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El nuevo palacio del Retiro (1634), El cubo de la Almudena (1651), La devoción 

de la misa (1658), and El santo rey don Fernando (first and second parts, 1671) are 

works of a religious literary genre unique to Spain:  the auto sacramental.  Until recently, 

such plays have suffered a lack of critical attention, possibly due to their complicated 

theological focus.  Pedro Calderón de la Barca (1600-1681), the master of this genre, is 

the author of nearly eighty of these one-act works celebrating the Eucharist.  Of these, the 

most studied are those using biblical and mythological characters.  Calderón’s autos 

which use Spanish historical figures, such as the above five, have been the object of 

extremely few studies.  Most of these analyses remain at a superficial level, focusing on 

the works’ historical contents, rather than their central spiritual elements.  These works 

illustrate the cosmography of the time and place of their conception.  To uncover these 

autos’ full meaning, it is necessary to interpret all other theatrical components in light of 

these works’ primary topic:  the Eucharist. 



 viii

Throughout El nuevo palacio del Retiro, El cubo de la Almudena, La devoción de 

la misa, and both parts of El santo rey don Fernando, the historical elements are framed 

by the spiritual.  In the first, a competition in which the king participates is presented as 

an image of the transformation of Christ into the Eucharist.  In the second, a historical 

Muslim siege of Madrid is used to assert the victory of Spain against historical and 

spiritual foes through the Sacrament.  The third presents the devotion of a legendary 

soldier to the Mass as the source of victory in a historical battle.  The two autos written 

on the occasion of the canonization of the medieval King Fernando III combine 

historical, legendary, and fictitious events to illustrate temporal and eternal victories 

through the Sacrament.  As is evident in a more than superficial study, in these five autos, 

Calderón modifies history in order to convey an eternal message. 
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Chapter 1:  Introduction to Calderón and the auto sacramental  

The topic of this dissertation is the transformation, with unifying purposes, of 

history into literature in five autos sacramentales by Pedro Calderón de la Barca:  El 

nuevo palacio del Retiro (1634), El cubo de la Almudena (1651), La devoción de la misa 

(1658), and El santo rey don Fernando (parts I and II, 1671).  Spanish historical figures 

and events are used in these autos to represent spiritual concepts related to the Eucharist.  

The auto sacramental genre, associated with the Corpus Christi festivity, is in and of 

itself a celebration of religious unity.  In this dissertation, I will attempt to show, through 

a detailed analysis of the text, how in these five works, Calderón uses Spanish history as 

the parting point in the creation of literature which, apart from teaching and entertaining, 

reinforces the pillars of national unity:  one religion and one monarch.  In addition, the 

author freely adapts Medieval and present-day (to him) “history” in order to construct a 

providential metahistory of Spain.  This recreated history identifies the past and future of 

the nation with that of the universal Church, and bestows a cosmic significance on Spain. 

Interestingly, there appears to be a major contradiction between the glory and 

power of Spanish royalty depicted in some of Calderón’s works (including those to be 

studied), and the great decline suffered by Spain during the seventeenth century in which 

he lived.  This time period saw the degradation of Spain’s power in Europe.  The Spanish 

Habsburg dynasty came to an end along with the century, as the country saw the loss of 

its military preeminence to France and England.  With a palace dramatist as their author, 

a superficial reading of such plays would view little but political intrigue, with Calderón 

as a member of the imaginary crowd praising the clothing of a naked king.  There is a 
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well-known episode in which this author openly displays personal feelings in one of his 

literary works.  In 1629, Calderón broke into a convent of Trinitarian nuns, attempting to 

seize an actor who had stabbed his brother Diego.  This act earned the criticism of the 

preacher Hortensio Félix Paravicino, in a sermon to King Philip IV.  Calderón’s reaction 

was inserted into his comedia, El príncipe constante, in the form of a mockery (later 

removed) of Paravicino’s ornate oratory style: 

   Una oración se fragua 

  fúnebre, que es sermón de Berbería. . . 

  Panegírico es que digo al agua, 

  y en emponomio horténsico me quejo; 

  porque este enojo, desde que se fragua 

  con ella el vino, me quedó, y ya es viejo. (qtd. in Cotarelo:   133) 

As punishment, Calderón was placed under three days of house arrest.  The addition of 

this burlesque item to the story of a Portuguese prince that sacrifices his life, rather than 

surrender a Portuguese city to the Muslims, seems inappropriate.  However, this incident 

demonstrates the possibility of the insertion of this dramatist’s personal interests into his 

literature, not to mention those of his sponsors. 

 It is this very line of thought that has until recently created an overall negative 

critical viewpoint of these religious works, and specifically of Calderón’s autos 

sacramentales.  What is more, historically speaking, Golden Age literary criticism has 

generally neglected this religious genre in favor of the Spanish comedia.1  Through this 

dissertation I hope to significantly contribute to the interest in and appreciation of these 
 

1 I can personally attest to the neglection of religious works to this day.  I attended an international 
conference in honor of the 400th anniversary of Calderón’s birth.  It was held in the Universidad de 
Pamplona (Pamplona, Spain) in September of 2000.  This university is one of the centers of promotion of 
the auto sacramental, and specifically those of Calderón.  There were a total of one hundred fifty-one 
Calderonian literary studies presented in the conference.  Of these, one hundred twenty-one were related to 
his non-religious works.  Mine was one of thirty studies on Calderonian autos presented at the conference. 
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religious works of Calderón, as well as the religious theater of the Golden Age.  

Recognizing that these plays are from an age different than ours, I do not doubt that it 

requires patience to follow their analysis.  However, I ask that the reader be patient in the 

lecture of these studies.  In the end, I hope to make a worthwhile contribution to your 

literary knowledge. 

 Logically, many of the studies done on such plays tend to focus on perceived 

socio-political metaphors, and analyze no further.  What I intend to do is to interpret 

these five autos by don Pedro Calderón de la Barca from a variety of interconnected 

angles, in a manner never before utilized.  Naturally, I will look at their poetic 

components, such as versification, rhymes, rhythms, and figurative language.  Also, in 

addition to a study of their biblical, theological, and historical concepts, I will analyze the 

representation of these concepts in onstage elements, such as monologues and dialogues, 

music and different sounds, movements and signals, dramatic scenic annotations, images, 

rhetorical figures, etc.  Finally, I will apply a triangular analytical focus to these five 

Calderonian works.  In a progressive order of interpretative depth, the first level of 

interpretation will be the individual, followed by the national, and ending in the spiritual.  

For example, the battling figures of the Muslim Almanzor and the Christian Garci-

Fernández in one of Calderón’s works to be studied, La devoción de la misa, can 

represent the individual Christian’s struggle with the devil.  They might also be viewed as 

the historical struggle of the Kingdom of Spain against non-Christian enemies.  Finally, 

Almanzor and Garci-Fernández can be images of the temporal struggle between good and 

evil, with the eventual victory of good.  These three proposed levels of interpretation do 

not necessarily exist in every single element of a Calderonian play, but a study of their 

interwoven presence throughout the drama can produce a magnificent literary tapestry.  

Such a reading will be applied specifically to the five historical autos to be studied in this 
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dissertation.  However, the interconnection of this multiplicity of interpretations can 

facilitate a better understanding of all of Calderón de la Barca’s works.  I dare say that 

such an analysis can be useful in any genre of literary work by any author of the Spanish 

Golden Age. 

Concerning the methods of interpretation to be used, the primary one will be the 

text-based thematic structural approach.  This approach is well suited for the works to be 

studied, considering a statement by Calderón in a prologue to the 1677 edition of twelve 

of his autos.  This statement responds to the criticism of his use of certain characters in 

many of his autos:  “A que se satisface, o se procura satisfacer, con que siendo siempre 

uno mismo el asunto, es fuerza caminar a su fin con unos mismos medios, mayormente si 

se entra en consideración de que estos mismos medios, tantas veces repetidos, siempre 

van a diferente fin en su argumento. . . .” (qtd. in Valbuena Prat:  42).  The sacramental 

theme of these works is always the same, but the plot varies.  This variation would also 

apply to other theatrical elements, including the verbal, characterization, and scenic 

components.  The link to be established using this method of interpretation is that 

between the topic of the autos and their literary and theatrical structure.  This will lead to 

a better understanding of Calderón’s dramatic methodology. 

The secondary critical component of this dissertation will be New Historicism.  

Though apparently incompatible with the text-focused thematic structural approach, this 

method of interpretation complements it, especially in the historical autos.  While their 

depiction of historical figures and events is far from accurate, in order to understand such 

elements in the interpretation of these theatrical works, it is necessary to know the history 

on which they are based.  For instance, how could both autos featuring Fernando III of 

Castile as the central character be interpreted without knowledge of this monarch’s reign?  

It is also important to be acquainted with the thought of the time.  For example, the 
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frequent appearance of a Jewish character as a wandering exile is a reflection of the 

theology, not of the twentieth-century Second Vatican Council, but of the sixteenth-

century Council of Trent.  Such figures, both historic and representational, must be 

understood under the thought of the time in order to capture their full literary meaning. 

The study will be divided in seven chapters.  This first chapter will provide an 

introduction to the genre of the auto sacramental and to Calderón de la Barca’s works to 

be studied.  Each of the following five chapters will involve the analysis of one of the 

five Calderonian autos listed above.  Finally, the seventh chapter will interrelate the 

findings of the previous chapters and sum them up, hopefully confirming the theatrical 

and ideological theses proposed.  This introductory chapter will begin with a brief 

biography of Calderón.  In order to better understand the literature to be studied, an 

introduction will be made to the auto sacramental genre and its history.  Next, an 

overview of the criticism of the Calderonian autos in general, and specifically those to be 

studied, will be presented.  In anticipation of the comprehensive analysis to be conducted, 

the theological and philosophical makeup of Calderón and his autos will then be 

examined.  Finally, an overview of the allegorical background of the autos in which 

Calderón uses historical characters will be done.  It is hoped that this background study 

from diverse angles will contribute to a more thorough comprehension of these five 

works by Calderón. 

Very little is known about the life of Calderón.  He was born in Madrid January 

17, 1600.  His father was a somewhat successful government official who was harsh and 

dictatorial towards his family.  This no doubt was influential in his future theatrical work.  

Starting at the age of eight, he received his education at the Colegio Imperial de la 

Compañía de Jesús.  He enrolled in the University of Alcalá in 1614, but transferred to 

the University of Salamanca in 1615 (the year of his father’s death).  Here Calderón 
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continued his studies in arts, law, and theology until 1619 or 1620, when he abandoned 

his studies to enter the service of the constable of Castile.  Around this time he 

participated in a poetry contest on the occasion of the beatification of San Isidro.  Lope 

de Vega praised his poem dedicated to this Church Father.  In 1622 Calderón won third 

place in the contest on the occasion of the canonization of San Isidro, and first place in 

those associated to the sanctification of San Francisco Javier and San Ignacio. 

While Lope de Vega was the preeminent Spanish playwright of the Golden Age 

during the first part of the seventeenth century, Calderón de la Barca succeeded him in 

this capacity upon Lope’s death in 1635.  Although Calderón followed the three-act 

dramatic form established by Lope, the comedia nueva (new comedy), he developed his 

own style.  Whereas Lope concentrated on dramatic action, rather than characterization, 

Calderón focused more on the thought processes of his characters.  His style is Baroque, 

displaying psychological problems, complex, interrelated metaphors, as well as the 

greater usage of onstage theatrical devices, such as lights, machinery, and music.  Some 

of his best known comedias are El médico de su honra (1635), La vida es sueño (1635), 

El alcalde de Zalamea (c. 1640), and La hija del aire (1653).  Calderón’s preeminence 

among the later Spanish Golden Age dramatists would draw the attention of German 

critics such as Schlegel, and prove vital in the development of German Romanticism.  He 

was well admired by the British Romantic, Percy Bysshe Shelley. 

Calderón began writing plays in 1623, and they were regularly performed in 

public.  At the same time, he began to write plays for the court of the young Philip IV of 

Spain, rapidly becoming preeminent in the circle of dramatic poets with which the King 

surrounded himself.  By the 1630s he acquired great recognition as a playwright, and was 

named the official playwright of the court, a position which he would occupy until his 

death.  In 1636 Philip IV made him a Knight of the prestigious Military Order of St. 
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James (Orden de Santiago).  Calderón enrolled in the army as a Knight and fought against 

the uprising of Catalonia against the central government.  He participated in the Catalan 

military campaigns from 1640 to 1642.  In 1642, after being wounded, he was allowed to 

leave the Principality with honorable mention. 

The 1640s were a somber decade for both Calderón and Spain.  The Spanish 

Kingdom faced revolts in Catalonia, Naples, Sicily, and Portugal.  Philip IV’s wife, 

Queen Isabella, died in 1644, and his only son and successor at the time, the seventeen-

year-old Prince Baltasar Carlos, in 1646.  As a result, public theaters were closed and the 

performance of comedias forbidden from 1644 to 1650.  Calderón lost both his brothers, 

José in 1645, and Diego in 1647.  The situation of the theater in Spain would begin to 

improve with the arrival in 1649 of Philip IV’s second wife, Mariana of Austria. 

An early wish of Calderón’s mother was fulfilled in 1651, when he was ordained 

a priest.  From this time on he limited his publicly performed compositions to two autos a 

year, written for the City of Madrid’s Corpus Christi celebrations.  However, he 

continued to write comedias for the Court Theater.  These works, such as La hija del aire 

(1656), were of predominantly mythological themes.  In 1655 he moved to Toledo after 

being named chaplain of the Capilla de los Reyes Nuevos, in the cathedral of that city.  

Granted permission to hold this position without residence, he moved back to Madrid in 

1657.  This same year his only son, Pedro José, died at the age of ten.  At that time, 

Calderón entered the Congregación de Sacerdotes Naturales de Madrid, attaining the 

position of head chaplain in 1666.  In 1663 he was appointed honorary chaplain of the 

king, a position which he held until Philip IV’s death in 1665.  He continued to enjoy 

royal protection under Mariana of Austria and her son Charles II, until his death on May 

25, 1681. 
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Before reviewing the history of the auto sacramental, it would be good to define 

it.  “Auto” is related to the Spanish word “acto”, which comes from the Latin “actus”, 

which can mean performance.  This genre is a one-act play.  (It should be noted that 

Spanish and English share a second, non-theatrical meaning for the word “act,” which is 

that of “action.”  Such would be its meaning in the expression, auto de fe—“act of 

faith.”)  For theatrical purposes, sacramental refers to the Sacrament of sacraments, the 

Eucharist.  As will shortly be seen, the theatrical makeup of the auto slowly changes over 

its years of development.  However, it dramatically represents in varying degrees the 

mystery of the Eucharist.  By the time of Calderón, master of the genre, it can be defined 

as an allegorical drama of one act, represented during the annual Corpus Christi 

festivities.  The topic of the auto is the celebration of the Eucharist.  It generally uses 

allegorical personification, and ends with what is referred to as a “discovery,” that is, “a 

ritual disclosure of a host and chalice that merges play into liturgy” (Kurtz, Play 2).2

Historically speaking, the roots of this genre, unique to Spain, lie in the 

establishment of the Corpus Christi festivity by Pope Urban IV on August 11, 1264.  St. 

