ojo de la cara.
Pues Turin, por allci sobra[n], 

i,c6mo va de diciplinas?
Esso para mi es historia, 

q[ue] como es el mismo Frayle 
el que a si mismo se agota, 
eon no darse estci acabado.
iY Bruno?

Ma[fia]na ahorca 
los Abitos.

Toma albrioias.
No toman, Laura, ni toca[n]

Frayles Franciscos dineros.
Si tocan, Laura, y si toman 

los Brunos, y los Turines, 
sin mirar en ceremonias, 
que son Frayles al quitar, 
y se han de ir a quitar bolsas.
No es muy necio el motilbn.
No es muy mala la fregona, 

a Dios, que viene Luquesio, 
y he de preuenir la ropa 
para irnos con 61 al monte:
Julia a reuender, que agora, 
porque respeto esta xerga 
no te digo muchas cosas.

Sale Luquesio.

(Fol.
Aquella es la porteria, 

y esta es Margarita hermosa, 
claro est& que busca a Bruno: 
si en tiempo de las tres Diosas
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fuera Margarita, ^huuiera
mangana de la discordia? 1070
No, que sin pleyto era suya: 
luego ella venciera a todas.
Tampoco, que sin batalla,
£c6mo puede auer vitoria?
;0 portento singular! 1075
La naturaleza absorta,
admirada en lo que hizo,
las mcis luzientes antorchas
de estos Orbes, que influyeron
en tu23 formacidn dichosa, 1080
quando te miran se encojen,
y entre si dizen a solas,
nadie da lo que no tiene;
£d6nde tuvimos nosotras
esta hermosura que darla, 1085
si ella es mucho mAs hermosa?

MARGARITA Mirando estoy este mo[n]struo
de perfecciones, que logra 
con vna muger rendida
sus crueldades rigurosas. 1090
;Que brio tan denodado!
;Qu6 arrogancia tan ayrosa!
;Qu6 fiereza tan valiente!
;Y qu6 gala tan heroyca!
Apazible es, y espantoso, 1095
parece que en §1 se forxan 
los fuegos, que el Cielo pare, 
los rayos que el etna aborta.
Entre los Ciclopes huuo

Only versions c and d give this reading (which seems 
preferable). All other versions read "en su formacidn 
dichosa,".
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vn Polifemo, que moja 1100
las fraguas, o las enciende 
con l&grimas que solloga 
por zelos de Galatea; 
y 6ste, que quizci acomoda
lo tierno con lo feroz, 1105
porque no digan que llora, 
quando me ve buelue el rostro, 
y a l l c i  entre mudas congoxas, 
entre ocultos sentimientos,
y entre ptiblicas gogobras 1110
del claustro del pecho vierte
l&grimas tan vergongosas,
que a las ventanas del alma
muy recatadas se assoman.
Luquesio es vn vandolero, 1115
Margarita de Cortona
no ha sido tan recoleta,
que con sus virtudes ponga
miedo a los atreuimientos:
y ya ninguna ay tan Porcia, 1120
que si le24 dizen finezas
con agrado, no las oiga,
porque ya, en fin, con las Damas
hip6rboles amorosas,
se passan mal por requiebros, 1125
se escuchan bien por lisonjas.
El no me quiere, sin duda,
Iser§ yo muger tan loca,
que diga mi amor a vn hombre,
que muy tibio me responda, 1130

24 Versions c, a, n, m and p  give this reading. Version b 
reads "que si se dizen finezas". Versions d, fr g, h, i 
and 1 read "que si la dizen finezas".
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que a mi me abrasen las llamas 
quando ya el humo me ahoga, 
y que 61 sin dolerse vea 
muy Ner6n arder a Roma?
Esto no, viuen los cielos, 1135
que ser6 acci6n afrentosa 
el libre aluedrio elixa, 
o no amar, o amar con honra.

LUQUESIO Ya tardo en buscar a Bruno,
dir6 a Margarita aora 1140
lo que tanto la he callado:
como fuego en mi se arroxa
vn impetu, aunque primero
contra Bruno que la adora,
en mi vn amago,25 aunque sea 1145
no consentido26 £acci6n propia,
sin Bruno en mi? Viue Dios,
que es mi amistad falsa, o poca.

(Fol. 8v.)
No ha sido de sangre mia
este espiritu pongofla; 1150
bebi de traicidn agena
en mis venas generosas,
adonde es, por lo sagrado,
purpura Real cada gota,
Ise alimentd ardor impuro? 1155
Viue Dios, que de estas Zonas, 
subido en mis pensamientos, 
que sobre el Sol me coloca[n],

Here versions d, f, m and p coincide with this reading of 
c which appears correct. Versions a, b, g, h, i, 1 and n, 
however, read "en mi un amigo...".
Versions c and d are the only ones that read "no 
consentido," which seems preferable. All other versions 
read "no consentirlo".
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arranque quantas Estrellas 
esse Firmamento doran, 
porque cada rayo sea 
vna punta que me rompa 
este coragdn infame, 
de donde estos actos brota[n], 
o que quando m&s no pueda, 
aqui a mi mismo me coma,
Caribe yo de mi mismo, 
o que como el mar me sorba. 
Conmigo estoy enojado, 
voyme a que Bruno componga2 
la paz antigua del alma; 
la cortesia es forqosa. 
i.He de despedirme? No, 
sino es con el alma sola; 
con el alma, pues lo digo, 
por no poder con la boca: 
Margarita de mis ojos, 
qu6date a Dios, y perdona.

,27

1160

1165

1170

1175

vase.

LAURA

Ma r g a r i t a

Fuesse sin hablarte: agrauios 
contra tu amor amontona.
i,Vesle que me ofe[n]de, Laura? 

Pues essa ofensa que notas 
la haze tan ayrosamente, 
que aun con ella me enamora.
Yo he de amarle mientras viua. 
,;Has visto playa, que agotan

1180

1185

27 Versions c, a, d, f, m and p coincide with this reading. 
Version b reads "voyme a que me componga". Version h 
reads "voime, pues a que componga". Versions i, 1, g and 
n read "voyme a que componga".
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los repetidos embates 
del mar en la arena sorda?
£Viste roca siempre firme
a tantas olas furiosas, 1190
que deshaze 6stas, y espera 
con igual paciencia esaotras?
Pues assi yo, sus rigores 
sufro como arena, o roca;
deshcigolos quando vienen, 1195
y esp6rolos quando tornan.
Vnos, pues, a otros se siguen, 
como en la playa las olas,28 
que el deshazerse las vnas,
es dar lugar a las otras. 1200

LAURA Tomemos resoluci6n,
vamos a ser moradoras
del mo[n]te en que est6 Luquesio,
pues se ha de ir tambi6n agora
Bruno con 61, que los zelos 1205
de Floro no me alborotan,
pues para engaftar a dos
tengo abilidad que sobra:
^que respondes, Margarita?

MARGARITA Que no tu fuerca espantosa, 1210
impulso interior me lleua.

LAURA Pues ya te preuiene alfombras
el Abril, y ya en la selua, 
como a su segunda Aurora,
para saludarte estudian 1215
los Ruisenores la solfa,
las pla[n]tas m&s bien vestidas,

Versions c, m and p actually read "como en la playa a las 
olas" however all other versions except h give the line 
we have reproduced here "como en la playa las olas". 
Version h reads "como en la plaza las olas".
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a quien el Austro que sopla 
haze baxar con buen ayre 
las cabegas a las copas, 
no las humillan sin causa, 
porque estar&n desde agora 
ensayando reuerencias, 
para recibirte ayrosas: 
qual, que espera tus fauores, 
de nueuas galas se adorna, 
qual, q[ue] se muestra apazible, 
y te teme desdeflosa, 
o en los estendidos ramos, 
los bragos abiertos forma, 
o te ofrece vn coragdn

(Fol.
palpitante en cada hoja.

MARGARITA Bosque, cuyo verde suelo
es mar de yerua con ondas, 
donde no hallan pie las plantas,
Y ay algunas que se ahogan.
Monte, a quien ensefto quexas, 
que repites amorosas, 
o porque assi las aprendas, 
o porque assi me las doblas.
Preuenidme el aposento, 
hazedme en texidas sombras 
camas blandas de la yerua, 
pabellones de las rosas.
Montes, valles, Margarita 
va de Luquesio quexosa, 
de esperanga est&is vestidas,
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si las mias se malogran,29
que Agosto de vuestras flores,
que Octubre de vuestras hojas, 1250
como estas l&grimas mias,
segundo30 incendio de Troya.

Vanse, y salen Luquesio, y Bruno.

LUQUESIO Desde este monte, en que tengo
nuestros amigos aqui,
ha vn afio que a verte vengo; 1255
tu me entretienes a mi,
yo, Bruno, a Floro entretengo.
Prometes ser Frayle vn mes, 
mientras yo soy salteador,
para conferir despu6s 1260
qual es arbitrio mejor, 
si es que ser Frayle lo es.
P&ssase aquel mes primero, 
dil&taslo otra semana,
luego otra, y mie[n]tras espero 1265
terminos de oy a maftana, 
se ha passado vn afio entero.
Ya aur&s visto quan en vano 
te entraste en la Religibn,
y que es consejo m&s sano, 1270
para viuir, ser ladrbn, 
que ser Frayle Franciscano.

Version c, which concurs with d, f, m and p appears to 
give the best reading: "si las mias se malogran".
Versions a, b, g, h, i, 1 and n read " si las mias se me 
logran".
Only versions c, d and f give the preferable reading 
"segundo incendio de Troya". The other versions read 
"segun incendio de Troya".
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iQub aguardas? £Qub te detiene? 
i,C6mo el sayal no desnudas? 
i,C6mo a ser ladr6n no vienes? 
i,No me respondes? iQub dudas? 
i,No me acompaflas? iQub tienes?

BRUNO Luquesio, este Serafin,
que Angel por nombre me ha puesto,
nos vistib a mi, y a Turin
su sayal, digolo presto,
vio en mal principio bue[n] fin.
Yo entrb aqui con intencibn
de saber de qub manera
tan ricos los pobres son,
y halle que el mismo Dios era
caudal de esta Religi6n.
iQub obra ay q[ue] a Dios satisfaga,
en que Francisco no db
gusto a Dios, si es Dios quie[n] paga?
i,Que le pedirb con Fb,
Francisco, que Dios no haga?
Christo, que el gusto ha preuisto 
de Francisco, obra de modo, 
que quanto quiere, esso ha visto, 
y Francisco acierta en todo 
con la voluntad de Christo.
Pero qub mucho,que estbn 
de no errarse el gusto ciertos, 
si queribndose ambos bien, 
por los costados abiertos 
los corazones se ven.
Pues sus hijos, qub de agrauios 
les hize yo con Fb poca, 
oyen sus consejos sabios, 
y mientras de aquella boca 
penden abiertos los labios.
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l u q u e s i o

b r u n o
l u q u e s i o
b r u n o

Es fuerga que en Dios se eleven: 
passa el extasis, y luego 
a mejor vida se mueuen 
con la nueua alma de fuego, 
que a su gran Padre le beben.