Thomas Aquinas wrote the liturgy for this holy day.  According to Ricardo Arias, “The 

underlying feeling [of the feast of Corpus Christi] is one of unrestrained joy and 

thanksgiving for this most magnificent of God’s gifts” (17).  This contrasts with the sad 

meditation on the Lord’s passion during Holy Week.  The death of Urban IV shortly after 

the issuance of his decree establishing Corpus Christi prevented the dissemination of its 

practice until confirmed in 1311 by Pope Clement V in the Council of Vienne.  His 

successor, Pope John XXII, added the requirement that on this day processions be held in 

which the public could view the Host and worship it at designated stops (Wardropper 40-

41). 
 

2 Quotations such as this will refer to Barbara E. Kurtz’ The Play of Allegory in the Autos Sacramentales of 
Pedro Calderón de la Barca. 
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The early development of this genre is largely unknown, due to the absence of 

surviving medieval Spanish theatrical works.  Of these, there remains only a fragment of 

a twelfth-century work, known as Auto o Misterio de los Reyes Magos, an anonymous 

liturgical drama.  Gómez Manrique’s (1412-1491) Representación del nacimiento de 

Nuestro Señor (mid-fifteenth century) is the next known theatrical work in Spain.  Both 

of these works are set in the Nativity.  The earlier one depicts the coming together of the 

Magi and their encounter with Herod.  Manrique’s play depicts the birth of Christ and the 

adoration of the shepherds, and then makes reference to his future suffering.  It was 

apparently written at the request of Manrique’s sister María, vicar of the Franciscan 

Monasterio de Calabazanos.  The action is as follows:  Joseph, speaking to himself, 

believes he has been dishonored by Mary.  Mary (“la Gloriosa”) prays that God might 

illuminate Joseph’s blindness, and an angel recites to him Isaiah 7.14, which states that a 

virgin shall conceive and bear a son.  When she gives birth to Jesus, Mary worships God 

and expresses gratitude, while at the same time recognizing that she will have to undergo 

great suffering because he is sent to suffer death in order to save sinners.  An angel 

presents himself before three shepherds and announces the birth of Christ.  These go to 

visit him and each one individually worships him.  Then the archangels Gabriel, Michael, 

and Raphael come to bless and serve Mary.  They then present the child with items 

indicating his future sufferings:  the chalice, the rope, the whip, the crown of thorns, the 

cross, the nails, and the spear.  They then sing a song to the child so that he does not cry.  

As will be seen in the analyses of the autos, these symbols of the future suffering of Jesus 

prefigure the use in Calderonian plays of allegorical objects and figures to represent, not 

only events, but concepts. 

It is generally theorized that the auto genre developed from the processions 

associated with the Corpus Christi festivity.  It is possible that processional carts, 
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carrying either mobile or immobile individuals representing religious themes, evolved 

into the carts associated with the performance of autos.  These carts might have gradually 

become detached from the processions and used by theatrical companies.  With them, 

they could carry items necessary to perform religious works in different parts of a large 

city like Madrid, as well as in several small towns.  By the latter sixteenth century, carts 

would be taken to the place of the performance (many times a city square) and attached to 

a wooden platform to form the stage (Rull, Introduction xvii).  (As will be seen in their 

analysis, there are stationary carts associated with Calderón’s autos.) 

To the present, there is no work universally recognized as the first auto 

sacramental.  This term does not include religious plays performed on dates other than 

Corpus Christi, nor those unrelated to the Eucharist.  In the first half of the sixteenth 

century, biblical works with no connection to the Eucharist were many times referred to 

as autos.  Those written on the topic of the Resurrection, performed Easter morning, and 

those on the Assumption, performed August 14, “were just as likely to be staged on 

Corpus Christi along with the other biblical autos and allegorical farsas” (Stern 213).  

The auto’s origins are generally associated with religious plays performed the first part of 

the sixteenth century, during the Corpus religious festivity.  Auto de São Martinho 

(1504), written by the Portuguese playwright and poet Gil Vicente for the Portuguese 

Queen Dowager Leonore, is considered by some to be the first auto sacramental.  This is 

due to the fact that it was a short, religious play performed on Corpus Christi.  However, 

its subject, though religious, is not sacramental.  It is based on the legendary giving by St. 

Martin of Tours of half his coat to a beggar.  Another possible initiator of this genre is 

Farsa sacramental by Fernán López de Yanguas, written before 1521.  Its subject is the 

apparition of an angel to four shepherds—Jerome, Ambrose, Gregory, and Augustine.  

The angel speaks to the shepherds concerning Christ’s giving of himself to them as food 
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on Corpus Christi, explaining the doctrine with numerous biblical texts.  The shepherds 

believe the angel and there follow several songs in honor of the Sacrament (Arias 60).  

Though associated with Corpus Christi and the Eucharist, the play is not totally 

allegorical. 

Whether or not he is the author of the first auto or not, Gil Vicente (c. 1470-c. 

1536) wrote a significant number of them and no doubt was influential on their future 

development.  Vicente’s autos were written for presentation before the Portuguese 

royalty.  His best known autos are Auto da Barca do Inferno (1517), Auto da Barca do 

Purgatório (1518), and Auto da Barca da Gloria (1519).  These works illustrate the 

transfer to the three traditional destinies after death (hell, purgatory, and heaven) as 

journeys aboard different boats.  Naturally, those traveling on the heavenly vessel consist 

of figures of the royalty, high nobility, and high clergy.  One of his earlier autos, Auto da 

Alma (1508), is an allegory of the journey through life.  This work compares road shelters 

for the rest and feeding of wayfarers to the shelter of the Church and the banquet of the 

Passion, the Eucharist.  According to this auto, the Holy Mother Church is the place of 

rest; the table is on the altar and the dishes are emblems of the Passion.  The play 

proceeds with the Virgin and four Doctors of the Church (St. Jerome, St. Augustine, St. 

Ambrose, and St. Thomas) standing around a table with one chair.  The Virgin speaks of 

the price her Son paid to give man rest on his brave journey towards glory.  According to 

her, the Holy Church gives this table to the tired pilgrims.  They see a Guardian Angel 

with the Soul of an empress.  The Angel tells her not to sleep on the way, and she 

requests that he defend her with his luminous sword.  The angel responds that he has 

been sent for that purpose, but that she needs to resist evil.  He tells her that God has 

given her freewill to achieve a glorious status, and that she must avoid sin.  The Devil 

arrives and asks her who is taking her on such a difficult path.  The Soul tells him not to 
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detain her, but he responds by encouraging her to enjoy earthly goods.  The Angel asks 

the Soul what is detaining her there, and the Devil asks him why he is in such a hurry.  

The Soul remains with the Devil and buys expensive jewelry and clothing.  The Angel 

begs her to remain on the path.  When the Soul is convicted and feels unworthy, the 

Angel asks her to come with him to the Holy Church and its holy Doctors, and that she 

will come out very confident as well as beautiful.  She arrives at the Church confessing 

her sin, and the Church tells her to enter, that the dishes have been prepared by God the 

Father.  St. Jerome, with the assistance of the other three Church Doctors, serves Soul 

whips, the crown of thorns, the nails, and the crucifix.  In the end all, including the soul, 

worship singing Te Deum laudamus.  This symbolic restoration of the Christian through 

the Church’s administration of the Sacrament is definitely a step forward in the 

development of the auto, given its allegorization and direct reference to the Eucharist.  

According to Zimic, “El Auto del Alma entero, y particularmente estas últimas escenas, 

contienen los elementos fundamentales, tanto doctrinales como escénicos y teatrales, de 

los autos sacramentales calderonianos, aunque al considerar la elaboración artística e 

ideológica de éstos aquél parece más bien un ‘esbozo’” (203).  Interestingly, Gil 

Vicente’s allegorical representation of the Eucharist is more similar to that of the future 

autos of José de Valdivielso than to those of Calderón, which end with a literal display of 

the Sacrament. 

Diego Sánchez de Badajoz (1479?-1549) is also important in the development of 

the auto.  Religious theatrical works centered on biblical allegory, with an emphasis on 

its connection to the Eucharist, are found in his posthumous Recopilación en Metro 

(1554).  Among these, some of those written for Corpus Christi are:  Farsa de Ysaac, 

Farsa de Moysén, Farsa del Rey David, and Farsa de Abraham.  Biblical allegory would 

come to be a major component of autos, including some of Calderón’s, such as La cena 



 13

del rey Baltasar (1634), Mística y real Babilonia (1662), and El arca de Dios cautiva 

(1673).  Farsa de Ysaac is a good example of Sánchez de Badajoz’s biblical allegory.  

The plot of this drama is based on the biblical story, from the book of Genesis, in which 

Jacob steals their father Isaac’s blessing from his older brother, Esau.  There is a 

shepherd onstage which explains the allegorical meaning behind the action.  Basically, 

Jacob deceives all of his father’s senses except that of hearing.  Isaac recognizes Jacob’s 

voice (good sense of hearing), but not his body (blind sense of sight).  He touches Jacob, 

but confuses the skins of kids placed on Jacob’s hands and neck by his mother, Rebekah, 

with the skin of Esau (bad sense of touch).  Isaac then eats the kid soup brought to him by 

Jacob, and believes it to be a soup of game hunted by Esau (bad sense of taste).  Finally, 

Isaac believes he smells Esau instead of Jacob, due to Esau’s clothes Jacob is wearing 

(deception of the sense of smell).  He finally gives his blessing to Jacob.  The shepherd 

then explains what has happened in terms of the Eucharist, the appearance of which is 

that of bread, but its substance, God.  Next, the play portrays Isaac’s blessing of Jacob, in 

which he calls on God to provide him with abundant bread, wine, and oil.  Then Esau 

appears and reveals, to his father, his brother Jacob’s deceit.  In his blessing of Esau, 

Isaac states that he will have to serve his brother, but will eventually be free from his 

yoke.  The shepherd explains the allegorical meaning of both blessings.  In the blessing 

of Jacob, the oil symbolizes the purification of the soul, while the bread and wine are 

God’s gift of His body and blood.  The eventual liberation in Esau’s blessing is a figure 

of the unity of believers, eating from one bread and drinking from one chalice (Arias 70-

73). 

The Códice de Autos Viejos contains a collection of ninety-six plays, written from 

1550 to 1575.  Most are anonymous, and all except one are of a religious nature.  What is 

significant in this collection is that approximately one-third of the plays are of a 
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sacramental nature.  Among them, an increased variety of topics is used to represent the 

Eucharist, though the use of Old Testament themes predominates.  There are also New 

Testament topics.  Significantly, in some of the plays, “Contemporary conditions are 

dramatized to illustrate some aspect of the Eucharist.  In these plays are reflected some of 

the serious problems which ecclesiastical and civil authorities had to face, especially the 

large number of Moorish and Jewish converts and the Protestant menace” (Arias 78).  

These are elements which appear in the five autos sacramentales to be analyzed in this 

study. 

Professional playwrights contribute to the final development of the auto genre.  

Among the preeminent ones are Lope de Vega (1562-1635), José de Valdivielso (1560-

1638), Antonio Mira de Amescua (1574?-1644), and Tirso de Molina (1583-1648).  

These four authors, as well as Calderón, were Catholic priests.  Lope de Vega stands out 

in the secular theater of Spain as the developer in the 1580s of a new form of Spanish 

secular drama:  the comedia nueva.  This new style of comedia (the old style being 

known as the comedia antigua,) was divided into three acts, instead of the classical five 

parts.  It combined the tragic and the comic, and did not strictly adhere to the Aristotelian 

unities of time, place, and action.  Lope’s dramatic style is expressed in his treatise, “El 

arte nuevo de hacer comedias en este tiempo” (1609).  In his theater, Lope strives to use 

the language and popular culture of the people, his spectators.  Though Lope’s beautiful 

lyrical qualities are present in his approximately forty autos, the Eucharist, though 

mentioned and sometimes displayed, is not the central element.  An example of this is 

found in his auto, El pastor lobo y cabaña celestial, based on the parable of Luke 15.3-8.  

In this play, the devil, Pastor Lobo (Wolf shepherd), disguised as a God shepherd, 

kidnaps a ewe lamb (Cordera) from the sheepfold of Dios Pastor Cordero (God Shepherd 

Lamb), as she sleeps.  Dios Pastor Cordero goes and rescues her, taking Cordera to 
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Mount Zion to gather flowers.  Lobo and Apetito (Apetite) find a cross and, next to it, 

Cordera and Dios Pastor Cordero, she crowned with roses and he crowned with thorns.  

Dios Pastor Cordero then climbs on three nails attached to the cross and bids Cordera to 

eat from the pasture.  Next, a Eucharist covered by a cross appears.  Cordera exclaims 

that it is live, heavenly bread.  When bid by Pastor Lobo to leave the cabin of Dios Pastor 

Cordero and return with him to his, Cordera replies that she will not depart from the 

divine cabin.  She then affirms that God will give her his grace and, later, his eternal 

glory.  As can be seen, though the Eucharist is displayed at the end of the auto, the 

central image is that of Christ, both the shepherd and the human lamb. 

Of the auto composers alive during the first half of the life of Calderón, José de 

Valdivielso is probably the most prominent.  A preeminent priest and chaplain, he was a 

close friend of Lope de Vega.  Virtually all of his literature is of a religious nature.  Like 

Lope, he strove to integrate the beauty of popular culture into his works.  In addition to 

poems, Valdivielso wrote religious autos, of which seventeen survive.  His intense 

elaboration of complex allegory, as well as the significant adhesion of each detail to the 

plot as a whole, is the foundation of the superiority of his theatrical work (Wardropper 

306).  This can be seen in his auto, El peregrino (The pilgrim)3.  At the beginning of this 

work, the character Peregrino (Pilgrim) is seen embracing Tierra (Earth), which is 

covered with grass and flowers, and which wears a castle or symbolic village as a hat.  

He struggles and is able to separate from Tierra, after which he sets out on a journey to 

find eternal life, which Tierra is unable to give.  Once free, his first act is to fall asleep.  

In his dreams, he sees two stairways dropping from the onstage carts.  One, which is wide 

and flowery, has above it the mouth of hell.  The other, narrow and full of thorns, crosses, 

and skulls, leads to heaven.  Verdad (Truth), dressed as a shepherd, appears in his dreams 
 

3 The following summary of the play is based on the one in Wardropper’s Introducción al teatro religioso 
del Siglo de Oro, pp. 306-11. 
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next to the narrow stairway and instructs Peregrino to choose one of the two.  Yet asleep, 

he chooses the one which is wide.  Waking up, he realizes his mistake and agrees to 

follow Verdad along the narrow path of Penitencia (Penance).  Along the way, Peregrino 

steps on a thorn (a memento mori), but his suffering is nothing compared to that of the 

Christ carrying his cross along the same path. 

In a scene change, Luzbel (Lucifer) expresses his anger to Deleite (Delight) and 

Engaño (Deceit), observing Peregrino ascending the same stairway he abruptly 

descended.  He decides to tempt him once again.  In a change of scenery, there appear 

Cueva de la Penitencia (Cave of Penance), right stage, and Venta de la Honra (Sale, or 

Roadside Inn, of Honor) on the left.  By Venta there is a tree, from whose branches hang 

symbols of human greatness, such as crowns and tiaras.  As Peregrino and Verdad appear 

onstage, Peregrino desires to climb the tree, but once again is pricked by a spine, the 

spine of Death, and desists.  He unwillingly returns to Cueva de la Penitencia, where he 

requests the water of Bautismo (Baptism) and penitential bread.  Penitencia, a lion, 

appears and scares Peregrino.  Verdad comments that, not treated, Penitencia is a wild 

beast, but treated, is secure.  At this point, Penitencia removes the lion head, below which 

is a beautiful woman, and departs. 

In a second change of scene, Peregrino decides to go to the theatrical city of 

Plasencia, in order to be able to live without working.  At the door he is met by Placer 

(Pleasure), who, upon seeing the accompanying Verdad, bars entry.  Peregrino and 

Verdad are next seen at casa de la Hermosura (house of Beauty), founded on río del 

Deleite (river of Delight).  Deleite, dressed as a beautiful woman, exits the house.  

Peregrino falls in love with Deleite, but becomes disillusioned upon embracing her.  

Mendacio (“Mendacio”), the majordomo, serves food to the couple.  In the first platter 

there is a bird, symbol of honor and dignity, which flies away; in the second, some red-
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hot coals, a figure of riches; in the third, a skull, well-known symbol of death; in the 

fourth, there is nothing, associated with the emptiness of Deleite.  Disillusioned, 

Peregrino decides to leave, but is attacked with arrows and swords by Luzbel and 

Engaño.  Verdad escapes to a high place where he cannot be hurt. 

After the aggressors leave Peregrino for dead, their victim regains consciousness, 

saying “Dios mío” (“my God”).  A priest of the Mosaic Law passes him by, as does a 

Levite.  (These are figures of the Parable of the Good Samaritan.)  San Juan (St. John [the 

Baptist]) arrives, announcing the arrival of the Lamb.  Christ, who has also been 

wounded, by his flock, arrives onstage, dressed as a Samaritan.  A tearful Peregrino asks 

for forgiveness.  The thirsty Christ, after satisfying his thirst with Peregrino’s tears, takes 

him to “estancia regia” (“royal room”), in which he is served by Iglesia (Church), San 

Pedro (St. Peter), San Juan Evangelista (St. John the Evangelist), and Santiago (St. 

James).  Iglesia proclaims that on that day, God offers them a feast.  As they sit at the 

table, Verdad explains to Peregrino that the guest of honor, Cordero himself, is the meal.  

As the play ends, musicians sing a religious version of the popular song, “La serrana de la 

Zarzuela” (“The [female] mountaineer of the Zarzuela”). 

As can be seen in the preceding auto, the allegory of Valdivielso is much more 

developed than that of previously mentioned authors.  It dramatizes “the psychological 

processes in man’s moral decisions” (Arias 113).  This work is a good example of the 

constant focus, in the works of this author, on the mercy of God.  Unlike Calderonian 

autos, the concept of the Eucharist at the end of the play is represented symbolically.  

Valdivielso’s work presents the Eucharist as a banquet for imperfect, but redeemed, man.  

In Calderón’s autos, there is a literal display of the Sacrament, as observed in 

ecclesiastical liturgy. 
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The other seventeenth-century professional writers of autos were not nearly as 

influential in the development of the genre as José de Valdivielso.  Thirteen autos by 

Antonio Mira de Amescua are presently available.  They are quite similar to those by 

Lope, in that the humanity of the characters and their heartfelt speech are emphasized 

above the allegorical and theological components of the works.  An example of this is 

found in his auto, Pedro Telonario.  (The Latin telonium is the name of a tax paid by 

merchants.  The name “Telonario” might imply “tax collector.”)  The central character 

has an impetuous character, similar to that of the biblical Peter.  Pedro is rich and 

avaricious.  Once, while seated at his banquet table, he thoughtlessly tosses a piece of 

bread to begging pilgrims.  However, in his sleep he has a dream in which he sees 

himself standing before God’s Judgement Seat.  He is spared for the moment due to the 

bread thrown to the beggars, but told to mend his ways.  Upon awakening, Pedro gives 

away all of his possessions.  He dies and in the last scene, Peter is kneeling behind Christ, 

who is seated at a table with a chalice and a host.  In this play, Mira de Amescua fails to 

develop the allegory of the tables, that of the rich Peter at the beginning, and that of the 

Eucharist and Christ at the end.  He appears to focus on praising charity and criticizing 

avarice, rather than on the Eucharist (Arias 122).  Notwithstanding the poor allegorical 

development of this auto, there is an element in several others by the same author which 

would be used by Calderón in some of his works:  contemporary events and institutions 

portrayed allegorically.  For instance, La jura del Príncipe (The Oath of the Prince) is 

based on an historical event during the year it was written (1632)—an oath taken by the 

Spanish Prince, Baltasar Carlos.  The title of La Inquisición (The Inquisition) indicates 

the Spanish institution central to the play.  Both these autos and others by Mira de 

Amescua emphasize the struggle of Spain against Protestants.  Many of Calderón’s autos, 
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including El cubo de la Almudena and the first part of El santo rey don Fernando, 

contain an antagonistic character which represents Protestantism. 

Tirso de Molina, another playwright contemporary to Calderón, was much less 

successful in the writing of autos than in that of comedias.  Five autos are attributed to 

him.  Generally, his allegorization in these works is not coherent.  For example, in one of 

them, El laberinto de Creta (The Labyrinth of Crete), Tirso focuses on the mythological 

killing of the Minotaur.  His strict adherence to the myth obscures any allegory of the 

Sacrament so much that, at the end of the auto, Tirso adds a prose narration of the legend, 

along with an explanation of its spiritual meaning (Wardropper 322).  Another of Tirso’s 

sacramental plays, El Colmenero divino (The divine Beekeeper), presents the relationship 

of Colmenero (Beekeeper) and Abeja (Bee) as that of husband and wife (i.e., Christ and 

the Church).  These two characters literally go hand in hand.  They become separated, but 

Colmenero eventually finds Abeja.  The auto ends with his presentation to her of a large, 

golden beehive, open and with a host and chalice inside it.  They are then married.  As 

illustrated by two of his five autos, Tirso de Molina’s work in the auto genre was not 

very innovative.  In the words of Arias, “The small number of autos he wrote, and the 

shortcomings of those same plays as eucharistic drama, seem to indicate either a lack of 

understanding of the genre or a lack of interest in it” (127). 

Initiating his work in the field of the autos sacramentales during the latter part of 

the careers of Lope, Valdivielso, Mira de Amescua, and Tirso, Calderón wrote them to 

the end of his life.  He composed autos from approximately 1630 until his death in 1681.  

In 1681, Calderón wrote the auto, El cordero de Isaías, and died while composing a 

second one, La divina Filotea.  The finality of Calderón’s work to the genre of the auto 

sacramental can be attributed to his lifelong dedication to it.  The growing complexity in 

his works, not only in their allegorical structure, but also in their onstage components 
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(such as sceneries, costumes, and sound effects), will be seen in the autos to be studied.  

These works will be from different epochs of his production. 

Historically, criticism of Calderón’s autos sacramentales has followed a rocky 

path.  In the first volume of their history of the criticism of the work of Calderón, Manuel 

Durán and Roberto González Echevarría cover the critical view of his dramatic work 

from the end of his life to their study’s date of publication (1976).  In the process they 

occasionally cover his autos.  They begin their history with a glorious statement:  

“Calderón terminó su carrera literaria en una apoteosis que en España únicamente Lope 

superó o igualó.  Los elogios a la ‘celestial arquitectura’ de su teatro fueron compartidos 

por el pueblo y la Corte [. . .]”.  They go on to declare that his influence was maintained 

alive for many years in Spain, due to the constant representation of his works (13).  

Pinillos writes specifically concerning his autos, indicating the zeal with which the City 

of Madrid, which owned most of them, guarded them after his death.  According to 

Pinillos, in 1681 and 1682 the city ordered the seizure of Calderonian autos wherever 

they might be found.  In 1703 the city council acted forcefully to prevent their illegal 

publication (23). 

Notwithstanding the popularity of his religious works, especially among the 

general public, opposition to them arose in certain sectors even during Calderón’s 

lifetime.  After he had become a priest, church authorities reproached him for writing 

profane plays.  His auto, Las órdenes militares, first performed in Madrid on Corpus 

Christi, 1662, was banned shortly thereafter by the Spanish Inquisition until 1671 for 

heresy.  (It was accused of violating Church teachings on the Immaculate Conception.)  

Negative criticism of autos grew exponentially during the eighteenth century, led by 

neoclassical critics who attacked what they perceived to be the irreverence in their 
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representation of spiritual themes.  The influence of these critics led to King Carlos III’s 

prohibition in 1765 of the representation of the autos sacramentales. 

A turnaround in the critical attitude towards the theater of Calderón begins in the 

early nineteenth century.  The German critic Griedrich von Schlegel (1772-1829) praised 

the religious works by Calderón.  His admiration rebounded in other European writers of 

the times, such as Goethe, Percy Shelley, and Victor Hugo.  Modern Calderonian 

criticism was launched in 1881 (the bicentennial of Calderón’s death) by Menéndez y 

Pelayo’s book, Calderón y su teatro.  His harsh criticism of Calderonian theater in 

general caused a loss of popularity in the Spanish-speaking world.  (Ángel Valbuena Prat 

was an exception to this tendency.)  However, at the same time, this virulent criticism by 

such a prominent figure caused a backlash in defense of Calderonian literature, led by 

British critics such as Alexander A. Parker and Edward M. Wilson, as well as the 

Frenchman Marcel Bataillon.  Over the twentieth century, valuable studies focused on the 

autos sacramentales of Calderón de la Barca have been published, such as “Los autos 

sacramentales de Calderón:  clasificación y análisis,” by Ángel Valbuena Prat (1924); 

Marcel Bataillon’s “Essai d’explication de l’auto sacramental” (1940); Alexander A. 

Parker’s The Allegorical Drama of Calderón:  An Introduction to the Autos 

Sacramentales (1943); The Spanish Sacramental Plays, by Ricardo Arias (1980); and The 

Play of Allegory in the Autos Sacramentales of Pedro Calderón de la Barca, by Barbara 

E. Kurtz (1991). 

In spite of the publication of detailed general studies over the autos of Calderón as 

a whole, the studies of specific autos are relatively few, especially when compared to the 

studies on his comedias. (The latter are three-act plays, generally on social, rather than 

doctrinal, topics).  Of these auto studies, a great majority have been done on those 

representing the allegory of life, using social, mythological, or biblical characters.  These 
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studies generally focus on a topic in more than one auto, topics such as the treatment of 

specific characters (the devil, Judaism, Apostasy, etc.), the theological background of the 

autos, or the onstage elements of the works.  Some of the most studied are El gran teatro 

del mundo, La vida es sueño, El divino Orfeo, and La cena del rey Baltasar.  In El gran 

teatro del mundo, the characters (such as Poor, Rich, and King), represent members of 

different social classes.  At the conclusion of the play the characters are sent to hell, 

purgatory, or heaven.  The plot of La vida es sueño (an auto version of a well-known 

Calderonian comedia) focuses on the redemption by the Trinity of mankind (represented 

by the character of Man).  El divino Orfeo is based on the myth of Orpheus (figure of the 

divine Verb) and Eurydice (symbol of human nature).  The biblical story of Belshazzar, 

in the book of Daniel, is the basis of La cena del rey Baltasar. 

The five autos analyzed in this dissertation have been the subject of few studies.  

As mentioned earlier, these works use the history of Spain in the presentation of the 

doctrine of the Eucharist.  I will now present a chronological list of published articles 

which deal with these five autos, along with the general topic of each.  This will facilitate 

the understanding of what topics have been studied, compared with the focus of this 

dissertation.  Before so doing, I must mention my master’s thesis, published by 

University Microfilms International (UMI) in 1998.  Its title is España en la confluencia 

del tiempo y de la eternidad:  la mitificación nacional en tres autos de Calderón.  In it, I 

analyze three of the five autos to be studied in this work:  La devoción de la misa and 

both parts of El santo rey don Fernando.  This dissertation will naturally expand on the 

work done, contributing to an even better understanding of these plays.  I will now state 

the overall theme of the chapters of my thesis which cover these three autos, along with 

that of the articles published.4

 
4 The publication information of the articles which are quoted will be contained in the final Cited Works 
section of the dissertation. 
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I found five studies on El nuevo palacio del Retiro (1634).  The earliest one is 

Alice Pollin’s “El judaísmo:  Figura dramática del auto El nuevo palacio del Retiro, de 

Calderón de la Barca,” published in 1973.  This article covers the relationship between 

the characters of Hombre (symbol of Olivares) and Judaísmo (representative of Jews) as 

a figure of the historical positive relationship between Olivares and Jewish traders.  In 

“Los dos cuerpos del Rey en Calderón:  El nuevo palacio del Retiro y El mayor encanto, 

amor” (1992), Margaret Greer discusses what she perceives to be the dual attitude of 

Calderón towards Spanish royalty, present in the two works of the title.  “Official Genesis 

and Political Subversion of El mayor encanto amor” (1994), by Susana Hernández 

Araico, deals primarily with the comedia named in the title.  However, in the section of 

the study focused on El nuevo palacio del Retiro, Hernández Araico ties the ambivalent 

representation of Judaísmo as a figure of the controversy concerning Olivares’ dealings 

with the Jews.  Alan K. Paterson presents the Palacio del Buen Retiro as an image of both 

the temporal and the eternal in “Desde Madrid al cielo y desde el cielo a Madrid:  El 

marco seglar del auto sacramental revisitado” (1998).  Finally, in “Alegoría bíblico-

eucarística en honor y gloria del conde duque de Olivares en El nuevo palacio del Retiro” 

(2000), Manuel Delgado Morales views this auto as an attempt by Calderón to develop a 

transcendent and mystical meaning for the pair formed by Felipe IV and Olivares. 

Geoffrey M. Voght  wrote one of two studies found on El cubo de la Almudena 

(1651), titled “Calderón’s El cubo de la Almudena and Comedy in the Autos 

Sacramentales” (1981).  This work is a study on the Muslim buffoon character of 

Alcuzcuz.  He views this ridiculous character as a humorous counterweight to the 

spiritual conflicts portrayed in the play.  In “Constituting Community:  A New Historical 

Perspective on the Autos of Calderón” (1997), Margaret Greer describes this auto as an 
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attempt to preserve the peace in Spain during turbulent times.  She argues that it does so 

by tying the endurance of hunger, during a Muslim siege, to the defense of the Faith. 

The only study strictly on La devoción de la misa (1658) of which I am aware is a 

chapter of my master’s thesis (1998), entitled “Dios al que ama, castiga:  la España 

perseguida en La devoción de la misa de Calderón.”  In this study, I present the primary 

character of this auto as not only a figure of the redemption of mankind, but as an image 

of the unity of the Spanish people and royalty in the accomplishment of God’s eternal 

purposes for the nation. 