(Fol.
Desde oy la malicia calle, 
que esta Descalgez me espanta, 
porque quise aueriguallo, 
si era en la celda tan Santa, 
como parece en la calle.
La concha, que mariposa 
de la luz al Alua hermosa 
bebe el llanto, es por defuera 
vna corteza grossera, 
y dentro perla preciosa.
De manera que es forgoso 
que veamos lo interior 
para estimar lo precioso; 
pues tal, con todo rigor, 
es, Luquesio, vn Religioso.
Santo es lo que luego encue[n]tro: 
mas dir&s, si entras al centro 
de su virtud verdadera, 
que es concha lo que ves fuera, 
y perla lo que allci dentro.
Pues bien, £qu6 importa q[ue] sea 

Santo vn Frayle, o muchos? Ea,
Frayle Angel, o Bruno, ven, 
que yo te espero, y tambi6n 
Margarita te desea: 
i,no me sigues?

No te sigo.
£Qu § es no te sigo? £Qu6 esperas?
Luquesio, yo soy tu amigo,
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LUQUESIO

BRUNO

LUQUESIO
BRUNO
LUQUESIO

BRUNO

LUQUESIO

BRUNO

yo he de ser Frayle de veras, 
y tu lo has de ser conmigo.
i,Agora a burlar te pones?

Quitate el Abito, Bruno, 
i vamos a ser ladrones.
Si los deseos del vno 

son del otro obligaciones, 
tu deues segurime a mi.
Y til has de ir d6nde yo fuere.
Ciego estcis, ino voy tr&s ti?
Luego, i lo que el vno quiere 

contradize el otro?
Si,

mas s61o a ti te condeno, 
pues conmigo no te igualo.
Suelta tu al pecar el freno, 

ser&s mi igual, q[ue] el ser malo, 
es m&s fctcil, que el ser bueno.
Ya no s6 si eres mi amigo: 

s6 que a mi, y a ti te ofe[n]des, 
pues quando yo m&s te obligo,31 
hazerme malo pretendes, 
por no ser bueno conmigo.
Dir&s, que querer lleuarme 
contigo, antes es acci6n 
de quie[n] procura obligarme, 
pues no, no es obligacidn, 
y quiero assi declararme.
Riega vn arroyo caudal 
a vn &rbol, y au[n]que trauieso, 
le abraga amigo leal, 
como que le tiene preso

31 All versions except h and 1 concur with c in 
Versions h and 1 read "pues quando yo m&s me
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con sus grillos de cristcil.
Guarda el cirbol su verdor 
mientras el Verano dura, 
y el agua, no sin rumor, 
que est6 vicioso procura 
con su cristalino humor.
Mas llega el Inuierno, y da 
al cirbol tan nueuo estado, 
que es de creer, segun estci, 
que de su verdor passado 
haze penitencia ya.
Y entonces nueua creciente 
del arroyo antes amigo, 
con las lluuias insolente, 
se lleua al &rbol consigo 
entre la misma corriente.
Dir& el arroyo, que es tal 
su amistad, que el &rbol lleua 
sobre su mismo raudal. 
i,Esto es amor? ^Esto es prueua 
de fee, en todo tiempo igual?
No, que el que fue blando riego,

(Fol.
ya tan gran violencia es, 
que le arranca, y lleua luego, 
donde no pueda despu6s 
seruir sino para el fuego.
Luquesio, yo el cirbol soy, 
tu el arroyo: ayer no mcts 

fue Verano, Inuierno es oy, 
tu con gran corriente vas, 
yo sin hoja verde estoy.
Pero podr6 renouado 
dar fruto, ddxame aqui 
en buena tierra plantado,
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y no me lleues tr&s ti,
porque creci6 tu pecado:
que au[n]que para mi es Inuierno,
tu corriente temer6,
pues si por ti me gouierno,
tr&s perder el fruto, ir6
a ser fuego del infierno.

LUQUESIO Bruno, en vna parte err6
tu discurso, que aunque aciertes 
en que eres til el cirbol, yo 
soi aqui, si bien lo aduierto, 
el fuego, el arroyo no.
Yo, pues, creci como fuego, 
no como arroyo, y assi, 
con amistad, mas no ciego, 
vi seco el cirbol, y en mi 
quise conbatirle luego: 
que amor, o amistad se llama 
de amigo, o amante, arder 
con tal afecto, o tal llama, 
que quiera en su propio ser, 
convertir a lo que ama.
Pues mira lo que hazes, Bruno, 
si es cierta nuestra amistad, 
no ha de quedar por ninguno 
el procurar con verdad, 
que de dos hagamos vno.
Luego para que se vea, 
que igual fee nos oblig6,32 
la misma amistad desea, 
o que seas tu como yo, 
o que yo como tu sea.

All other versions except h and 1 concur with 
Versions h and 1 read "que igual fe nos igua!6".
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b r u n o
l u q u e s i o

b r u n o
l u q u e s i o
b r u n o

l u q u e s i o
b r u n o

Lu q u e s i o

b r u n o

l u q u e s i o

Versions

Pero si en mi ay culpas tales, 
que ser como tu no puedo 
con las fuergas naturales, 
y sie[m]pre vn mismo denuedo 
nos hizo amigos iguales.33 
Lo que siempre, ha de ser oy, 
si es q[ue] ser mi amigo quieres, 
ya ves que incapaz estoy 
de ser yo como tia eres: 
hazte tii como yo soy.
Tu eres el cirbol aqui, 
y yo soy el fuego: luego 
tu has de conuertirte en mi, 
que no se haze cirbol del fuego, 
y fuego del &rbol, si. 
i,Que es tu pretensi6n?

Que dexes 
de ser bueno, y que me sigas, 
porque de mi no te alexes.
Qu6xome de que esto digas.
Pues digolo, aunque te quexes.
Yo soy Religioso ya, 

y he de professar agora. 
lY estar&s sin mi?

Estar&
conmigo Dios.

£Qui6n lo ignora?,
Dios en toda parte estci.
Pues no es bien que d61 me priues, 

sin Dios no ay quie[n] viuir pueda.
Si la professi6n recibes 

con Dios, y sin mi te queda, 
veremos si sin mi viues:

h and 1 read "nos hizo amigos leales,".
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b r u n o

Fr a n c i s c o

b r u n o

tu r i n
b r u n o
Tu r i n
b r u n o
Tu r i n

b r u n o

Tu r i n

quedate digo, que assi 
cobrarte de Dios espero, 
pues Dios no te querr& assi, 
porque 61 quiere al hombre entero, 
y tu eres medio sin mi.

vase

(Fol.
Vete, que si Dios me am6, 

y yo, Luquesio, contigo 
soy entero, y sin ti no, 
a ti te trair£ conmigo, 
para que este entero yo.

Sale Francisco, y Turin.

Angel, £,ya el afio es cumplido 
del Nouiciado?

Si, Padre, 
la Religidn es mi Madre: 
parto de dolor he sido,
Padre, ensdfiele piadoso 
a Dios estas llagas bellas, 
que de las de Christo, y ellas 
espero vn perddn dichoso.
Padre, que juega, y le engafta.
Turin, tti eres el que juegas.
i.Tambi6n a mi me la pegas?
Dios ve[n]ci6, suya es la hazafia.
Tuyo es este embuste agora; 

vamonos,
Ya aqui 

no ay Bruno, Fray Angel si.
i,D6sme c6mo?
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b r u n o

TURIN

FRANCISCO

TURIN

Fr a n c i s c o

b r u n o

Fr a n c i s c o
b r u n o

Fr a n c i s c o

Tu r i n
Fr a n c i s c o
Tu r i n

Fr a n c i s c o
t u r i n

,:Qui6n ignora, 
que la Gracia sabe hazer 
Angeles de pecadores?
;Ay!, Que es de veras, sefiores,

61 quiere echarse a perder.
Sin el impulso que siento 

del espiritu de Dios, 
que 61 ha de obrar en los dos, 
no oyera este pensamiento.
En auiendo professado 
ir6s al monte conmigo, 
que has de cumplir a tu amigo 
la palabra que le has dado.
Dios se lo reuela todo:

Padre, yo quiero tambi6n 
professar, y viuir bien.
Dios lo ordena deste modo,

Fray Angel, i,qu6 te suspendes?
i,Querr6 por amor de mi 

ser Frayle Luquesio?
Si.

Tti lo q[ue] mandas, lo entiendes: 
yo, aunque es ciega la obedie[n]cia, 
s6 que no errar6 el camino.
Este es impulso diuino, 

no ay aqui humana prudencia.
Padre, £tambi6n he de ir yo?
El ha de venir tambi6n.
Bien sabe mi Padre a quien 

da el Abito, y a quien no: 
sin duda echo de ver luego 
que auia de ser vn Santo.
Dios es 61 que podr6 tanto.
Gran cosa es ser Frayle lego, 

pues sin coro, y sin cuidado,
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goza entre lo gordo, y suzio 
comodidades de luzio, 
y estimaciones de ho[n]rado.

f l o r o

l a u r a

f l o r o

La u r a
Ma r g a r i t a

Vanse.

Sale Laura, Margarita, Iulia, y Floro.

Laura, a[u]nque s6 tus engafios, 
a pesar de tu traicidn, 
y de Bruno que te adora...
Doy que Bruno te ofendid, 

y que yo le quiero mucho,
^qual es tu resoluci6n?
Matarle, si no professa: 

que ha dicho esse Fundador 
de los Menores, que a vn Frayle 
de su misma Religi6n 
tengo yo de dar la muerte, 
y dexar6, viue Dios, 
de vengarme, por no hazer 
cierta su reuelacidn.
£Boluer§monos34 a Asis?

No, Laura,
que por tu consejo soy

Ciudadana deste monte, 
y llega Luquesio: amor, 
haz otra vez la Comedia 
del llegar en ocasi6n.

1530
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1545 
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34

Sale Luquesio.