I have found five studies focused primarily on the first part of El santo rey don 

Fernando.  Daniel Heiple’s “Transcending Genre:  Calderón’s El santo rey don 

Fernando” (1994) presents the characters of the first part as having allegorical names, but 

being more individualized than Calderón’s usual allegorical figures.  “Manto negro y 

túnica blanca:  la España militante en El santo rey don Fernando, Primera parte, de 

Calderón,” the third chapter in my master’s thesis (1998), presents the character of 

Fernando as a figure, not only of a godly king, but of the Christ’s life on earth.  I focus 

once again on Fernando’s dual image of godly monarch and the incarnate Christ in my 

article, “Rasgos cristológicos del protagonista de El santo rey don Fernando” (2000).  In 

“El santo rey don Fernando de Calderón:  dramatización de la heroicidad de las virtudes” 

(2000), Françoise Gilbert presents the actions inspired in Fernando by the characters Fe, 

Esperanza, and Caridad, as the justification of his sanctification.  “Un caso de santidad 

contagiosa:  la conversión de un judío toledano en el auto sacramental calderoniano El 

santo rey don Fernando” (2000), by Dominique Reyre, presents the unique conversion of 

the Jewish character Hebraísmo as a figure of the image of the Jew in the theology of the 

time.  The Jewish people were admired for their transmission of the Old Testament.  

However, they were likewise despised and persecuted as responsible for the death of 
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Christ.  Reyre views this as being represented in the contrasting behavior towards 

Hebraísmo of el santo Rey (who praises him) and of a gracioso character (who ridicules 

him). 

Of the two articles found which focus primarily on the second part, one is of Alice 

Pollin.  In “La fe como creación en Calderón de la Barca:  El Santo Rey Don Fernando, 

Segunda parte” (1995), Pollin discusses the musical components of the auto, while 

commenting on the preeminence of music in Fernando’s royal family.  The second study 

is the fourth chapter of my master’s thesis (1998), “Se visten las penas de los consuelos:  

la España triunfante en El santo rey don Fernando, Segunda parte, de Calderón.”  In the 

study of this auto, I view Fernando more as a godly king character than a figure of Christ 

in the flesh.  He becomes a mortal man with the scene of his death at the end of the auto.  

In this work, Fernando is presented as a godly representative of the Savior, earning his 

canonization after his transition from mortality to eternity. 

Concerning the publication of Calderonian autos sacramentales, the first 

complete edition of these works (used in my thesis) is that of Ángel Valbuena Prat.  This 

edition, last published in 1991, contains an ample introduction to Calderón’s autos and 

their general topic (the Eucharist), as well as short commentaries on each of these works.  

The first volume of a complete edition of Calderón’s autos by Enrique Rull Fernández 

was published in 1996.  To date three out of the projected eight volumes have been 

published.  Of the autos to be studied in this dissertation, El nuevo palacio del Retiro is in 

the first volume, and El cubo de la Almudena in the third.  The Reichenberger edition 

must be mentioned.  Started in 1992, it is directed by Ignacio Arellano and published by 

his university, the Universidad de Navarra (Pamplona, Spain), and the Reichenberger 

Editorial (out of Kassel, Germany).  From 1992 to 2005 they have published a total of 

approximately thirty-nine of over seventy Calderonian autos.  Of the five autos to be 
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studied in this dissertation, they have published four:  El nuevo palacio del Retiro (1998); 

El santo rey don Fernando (Primera parte, 1999); La devoción de la misa (2001); and El 

cubo de la Almudena (2004).  These critical Reichenberger editions include ample 

introductions to the edited works’ background and theme, as well as extensive footnotes, 

items lacking in the previously mentioned editions.  They will be used for the study of the 

four autos published.  The Valbuena Prat edition will be used for El santo rey don 

Fernando (Segunda parte) and for the loas to be studied. 

Before beginning the analysis of the five historical autos sacramentales to be 

studied, it is important for their interpretation to look into the theological and 

philosophical background of Calderón.  Given the scarcity of non-literary writings by 

Calderón, most of the comments on his background are based on his literary works.  

Alexander Parker describes Calderón as “the dramatist of Scholasticism in general, as 

Dante was the poet of Thomism in particular” (Allegorical 69)5.  Scholasticism was 

extremely popular among educated Spaniards of his time6.  Even so, Calderón also used 

other theological systems.  For example, his autos favored the Augustinian theory of 

Illumination, which asserted that man couldn’t become aware of God’s existence through 

his unaided reason, but required a divine impulse.  Calderón also loved the symbolism of 

St. Francis (Parker, Allegorical 69).  Eugenio Frutos also perceives independence in this 
 

5 In parenthetical references to Parker’s The Allegorical Drama of Calderón:  An Introduction to the Autos 
Sacramentales, it will be referred to as Allegorical. 
6 Speaking of Scholastics, the Jesuit philosopher Joseph Rickaby states:  “They are all orthodox, in the 
Roman Catholic sense; they are all dualist (not pantheist, idealist, or monist); they are all optimist (taking a 
cheerful view of the world and of the competency of human reason); they are all static, or feudal, believing 
in a fixed hierarchy of beings. [. . .] They speculated with considerable freedom, but always laboured to 
make out their speculations to be in harmony with the teachings of Mother Church, and really at heart 
desired that they should be so. [. . .] The Schoolman is a cheerful man: he has a serene confidence in two 
things; (1) the competence of the human mind to attain to truth with certitude; (2) the general goodness of 
Being, and of the tendencies of things. [. . .] Modern philosophy is the philosophy of change, of 
phenomena, of perpetual flux. Scholasticism is the philosophy of permanent substantial being. Not that the 
Schoolmen ignored change, but by preference they rested upon complete existences and achieved results, 
e.g. a perfect morality and a full-grown society, not the development of either.” 
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author’s ideological background: “Calderón se liga a su tiempo y a su medio.  Sus 

influencias filosóficas no son, sin embargo, muy concretas.  Sin duda, la gran escolástica 

y la mística españolas las tenía ante su vista, pero las inspiraciones más precisas salen de 

las Sagradas Escrituras y de los Padres de la Iglesia.  Su escolasticismo es ecléctico [. . .]” 

(67). 

A concept present in many of Calderón’s autos is that of the Three Ages of the 

world.  The Gentiles were the human protagonists of the First Age, governed by the 

Natural Law.  The Second Age had the Hebrews as protagonists.  The Written Law, 

based on the divinely inspired Old Testament, was in effect.  The Third Age begins with 

the coming of Christ and the institution of the Law of Grace, and according to Calderón, 

this time period begins with the establishment of Christianity and its temporary empire 

(the Roman Catholic Church) until the end of the ages.  Given the variability of historical 

events, Calderón develops a theory which accommodates possible temporary changes, all 

inserted in the basic structure described.  Calderón views the royal dynasty of the 

Austrias (to which the Spanish Hapsburgs belonged) as chosen by God for the defense 

and propagation of the Law of Grace.  Rudolph of Austria, founder of this dynasty and 

King of the Romans (1273-1291), is the first of his line to procure the universal spread by 

his Empire of the Gospel message of the Catholic Church.  This ideal is founded on the 

legend that Rudolph of Habsburg showed his devotion to the Eucharist by accompanying 

a priest on foot whom he found carrying the viaticum as he was hunting (Rull 134-35). 

The figure of a defender requires that of an aggressor.  Calderón’s autos display 

four basic enemies of the Catholic Church which are battled by the Spanish monarchy:  

Paganism (i.e., non-Christian gentiles), Judaism, the Sect of Muhammad (Islam), and 

Heresy (i.e., Protestantism).  Paganism receives the least severe treatment, and is 

generally associated, either with the pre-Constantine Romans, or the Native Americans in 
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the Spanish colonies.  In the end, this character, whether Roman or Native American, 

converts to Christianity.  Judaism is always portrayed as a miserable, angry character 

who views a royal banquet from the outside. The memory of a glorious past, contrasted 

with a wandering present, creates a miserable, yet defiant, character.  In the autos of 

Calderón, this figure is generally banned from the kingdom.  The Sect of Muhammad is a 

usually feminine character based on the Spanish Reconquista.  She appears in Calderón’s 

autos as a powerful and belligerent figure.  Reflecting the historical expulsion of Muslims 

from Spain, the Sect is always defeated.  Heresy is portrayed as the worst enemy, a 

betrayer of the Catholic faith.  He is unable to fully believe in the doctrine of the 

Eucharist.  He usually ends wounded in battle or burnt at the stake.  The Spanish 

monarchy viewed itself at the forefront of a battle against heresy that dated back to the 

neo-testamentary history of Christianity.  In Calderonian autos, Spanish kings of all 

epochs are presented as defenders of the Faith against these three enemies. 

This image of the Spanish monarchy has created two major positions concerning 

the purpose of the autos in general, and specifically, those of Calderón.  The traditional, 

though not unanimous, point of view has been that they are an offensive weapon of the 

Spanish Counterreformation.  The militant perception of Calderón’s autos would be 

supported by the author’s view, expressed in his autos, of Spanish royalty as defenders of 

the Catholic Faith, as well as the enmity at the time between Spain and Protestant 

countries such as England and Holland.  This point of view is expressed by Mercedes 

Blanco, who states that in the autos, as well as the gaudy celebration of the Corpus in the 

Spain of the time, the defiance of Protestant beliefs by Catholic doctrine is expressed.  

This is done “acentuando con énfasis militante e hiperbólico su incompatibilidad [that of 

Catholic doctrine] con la interpretación protestante del Evangelio” (124).  Blanco 

mentions numerous autos that strongly insist that any departure from the doctrine of 
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transubstantiation “viene a ser una perversión diabólica de la fe, y un criminal atentado 

contra el mismo Dios” (124). 

Others have assigned the autos a purpose similar to that of the liturgy:  the 

spiritual instruction and strengthening of the Catholic faithful.  Those with this point of 

view often refer to the Counterreformation as the Catholic Reformation.  The view of a 

major instructional purpose in the autos is expressed by Carmen Pinillos:  “Es, pues, un 

género de tema religioso escrito para la exaltación del dogma de la eucaristía, y que 

obedece más bien a tendencias de la Reforma católica, como Bataillon hizo notar, que al 

objetivo antiprotestante” (24).  This point of view might be justified by the historical fact 

that, by the time Calderón composed his autos, the Jews (1492) as well as the Moriscos 

(1609-1614) had been expelled from Spain, and the native Protestants had either been 

burned or fled into exile.  It is also noted that, with his Jesuit education, Calderón may 

well have shared St. Ignatius of Loyola’s sympathy towards the Jews.  Finally, the length 

of time passed since the Council of Trent in the previous century could be viewed as 

having softened the rhetoric of Spanish literary authors. 

Regardless of whether the auto was used as a weapon against heresy or to 

strengthen the faith of the viewers (or both), “no one doubts that the auto sacramental of 

the sixteenth and seventeenth centuries instructed the people in religion and morals.  

Furthermore, [. . .] however incomprehensible the allegory may prove to be to today’s 

reader or audience, it was completely intelligible to the contemporaries of the times” 

(Dietz 171).  I hold the view that the recreated history in the autos is nothing more than 

the base on which Calderón builds his spiritual message of hope.  The temporal points to 

the eternal, and the earthly battles to heavenly rest. 

In the autos to be studied, Calderón uses historical figures in his allegory.  Ángel 

Valbuena Prat, editor of the third volume (Autos sacramentales, published in 1952) of the 



 30

first publication of the complete works of Pedro Calderón de la Barca, divides the autos 

into seven groups:  1. philosophical and theological; 2. mythological; 3. those with Old 

Testament topics; 4. those inspired by parables and gospel narrations; 5. the 

circumstantial; 6. the historical and legendary; and 7. one non-sacramental auto inspired 

by apocryphal gospels.  Valbuena Prat views as historical the autos which use non-

biblical historical characters from epochs previous to that of their composition.  Of the 

autos to be analyzed in this study, all fall under this editor’s historical and legendary 

classification except El nuevo palacio del Retiro, due to its use of figures and events 

contemporary to Calderón.  However, given the interconnectedness of all historical 

events in the thought of the time (as is frequently illustrated in Calderonian autos), I 

would also classify this auto as historical.  In fact, it is common in the autos by this 

author for contemporary Spanish kings to be associated with those of the past as 

defenders of the Faith.  One of the works to be studied, El cubo de la Almudena, contains 

only one, non-Christian historical character, the Almoravid Muslim king Ali ben Yusuf 

ben Tashfin (1106-1143).  The central conflict of the play is the historical siege of 

Madrid by this monarch after the death of King Alfonso VI, in 1109.  However, the 

absence of the Spanish king in this auto only emphasizes the central role of the Spanish 

people, collectively, in the defense of the Faith. 

Holly Wallace Boucher writes that, according to the traditional Christian view of 

history, “God makes each event a partial revelation of his whole purpose and a term 

relative to the absolute fulfillment in Christ.  God constructs history as a tightly written 

book where every episode depends on the episode before and refers to the episode ahead” 

(133).  According to Parker, “An historical theme, for Spanish dramatists, was exactly the 

same as a contemporary one—a medium for expressing a universal truth, not for painting 

an historical picture” (“Approach” 55).  In the loas and autos to be studied, history is no 
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more than a “rack” from which Calderón “hangs” his mythical national allegory.  Each 

nation has its historical myths which explain and justify its existence and its role in the 

world.  For example, the fierce independence of the Swiss nation finds its expression in a 

legendary episode, in which the character William Tell is forced by an Austrian official 

to shoot an arrow through an apple atop his son’s head.  A mythical North American 

figure is that of the Pilgrim emigrant who flees political and religious oppression in 

Europe and creates a utopian refuge in untamable New World lands.  The roots of the 

“collective utopian dream” of the Spanish nation are embedded in the saga of the 

Reconquest. 

In the five autos analyzed, in order to become didactic literature, Spanish history 

undergoes a notable metamorphosis.  To begin with, much of the action is based either on 

legendary events or on historical events modified to reflect doctrinal teachings.  For 

example, the plot of La devoción de la misa is based on a legend of Alfonso el Sabio.  An 

angel takes the place of the protagonist, Pascual Vivas, on the battlefield, as he attends 

several consecutive Masses.  At the end of the auto, the figure of Pascual’s simultaneous 

presence in two places (the church and the battlefield) is presented as a figure of the 

presence of Christ in the consecrated host and in heaven.  The very name of Pascual 

Vivas is a creation of the playwright which associates the protagonist with the Eucharist.  

On the other hand, the major events in the plot of El nuevo palacio del Retiro are based 

on activities associated with the inauguration of a royal palace.  Though the historical 

festivities took place over several days, the two major events of this auto--a meeting of 

the Royal Council and a friendly competition between Felipe IV and his favorite, the 

Conde Duque de Olivares—are circumscribed to a Friday, Good Friday.  In the play, the 

petitioners before the Royal Council represent different branches of humanity (Apostasía, 

Gentilidad, Moro, and Judaísmo), whereas the king is a figure of Christ on the Judgment 
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Seat.  The competition becomes a figure of the humanity and divinity of Christ, as well as 

of the doctrine of transubstantiation.  Of the autos studied, the second part of El santo rey 

don Fernando contains the greatest amount of strictly historical data.  This piece relates 

numerous details, based on the Crónica general, among others, of the siege and 

reconquest of Seville by Fernando III.  Nevertheless, the allegorical emphasis of the auto 

is based, not on the historical details, but on the fictional actions and words of the king, 

which serve the doctrinal purposes of Calderón. 