Versions c and possibly f (it is difficult to read ) give 
"^Bolueremonos a Asis?". Version d reads "Bolver6me a 
Asis". Version 1 reads "iVolveremos a Asis?" All other 
versions read "^.Bolueremos a Asis?".
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l u q u e s i o

Ma r g a r i t a

l u q u e s i o

b r u n o
b r a n c i s c o

Arboles, en cuyos ramos 1550
canta como en facistol 
de esmeralda, al Sol que sale, 
el musico Ruisefior, 
no me deis la bienvenida,
pues tan mala nueua os doy. 1555
Yo vengo sin Bruno, y Bruno
sin Luquesio se qued6;
ya buscando a Margarita
libre de respetos voy.
Diuibrtase en su esperanga 1560
mi perdida posessibn,
que no serb demasia,
quando la misma razdn
pide pazes al oluido,
darle treguas al dolor. 1565
Luquesio, no me preguntes 

por qub en este monte estoy, 
deua el silencio a la fee 
lo que el sentido a la voz.
Margarita estb en el siglo, 1570

y Bruno en la Religibn, 
ya 61 no puede amarla; luego 
bien podrb seruirla yo.
£Mas es aquel Bruno, o sombra, 
a quien la imaginacibn 1575
con perfiles de mentira 
colores de verdad dio?

Salen Francisco, Bruno, y  Turin.

Luquesio, dame los bragos.
Bruno, tu amigo mayor
se viene contigo al monte. 1580
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LUQUESIO

TURIN

IULIA
TURIN

LUQUESIO
f l o r o

b r u n o

l u q u e s i o
b r u n o

Tu r i n

l u q u e s i o

Fr a n c i s c o

^ R garita

Si es esto lo que call6 
Margarita, y ella, y Bruno 
quieren lograr su afici6n.
iViene a saltear tambibn 

la hermanita en el Seftor? 1585
Vengo a robar coragones.
Pellizcate, motilbn, 

que se ha soltado patillas.
Mucho se miran los dos.
Frayle es Bruno toda via, 1590

por no matarle me voy.

vase.

iTu estbs aqui Margarita?
Yo vengo a ser morador 
deste monte por agora,
y si tu, jvblgame Dios!... 1595
Prosigue lo que dezias.
;0 como el lobo feroz 

se disimulaua astuto!
Padre Francisco, pastor,
idbnde truxiste a tu oueja? 1600
Si ay alguna tentacibn 

por allci, Padre Fray Angel, 
pellizquese como yo.
Vete de aqui, Margarita, 

que no es tu conuersacibn 1605
para Frayles.

Vete, vete, 
no impidas, que vencedor 
triunfe de Luquesio Christo.
Padre, encomib[n]delo a Dios, 

que quizct si nos casamos, 1610
con la reciproca vnibn
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FRANCISCO
MARGARITA

LUQUESIO

b r u n o
l u q u e s i o

b r u n o

del matrimonio, seremos 
buenos Christianos los dos.
No te has de ver en sus bragos.
Pues Padre, no tiene el d6n 

de profecia: ven Laura.

vanse.

Bruno, si eres pecador, 
ipara qud te finjes Santo?
(zeloso de Bruno estoy);
Mas si aun siendo Religioso 
tiene a Margarita amor, 
u he de corregir su afecto,

(Fol.
o moderar su pasi6n.
i,Has visto en mi alguna culpa?
No eres muy Angel por Dios, 

bien se ve que eres de carne:
Serafin es con raz6n Francisco, 
tu, Angel, sin ella.
Querrcts dezir, que se vio 

delante de Margarita 
en mi alguna turbacidn;
Francisco es segunda vez 
imagen de su Criador, 
y en mi ay indicios de barro 
de mi primer formacidn.
Espera, nunca aduertiste, 
q[ue] el fuego, au[n]que abrasador, 
quando se encie[n]de la estopa, 
es roxo, y si se encendi6 
en papel, parece negro.
£,Por qud tiene aquel color 
en el papel tan obscuro?
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Porque aunque en 61 se enge[n]dr6
fuego, tambi6n esse fuego
en essa generaci6n
tiene algo, que en la materia
del ser antiguo quedd
el papel, pues que no tuuo
tan buena disposici6n
para conuertirse en fuego;
si ya en 61 se conuirti6,
aunque est6 obscuro, y quede[n]
despues de la conuersidn
reliquias del natural,
fuego es con todo el rigor.
Luego au[n]que aquel Serafin 
arda m6s puro que yo, 
y en mi, que ayer fui ta[n] malo, 
aya entre el mismo esple[n]dor 
de la Gracia,35 obscuridades 
de lo que fui, y lo que soy.
No dexar6 de ser fuego 
por tener imperfecci6n, 
porque soy fuego en papel, 
y el estar deste color 
son reliquias, que han quedado 
de mi mala inclinaci6n.

LUQUESIO Pues Padre, el peligro es graue,
y el apetito traidor, 
y assi boluerte al Conuento 
es m6s segura opini6n.
No se fie de sus fuergas,
Dauid fue Santo, y cay6, 
q[ue] vna mujer har& a vn Santo

Only c, d, f, m and p read "de la Gracia...". All 
versions read "de la Gloria..."
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adultero, y matador.
Sansdn era Nazareno, 
y los de esta Religi6n 
no podian beber vino, 
ni comer vbas, rigor 
que obseruauan puntuales; 
pues viendo vn dia Sans6n 
en el campo vn Le6n fiero, 
entre vnas vifias se halld, 
cuyos vallados hazian 
en el passo vn callejdn.
Ya se acercaua la fiera, 
y 61 dezir, vna de dos, 
o me he de entrar en las vifias, 
u he de esperar al Le6n; 
sino entro, y esperando 
en el camino me estoy, 
llega el Le6n, cuyas garras 
son de todo el campo horror; 
si entro en las viftas, en ellas 
veo las vbas, que son 
vn peligro cada grano, 
contra el precepto de Dios, 
y pecar6 si las como.
Esta es mi resoluci6n, 
esperar el Le6n quiero, 
y entrar en las vifias no, 
porque tengo por mds fAcil 
matar bestia tan feroz, 
que abstenerme de pecar, 
si a los peligros me voy.

FRANCISCO No dizes mal, si Fray Angel
(Fol.

se pusiera en la ocasi6n; 
pero Dios le truxo al riesgo,
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b r u n o
b r a n c i s c o

Lu q u e s i o
b r u n o
l u q u e s i o

y d61 le ha de sacar Dios, 
que ay muy grande diferencia, 
quando en el peligro estoy, 
de lleuarme Dios en 61, 
o irme por mi gusto yo.
Mdndale Dios a Abrahan, 
que en victima, y oblacidn 
le de a su hijo: Iept6, 
por gusto suyo vot6 
sacrificar a su hija, 
y ambos con igual valor 
vibran el sagrado azero; 
mas quando el brago veloz 
leuanta Abrahaa, vn Angel 
le impide la execucidn, 
y Iept6 ejecuta el golpe: 
ino sacrifican los dos?
^No aman ambos como padres?
£No sienten igual dolor?
^Por qu6 Dios detiene el brago 
a Abrahan, y a Iept6 no?
Porque Iept6 se fue al riesgo, 
y a Abrahan le lleu6 Dios.
lY tu has de irte, y dexarme?
Si, pero ten satisfaci6n, 

que yo boluer6 a acudirte 
en el peligro mayor.

vase.

^Quedaste en el mo[n]te, Bruno?
Hasta lleuarte.

Esso no, 
antes, pues, conmigo quedas: 
empiega a ser salteador,
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BRUNO
LUQUESIO

BRUNO

LUQUESIO

BRUNO
LUQUESIO
BRUNO
l u q u e s i o
b r u n o
l u q u e s i o

Ma r g a r i t a
l u q u e s i o
Ma r g a r i t a

l u q u e s i o
Ma r g a r i t a

l u q u e s i o

Ma r g a r i t a

ser&s nuestro Capitcin.
Soldado de Christo soy.
Tu me diste la palabra 

de seguirme.
Obligaci6n 

tienes tu de acompaftarme.
Ya para todo se vio, 

que es mejor ser vandolero.
Ser Religioso es mejor.
Yo he de hazer ladrdn a vn Frayle.
Frayle a vn vandolero, yo.
Mi pretensi6n es vencerte.
Saluarte es mi pretensi6n.
Pues ea, aqui nos quedemos, 

vna por vna los dos, 
que como anden juntos, dize 
bien el refr&n Espanol, 
o el ladrdn ha de ser Frayle, 
o el Frayle ha de ser ladrdn.

IORNADA TERCERA.

Salen Luquesio, y Margarita.

Luquesio, escucha.
i.Qu6 quieres?

Dezirte, que en poco tiempo 
passan por mi muchos males.
Yo en ti tambi§[n] los padezco.
En este monte nos vimos 

m&s ha de vn aflo.
Supuesto 

que lo s6, no lo repitas.
Quisete bien desde luego,
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LUQUESIO

MARGARITA

LUQUESIO

que aunque call6 todo vn afio, 
no fue tan largo silencio 
falta de amor.

No seria, 
que yo todo esse afio entero 
te quise mucho, y callaua, 
quizci tu hiziste lo mesmo.
Ya, pues rompi los candados 

al amoroso ardimientO/ 
que con grillos del decoro 
la vanidad tuuo preso.
Ya he dicho que te queria, 
ya me cuesta el sentimiento 
de amarte antes de rogada,36

1770

1775

quando en mi altiuez confiesso 
presunciones de hermosura, 
lisonjas de entendimiento.
Margarita, aunque Fr. Angel 

dize, que son sus intentos 
persuadirme que es mejor 
ser Frayle que vandolero, 
conmigo est& haze quatro dias 
en este monte, y sospecho, 
que se disimula Santo, 
pero que te estci queriendo; 
y si te quiere, yo soy 
su amigo tan verdadero, 
q[ue] no he de hazer en su ofe[n]sa 
ni vna lisonja a mi afecto.
Mai dizes, que amor es rayo,

(Fol. 12v.)
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Only c, d, f, m, and p give this reading, which seems 
preferable. All other versions read "de amarte antes de 
robada".
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MARGARITA
LUQUESIO

MARGARITA

LUQUESIO

Ma r g a r i t a

que se passa tan violento, 
que sin ofender la bayna, 
haze ceniza el azero, 
y mi amor, si logra el tiro 
en lo flaco del deseo, 
en lo fuerte del valor, 
ni sefial del golpe ha hecho. 
i,Ad6nde vas?

Fuerca es irme, 
que han ido Floro, y Roberto 
a buscar pan para todos, 
que aunque nos sobran dineros, 
por estos nueuos edictos 
nos ha faltado el sustento, 
y voy a ver si han venido, 
porque todo oy los espero.
Detente, ingrato, m^s ha[m]bre 

padece el alma que el cuerpo, 
y ya ves que amor es nifto, 
que mucho que llore ha[m]briento: 
dame siquiera vn abraco.
Voy a obedecerte, y temo 
a Fray Fancisco, y a Bruno, 
que este me est& deteniendo, 
y aquel me estci amenazando.
Sin duda has perdido el seso, 

o quieres mcis a otra Dama, 
que quizci te quiere menos.
Pues antes de auerte dicho 
la pasi6n co[n] que te quiero, 
pude passar sin finezas, 
que aun no me costaua[n] ruegos;
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37 All versions except h and 1 concur with c in this line. 
Versions h and 1 read "que aun no me costaban riesgos".
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mas ya, ya, tan declarada 
se rinden al graue peso 
la ceruiz de la paciencia, 
el tormento de los zelos.

LUQUESIO A Dios, a Dios, Margarita,
que de aqui sobre aquel cerro 
se diuisan muchos hombres, 
y he de robarlos sangrie[n]to.

vase.

MARGARITA Luquesio, Luquesio, aguarda,
oye, escucha, espera (;ha cielos!) 
que siempre el desd§n es sordo, 
como el amor siempre ciego.
Fray Francisco est& en la Ermita 
de los Angeles, yo quiero 
buscarle alii, mas !ay triste! 
que mi mal es sin remedio.
No te has de ver en sus bragos,
me dixo; yo desespero:
muera, Margarita, muera.
i,Qu6 aguard&is? Pues, yo no apelo
de la sentencia. Pesares,
no basta el mayor esfuergo
de tantas desdichas juntas
contra vna vida. £Qu6 es esto?
Pero sust6ntame38 el gusto
de ver como las padezco,
por saber que han de matarme,

Here we have used the reading from versions d, 
("Pero sustentame el gusto ") because version c 
have an error ("Pero sustentaneamente el gusto") 
also reproduced in versions a, b, g, i, n, it 
Version f reads "Pero instantaneamente el gusto

1830

1835

1840

1845

1850

h and 1 
seems to 
which is 
i and p.
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Ro b e r t o
l u q u e s i o
f l o r o

l u q u e s i o

y assi en este mal que siento, 
oblig&ndome suaue, 
y regalcindome fiero, 
a vn mismo tiempo me sirue 
de dolor, y de alimento, 
viuo por poder morir, 
y con ser viuir muriendo, 
me muero de auer viuido.
Igualmente en mi tormento

(Fol.
me hazen guerra, muerte, y vida; 
ni viuir, ni morir puedo, 
pues muero de lo que viuo, 
y viuo de lo que muero.

Vase.

Salen Luquesio, Bruno, Floro, y Roberto.

Luquesio, sin pan venimos.
£,Por qu6?

Porque ay muchos males: 
el Gouernador de Asis, 
que por prenderte, o matarte 
ofrece dos mil escudos, 
y al mismo que te entregare, 
si es complize, le perdona; 
por todos esos lugares, 
y Aldeas de la comarca, 
hizo pregonar, que nadie 
d6 pan, pena de la vida, 
a ti, ni a tus dos sequazes 
Roberto, y Floro.

Reios
de esse pregdn; ^Qucintos panes 
aueis traido?
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f l o r o

l u q u e s i o

f l o r o
Ro b e r t o

f l o r o

b r u n o

Ninguno, 
porque queriendo comprarle, 
huuo quien nos conociesse, 
y empegaron a alterarse 
los Alcaldes del lugar.
Pues, hombrezillos cobardeS/ 
i,sin pan venis, y sin gusto?
Pesia todo el villanaje, 
voto a Dios, si por pan voy, 
que me traiga por delante 
los hornos en que lo cuezen, 
y que despu^s que lo amassen, 
haga caldear los hornos 
con essos lefios, o Alcaldes:
!Qu6 gentiles vandoleros! 
o no coman los infames, 
o coman, pues son gallinas, 
lo que por el campo hallaren.
£,Que dizes Roberto?

Floro,
que es Luquesio intolerable, 
y el Gouernador de Asis, 
por prenderle, o por matarle, 
promete mucho dinero.
No ay sino andar vigilantes.

vanse.

Luquesio, amigo, £q[u6] aguardas? 
Siendo ladr6n mueres de ha[m]bre, 
que sino falta el dinero, 
sobran las dificultades 
para buscar la comida,
Y yo apuesto que mis Frayles 
la tienen con abundancia,
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l u q u e s i o

b r u n o

l u q u e s i o

b r u n o

porque son como las aues, 
que sin dinero, pendientes 
de Dios, suelen sustentarse.39
Si es porque Roberto, y Floro 

vienen sin pan, no te espantes, 
que con este pregdn nueuo 
ni por dinero le hallen.
Fray Turin fue a estas Aldeas 

a pedir pan por las calles 
para los Frayles Franciscos.
Tu ver&s que no lo trae, 

ya no ay limosnas, que est&n 
los pueblos muy miserables.
Dios es caudal de Francisco, 
impossible es que le falte.

1915

1920

1925

Sale fray Turin con sus arguenas, con 
lo que dizen los versos.

Tu r i n

b r u n o

Tu r i n

Fray Turin pienso que vino.
Padre, por mi fee, que tengo 

de descansar, porque vengo 
cargado como vn pollino.
Descanse muy en buen hora, 

y diga c6mo le fue.
Mucho Francisco en su F6, 

y en su pobreza atesora: 
lo primero, Padre mio, 
todo se lo he de contar,

1930

1935 
(Fol. 13v.)

Here I have reproduced the reading of version I: "de
Dios, sulen sustentarse". Versions c, a, b, d, f, g, n, 
m and p read "de Dios suelen assentarse". Version h 
reads "de Dios, suelen sobrarles". Version i reads " de 
Dios, suelen assentarle".
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a la entrada del lugar, 
entre muchas, en el rio 
encotr6 a nuestra deuota 
la lauandera de casa, 
y diziendo: nadie passa 
sin dar vn beso a la bota.
Bebi6, y dixo: motil6n, 
brindis a su Reuerencia; 
y como deue en conciencia 
vn Frayle hazer la raz6n 
al brindis de la mujer...

Bebe de vna bota.

BRUNO Fr. Turin, tenga modestia.
Tu r i n  Padre, yo soy vna bestia,

pero dexeme beber: 
boluiola otro beso a dar 
la lauandera, otra estaua 
con ella, y dixo: assi laua, 
que no ay m^s que desear.
Y yo respond! a la tropa, 
viendo que assi se consuela, 
si ella laua como cuela, 
ella har& muy buena ropa.
Llamome, y diome otro trago 
el mesonero: alii auia 
mucha gente que comia, 
y vengo, y tomo, y qu6 hago, 
los mansos puse en la tierra, 
conbid&ronme, comi, 
y traigo la panga aqui 
como vn atab&l de guerra.
Estos dos panes me dio

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.

1940

1945

1950

1955

1960

1965



200
el Alcalde, vna criada 
me dio aquesta rebanada, 
y otra me dixo: a Dios yo 
le doy esta polla viua; 
y yo respond!: sefiora, 
d6sela a Dios en buen hora, 
como el Frayle la reciba.
El Cura me dio este pan, 
y su sobrina estos higos, 
y todos estos bodigos 
la muger del Sacristbn.
Neuaua, y vn santo viejo, 
q[ue] gran deuocibn nos tiene, 
me dixo: descalqo viene, 
tome vn trago de lo aflexo, 
verb como se acomoda, 
que assi acb nos calentamos.
Yo dixe: por Dios beuamos, 
que esta vida es tragos toda. 
Saiga vn pie de puerco acb; 
este torrezno es bizarro; 
pues la morzilla no es barro: 
pues que, este queso, q[ue] estb 
diziendo, comeme.

BRUNO Hermano,
irle a la mano me toca.

TURIN Padre, yo me irb a la boca,
y vbyame 61 a la mano.
Con qub amor, con q[ub] carifio 
hablan todos deste nueuo 
Serafin, por quien me eleuo: 
lloraua por pan vn nifto 
quando yo a pedir llegaua, 
y en dbndoselo su madre, 
me dixo: tbmelo, Padre,
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b r u n o

l u q u e s i o

b r u n o

Tu r i n

b r u n o

Tu r i n
b r u n o
Tu r i n

que por d&rselo lloraua.
No ay duda, que de los dos, 
es Luquesio el que lo yerra, 
los Frayles son en la tierra 
los mayorazgos de Dios.
Elios viuen sin rezelo, 
dellos mil bienes escucho, 
comen bien, y bebe[n] mucho, 
viuen bien, y vanse al cielo.
Luquesio, £qual es ntejor, 

ser Frayle Francisco, o ser 
salteador para comer?
Yo quiero ser salteador, 

aunque muera de ha[m]bre, Bruno. 
Detente, Luquesio, toma,

(Fol.
dale a tu gente que coma, 
no est6 quexoso ninguno.

Vase Luquesio.

Todo se reparta, en fin, 
por los que en el monte est&n.
lYo no guardar^ algtin pan 

para los dos?
No, Turin, 

que el mismo que este nos dio, 
al pobre que no le tiene 
le da siempre que conuiene. 
lY sino conuiene, no?
No, hermano, aunq[ue] no le te[n]ga.
No conuiniendo, no ay dar; 

pues bueno seri guardar 
para quando no conuenga.
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MARGARITA

LAURA

MARGARITA

LAURA

MARGARITA

LUQUESIO
b r u n o
l u q u e s i o

Finxese gran tempestad, y salen Mar­

garita, y Laura.

Laura, iqu6 es esto? 
o turbada toda la naturaleza 
da vn estallido, o los exes 
del Firmamento se quiebran.
Fray Francisco est& en la Ermita 
de los Angeles, y espera 
la rauerte ya cada instante.
Es Serafin, y assi buela 

al mismo cielo.
El estaua 

en el cuerpo de la Iglesia 
muriendo; llegue, y mirome.
No se que muda eloquencia 
tienen sus ojos.

Agora
me da cuidado otra nueua: 
el Gobernador de Asis 
dizen que este monte cerca 
para prender a Luquesio.
;Qui6n auisarle pudiera!

Laura, los truenos son vozes 
de Dios, y qua[n]do assi truena, 
sin duda que est& enojado, 
pues que da vozes ta[n] rezias: 
auisemos a Luquesio.

Sale Luquesio, y  Bruno.

Laura y su amiga son 6stas.
Fatigado estoy, Luquesio.
i,Dirasme que te desvelan 

mis pecados?.

2030

2035

2040

2045

2050

2055

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



203
BRUNO

LUQUESIO
MARGARITA

LUQUESIO
MARGARITA
LUQUESIO

MARGARITA

LUQUESIO

b r u n o

l u q u e s i o

b r u n o
l u q u e s i o
b r u n o

Ya ha tres noches 
que mis ojos no se cierran.
Margarita, £qub ay de nueuo?
Dezirlo conuiene apriessa: 

a cercar el monte viene, 
porque prenderte desea 
el Gouernador de Asis, 
ponte en cobro antes q[ue] venga.
^Sabeslo de cierto?