A second facet of the transformation of history into literature is found in the 

Calderonian allegorical technique of the union of the fantastic and the quotidian—a 

baroque precedent to Magic Realism.  In these autos, the characters of flesh and bone 

routinely interact with spiritual entities.  The knight Vivas in La devoción de la misa 

communicates with both factions of the spiritual realm.  First, he has an encounter with a 

demon that, incidentally, plays the role of the accomplice of a Muslim character.  This 

character attempts to cross Pascual’s guard post, but must flee when this soldier of Christ 

threatens him with his harquebus.  Later in the auto, an angel appears to him and lets 

Pascual know that he is going to take his place in the battle, as a reward for his devotion.  

Not all of these encounters are face to face.  Occasionally, the dramatist uses the dramatic 

recourse of “the night apparition.”  The appearance, in dreams, of la Secta de Mahoma to 

Almanzor, and of el Ángel to el conde Garci-Fernández, in La devoción de la misa, is an 

example of this recourse.  The apparitions of the Virgin Mary to Fernando in the Santo 

rey autos is another. 

Finally, in these five autos Calderón disturbs the very concept of time.  In the 

words of Wardropper, allegory and anachronism are two essential components of autos 

(107).  This historical anachronism is common in the literature of the Baroque.  In the 

world of these works, the global history of humanity is a type of “pool,” the waters of 
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which consist of the events of all time periods, all connected to each other.  These 

interconnected events are to be found between the eternity of the Garden of Eden and the 

future eternity under the rule of Christ.  For example, Calderón connects the medieval 

battle of La devoción with the place where it is fought, “la antigua Numancia.”  This 

creates a mystical connection between the Celt Iberian resistance to the Romans, and the 

Reconquest.  In the two autos about El santo rey, Calderón unites the actions of 

Almanzor (Muslim historical character from the tenth and early eleventh centuries) to 

those of Fernando III (thirteenth century Castilian monarch).  Almanzor seizes the bells 

from the Cathedral of Santiago de Compostela and takes them to the mosque in Córdoba.  

Not long thereafter, el Santo Rey recovers the bells from the mosque and returns them to 

the cathedral.  The simultaneous narration of these two events, historically separated by 

centuries, presents a strong allegorical image of the restoration of order.  In the autos to 

be studied, Calderón creates a connection between all Spanish monarchs of the past, and 

the present monarch.  For example, in the second part of El santo rey, he links Fernando 

III to Fernando el Católico, and then links the current monarch, Carlos II, to his father 

Felipe IV and his grandfather Felipe III.  The use of the “retrospective prophecy” is 

another example of the dislocation of time in these works.  It occurs in the first part of El 

santo rey, when the Jewish character finds the “prophetic tables” which foretell the 

coming of a king, Fernando III of Castile.  Calderón uses this break in the linearity of 

time to mythicize national destiny.  In summary, history is an almost incidental element 

in the five autos sacramentales of this dissertation.  Concerning the literary use of history 

by our dramatist, the presentation onstage of national historical figures which are already 

mythical to the spectators stands out.  Allegorization with doctrinal purposes, not 

historiography, is the primary objective of these works. 7

 
7 Describing a related Calderonian theatrical use of history, Leonor Elías states, “Duelos de amor y lealtad 



 34

                                                                                                                                                

Summarizing, the autos I analyze in this dissertation are a product of a specific 

culture and time period:  Spain of the seventeenth century.  The Spain of Calderón has 

lost its Utopian optimism from the previous century.  The seventeenth century is a time 

period of great social upheaval and of regional uprisings against the central authorities.  

These autos attempt to inculcate in a troubled public a unitary vision of Spain under one 

religion and one monarchy.  At a more profound level, they emphasize theological 

concepts related to the redemption of mankind. 

In order to carry out this unifying purpose, Calderón uses Spanish historical 

figures and events to symbolize spiritual truths which are eternal.  The central truth of the 

autos is the divine presence in the Eucharist, available to all believers.  The individual 

Spaniard, as well as the nation as a whole, is linked to the eternal, almighty God.  In El 

nuevo palacio del Retiro, the recent inauguration of a palace is transformed into the 

descent of the New Jerusalem, and the Spanish monarch into the heavenly judge, as well 

as sacramental Host, Christ.  In the remaining autos to be covered, Calderón transports 

the public from the present to a period in Spanish history similar to the uncertain 

seventeenth century.  El cubo de la Almudena is based on a historical event and on a 

legend:  a siege of Madrid by the Muslims in 1109, and a miracle of the Virgin purported 

to have taken place in Madrid in 1083, upon its reconquest by Alfonso VI of Castile.  In 

the play, a long hidden image of the Virgin, along with wheat (symbol of the Eucharist), 

come to light when a portion of the city walls is opened.  The wheat provides food to the 

starving inhabitants and, thrown at the enemy, makes him flee.  In La devoción de la 

 
[1678] is an extraordinary example of a play that illustrates the method behind Calderón’s incorporation of 
history.  The alterations of the play’s historical sources are perplexing; they do not reflect, and even 
contradict, history, as it is known.  However, the modifications are planned according to the artistic and 
ideological purposes of the playwright, which correspond closely to the 17th century literary precepts.  In 
Duelos de amor y lealtad, history serves as an eloquent metaphor to comment on notable issues of 
government:  democracy, the divine right of monarchs, resistance to rule (including rebellions and 
depositions), liberty, enlightened monarchy, royal rewards and punishments, the loyalty of subjects, 
succession, etc.” (vi-vii). 
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misa, an angel fights for a Spanish soldier who participates in several consecutive 

Masses.  This leads to the victory of the Count of Castile, García Fernández, over the 

Muslim leader, Almanzor (both historic figures from the later tenth century).  The central 

character of both parts of El santo rey don Fernando is Fernando III of Castile, recently 

canonized upon the composition of these autos.  This saintly king is represented as a 

Christlike figure.  In the first part, Fernando appears as both a lion and a lamb, converting 

Hebraísmo and then burning Apostasía.  These two facets of his character appear in the 

second part as well, but in a different manner.  He reconquers Seville from the historical 

Muslim king of Seville, Abenyuceph, but then offers him merciful terms of surrender.  

The conquering king dies taking the Sacrament and praying to God for forgiveness.  In 

short, in the autos to be studied, Calderón demonstrates how the Catholic Spanish people 

has confronted, always under an exemplary leader, numerous enemies over the centuries 

and has overcome them.  In these autos, Calderón creates a cosmic vision of Spain.  On a 

spiritual level, he presents the certainty of the final victory of the faithful over their 

enemies.  This hope is real both at the individual and the collective level, and is secured 

through Christ and the Eucharist. 
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Chapter 2:  El nuevo palacio del Retiro:  the eternal Kingdom of God in 
the temporal Kingdom of Spain 

El nuevo palacio del Retiro is an auto sacramental written by don Pedro Calderón 

de la Barca for Madrid’s Corpus Christi celebrations in June of 1634.  There are no 

doubts concerning its authorship.  Its title is included in a list of his own autos directed by 

Calderón to the Duke of Veragua.  The list was published by Gaspar Agustín de Lara in 

Obelisco fúnebre a la memoria de Calderón (Madrid, 1684).  This auto is included in the 

second part of Autos Sacramentales, alegóricos e historiales del insigne poeta español, 

published posthumously in Madrid by Pedro de Pando y Mier (1717).  The loa8 which is 

included in this study precedes El nuevo Palacio del Retiro in the Pando y Mier edition.  

Though its authorship is uncertain, its metaphorical description of the Palacio del Buen 

Retiro provides a good initial introduction, not only to the palace grounds, but especially 

to the literary methods used by Calderón to communicate his message. 

In El nuevo palacio del Retiro, Calderón takes Spanish figures and events of his 

time and transforms his country into an image of the wrath as well as mercy of God.  In 

this work, the link between history and literature could be no clearer.  Its main characters 

are figures of the Spanish monarch Felipe IV and his favorite, the Conde Duque de 

Olivares.  Calderón openly explains the allegorical components of the play through the 

mouths of several characters.  It was composed based on events related to the 

inauguration of a new royal palace in Madrid, the Palacio del Buen Retiro (Palace of the 

Good Retreat),9 in December, 1633.  It was first performed (along with three other autos 
 

8 This genre will be discussed below. 
9 In this dissertation, the Spanish names of places will frequently be used.  When appropriate, a translation 
will accompany each at its first appearance. 
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by different authors) in Madrid on Corpus Christi (June 15) of 1634.  That day the King, 

the Consejo de Castilla (Council of Castile), and some of the other Consejos viewed 

separate performances of this auto.  On Friday, June 16 it was presented on separate 

occasions to the officials of the Villa de Madrid (City of Madrid) and to the general 

public (Paterson, Retiro 29).10

There is parallelism between the eternal and the temporal within the play itself, as 

well as in its historical context.  To begin with, the Eucharist, which is the principal focus 

of the auto, represents the juncture of time and eternity, with mortal man partaking of the 

eternal body and blood of Christ.  As mentioned earlier, the allegory of this work is 

centered on the inauguration of a royal palace.  The main characters represent the earthly 

as well as heavenly kingdoms:  the king/Christ, the queen/Church, and the king’s 

favorite/Man.  Being performed on Corpus Christi combined an annual festivity and a 

literary work with an eternal sacrament.  One of the numerous beliefs represented by the 

sacrament of the Eucharist is the concept of one body (the Church), composed of all 

social classes, sharing one bread (the blood and body of Christ).  This is related to the 

image of the Church as the body of Christ.  The partaking of the Eucharist implies the 

unity of all participant believers with Christ, as one body under one head.  However, the 

Pauline description of this body in 1st Corinthians 12.12-30 presents the idea of the body 

made up of many parts, each with its proper function.  The Spanish Baroque 

interpretation of this bodily symbol is made clear in the initial presentations of El nuevo 

palacio del Retiro.  Its separate performances before different social classes make 

obvious the cultural breakdown of the Spanish body of Christ.  This may be further seen 

in the seating arrangements of each performance.  Paterson describes the placement of 

spectators in the presentation of the play before the Consejo de Castilla.  There were two 
 

10 This parenthetical reference to Paterson will refer to his commentaries as editor of the Reichenberger 
edition of El nuevo palacio del Retiro.  It will indicate the page number on which they are to be found. 
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levels of seating.  In the quite elevated upper level sat the Consejo members.  The 

“inferior” seating level was reserved for their wives and daughters (Retiro 27-28). 

The official Spanish Baroque image of Christian society is apparent in another of 

Calderón’s early autos, El gran teatro del mundo (1634-35?), in which a poor man and a 

king both make it to heaven.  However, during their life on earth they (as well as the 

other theatrical characters) are required by God to live according to their rank and do 

their best with the time and possessions available to them.  One thought of Christ which 

does not seem to attain much preeminence, at least in the auto alluded to, as well as the 

one studied in this chapter, is that of the first being last and the last, first (Matthew 

19.30).  Paterson summarizes the basic paradox of these Corpus Christi festivities in 

Madrid when he writes that “el mismo programa de actividades que dividía la comunidad 

en distintos públicos habrá servido también para recogerla en torno a una identidad 

corporativa, no sólo de forma mística ante el misterio de la eucaristía sino de forma cívica 

como ciudadanos de la capital” (Retiro 29-30). 

Another contrast in El nuevo palacio del Retiro is that between the author’s 

background and his depiction of the king in this auto.  This might indicate that authorial 

education is not always a decisive, nor even major, factor in literary analysis.  As 

mentioned in the previous chapter, Parker views Calderón as an eclectic.  However, he 

sees him as “the dramatist of Scholasticism in general,” with a general Augustinian 

framework (Allegorical 69).  The Spanish Scholasticism of the time was greatly 

supported by the Jesuits.  Given the author’s educational background, some Jesuit 

influence might be expected in his literature.  As a boy, Calderón studied nine years in 

the Colegio Imperial (Imperial School) of the Jesuits, in Madrid.  After briefly studying 

theology in the University of Alcalá de Henares, he went to the University of Salamanca 

(a major center of Scholasticism) and studied law (1616-1619). 
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Interestingly enough, two prominent Jesuits who were yet alive during the youth 

of Calderón advocated tyrannicide in extreme cases.  In one of his works titled “De 

Defensio Fidei” (written against the King of England and published in 1613), Francisco 

Suárez (1548-1617), a highly influential Spanish Jesuit scholar who taught in several 

universities, held that a tyrant could be condemned to death by the State, but not by 

individuals.  In 1599, a well-known Jesuit historian and philosopher, Juan de Mariana (c. 

1536-1624), published De Rege et regis institutione (On the King and the institution of 

kingship), a three-volume work dedicated to King Felipe III (Philip III).  It was well 

received by the monarch.  This work attempted to make the king a role model for his 

subjects, simultaneously presenting the people as the source of royal power:  “¿Cómo han 

de ser honrados y obedientes los súbditos si sancionan los príncipes con sus licenciosas 

costrumbres la perversidad y la desvergüenza?” (139).  (The licentiousness of the Spanish 

Hapsburg monarchs, including the austere Felipe II, was well known.  Some of their out-

of-wedlock progeny acquired preeminence.  An example is the well-respected don Juan 

de Austria, illegitimate son of Carlos I of Spain.)  This work’s most contentious teaching 

is the approval of tyrannicide, by the people or even the individual, under extreme 

circumstances, when no other remedy is available:  Mariana contends that under such 

conditions it may be necessary “matar a hierro al príncipe como enemigo público, y 

matarle por el mismo derecho de defensa, por la autoridad propia del pueblo, más 

legítima siempre y mejor que la del rey tirano.  Dado este caso, no sólo reside esta 

facultad en el pueblo, reside hasta en cualquier particular . . .” (111).  Upon complaints 

from the Jesuits in France, the general of the order promised to have the book corrected, 

though there is no evidence that it was.  Interestingly enough, in 1623 (one year before 

his death) Juan de Mariana was named royal chronicler by Felipe IV, the main figure of 

El nuevo palacio del Retiro.  The writings of authors did not always decide their fate. 
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In the case of Calderón, his adult patronage appeared to have a much greater 

effect on him than his youthful education, at least in his literature.  For much of his adult 

life, this Jesuit educated author enjoyed the personal support and favor of Felipe IV.  This 

seems apparent in his glorification of the king in this work.  On the other hand, his 

treatment in the auto of the Conde Duque de Olivares is ambiguous, in spite of his cordial 

relationship with the king’s favorite.  There was much aversion towards Olivares on the 

part of certain elements of the Spanish nobility, under whose pressure he was driven from 

office in 1643.  A superficial interpretation of El nuevo palacio del Retiro might perceive 

little more than political maneuvering on the part of Calderón. 

There are obvious discrepancies within the written work, as well as in the society 

of the times, before which it was performed.  However, the contrast between historical 

and theatrical Spain only magnifies the significance of the sacrament exalted in the play.  