Si.
Bruno, i,qu6 harb? £Quib[n] dixera, 

que osara el miedo a mis brios?
Seguro huyeras, si huyeras 

con algtin disfraz.
Bien dizes, 

con este Abito de xerga 
de Bruno ir6 disfragado.
Huye con otra cautela,40 

y pideme lo dem^s, 
como el Abito no sea, 
que es cosa q[ue] no he de darle.
iAlguna cosa reseruas? 

iAlgo niegas al amigo? 
i,No es tu amistad verdadera?
El mayor amigo es Dios.
Imitale.

Esso quisiera, 
que su tunica inconstitil 
estimb Dios tan de veras, 
por ser Abito, o vestido

2060
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2080

(Fol. 14v.)

Here only versions d, f and p concur with this reading of 
c, which appears to be preferable. Versions a, b, g, i, 
n, m and p read "huye contra cautela". Versions h and 1 
read "huye contra la cautela".
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que le dio su Madre mesma, 
que con preuencidn diuina 
de singular prouidencia, 
ordend que los soldados 
la conseruasen entera.
Luego imitard a Dios hombre, 
si guardo el Abito, o prenda, 
que me dio mi Religidn, 
que es mi madre verdadera.
Dios, que estim6 esse vestido 

quando mostrd las finezas 
de su amistad con el hombre, 
no s61o sin resistencia 
dex6 que le desnudassen, 
entre otras muchas afrentas, 
pero despuds de desnudo, 
suspuesto que con largueza 
quiso dar su sangre al hombre, 
procur6 hazer euidencia 
de que toda se la daua, 
porque juzgd que no fuera 
tanta la amistad, si quando 
ddrselo todo quisiera, 
tenia alguna sangre mds, 
y se quedaua con ella: 
<;quiereslo ver? Pues escucha: 
parece que la postrera 
auia vertido Dios Hombre, 
por la ultima herida abierta 
con la langa en el Costado, 
y para que el mundo sepa 
que no le queda mds sangre, 
dispone que se estremezca 
toda la tierra en su muerte: 
con el temblor de la tierra,
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claro estb que tembl6 el monte;
temblando el monte, era fuerca
temblasse la Cruz, que estaua 2120
sobre el mismo monte puesta:
luego temblando la Cruz,
fue forgosa consequencia
que tambib[n] temblasse el Cuerpo
del Gran Dios, elevado en ella, 2125
pues con este mouimiento,
o agitacibn tan violenta
de la Humanidad, si acaso
algunas gotas pequeftas
en las venas se escondian, 2130
se sacudieron las venas, 
por derramarse del todo,
q[ue] es su amigo el ho[m]bre, y muestra 
quando le da Dios su sangre,
que ni vna gota le queda 2135
escondida, que en prouecho 
de su amigo no se vierta.
Pues como se jacta, y dize, 
que imitar a Dios desea,
iquibn a su mayor amigo 2140
alguna cosa le niega?

BRUNO Yo empiego ya a desnudarme,
pero no de la inocencia,
que esto es caridad, no culpa,
pues si como a Ad&n me dexas, 2145
ni aqui ay mancana vedada,
ni sierpe41 que engafie a Eua:
oy somos quatro de Octubre,

Here versions a, b, f, n, m and p concur with this 
reading of c. Versions h and 1 read "ni serpiente que 
engafte a Eva". Version d reads "ni siempre que engafie a 
Eva" .
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BRUNO

l u q u e s i o
b r u n o

Ma r g a r i t a

l u q u e s i o

y haze mucho frio, y nieua, 
en Italia es nouedad.
Ya, a lo menos, por de fuera 

parecerfe Religioso, 
tomo el Abito, y la cuerda, 
y a vestirme voy de Frayle: 
a Dios, partida es 6sta?
Parece que me despido 
para que m&s no me veas.
Ya te di el Abito, dame 

la palabra, que a qualquiera 
parte que yo fuere, ir&s 
a verme con diligencia.
Yo te lo prometo, Bruno.
Cu[m]pleme esta promesa.

Desnudo tiemblo de frio,
pero el cuerpo es el que tie[m]bla,
cubreme con tu capote,

(Fol.
que si me abriga, y calienta, 
dormir<§ aqui; y si Dios ho[m]bre, 
desnudo en la Cruz, espera 
la muerte por darnos vida, 
yo quiero seguir sus huellas, 
y morir tambi6n desnudo, 
porque tu, amigo, no mueras.
Dexemos dormir a Bruno: 

vistete Luquesio apriessa 
el Abito, que te imports.
No ayas miedo q[ue] me prendan, 

Margarita, que conmigo 
va la fortuna de C6sar.

va[n]se.
Salen Floro, y Roberto.
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FLORO

ROBERTO

FLORO
b r u n o

Fr a n c i s c o

f l o r o
b r u n o

£Por d6nde vino Luquesio 
con el Frayle? Espera, espera: 
ino es Luquesio el que encubierto 
con su capote se entrega 
al suefio muy arropado? 
iQ[u6] aguardamos? Esta es buena 
ocasi6n para matarle.
Esta daga le atrauiessa 

el pecho.
Esta el corag6n.

Iesus, Iesus, ino ay qui6n venga 
a socorrer a Fray Angel?

Sale Francisco.

Ya tienes en tu presencia 
a Fray Francisco, tu Padre: 
yo prometi, bien te acuerdas, 
que en el peligro mayor 
te acudiria; pues ea, 
ya ve[n]go a acudirte a tiempo, 
que a mi ta[m]bi6n se me acerca 
la muerte, porque mi cuerpo, 
au[n]que estd aqui, ta[m]bi6n queda 
donde est& muriendo aora, 
que la misma Omnipotencia, 
q[u]e me ha puesto en dos lugares, 
juntar las almas ordena, 
y los cuerpos, porque suba 
el Serafin de su Iglesia 
de vn Angel acompafiado.
Nunca vn desdichado acierta.
Si hazeis los dos penitencia,
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aunque aueis errado el golpe, 
acertarbis lo que resta.

208

2210

LAURA
BRUNO

MARGARITA
FRANCISCO

LUQUESIO

b r u n o

Salen Laura, y Margarita.

£Quien daua aqui tantas vozes?
Amigos, la Prouidencia 

de Dios me quit6 la vida.
Turbada he quedado, y muerta.
Idos los tres. £Qub aguardbis? 2215

vanse.

Luquesio, a Dios; mas si Esteuan 
rog6 muriendo por Pablo, 
por Luquesio vn Angel ruega.

Sale Luquesio vestido de Frayle, 
componiendose la Capilla, y el 

Corddn, como que se aca- 
ba de vestir.

Vesti el sayal apenas, 
quando discurrib, elado por las venas, 2220
no sb qub nueuo horror de vna voz triste, 
a quie[n] mal el afecto se resiste, 
pues a pesar del miedo, 
quando me parece que me voy, me quedo.
Mas ;ay! £No es Bruno aquel, que desmayad0?25 
con Francisco, su Padre, estb abracado?
Fray Angel, Bruno amigo,
yo estoy aqui, que morirb contigo.
Gran consuelo me ofreces:
;qub bien en essa xerga me pareces! 2230
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FRANCISCO

LUQUESIO

209
Di, £c6mo est&s herido?

(Fol. 15v.)
No importa que sepas como ha sido:

Roberto y Floro, ;qu6 dichosa suerte! 
pensando que eras tti, le dieron muerte.
Roberto, y Floro, y por ser Santo, Bruno2235 

querrb que no me vengue de ninguno; 
pues por las luzes bellas,
con que el cielo me mira Argos de Estrellas,
por la infausta memoria de dos vidas,
que imprimen en mi pecho sus heridas, 2240
por la sangre de Bruno, con que escriuen
en bronze tan mortal, letras que viuen,
por el estrecho nudo,
q[ue] desatarle no, cortarle pudo,
cruel tixera de embidiosa parca, 2245
por esse Imperio, que unico Monarca
domina Dios, por la beldad segunda,
que en pielago de luz el Sol inunda.
Pena de amigo aleue,
pues la venganga a mi passibn se deue, 2250
que en la noche, en el dia,
con cuydado, con ansia, con porfia,
entre lo temporal, entre lo eterno,
en la tierra, en el cielo, en el infierno,
los descubra, y los siga, 2255
y despubs de alcangados los persiga,
hasta q[ue] ya, con iras impacie[n]tes,
con los pies, con las manos, con los dientes,
despedagando aquellos cuerpos viles,
en btomos del ayre mbs sutiles, 2260
a ser tan inuisibles los reduzga,
q[ue] la misma venganga se desluzga;
porque si Bruno quiere
que no me vengue dellos quando 61 muere,
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FRANCISCO

LUQUESIO

BRUNO

LUQUESIO
BRUNO

FRANCISCO
LUQUESIO
BRUNO

LUQUESIO
BRUNO

210
la venganga en entrambos desluzida, 2265
quando contra su vida 
ya pronunciada la sentencia tengo, 
parezca que me vengo, y no me vengo, 
que perdono, y castigo,
que assi con Bruno cumplir6, y conmigo. 2270 
Mira q[ue] llega nuestra42 postrer hora, 

de mi sayal est&s vestido aora, 
con el puedes quedarte.
Esso fuera impedir que en qualquier parte 

busque a mis enemigos.43 2 2 7 5
Luquesio, los dos somos muy amigos: 

desde oy has de ser Santo, 
q[ue] tu misma palabra podrci tanto.
Nunca de serlo te la di.

Sin duda
te he de veneer. 2280

Si, har&s, que Dios te ayuda. 
lYo Santo? Nadie lo podrci conmigo.
0 lo has de ser, o no has de ser mi amigo, 

y este Serafin dixo q[ue] en mi muerte 
lo auias de ser de veras; pues aduierte,

(Fol. 16r.)
i,no me diste palabra, q[ue] a qualquiera 2285 
parte donde yo fuera 
irias a verme?

Si.
Pues, c,qu6 rezelo? 

Luquesio, al cielo voy, ve a verme al cielo.

Only c, d, f, m and p give this reading, which appears to 
be correct. Versions a, b, g, h, i, 1 and n read "Mira, 
que llega vuestra postrer hora".
Only versions c, d and f read "busque a mis enemigos". 
All other versions read "busque mis enemigos".
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LUQUESIO

MARGARITA

LUQUESIO

Cubren a los dos con vna cortina.

Ya espiraron abragados:
£Yo s61o podr6 viuir?
£Yo vivo, y Fray Angel muerto?

Sale Margarita.

;0 almas santas! Qui6n aqui 
se hallara con vuestras alas 
para poderlos seguir; 
mas si esc&ndalo de Italia 
con mis liuiandades fuy, 
ya mi penitencia al mundo 
podrci de exemplo seruir.
Fray Angel, aguarda, aguarda, 

agora si, agora si 
ser6 tu amigo de veras: 
que bien se vino a cumplir 
lo que el gran Francisco dixo. 
;Qui6n para bolar tr&s ti 
fuera el Querubin alado, 
de espiritu m&s sutil!
Pero fixas en la tierra 
las plantas con la raiz, 
que echaron antiguas culpas, 
no me dexan desasir.
Pues ea, a pesar de todas, 
por ser tu amigo feliz 
por toda la eternidad, 
desde oy conseruar6 en mi 
el Abito Religioso, 
y tan otro he de viuir, 
que vaya a verte a esse cielo,
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donde te goze sin fin.

Sale el Gouernador, y gente.

GOUERNADOR
LUQUESIO

GOUERNADOR
LUQUESIO

Por aqui dizen que vino.
El Gouernador de Asis 

es aquel: aunque me cueste 
la vida no he de mentir.
<:Pass6 por aqui Luquesio?
Yo soy hijo, y aprendiz 

de mi gran Padre, y Maestro: 
no ha passado por aqui.

2320

2325

Cruza las manos.

GOUERNADOR

LUQUESIO

GOUERNADOR

LUQUESIO

Aunq[ue] cerco todo el mo[n]te, 
no le puedo descubrir.
Yo me libr6, mas no es mucho 

si ellos buscauan, al fin, 
a Luquesio, y ya soy otro, 
que a mi no me hallen en mi.
£Qu 6 instrumentos soberanos 

son los que suenan?
Oid,

porque a vn Serafin, y a vn Angel 
veris al Cielo subir.

2330

2335

Tocan, y baxa vn Angel, y suben los 
tres44 como Frayles con alas 

grandes.

The stage directions after line 2336 in versions c, a, b, 
f, n, m and p read "... suben los tres como Frayles con 
alas grandes". Versions g, h, i and I read "... suben los 
dos como Frayles con alas grandes". The word in question 
in version d is illegible.
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ANGEL

GOUERNADOR

LUQUESIO

Toda la Corte del Cielo 
baxa por los dos; subid, 
donde con pies inmortales
pisbis tronos de zafir. 2340

Suben hasta la Cruz, y  tocan.

Ya aueis subido a la media 
Regibn del ayre; venid, 
donde la gloria os corone 
de clauel, y de jazmin.
Ya estbn los dos en el cielo; 2345

vamos nosotros a Asis 
a publicar el milagro 
del Angel, y el Serafin.
Perdonad, Senado ilustre, 

y los defectos suplid 2350
del Poeta, que en su afecto, 
es muy hijo de Madrid.

F I N .
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suelta a

COMEDIA FAMOSA:'

p EL F5.AYLE •'.HA DE
' SER.  L A D K - Q ' N , '■ 

O EL LA D R O N  HA DE SER FRAYLE.': h —  w

DEL DOCTOR FELIPE GODINEZ. • 

Hablan enelUlas perfonas figuicnte:.’
S inFrtH tifca . L u ja tJ i). F lora. M o rg tr i id . ’ lul'tA.
Bruno. ' ' ' . ‘T u rin . Robrrto. Lo u r a. F lG o u trru io r i*A J ts \

*’ * |». . ' ‘
Bru.'Dz  tu fineza.y la n i l  

leguro Luquedo eftoy, 
lino h i fido por ventura | 
cFefiCaanertecallado 
rn  amor.np fin ciudado?. ■ 
qurci mnilmuujiermofuri} 
quc niagora te Jo digo; 
porqcejriendolila amarat^. 
y atniftdola.deTptcciarai. 
la fire del mayor amigo. 

Z*y.DnoteFrajicifcoatiY
que yopobc JelerdcYcrai 
tu amigo hlfiaquepccrai? 

Er».Np;q plnq ine Ijayifto a mi,* * 
- nuidixofeb a midamd", ,

qoe comb fomca dMboipbresJ 
c»j.osbechps,cnjrpi nooabrca 
publica a vb2e$ ia/amaj-'.' 
hablaronpcrlaAo:icia’ • • . 
denoCotrou’ '

Z u  f .E p S r tp .  . , ;
ms has callado Tufecrrtot 
no tlsaa Bnir.o,jeftici a; 
quieveu ella mp.thp ? Birw.NcJ 

A  r n

Siltn Lu$utJ!o,Brvnoj Turin 
dot ionplfitloi. 

Irw.LuqueGoen traces tlnjercesJ 
que foberoja no k  bumilli? 

/•u f.P or  Dios qnc la fortunilla 
hate en los dosmuchas fuerres.' 
Todo loaaemotvcndido, 
cue hiremos Brooo.que folai 
Boiquedan eftaspiftolas, 
cue nitehra defend hanfido? 
Huyendodelajufticia, 
iqifi en t l  campo bien putdo 
dezirlo.codo fin micdo.

B ru .De las dqstienc noticia 
e(Te ha mb re cafi diuioo,' 
tffeStrafmllagadd, 
cfic Fur.cifco'.y ha dado ’ 
eadezirvndtutino.
Diie.que noes »erdadera 
latnyi.nimiamiftad, 
y que feui dc m dad  
mi amigo quandb yo mtyra. 

Lit j i  Luego agora no lo foyj . 
hatjaegritiotapeKfii. ’

k
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suelta b

CO MEDIA FAMOSA- 
O EL FRAYLE HA DE SERLadron.o el Ladron ha de fer Frajle. 

DEL DOCTOR FELIPE GODINEZ. 

Hablancnellalas pcifoms figuientcs.
San Francifco. Luauejtt. Flare. M d tg d t iu ,  J u !U .
Biune. Turin. Rcberte. Liurd. El G evert a Jar it A/ii*

I O R N A D A  P R I M E R  A .

Salett Luaue/iêBrune. y Turin ft. 
idoi ten pijlolnt.

Br. r  V q u e f io , c n t :a c c s ta  fu c r te a , 
J L  q u c  fo b c tv ia  n o  fc  h u m id a ?

Z j / j . P o r  D io s  q u c  la fo s tu n i l la  
h a z c c n io s  d o s m u c h a s  lu c r r c s .  
T o d o  lo  a v c :n o s  v c n d id o ,  

q u e h a tc m o s B r u n o .q u c  lo la s  
n o s  q u  e Jan  c fta s  p i i to la s ,  
q u c n u c t t r a  detenli ban  l id o ?  
H u y e n d o  d e  la ju i l l c i i>  
a q u ie n  c ic a m p o  b ic n  p u c d o  . 
o e z ir lo  to d o  t in  tu ic c o .

B ru n .  J c  io s d o s r ie r .e n o t ic ia  
c l lc  h c r r .b rc  c a l l d U ir .o ,  
e lk  S c u i in  l la g a d o , 
t f l e F r a r c i i c o  y ha d a d o  
e n d .z i;  v t iu . i  .d r.o .
D iz t y ju e  n o  es \ c :d ;d c r a
L  l u v j . i  1 n i l  a u d it  j u ,  

y >,uc u t.is u c  vctdad  
u . i  a m i g o q t i j n j o  » o  m u c ra ,  

!.«<•. L u  e g o  J . :y .a  r.o  lo  lo y  j  
liaqutgiuciouporru; *

i r a o .D e . tu  finez3,y U ra ia  
feguro  L u q u e fio c fto y *  
fin o  ha fido p o r ventura  
o fln la  avcitccallado  
vn  am or,no Gn cuydado, 
qu e ?s tan dlvina hecmufuca; 
que  n iagora te lo  d igb , 
p o t quc vicndolada amaras, 
yam andola  delpreclaras 
la fee cel m ayor am igo.

Z u /y .D ia o re tra n c iic o  a t i ,  
quc '  o no he de fcr de vcras 
tu am igo halla quc muctas?

2 r .N o ,q u e  c l no me h» vifto A m t |  ^ 
mas d iz o k lo a m i uaraa, 
quc co m e  fom os io s h -m b rc s ,
c u y o s h c c h o s ,c u y o s n o m b rC S

pub  ica a vozcsla  f im a ,  
uao aron p o t la n o tic ia  
dc n o x t .  os.

L u j .En tcto
m e na> calladotu fecrcto?  
n o ru n .'s B u tn o ju tlic ia i  
q u ie t, u  cila m u C h o i 

irx/r.Nu, A .quc
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suelta c

+ -,r
■: ’fd.oC'

c.?"p ’
•i ■'...i*'

ix ’ * ' \ajtut'-i * v S V  * «• % *&/.? •'.!!»! tr:; / / C O  M En IA F 'AMOS A:,::
& t f  .

M n: FRAYL E-HA D E
/ : ; s e :r l 'a d

’• J. ' *> • r'.‘i /t'S :-7' • .•
| ^ .5o.vEt‘XAe'R-bN HA DE • S l iV ^ A 'y 'L # ? / ' ’

t  TO.-R/F.EL rF.E;.qb:D;jWEZ.#iu !. K‘ .•! * : i •. «• VTl* •* ; *• t
S W  /■ > s.ni.-v 
^  . .̂ Ti£: •

*.■» r * i / A a l f ;  ‘ ûrv? , 'P 'E’R!-S O N.:AsS.,;V. . * * ,+ 1 : p  r * • f
1 , «  . : r *  b *  • ■* a * j I » ; / . '

'.■Lrtqutjio, -Tloro.' Margarin.I?I :■»/' H'
i/uno.:* :” ' • ;.TWny . Roberto, ,ldura, I'^hRiCouerasdordr/tJlu ,
fUlen&iiqiirfiOjBriirio&Turitt, todos £rwR.fDc tu'finczajytlamia*?'̂  
jfqjSfa;ot~xonfrjloUte'»b’’if.“f *1 1 •*rcguro'i,u,t}iiis'̂ o«ft;ĉ 1̂(ii'5i-.'•* *
«̂.'Luqtiefid'cn:cracc5tQfu‘crtcJ# 
iqac-fobenita-nofc huroilla?.̂ . 
wf.PorDiosqnclafortunjlla *''
.dtaze.-en Jb$dos-mtichas.fucrtcs.

„';Todo lo aucmosvcndido, 
?,#qoebarcmos Brunoyquc folas 
£Jrnasqucdaivcfl«piftolas, •• * 
af*quc nucllra defenfahau fido?; 
^Huyendoikla j-ulUcia,' < . > 
';.aquic»uUanipdbicn pucdo 
"•dczirlo todaflo miedo; •* .J 
f£r«». Delosdos ticnc noricia * 
^  cflchombrecafi dlulno, T 
A'cne^rafiMlIjgado,^-•’ ' v 
EiircflcFraiicif-co’y ha dado > ? t 
. cndczirvndrfjrtino.-*
: Dizc,quc no cs vcrdadcri.,_j; 
la fuya,mmiarm(lad, • ■ ; 

K\ y qoc I'crasdc vcriljd : •
E cjiu amigo quaodoyomueraV 
rXuj. Cucgo ag'irxno lo Toy? / 
p ’aqucgraciofa pcrAa. .• • ••.