The Eucharist is presented as the union of eternal perfection with temporal, repentant 

human weakness.  Madrid is the capital of a country unified by the monarchs Fernando 

and Isabel, earners of the title of Catholic Monarchs, defenders of the Faith.  Felipe IV is 

their descendant, equally committed to the promotion of the Catholic Church.  The 

country of Spain is God’s instrument, administered through the Hapsburg monarchy.  The 

open exposition by Calderón of the allegory of the play clearly presents the message of 

hope to audiences of all social classes.  All of these enjoyed the performance of autos on 

Corpus Christi, though in separate settings.  Comprehension of all theological and 

philosophical facets of the religious theater was not required; only the faith of a child. 

Having reviewed this background information, we will proceed to the analysis of 

the work, starting with its associated loa.  The loa is a brief theatrical subgenre, presented 

before a play, from the Spanish literary Siglo de Oro (Golden Age).  Its purpose was to 

prepare the public by briefly exposing the subject of the theatrical work to follow, as well 
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as by praising the spectators and apologizing for any errors.  As mentioned earlier, the 

authorship and date of composition of the loa associated with El nuevo palacio del Retiro 

in the Pando y Mier edition are uncertain.  The major factor that leads to the conclusion 

that this loa was composed or adapted later than the composition of the auto is a referral 

to the actions of Felipe IV in the past tense, as well as a dedication of the work to 

“Carlos” (Carlos II, successor to Felipe), his wife, and mother.  Speaking of Felipe, 

represented by a bronze statue in the Buen Retiro, Sabiduría (Wisdom) uses preterite 

verbs to describe his actions:  “corrió, voló y defendió” (Obras completas 134).11  This 

would imply a date of composition of 1665 (year of Felipe’s death) or later.  The 

reference to “Carlos” as well as his wife and mother at the end of the loa (136) further 

advances the date of composition to at least 1679, the year Carlos II married María Luisa 

de Orléans. 

 A secondary factor in the dating of the loa is the mention of items of the palace 

grounds constructed after 1634:  the hermitages of St. Bruno and Mary Magdalene (both 

built in 1635), and that of St. Anthony of Padua (built in 1636).  The Estanque Grande (a 

pond constructed in 1637) is also mentioned.  Finally, the bronze statue of Felipe IV 

mentioned above was carved in 1639 and set up in 1642.  The significant lapse between 

the dates of the mentioned royal family and that of the later constructions might even 

indicate that the loa was originally written in 1634 by Calderón and revised before his 

death in 1681.  Regardless of the accuracy of this conjecture, I would have to agree with 

Rull that it would not be a problem to place this loa before the auto to be studied, as done 

in Pando’s 1711 edition, due to their common theme and the loa’s detailed description of 

the palace at a more advanced stage of its construction (Rull 309). 

 
11 The quotations from the loa of  El nuevo palacio del Retiro will be from the third volume, edited by 
Ángel Valbuena Prat, of the complete works of Calderón.  The numbers will indicate the page number, 
rather than that of the verses, which are not numbered in this edition. 
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 The number two and its implication of division are predominant in the first part of 

the loa, whereas the remainder focuses on the unification of the divided.  The latter 

concept will remain central through the end of the corresponding auto.  The two initial 

characters, representing the two basic modes of life in the theology of the Catholic 

Church, are typological figures of humanity, and in this literary context, of the Church.  

In the loa, the individual level of interpretation is preeminent.  The life led by each of the 

two types of Christians is interwoven throughout the introductory play.  What unites all 

believers of both types is the Eucharist.  The loa begins with Vida Contemplativa and 

Vida Activa appearing onstage from opposite directions, searching for manna.  This 

substance is one of many Old-Testamentary figures of New Testament doctrines.  It was 

a physical bread sent from heaven for the bodily sustenance of the Israelites during their 

pilgrimage in the desert.  For Christianity, this is a symbol of Christ, God come to earth 

in a mortal body for the spiritual sustenance of mankind.  For Catholicism, manna is also 

a figure of the body and blood of the Savior present in the consecrated Host, providing 

spiritual nourishment for Christians during their pilgrimage through life.  The fact that 

Vida Contemplativa appears onstage before Vida Activa is an image of St. Thomas 

Aquinas’ Summa Theologica teachings, which are used in the first part of the loa.  In S. 

II-II, Q. 182, A. 4, Aquinas states:  “A thing is said to precede in two ways.  First, with 

regard to its nature; and in this way the contemplative life precedes the active, inasmuch 

as it applies itself to things which precede and are better than others, wherefore it moves 

and directs the active life” (318204.htm).12

 
12 The parenthetical notations for St. Thomas Aquinas’ Summa Theologica  will indicate the last part of the 
internet address where they are found.  The first part will always be the same.  (Continues on p. 8.) 
(Continued from p. 7.)  For example, (318204.htm) represents 
http://www.newadvent.org/summa/318204.htm.  (See Works Cited for the full bibliographical 
information.) 

http://www.newadvent.org/summa/318204.htm
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 Interestingly enough, the instructions for the entry of the first, Vida 

Contemplativa, indicate that she appears singing:  “Canta” (132).  This singing upon her 

entry onstage is parallel to the singing by the choir during the Introit phase of the 

traditional Mass, during which the officiating clergyman and his assistants enter the 

church and proceed to the altar.  Though not indicated in the instructions, it is certain that 

Vida Activa enters singing as well, given that she later states:  “Y yo volveré a cantar” 

(133).  After both characters express themselves separately, they do so jointly and 

become aware of each other’s presence.  At this stage, they inquire of each other 

concerning the similarity of their voices: 

 VIDA CONTEMPLATIVA. Mas tú, que mi voz imitas. 

 VIDA ACTIVA. Mas tú, que el eco vocal 

    me hurtas. 

 VIDA CONTEMPLATIVA. ¿Quién eres? 

  VIDA ACTIVA. Te pregunto lo mismo. (132) 

The mention of a voice imitation by the first character, and that of a vocal echo by the 

second, implies they were both singing.  This could be an image of the antiphonal choral 

singing occasionally taking place during the Introit.  It also reflects their common Faith, 

which surpasses their temporary division. 

 The separation implied by the appearance of two characters on opposite sides of 

the stage is then verbalized in a brief discussion between the two, concerning who is the 

greater.  Upon discovering each other’s identity, Vida Activa states her desire not to 

appear as the other’s opponent and competitor, to which Vida Contemplativa answers 

with words which echo the Summa Theologica quotation above: 

 

    No hay 
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  cuestión en el punto de 

  el servir y el contemplar 

  principios de entendimiento 

  y causas de voluntad. (133). 

In response to Vida Activa’s statement that serving and contemplating are greater than 

contemplation alone, her opposite alludes to the biblical story of the sisters Mary and 

Martha, used in the Summa.  The Gospel of Luke 10.38-42 describes the story of two 

sisters, Mary and Martha, traditional symbols of the two manners of life.  Martha 

welcomes the Lord into her home.  As she goes about, performing numerous tasks, her 

sister Mary sits at Jesus’ feet and listens to him.  Martha indignantly requests that the 

Lord tell her sister to help her.  In S. II-II, Q. 182, A.1, St. Thomas Aquinas tells the end 

of the story:  “Our Lord said (Luke 10:42):  ‘Mary hath chosen the best part, which shall 

not be taken away from her.’  Now Mary figures the contemplative life.  Therefore the 

contemplative life is more excellent than the active” (318201.htm).  Vida Contemplativa 

and Vida Activa then resume their singing.  It would probably be significant to the 

audience that these two apparent opponents sing the same words and seek the same 

substance: 

  Rayos, luces, planetas, estrellas y cielos; 

  rocío, nubes, escarchas y hielos, 

  ¿quién me dirá, quién me dirá 

  dónde hallaré el maná? (133) 

 Next, the image of division is multiplied, with certain characters taking the side of 

each of the two.  Palacio enters the stage next to Vida Activa, accompanied by three men.  

Retiro appears with Jardinero on the side of Vida Contemplativa.  Though portions of the 

same name (Palacio del Retiro), as well as components of the same palace, Palacio and 
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Retiro are antagonistic, with each pretending to be the dwelling place of the manna.  

Once again, there is a numerical significance to the number of characters.  There are a 

total of four in Palacio’s group, and two in Retiro’s.  Four is a symbol of the earthly (four 

seasons, four cardinal points), and, as mentioned, two represents division.  The total for 

both groups is six, number of the natural man, created on the sixth day of Creation.  

There is a divisiveness, not only verbal, but also numerical, in the appearance onstage of 

the initial two characters, and in that of the following four characters.  The addition of 

one character to the first two (Vida Activa and Vida Contemplativa) would bring the total 

to three, the number of fullness and completeness.  Likewise, this addition to the second 

group (led by Palacio and Retiro) create a total of seven, the number of divine perfection.  

Both groups are in need of an outside figure. 

 The discussion between Palacio and Retiro centers on what might be considered a 

contradiction in the name assigned in this work to the palace – Palacio del Retiro.  

Normally places such as monasteries, rather than palaces, are associated with the solitude 

of the retreat.  Naturally, the retreat understood in this work is that of religious 

meditation, rather than the self-indulging Horatian-Petrarchan retreat.  This palatial name, 

as well as the discussion between these two characters, point to the unity of God and man 

– different as night and day – through the sacramental Christ.  Speaking of the royalty of 

the Eucharistic Host, Palacio states that “a Palacio ha de tocarle / la gloria de este Manjar, 

/ que es de ángeles . . .” (133).  Retiro’s anwer, the first in which he verbally mentions St. 

Thomas Aquinas, is from S. III, Q. 80, A.2 of the Summa, where a contrast is made 

between the spiritual eating of Christ by the angels and that by mortal believers.  The 

Angelic Doctor states that, being in the presence of Christ in heaven, the angels eat him 

spiritually, without the necessity of faith.  However, believers on earth must in faith eat 

the Savior spiritually as well as in the Sacrament (408002.htm).  To Palacio’s question as 
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to why such a gift from the Heavenly City is not registered in the palace, Retiro asserts 

that, while remaining in heaven, the Lord descends to the Buen Retiro as the Good 

Shepherd, with the gold of his divinity under his humble disguise.  Retiro’s reference to 

the earthly sacramental Christ wearing covering (“embozo,” p. 134) over his face is 

reminiscent of Moses’ covering of his shining face with a veil at the end of each of his 

meetings with the Lord God, to avoid frightening the Israelites (Exod. 34.29-35).  In 

Catholic doctrine, Christ’s coming to a “retreat” is an image of the coming of his 

invisible presence to the Host as it is consecrated. 

 Upon the continued disagreement between Palacio and Retiro, and the resumption 

by Vida Contemplativa and Vida Activa of their inquiring songs, the unifying third 

element for the singers comes in the person of Sabiduría, accompanied by two women 

(referred to as “Música”).  Her first words, echoed by the women, are also sung, but 

unlike those of the two Vidas, are unifying.  These indicate the location of the Savior, as 

well as the approach to be taken the remainder of the loa: 

  SABIDURÍA. El Buen Pastor en Buen Retiro está. 

  MÚSICA. El Buen Pastor en Buen Retiro está. 

  SABIDURÍA. Y en metáfora pía. 

  MÚSICA.  Y en metáfora pía. 

  SABIDURÍA. Oigan los tropos que su sitio envía. 

  MÚSICA. Oigan los tropos que su sitio envía. (134) 

These few initial words are replete with meaning.  They are the only ones repeated by 

Música.  In their speech occasionally present to the very end of the loa, there is no further 

repetition.  Sabiduría (and then Música) state in song that the Good Shepherd is in Buen 

Retiro, as well as in holy metaphor.  First, this statement refers back to the discussion 

between Palacio and Retiro concerning the location of the Savior.  This reply by 
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Sabiduría reinforces Retiro’s words to the effect that the Lord in all his glory is in 

heaven, whereas the Savior in humble disguise is present in a retreat, the Host (“Buen 

Retiro”).  This presence is literal, at the spiritual level.  (It is something to be seen with 

the eyes of faith, rather than the physical ones.)  The second presence indicated by 

Sabiduría (the metaphor) is literary.  The emphasis on these words is directed towards the 

audience.  Given the limited space available onstage, many of the mentioned structures of 

the palace grounds will not be seen onstage, though some may have seen them in person.  

They will have to construct the metaphorical objects in their imagination. 

 The final words quoted state that this location emits “tropos” (tropes).  Here the 

allusion is to the historical palatial gardens.  As will be seen, the metaphorical figures that 

follow are centered on what would be seen in a walk through the palace grounds at the 

time this loa was written.  Tropes were phrases of text and music that amplified the 

interpretation of the traditional text of Mass chants.  In this theatrical context, the tropes 

will be real-life illustrations of spiritual matters, rather than theological discussions.  

Adjacent references to the Good Shepherd’s presence in Buen Retiro, and the tropes 

which his place (“sitio”) sends, represent a dual image of the temporal and the eternal.  

Given the dual meaning of “Buen Retiro,” it can be a symbol of both the palace and the 

consecrated host.  Christ dwells in the Spanish palace/kingdom, as well as in the 

Eucharist.  The loa will refer to the individual, the social, and/or the spiritual symbolism 

of different locations.  Most of the figures in the gardens will be images of desirable traits 

in the Christian.  A minority will deal with national as well as spiritual issues.  

Throughout this work, the metaphors will be openly presented. 

 The first site visited by the characters is the Jardín de la reina (Garden of the 

Queen).  It is equated with the Virgin Mary as well as the queen of Spain.  Sabiduría 

describes it as “alto jardín y cerrado,” (134), alluding to Mary’s preeminence and 



 48

virginity.  With her next words she openly presents the garden’s spiritual metaphorical 

meaning (the virgin birth):  “Virgen y Madre del Verbo, / Carne y Flor de su Raíz, / 

María, Gloria del Cielo” (134).  Retiro’s words which follow allude to its social meaning, 

contained in the garden’s name:  “Jardín de la reina” (134).  Concerning the historical 

site, the architect Carmen Blasco writes that it is the most intimate garden of the palace:  

“Este jardín es para pasear, estar y para ser visto desde los balcones o desde el jardín del 

Caballo” (100). 

 The spiritual figure which follows the Marian one is that of Christ, in the form of 

a horseback statue of “Cuarto Filipo el Grande” (Felipe IV the Great).  (This statue was 

set up in 1642.)  The association of the king and queen of Spain with Christ and Mary is 

bold, but follows the allegory that will be present in the following auto.  The author refers 

specifically to the book of Habakkuk as the source of the Christly Felipe image.  

Habakkuk 3.8 speaks of the Lord driving his horses to victory.  In his 1611 dictionary, 

the Spanish philologist Sebastián de Covarrubias states the contemporary significance of 

the accusation that someone was not made of bronze:  “Para dar a entender que un 

hombre no puede sufrir el demasiado trabajo o dejar de sentir los que padece, suelen decir 

no ser de bronce” (207).  The dramatic text emphasizes the godly monarch’s bronze 

armor plate as an image of his zeal in the defense of the Faith: 

  de bronce en la estatua vemos, 

  premiada la sanidad 

  de aquel católico pecho, 

  que siempre firme y seguro, 

  con un igual movimiento, 

  corrió, voló y defendió 

  a los más altos misterios 
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  de la Concepción en gracia 

  y Alteza del Sacramento. (134) 

These verses regarding the king are octosyllabic, the Spanish national meter.  They show 

a mixto A musical rhythm (/-’-’- -’-/) with a stress pattern that recalls the trotting of a 

horse.  The description of this monarch by the British historian J. H. Elliott casts doubt on 

the historical accuracy of this dramatic metaphor:  “Philip IV differed from his father in 

being quick-witted, intelligent, and cultivated, but resembled him in his absence of 

character. . . . He was inclined by temperament to depend on others who might stiffen his 

resolution and assist him in the formidable task of making up his mind” (323).  This work 

is clearly metaphorical, not historical. 

 The next passage is complimentary to the nobility of Spain.  When Retiro states 

that he is descending to the gardens, Palacio compares his own and his men’s actions to 

those of the mighty men guarding the litter of Solomon (Song of Solomon 3.6-11).  He 

then directly praises (not metaphorically) Spanish nobility as defenders of the Faith 

against the Muslims: 

  todos con lealtad piadosa 

  por la Religión han puesto 

  erarios, hijas y vidas, 

  propugnando y defendiendo 

  contra africanas banderas 

  y ejércitos sarracenos, 

  maná divino y pureza 

  virginal con fe y con celo. (134) 

 The imagery which follows in the words of Música is spiritual as well as social, 

and can be interpreted at two levels: 
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  Con las unidas armas 

  de vigilantes reinos, 

  Buen Pastor, y rebaño, 

  en la Custodia quedan de un fiel cuerpo. (134) 

Buen Pastor y rebaño can be Christ and the Church, or the king and his people.  Custodia 

can mean either custody or Monstrance.  This passage can be interpreted in at least two 

ways.  If Buen Pastor and rebaño are interpreted as Christ and the Church, Custodia 

acquires the meaning of Monstrance, in which Christ is present in the consecrated host, 

and through which his people are connected to his body (by partaking in the Eucharist).  

If these two figures are seen as an image of the king of Spain and Spaniards, Custodia 

signifies “custody” or “guard.”  The Spanish people and king stand guard for the 

consecrated host. 

 The next metaphorical site mentioned is that of the Ermita de San Pablo (St. Paul 

Hermitage).  According to Gothein, it was the largest hermitage of Buen Retiro (377).  It 

is associated with an adjacent statue of Carlos V (Felipe IV’s grandfather).  San Pablo is 

acknowledged for his faith, preaching, and martyrdom, and Carlos V is presented as he “a 

quien la herejía enorme / dobló el venenoso cuello” (135).  There is a contrast between 

the martyrdom of Paul and the aggressiveness of Carlos V (of Germany; Carlos I of 

Spain).  Both men contributed to the extension of the Kingdom of God on earth, but in 

different ways:  Paul in evangelization and Carlos in warfare.  These are followed by a 

large fountain with the figure of Narciso.  Gothein states that this was a triple fountain in 

the garden of the Ermita de San Pablo, adorned with statues (377).  Retiro refers to it as 

“Fuente grande de dos tazas” (135).  Sabiduría refers to the two “tazas” as the mixture of 

water and wine.  The following four meanings of this mixture of water with the 

sacramental wine, first mentioned by St. Justin Martyr in his Apology (150 A. D.), are 
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given by St. Thomas Aquinas in his Summa Theologiae, in S. III, Q. 74, A. 6 

(407406.htm):  1. Jesus probably mixed water with the wine of the Last Supper, due to 

that custom in his country (Aquinas).  2. It was correspondent to the wine (blood) and 

water that flowed from Jesus’ side when pierced by the Centurion (Pope Alexander I).  3. 

Given that people are signified by water and Christ by blood, in this union the people are 

made one with Christ (Pope Julius).  4. This is a figure of the eternal life given by this 

sacrament.  “The water flows into the chalice, and springs forth unto everlasting life” (St. 

Ambrose).  Two more items associated with the fountain are mentioned, the first by 

Retiro, and the second by Jardinero:  “Narciso” and “dos negritos” (135).  These expose a 

positive characteristic for the Christian individual in negative and in positive terms.  

Narciso (on the top of the fountain) represents pride, the opposite of humility, which 

leads to negative consequences.  According to the myth, Narciso fell in love with himself 

looking at himself in a pond.  He remained in this position until he fell into the pond and 

drowned.  Dos negritos express humility through “dolor y arrepentimiento” represented 

by the water (“tears”) flowing through their two “fuentes” (fountainheads in this context). 

 The next site the characters come upon is the Ermita de San Bruno (Hermitage of 

St. Bruno).  This medieval saint (1030-1101) was the founder of the Carthusian Order, 

one that is solitary and contemplative.  It is widely considered the most strict and solitary 

order of the Catholic Church.  This hermitage can be a second representation of humility.  

St. Bruno started the order out of fear of losing his salvation because of pride.  The next 

two hermitages are interrelated as symbols of Old and New Testaments.  They are those 

of San Juan (St. John [the Baptist]) and San Isidro (St. Isidore [the Laborer]).  Grapes are 

the crop of the Ermita de San Juan, named after a prophet who is recognized as the 

transitional figure between the Old and the New Testaments.  San Isidro (c.1070-1130), 

namesake of the adjacent hermitage, worked as a farmer close to Madrid. Wheat is grown 
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in the hermitage named after him.  Música expresses the interconnectivity between both 

locations: 

  Espigas y racimos 

  el sitio está ofreciendo 

  de Isidro en la morada 

  y del Bautista en el plantel más bello. (135) 

The adjacent crops (“espigas” and “racimos”) are figures of the body and blood of Christ 

present in the consecrated Host.  On a lighter historical note regarding this site, Gothein 

notes that Olivares (Felipe IV’s Favorite and Alcaide of the Buen Retiro) “took up his 

abode [in the Ermita de San Juan] and tried to make gold with the help of the alchemist 

Vincenzo Massimi – gold which he very well knew how to spend” (378). 

 The last two hermitages mentioned are those of San Antonio (St. Anthony of 

Padua, 1195-1231) and la Magdalena ([St. Mary] Magdalene).  The first was known as a 

great orator, prophet, and worker of miracles, and the second for the washing of Jesus’ 

feet with her tears and hair, after her immediate deliverance from the life of a prostitute.  

(This story is based on Luke 7.36-50.  Though the woman is not named, she is 

traditionally Mary Magdalene, based on passages in the Gospel of John.)  San Antonio is 

referred to as a man of admirable faith, as well as a tender lover (135).  La Magdalena is 

described as a wife afire for Jesus (136). 

 The next metaphors are represented by bodies of water.  Gothein gives an overall 

view of the water attractions of the Palacio del Buen Retiro: 

  The water constructions were a source of great pride, and the huge pond  

  still exists, 500 by 270 feet in size, with pavilions all round partly used for  

  draw-wells.  It was meant as a place for a naumachia [in Roman times, a  
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  mock sea battle], with an island in the middle; and a canal led out of it to  

  other ponds, so that they were all connected, and navigable by gondolas.  

  (375) 

Two ponds are referred to as “las piscinas de Hefebón” (the pools of Heshbon), a figure 

taken from the Song of Solomon 7.4.  In this biblical passage, the ponds are presented as 

a metaphorical figure of the eyes of a beloved wife.  The traditional Christian view 

interprets the wife whose eyes are reflected as the Church, and the husband as Christ.  

The next site is named “la ría” (the river mouth).  La ría was a canal which ran north 

through the gardens, full of twists, cisterns, and reservoirs (Blanco 68).  The nature of the 

ría’s path displays its metaphorical explanation:  “es aquel camino estrecho / de 

penitencia y del llanto / que guía a la vida” (136).  It is a figure of the difficult, yet 

necessary, pilgrimage of the Christian through the temporary life to the eternal.  The last 

water figure brings the remedy to the difficulties of life symbolized by the previous 

aqueous body.  “Cuatro góndolas doradas” (four golden gondolas) represent the four 

Cardinal Virtues:  prudence, temperance, fortitude, and justice.  According to Sabiduría, 

these are our guide to salvation (136).  Historically speaking, these gondolas were 

brought from Naples and used by Felipe IV for royal excursions (Rull 315-16). 

 The first metaphor of the excursion through the palace grounds was that of the 

virgin birth.  The final one is of the Eight Beatitudes (las Bienaventuranzas), represented 

by “las ocho calles” (the eight streets).  “The central feature on the eastern side was the 

great star, which had eight covered walks leading from an octagonal piece of ground into 

the different parts of the park” (Gothein 375).  This was the most courtesan and 

sophisticated zone.  These gardens were one of the central areas of the Palace and were a 

well known symbol of it (Blasco 68).  The words following this last metaphorical 
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element of the gardens are directed, not so much at the theatrical characters, as at the 

audience of the play, as well as God: 

  PALACIO. Feliz sois, pues 

     entre todos a ver llego 

     de las Bienaventuranzas 

     repartidos los efectos. 

  MÚSICA Y TODOS. Maná en el Buen Retiro, 

     y amante pastor bueno, 

     reparte tus favores 

     a todas las ovejas de tu pueblo. (136) 

These words of Palacio are a complement to the audience, while those of Música and all 

other characters are an intercessory prayer on behalf of all present, both actors and 

spectators. 

 The loa ends in a typical fashion, with a delineation of the upcoming auto, as well 

as its dedication to the audience, beginning with the royal family, continuing with the 

royal tribunals, and finishing with the City of Madrid, where it was initially performed.  

As mentioned earlier, it is likely that the royal family the auto is dedicated to is King 

Carlos II, his wife, and the Queen Mother.  There are significant words and instructions 

preceding the dedication, which give a general indication of some of the onstage dramatic 

devices.  Speaking of what is to be said, Vida Contemplativa indicates several means of 

communication:  “. . . diciendo / de la música al compás / y de la luz al reflejo” (136).  

The instructions which follow indicate another source of imagery (dancing):  “(Música 

dentro y bailan )” (136).   During the dedication, the actors and actresses divide into two 

groups in motion, alternating towards each other, and away from each other (“Bandas 

hechas y deshechas”) (136).  These movements once again indicate separation and unity.  
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Interestingly, the loa ends with the group of women standing in front the group of men.  

This could be an allusion to the birth of the second Adam (Jesus) from a woman (Mary), 

as opposed to the creation of the first woman (Eve) from the first Adam. 

 Whereas the loa concentrates on items of the Palace grounds, the auto, El nuevo 

palacio del Retiro, focuses on human figures.  These, rather than palatial constructions, 

are the source of the metaphorical development of the play.  The principal characters are 

Rey, Reina, Hombre, and Judaísmo.  The central idea of the work, as is expected in 

Calderonian autos, is the establishment of the New Covenant and the institution of the 

Eucharist.  Judaísmo plays an important role in this auto as a symbol of the Old 

Testament, the forerunner of the New.  Images of the former are tied to those of the latter 

throughout the play, and the connection is explained by another central character, 

Hombre.  Unlike Rey, Reina, and Hombre, Judaísmo does not represent an individual 

historical figure of the time of Calderón, but a collective one.  Some critics see this auto 

as an attempt by Calderón to turn back criticism of two projects initiated by the King’s 

Favorite, the Count Duke of Olivares:  the construction of the expensive Palacio del Buen 

Retiro, and the concession of trade rights in Spain to certain groups of Jews.  Be as it 

may, the illustration of the eternal with the temporary is parallel to the Christian concept 

of the entry of the eternal Christ into the temporal world to pay the price of eternal 

salvation.  There is not a linear development of the theme.  For example, a meeting of the 

King and Queen with the Royal Council (image of the Final Judgment) takes places 

before a competition between the King and Man which symbolizes the crucifixion and 

establishment of the Eucharist.  This simply illustrates the timelessness of the spiritual 

concepts presented. 

 The play opens with Judaísmo, alone on the stage.  This represents a traditional 

figure of the Jew as a wanderer with no home.  This personage, present within the first 
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1336 lines of this auto (out of a total of 1508), is a preeminent character who greatly 

contrasts with the festive ambiance of the palace.  In a monologue, he marvels at a 

change of landscape: 

  Este campo ¿no era 

  desierta población, desierta esfera 

  de vides y de olivos, 

  edificios ayer vegetativos, 

  donde ufana vivía 

  la sinagoga de mi Ley Judía? 

  Pues ¿quién en él tan presto 

  muros ha fabricado, torres puesto, 

  cuya altura eminente 

  empina al orbe de zafir la frente, 

  y es dórica columna 

  del cóncavo palacio de la luna? (5-16)13

The strophic construction of this speech is that of a silva, used by preeminent characters 

in plays for emotional soliloquies (Lauer, Spanish Metrification).14  These words indicate 

the surprise of Judaísmo upon the discovery of a large palace on a wasteland formerly 

occupied by Herod’s Temple.  (This wasteland image corresponds to the historical 

 
13 Quotations from the auto, El nuevo palacio del Retiro, will display the corresponding verse numbers 
from its Reichenberger edition. 
14 Much of this useful information is found on the above mentioned web site by Robert Lauer.  The 
romance strophe is by far the most used in Golden Age theater (to include the autos here studied).  Its 
unrestricted number of octosyllabic verses exhibit assonant rhyme in the even lines.  Other much less 
frequent strophes are the redondilla (a quatrain of octosyllabic verses with consonant rhyme [abba, cddc, 
etc.] – used in vigorous exchanges); the décima (ten lines of octosyllabic verses [rhymed abbaaccddc] – 
used for melancholic speeches); the quintilla (five lines of octosyllables [with two rhymes, the most 
common being ababa] – used in the expression of deep emotions); and the soneto (consisting of two 
hendecasyllabic quatrains and two hendecasyllabic tercets [rhymed ABBA; ABBA; CDC; DCD] – 
frequently used to exchange vows of love). 
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destruction of the Temple by the Romans in A.D. 70, and the Jewish loss of a place for 

sacrifices.)  Judaísmo’s astonishment is verbally emphasized by the repetitive, violent use 

of caesurae:  era/desierta (5-6); esfera/de vides (6-7); vivía/la sinagoga (9-10); tan 

presto/muros (11-12); altura eminente/empina (13-14); and “dórica columna/del cóncavo 

palacio.”  The Spanish royal palace (a social figure) is presented as a spiritual figure, the 

New Jerusalem of the Book of Revelation, chapter 21.  Judaísmo notes the height of the 

towers, as well as the three gates in each of the four cardinal directions, bearing the 

names of the twelve tribes, like the palace described in the Apocalypse.  As can be seen, 

there is an immediate junction of the temporary and the eternal onstage. 

 Each of Judaísmo’s four monologues in this auto has a poetic structure reflexive 

of the emotional situation of this character at the time of his speech.  In this first 

monologue (lines 1-37), the structure reflects his analytical thought process.  Every line 

displays the normal, paroxytonic stress.  The rhyme scheme, along with the stress, 

projects an audible sense of methodical speculation.  It progresses in a pattern of 

AABBCCDD, etc., until the last, odd-numbered line, which is rhymed by the first line of 

Hombre.  The rhyming words in this change of speakers are significant:  “siguiendo mi 

destino” (37), and “Solo en Jerusalén, tú, peregrino” (38).  “Destino peregrino” 

summarizes this character’s fate.  This monologue follows a consistent strophic pattern of 

seven- and eleven-syllable lines to the end.  As with the rhyme pattern, the seven-eleven 

pattern is continued by Hombre:  Judaísmo’s last line contains seven syllables, and 

Hombre’s first, eleven. 