Eno ha fidopdrvmrara^cE • 
ofcqfa aucrtccaJladovi A,
vnamohnofitlcoidado;.-1
quc csiaidiuina hcrmofdrv’̂ '

• queniagora;rc J6digo>;{/rtf
• porqucvicndolala.aroar?s^‘K  

y amandola dcfpreclarap
■ la fccdelrrtxyoramigo.
2 w^.Diaorcf rahcrfco avtli •• V;> ;r.; 
qucyb no’hc dcfcrdcrycr3S>V 
ru amigo ha Aa-qru mticras?-'! .

Brun. Ncr q>il no^nc havlfto a ml> 
masdriofclo.a mrDama^ 
q uc comcrfomos dos hoDjbrcjj 
cuyoshcchos,cuycsncmbrcs • ^ 
publfta'avozcslifama,''! \ \'--t
hab]arOc:poi;]anoticil J.* j*.
dcnofotros. •* ]

Zuq.Bn• c f c t o ' * •« ’ \'. /i
j -me has-calhdaro.jftcrctoV,
,no riehcsBruno,̂ '/Hflkia,’.*'?• ;V
quicrc£ccllamBri:ĉ 5r*ff.2}?o,* S- > 

'■■A . cue *;,;*■

1
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suelta d

'  >0 C L  fRAvr.ii H A  or s  = n  r ,
1  °  “  « » * ? »  HA DE SER FKAi-i',, ° X

F A M O S A.
P0C7VX F E L I 7 > E  C 0 Z > / K E 2 ? .  

Hablan cn clla l„ pcrrona, fizaicnwi* n
I Frdjicifco.• 7» ^

l-tqntfio..'T* • .

IV ■ • * ' " •

J o r n a d a

h  V * ,  AW,,,
fc.L,,. >•p&r'iW '7’'CCi r.i" fut«cs, I P..TA*
Is'-'v1 '* T,,cFi forrunJUj
irj.l*0’’ “,ud,JSiuc«cs.
k v * JUCmoSvcndiJo»
h q « H )0'i?run0 ^aciol«  

ncndD?1Cfcn!h Iun llcio?" K*&fdcIaJû c»j 
fcinK i ?y>0 l',w? i’llcJom.Vdu.1 0s dos Uv;p.c tiutici j

7!ol*err$. . :l ' . :

f f - v 
c ̂  #,-vrn.'j /cy ,Jf s 

l* *  * M  K  K. X. 
c /n rh u m rirc c jlJ jfu t iio ,
elk* Swjrfn IhgAdo, 
vfcl-’cjnc.lca'.y h.tdado ■ ; 
ctuJcs.r vn dcf̂ tlno, P-̂ Jue ;ii> vertJ jcicra J.i :i:i\t, ni :i»f airuftad,

V i]:;o icrJs de vcrdad  
1:'|J *»nnii>c» tjuaudo vo  m ucra. 

;io rj no lo Toy?
_ •■•> q'-’c-Viv.cfo J ;»orria.’
■o >k .D l- rw fm oza.y ta n:ia  

ly^'.:ro,Liic]i:clio,c(tov,
!• no ha lido  por ventura  
tuc ;;.a ;L :i;r:io .-:!:d a
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COMEDIA- TAMOSA^-urwf/t,vj>,
. ; v*..\ ‘ i'-~l

•r
s e r  l _a d r o :&7^;';\.': ; ;' .

.6 EL LADEON-HA DE S£»«R ^ lis-"V ;
• • • ■» • -A 4. . ■ ̂  r» > * • : • . •,

DEL DOCTOR X E llT % :& pitfk<Z.:':‘
P E R S  O  “N A  '5.

... ■ * • . ■ #* j  * *0 . •
■S.Tnncifco. JLuqvcfio. Flore. , M or*<rit4~. M B **
Bruno. , T u u it. Roberto. L o a n . ' . B lG o aerU *iv ra t4 p *t

i *v.!.
SnlenLaptfio,Bruno,y Turin,todos SriiH.Dewfinezaiyiami*, • .w

• K o u p i j lo U i.  f c g u  r o  L u q n c f i o  c f i6y» . ' . -r»

B r . X u q u c G o ^ n t r a n c c s t i f u c r t c s ,  f i n e  h a  G d o  p o r  v e n t u r a  '
. q u e lo b e r v ia n o l c h u m iJ la ?  • o fe n f a a u e r t e  c a l la d o  .  ' i

Z - v f . f o r  O t o a q u c la f o n u o i l l a  v r . s m o r . n o r f i n c t i y i b d o ,  •

h a z e  c n  l o i d o s  m u c h a s  lu c t t c a .  q u c  es t a n  d iu in a  b c r x p o f u ^ r . •, ■
T o d o  Io .a u  e m o s  v e n d id a ,  q u c  h i a g o c a t c k r f i i g o *  '

p o r q u c v ie n d o la - la a m a r a s ,  
y a m a n d o la d e fp r e d a r a s  
la  f c  d e l m a y o r  a m ig o .   ̂

Z a < j . D i x o t e F r a n c i f c o a t i ,  
q u c  y o  n o  h e  d e  f c r  d c  v c ra s  
t u  a m ig o  h a f ia q u c - m u c r a s !  

Z r . N o ^ q u c c l 'n o m c h a  v i f t o a m ^  

c n a s d iz o f c lo  a m id a m a ,
. q u c c o m o f o m o s d o s  h o m b r c s j  

c u y o s  h c c h o s ,c u y o s  n o m b r c s

q u e h a r e m o s . B r u n o . q u c lo la s
n o s q u c d a a e f t a s p i f to la s ,

'  q u c n u c f t r a d c f r n la h a n f id o ?
. t H u y c n d o d e la iu d i c ia ,  

a q u i  c n  c l  c a m p o b ic n  p n e d o  
d c z i r l o  t o d o  f in  m ic d o .

% r . D c  lo s  d o i t i c n c  u o t i c i a  
c f ic  h o  m  b r c x a f i  d i u in o ,  
c f ic S c r a f in l la g a d o ,  

c f i c  F r a n c i f c o , y  h a  d a d o  
e n  d e z i r  v n  d c f a t in o .  

• D iz c . q u c  n o c s . v c r d a d e U  
l a l u y a . n i i n i a m i f i a d ,  
y  q u c  fe ra s  d q p r e fd a d ..
• m i a m ig o  q u a n d o  y o  m u e r i ;  

'X  L u c g o  a g o r a  n b  l o  t o y i
haqucguciolapo^fii, {

r u b l i c a  a -v o ^ c s  la fa r a a ,  
n a b la r o n  p o r  la  n o t i d a  
d c n o f o r r o s .  

Xw^.Encfcto, .

m  c  h a t  c a l la d o t u  f e c r e t o t
n o  t i c n c s $ r u n o , ] u lU c ia f

.q o ic c c tc  d U  t n u c h o j  B ru  . _ .

1
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, "  - H A  'D E  SER L A D R Q N r -

.0 el' l a d r o n . h a  d e ';-ser FR;AY%iir'v-
D E L  D O C T O R  F E L I P E  .G O D IN S .2 ,  .

- . PERSONAS. Q.UE’HABLAN EN ELLA-, \>':'■
StnTrtnriJet. L»i*e]it,' F ln t .  M tr*» r \t i. j 'uHj;  « .  ' .  '

"Brunt. Turin. Rt&crit. L turt. ■ Z lG rv in tltr  I t  ■

'(f) JORNADA PRIMER A. (j) .2r«.Dctufineza,y la m<a, ' a
S t leu Lututfit, Brunt tj  Turin 

- • ".■» ■ ttdtjrtnftjitlat. '.Pra.Lnqncfio.cn trances tan fu'crtes,• quc fobcrvia no fc hurnilla?̂ ’ lf.tff. Por Dios quc lafortnnillaii33e en los dos thuchac fuertcs.- .Toddloavemds'-vcndldo, ’
1 . qcrHa1:̂mos Brdno'.qcc fdlga " nosqoediy effas'piftojar, • que nuefira'dcfcnfz hsa fido? • Huycndo de !a jufilcia, > nqui en'd campo bieii pucdo• dczirlo todo fin micdo. '

■fru, De lo's dos tlcne'noticiacfic homkre cafidivino,' : cfic Scrafin llJgadoI~‘: dTe Franpifcoi y hi'dado en dezir.vn dcfatino. ’ ' \jDitc, que no es yctdadcr* latura.ni roiamiftad; ' .i‘ y que'fcrh'dc vcrda'd'* * •
)} tnrar̂go’1qnmd.tf̂OTnuer̂ ' IJtiif.Lucgo aora.no.lo foy) s*
r  ’i* suc £^2rc&?iw • y.';- i

Si

fcguro Luqucfio cftoy, fitio ha fid# par ventura ofenfa aserre callado .••;. vn amorrQO fin cuidada; qu: es can divlna hcrtnofurî •. •" cue ni aora te lo digo, • porque vicpdolah amariŝ ,. y amandpla-deipreciaras _ ( in ■' • la fee.del mayor amigo.1 . i * '  Zvf.pixoccFrahcifcoi ci‘,'‘que yo no he de fcr tic veraff- • tu amigo hafla que mucras?"-' 2rn.No, que cl no.mc ha tiflou nnĵ i,.- .rhâxbfclqipidami,\C**‘r -- cue'como.fdmdsdoj ho'enbrrî ' .'.1

Zaj.EoefctQ y >. v>f*V me h«'calls do'to ̂ccrerd̂*V̂, ' 
Mjtiwê yomojuniciaa '' *•.

. qaiê 'iellatetcho? -
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Num. 47. 
O EL FRAYLE HA DE SER LADRON,

O EL LADRON HA DE SER FRAYLE.COMEDIA
F A M  O S A,

DEL DOCTOR FELIPE GODINEZ.

H ,blan en clla Us pcrfonas figuientcs.
S in  Frtncijco. Turin.  JrliTgxriti.
Bruno. F/oro. I.t/n a . J u /ii.
Luyurfio, 1\ontrto. tlGotxrniior Jc ^4jsiti

X  J O R N A D A  P R I M E R A .  X
Stlcn luyu tuo , Bruno , j  Turin con 

f l j lo i i t .
im.tr.Luquefio.en trances tan fuertcs, 

quc luberbia no fe humilla?
L u f.l\i[  Dios, que la forcunilla 

nace en los Jus mochas lucrtes. 
Tudu lo havemos vendido: 
quc hatemos, Bruno, que Colas 
nos q.iedan efias pifiolas, 
que nucllradefenta han lido? 
Hoyendo de la jufticia, 
aqui"en el ca mpo bicn pjcdd 
drcitlo tqdojiijj^ie Jo.

Irnu.Dc Iii® iJus ttene noiicla 
elleJi-aribrrcan Divino, 
cite SeraH aitaja& i;'' ,
eCTe Frantilco, VTia dado 
en Jrcirun defarino.
Dice, q ie no es verdaderi 
la ti'ya, ni mi amiltad, 
y qm leras de verdad 
:ni amigo, q-uacdu yo mum.-

ti/y.Luego ahora no lo fci 1 
H i quecraciola potfia 1 

Brun.D ; tu hntaa. y la mia, 
l’eguro, Luqoefio, clloi, 
fi no ha lido pur ventura 
cfcnta havertc callado 
tin amor. n.> tin e.iiJado; 
que es tan Jivnn hermofuraj 
que ni ah. ra te U J ig u , 
porque en viendula la arrwra?; 
y amandula delpreciaras 
la foe del mayor amii$o. 

lA^.Dixore Francileu J ti, 
quc y o no he de t er de veras 
tu  atnigo Italia que mueras? 

£ro/».No, que cl no me ha vido a ml* 
mas d ixu lc lu  a mi dama, 
que c. mo W>mcs dos h«>mbres, 
cuyos hechus, cuyosnumbres 
publica a voces la fsma, 
habtamn pur la nuticia 
denofotros. Luf.c.aeferd

A  me
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C O M E D I A  FAMOSA,
Num. 100. 

f?#ELFRAYLEHA DE SER LADRON. i
O E L  L A D R O N  H A  D E  S E R  F R A Y L E . - ' ' '

D E L  D c r r c n  F E L / T E  G O D l X E Z .  Gb,

PERSONAS QV£
.m FrsKufco, L *? u ;jio . F ic r* .
jihho- Tan.:. R tb.rto
CO J O R N A D A  P R IM E R A . (*j 

S-thn Ln<iitj:o » Bruno 1 y Turin 
tviit t on p/doAir.

Sru. L u q u e G s ,  : n  tra n c e *  ta n  fu e rtc J , 
q u c  fu b c rv ia  no  fe h u m iila ?Mg.-Per Dias qu: U fortunilh naze en les aus muchas fucrccs.Tndo lo avemos vendiio, que turcmws Bruno, qu: folas nos quedaa ellas pi ft alas, quenueiiradrfcczn hanGJc? Hayendo de lajuliicia> aqui en elcampo bien puedo oczii lo todo lin raiedo.

Inj. De los dos time noticia cfie homhrc caG dhrino, efieSeraGn liagado, cfic Francifco, y ha dado endezir vn defatino.Dize, que na cs vetdaacra la tuya, ni mi amiftad, 
y que liras ce verdad mi amigo quwdo yo mutra.

I » g .  L u * g o  aora  n o  lo  Toy? 
t u  que  g ra c ie fa  p o r& a !

MirgirUa.
L a u n .

HABLAN EN ELLA.
Julia.

L I  (Jovermdor i t  4 fsh »

( 2 )  Bru. D c  tu  f i n c t t ,  y  la  m ia ,  
fe g u ro  L u a u e f to c i t o y ,•w* lino haudo por ventura otcnla averte callado vn amor, no Gn cuidadr, qu: es tan uivina hermoiura* queni aora telodigo,*psrque vicndcU la amaras

P  
§§ . .fijg y amandoladefprccuraj Jjj Ja fee del mayoi amigo.

Luq. Disotc Francifco a ti,S(| queyo no hsdclerde veras tu amigo hilta que mu eras/*1* Bru. No, quc c: no mcha viftolmij mis uixoldo ami dama, que como fotnos doshombres,£ cuyoshechos, cuyos nomDtcs pubiica a vozes la Ema, hablaron por la noticia  de r.ofotros.lug. En:f:to <gj me has callado tu fecrecci 
4;,* no tiencs B.uno jufticia:a a^  ft **W bltMW? •#! UilV

q u ic r c tc  c lla  m u c h o i 

A
Bru.No, qae
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. ' C O M  E D  TA'. F A  M  O  S.A:'

HA^i}E' = S E R
O . EL L'^DRON HA .DE SER^RAYLE:
\ D E L  D d 'C io X 'D O K  ^ . H E L I P & C & f im & Z L

: ** HABLAN' EN ELLA LA'S PERSONAS-SIGUIENT£S.: l.-\
•- ' V:-* San Frsiiafiei £0 " Turin.'.1 ■ ' ’M*rgarUaJ-'rn2T:'ju lU ii'‘ ••

, .; /  CgV *• K.roi-"  ̂ . .• ego.' • L**r*:'.\ *i ’A :
' f  '.L o ? - ' • Rcle/it,' *  ' ^Xp E lG o vtr'n a& rd eA fiit.'. '< :■

■ T ‘ .-•»/.* >• • « V-■••• '•• . \
• . •;* u r *  . • .. .

quc gracio’fa .pbrnal*

'ft

un amor i no.fin-cuiiLido,. ;  J#. .  - i
, out.es ran divina hermofura^

quc n i aora te 'lad igo ,-. 'n iv V ^
,'^porque vic'pdola, la  amiras,;. .

' • '! • y am an io la ., defp rec iaras .-r-’«►;■■:;> -
v. 1 la f i  del mayor a m t c o *** /• • _ »» *' * *

'•hate cn los dos:muchasfuirtes:. todo lo avemos ycndidb,:'-A ,. que harbmos, Brupo ,' que Colas: • nos quedan ’cftas mftol’as, •. ’ ;
> 'cue nueftra dsfenla han fiio t/-- ’

"• 'Httyendo.de la j|u flic iar .: A i . : :  ^
aqui<n ei<campo*b:en"puedo> • ; : '.'.Lttautf. D uot:\F raric ifco ,a  

. dccirlo todo. Cn m ledo.:'!' •.>! ,̂ 7" ?■: ’  que yo no hede.fejjdc.vexlVt.rv.-i*.'nt nû  nniCf2S?*».%rvnc: Derlos dpl'tiene no’ticia.
* cffe hom bre'cafrDivir.o# 

cCTe Seraf.n” llagado,* 
eflc Franeireo, y ha daoV' 
en dccir un defatiho. . • t e-'-: 

•D ice > quc no es verdadera ’■
-la t u y i V i i i t t i r i ' a r n i l l a d i i 2 

. y  que.feras de v trdad :.
' d i  amigo quando yo-m uera...

r 1

• ~  tu ami j o  h aftIque ’niuerasfo',“,.:A*,I .
-  .; lW j« .N o 1que H n o  m efiaiviilo ’a. m l; 'x7 ,

' ■' mas dixofelo a m i dama,' '• ,
• que como fomos dos hom bres,' .  

cuyos hechos ,'cuyos nombre* . ..■ *
• •’ publica j*vbceV.u fama,--^1 •* "ihabiaron por la ncticia •; 1

; de norotros.A '  f-uKvtf* En cfero--.! m.
a
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COMEDIA- F AMOS A;-
EL FRA

■HA DE SER LADRON, j
i O  E L  L  A  D . R . Q  N , .

[ llA DE SER EmLE; ' ' ,
^ W U V E D B .6 ^ A L D E W ^ p E :tA W 4 % C 'A i-
\ -V ** ■ ?'*■} . I* v . : "• A

*JanFrm i/co. '$ to n ?
Julia* • \ ’ JBnmo. Turiri:' ’ ■; ' Roberto,^ ̂
Laura* ElGowcrna&or.&:Afsfc.\

■ ... • ••.'.♦..••• . t . w k  •*« \

TOJ^NADA PRIME R A. 

Salcn Lttqu:Jto,Bt^to,y Turin,toios con p tjlohr: v
Ĵu. Luquefio cn trances tan faettes, aqnf en ej ci'ropo b'len poeJ$Equfc (obetvii no (e. honilla? dcairiai todo Cn auedo.

I .  Por Dios- que Izfortuniili Bra.  De los dos tiene w >t\d l
tisze cn los dos muchts fucrteli . effe hombre caG< Dislno,

[Todo lo avemoj vcodido, etTe Setafin Uagado, ’Iqae haremcs Bruno, quc fola* elle Francifco, y ha da dofcnos'quedan eflas pidolas/ . efl deric uo delat’tco.jSqoe noeQra defev • . zt «’•••. * . .f.'r noes verdadet*PHurendo dc la 1 .. -V:; "i *i
k- • . ' ‘ *

4 ; * ,
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Num.dpl 
COM EDI A' FAMOSA .'^3 -'5 

O EL FRAYLE HA DE SERJ Ladron, o elLadron hade ferFrayle.
*

• D E L  D O C T O R  F E L I P E  C O D I N E Z 4  

PERSONAS QVE HABLAN- EN ELLA.
Stn Fnncifco. Luqurfo. F ieri. M drgariti, Ju lia .
Fruns, Turin. Roberto. Latin . ElGovcrnaior ds A $S\

(?) JORNADA PRIMERA. (J)
Salen Luquefio, Eruuo ,J  Turin red;; cut pi/lolas,

ir.Luquctlo.cn trances tan tuertes j quc Iwbcrvu no lc humilia?
Ztt[ Por Dios quc la fortunilU 

hare cn los dosmuchisfucrt.esu 
Todo lo ave.nos vcniido, 
quc hircmos Bruno,que folas 
nos quedan etlas pidolas, 
quc nucdra actant a Kan lido? 
Huyendo de la jui*ticia» 
aqui end campo bicn pa:Jo 
dczirlotodo un micdo.

E ru .Oc (os dosticnc nuticfa 
cilc hombre cat! divino» 
ell': Sefjfio llagido, 
cde Francifco,7 ha dado 
cn dezir vn dcl'sti.io.
Di2e,qttc nocs verJadera 
la tuya.ni ini amifta j, 
y quc (eras ac rcrjud 
mi amigo qaando yu rrvucra.

la^ucgoagon no LoR>yl

ha qacgraclofaporfia!£ru.Dctu nncz3,y ia ruia leguro Luquctiocftoy, fmo in fido por vcntor* ofcnfi averre callado vn amor,no lincuidado, quecstandivinahcrmofarsj que ni agora te lo digo, porquc viendola.laamarasr y atnandola dcfpreciaras la fee del mayor amigo. Xwa.Dixorc Francifco a tl, quc yo no lie de fcr de vera5 ru amigo hafta quc macras? £n*.No,qucfclnonichi viiloa rsr; mas ducfcio a mi dama, ' quc como femosdos horobrcsg cuyoshechos.cuyos nomlarci. publics a vczesla tama*. liablaron por la noticia dcnofotro*.
X»]£i.rctome his callaJo tu fccretoJ no ttencsBrano juiiiciaa. quieret: ella mucho?
£r,m N  dj

eb «l̂S. .
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