 As has been implied, Judaísmo is met by Hombre, to whom he explains his 

origins.  Each of these characters appears onstage from one of the two carros (theatrical 

wagons) utilized in this auto.  Judaísmo (dressed in “Jewish style”) emerges first from the 

“carro del estanque” (pond wagon) and Hombre from the “carro del palacio” (palace 
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wagon).  The first carro likely represents the gardens of the palace, introduced in the loa, 

while the second one is self-explanatory.  Considering his upcoming association with the 

initial historical period of man, Judaísmo’s exit from the “pond wagon” might refer to the 

expulsion of mankind from the Garden of Eden, marking the birth of history.  (“Pond” is 

an allusion to nature, as opposed to “palace.”)  The background information given by 

Judaísmo to Hombre consists of a rapid review of key Old Testament time periods and 

events and, finally, a mention of the death of Christ.  He first assigns himself the identity 

of Natural Law (the time period before the advent of the Mosaic Law): 

  Yo fui la Ley Natural 

  en aquel siglo, en aquel 

  candor y yugo sencillo 

  de nuestra primera Ley. 

  Yo fui la edad primitiva, 

  que poseí, que gocé 

  sin sobresaltos la paz, 

  y sin pensiones el bien. (45-52) 

Interestingly, the ancient times alluded to in these verses differ from those described by 

the Bible.  Shortly after the Lord’s curse of the earth, Cain murdered his brother Abel and 

initiated a chain of wickedness which led to the flood.  The ideal ancient time period 

referred to is the mythological Golden Age, the one frequently alluded to by Cervantes’ 

Don Quijote.  This mixture of Greek and biblical thought was common in Christian 

writers, including the influential Doctor of the Church, Thomas Aquinas, who based 

much of his doctrine on the writings of Aristotle.  This is reminiscent as well of the 

prominent position of Virgil in Dante’s Divine comedy. 
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 At this point, the narration of the Judaic character turns back to Creation.  

Chronology is not vital to the formulation of ideas in this work.  He mentions the 

distribution of the land for the beasts, the air for the birds, and the sea and rivers for the 

fish.  In addition to its symbolic reference to Creation, this figure is representative of 

facilities built on the historical palace grounds for all kinds of animals.  The Palacio del 

Buen Retiro contained a cage for the exhibition of wild animals, as well as an aviary 

containing exotic birds.  Naturally, the many bodies of water on palatial grounds were 

home to numerous species of fish.  Judaísmo then distinguishes himself from the 

character of Hombre: 

  Al hombre, que su valido 

  y que su privado es, 

  hizo alcaide desde entonces de este divino vergel: 

  del bien y del mal llegó 

  en poco tiempo a saber. 

  ¿Pero cuál privado, cuál 

  no supo del mal y el bien? (81-88) 

These words have at least a double meaning.  They speak of the Hombre character as 

divinely appointed to the post of alcaide for “this garden.”  As a figure of humanity, 

Hombre was given governorship of the earth.  The historical Conde Duque de Olivares, 

represented by Hombre, was given the governorship of the Palacio del Buen Retiro.  The 

second part of the quotation is an allusion to possible misconduct by Olivares.  Speaking 

of Hombre, it states that he soon discovered good and evil, implying the fall of humanity.  

The last question, asking which “privado” had not discovered good and evil, has to be a 

direct reference to Olivares, given his title of Privado (Favorite) of King Felipe IV. 
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 Judaísmo next refers to his arrival at Mount Sinai, and his transfer from Natural 

Law to Written Law.  Certain elements he mentions of the pilgrimage of the children of 

Israel through the desert are symbolic of the Eucharist.  These symbols will shortly be 

developed by Hombre.  Judaísmo speaks of the water brought forth by Moses from the 

rock.  He then mentions the manna of the desert, sent from above, and Caleb’s cluster of 

grapes, brought from the Promised Land by the Israelites sent by Moses to spy out the 

land.  Finally, Judaísmo alludes to the crucifixion and the expulsion of the Jews from the 

Promised Land by the Romans.  He expresses his grief over all the good he has lost.  The 

grief over the loss of historical Jewish lands can have a social interpretation, even as the 

statement on the “privados”.  It can well be an allusion to the expulsion of the Jews from 

Spain in 1492.  Even to the present day, descendants of these Sephardic Jews keep the 

keys to the houses their ancestors left behind. 

 Hombre’s response to Judaísmo’s narration of the past openly uses the historical 

characters of Rey and Reina.  These are the historical Felipe IV and Mariana de Austria.  

He opens his speech to Judaísmo with the condemnation typical of the time: 

  Ley Natural, Ley Escrita, 

  que una y otra en ti se ven, 

  pues de una pasaste a otra 

  Ley, de Gracia no, porque 

  fue Ley de ti dividida, 

  que tú no quisiste ser, 

  pues que tú la repudiaste 

  soberbio, fiero y cruel. . . . (177-184) 

Once again, the caesurae are emphatic in these lines.  The initial line, calmly listing the 

first two Laws side by side, contrasts with those further down.  Three caesurae (two of 
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them adjacent) verbally and vocally emphasize the rejection by Judaísmo of the third 

Law, that of Grace:  otra/ley (179-80); porque/fue (180-81); and repudiaste/soberbio 

(183-84).  In keeping with a centuries-old Church tradition only recently renounced, the 

cruelty is on the part of Judaísmo for the Crucifixion and his rejection of the Christian 

faith.  The speech which follows is an open usage of the historical relationship between 

the King and Queen of Spain, as well as the building of the palace, as figures of Christ, 

his Church, and his new Palace.  Hombre’s statement concerning the latter contains a 

biblical inaccuracy:  “el palacio que vio Juan / en su Apocalipsi es” (189-90).  What John 

sees in Revelation 21 is not a palace, but a city, the New Jerusalem.  He plays on the 

name of Felipe, representing the historical king as a man of faith, due to the first two 

letters of his name:  Fe (Faith).  Hombre also plays on the name of the queen, Isabel.  Its 

Hebrew equivalent Elisabeth means “God’s oath,” a meaning which Hombre relates to an 

oath of Rey to Reina to build her a palace.  Concerning Rey and Reina, he openly states 

that “no hay duda quién puedan ser, / pues que son Cristo y la Iglesia, / y son la Reina y 

el Rey. . .” (238-40).  He then proceeds to compare the animal facilities in the historical 

palace to Noah’s Arc, in which all species of animals were held. 

 Hombre’s description of the upcoming feast hosted by Rey is described in the Old 

Testament terms utilized by Judaísmo, seen as symbols of the New Covenant by 

Christianity.  Hombre associates the Passover lamb eaten by the Israelites in Egypt with 

the Extreme Unction sacrament given to believers approaching death, both being food for 

a journey.  “El cristal de Rafidín” (319) refers to the rock from which Moses brought 

forth water in the desert for the Israelites (Exodus 17.1-7).  This is followed by a mention 

of “el racimo de Caleb” (320), the grapes brought from the Promised Land to Moses and 

the Israelites by Caleb, Joshua, and the ten other representatives of the tribes (Numbers 

13.23).  The rock and grape figures refer to the mixture of water and wine in the cup of 
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the Eucharist.  Hombre associates the arrival of Reina in a chariot with the Lord’s 

chariots in Psalm 67.18 (329-32).15  Calderón incorrectly connects the arrival of Rey on 

horseback with the book of Ezekiel, which contains no such figure.  This image can be 

found in Revelation 19.11-13.  He is accompanied by the three Theological Virtues, 

Faith, Hope, and Charity.  Finally, Hombre associates himself with the historical Conde 

Duque de Olivares, describing himself as the King’s Favorite (privado) and Governor 

(alcaide) (349).  He declares Judaísmo not welcome to the banquet to be given by the 

King.  This is reminiscent of Jesus’ parable, in Matthew 22.1-14, of a king who gave a 

wedding banquet for his son.  The king sees a guest without a wedding robe and asks him 

how he gained admittance.  Upon the guest’s speechlessness, the king has his servants 

bind him and cast him into the outer darkness.  Naturally, Judaísmo is resentful of his 

exclusion and vows to disrupt the dedication of the palace, turning it into a “Tower of 

Babel” (379-84).  His words “Yo en su Imperio / tengo de entrarme también, / debajo de 

conveniencias” (375-77) seem to refer to the agreements between Olivares and the Jewish 

traders (Navarro González 118).   

 The poetical structure of Judaísmo’s second monologue (lines 363-84) contributes 

to the doubt, as well as vengefulness, expressed by his language.  This is the only 

monologue of a threatening nature, and is the shortest (twenty-two out of a total of one 

hundred sixty-five lines).  The first two lines, as well as the last two, are oxytonic in their 

stress.  The body of the discourse exhibits the pattern of paroxytonic lines followed by 

oxytonic lines.  This monologue contains no rhyme whatsoever.  It includes an irregular 

combination of heptasyllabic and octosyllabic lines.  The lack of the lengthier lines found 

in the first monologue signal the abrupt emotions of this character. 
 

15 Unless otherwise specified, all biblical quotations will be from the Douay-Rheims edition of the Bible, 
based on the Vulgate.  For bibliographical information see Works Cited.  (Incidentally, the Psalm numbers 
after Psalm 9 will be one number lower than in versions not based on the Vulgate.  This is due to the fact 
that the Vulgate was based on the Hebrew Bible, in which Psalms 9 and 10 were one.) 
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 The social/spiritual events continue with the arrival of Rey and Reina.  The three 

Cardinal Virtues and the five senses enter with them.  Instructions indicate that, of those 

coming onstage, “cuantos pudieren” are to come singing.  (The instructions are in 

between lines 384 and 385.)  Obviously not all actors could sing.  Interestingly enough, 

this image of the glorious arrival of the King and Queen appears to be a figure of the 

Second Coming, rather than the First.  However, it takes place on Friday, the day of the 

Crucifixion.  The Council meeting to follow bears the air of the Final Judgment, whereas 

the final scene is symbolic of the Crucifixion and the Eucharist.  This presents an image 

of the atemporality within the temporal of the Sacrament of sacraments.  All of history 

revolves around the eternal sacrifice of Christ. 

 The following words of Rey to Reina, concerning the Palace, exhibit the fusion of 

the temporal and the eternal, the social and the spiritual: 

  Ayer breve e inculta esfera 

  de unos olivares fue, 

  hoy jardín de flores que 

  excede a la primavera; 

  tabernáculo ayer era, 

  y templo es hoy inmortal, 

  ayer fue mesa legal, 

  hoy ara de tus altares; 

  ayer campo de olivares, 

  y hoy es Palacio Real. (409-18) 

Its identification with “olivares” implies the construction of the Palace on land possibly 

belonging to Olivares, in which “olivares” were planted.  The contrast of “olivares” with 

“jardín de flores” is the image of the lands’ transformation from an olive grove into 
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gardens.  The contrasts of tabernacle and temple, as well as legal table and communion 

table, are not historical, but doctrinal—a differentiation of Old and New Covenants. 

 The mixture of the social and the spiritual will stand out in the remainder of the 

auto.  The activities of the King will be directly associated to those of Christ, as well as to 

historical events in the dedication of the Palacio del Buen Retiro.  Reina addresses Rey 

with great reverence, alluding to his Empire which reaches from Spain to the Americas; 

an Empire difficult for the sun to fully light (lines 423-28).  In a historically inaccurate 

statement, Reina mentions that Friday is the day of this their first visit to the Palace.  

Historically, the initial visit of the monarchs took place the first Thursday of December, 

1633 (Paterson, Palacio 120).  Friday was traditionally the day of royal audiences in 

which Felipe IV and the different councils listened to the petitions of varied entities.  

Reina then discusses Hombre, the King’s Favorite.  In this context, Hombre is an 

individual, a social, and a spiritual figure.  Reina alludes to the historical Olivares’ status 

as the King’s Privado, as well as the spiritual Hombre’s status as the King’s creation: 

  Mucho del Hombre has debido 

  a la atención y cuidado; 

  con razón es tu privado, 

  con razón es tu valido, 

  puesto que tu hechura ha sido. . . . (449-53) 

On an individual (though collective) level, Reina speaks of the five senses (Sentidos) of 

Hombre:  Oído, Tacto, Gusto, Olfato, and Ojos.  Hombre represents mankind under the 

Old and New Covenants.  Reina states that Hombre failed as the alcaide of the first 

garden (Garden of Eden), but she hopes that he will be happier as alcaide of the new 

garden.  The response of Hombre indicates the importance of faith in this auto.  After 

mentioning his previous failure, he expresses his present confidence:  “Mas hoy no temo 
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desgracia, / reinando la Ley de Gracia, / de quien es trono mi fe” (486-88).  At the 

intercession of Reina, Rey agrees to run side by side with Hombre, with both of them 

dressed in red.  This color can represent the blood of Jesus on the cross, his incarnation, 

and a historical event during the inauguration of the Palacio (Paterson, Palacio 122-23).  

Naturally, Hombre is a symbol of the humanity of Christ.  In the words of Rey, 

“encarnado Dios es hombre / y encarnado el Hombre es Dios” (511-12). 

 Next, the auto focuses on the five senses and their role in the establishment of 

faith in the individual.  This section is based on Romans 10.17:  “Faith then cometh by 

hearing; and hearing by the word of Christ.”  All characters but these five and Fe leave 

the stage.  Fe holds a bouquet of flowers, and each of the senses demands it as they exit.  

Vista brags of giving Hombre a view of the heavens, but Fe responds that Faith does not 

believe the eyes.  This is reminiscent of the Apostle Paul’s words in 2 Corinthians 5.7:  

“(for we walk by faith and not by sight).”  Tacto claims to have touched the greatest gifts, 

but receives the same response from Fe.  Olfato asserts his capacity to absorb the best 

odors, and Gusto brags of bringing the greatest pleasure to Hombre, unsuccessfully.  

Finally, unlike the other senses, Oído humbly approaches Fe, stating a perceived 

inferiority to the other senses.  To him Fe gives the bouquet, as Fe affirms, “En esa 

desconfianza / más he hallado está el amor / de la Fe . . . (593-95).  The proud words of 

Oído upon receiving the approval of Fe are an illustration of how treacherous this sense 

can be, bringing both good and evil:  “Yo soy el más generoso / de todos y he merecido” 

(607-608).  Only the arrival of Hombre impedes the attack of Fe by the other senses. 

 The initial words of Hombre which immediately follow appear to be focused on 

humanity in general.  Upon hearing a complaint in unison from four of the senses 

concerning the arrogance of Oído, Hombre expresses his belief in their complaint, 

  pues que todos me servís 
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  fieles, todos me asistís 

  con cuidado, a mi deseo. 

  Dichas toco, glorias veo, 

  viandas, perfumes de mucho 

  gusto logro, y sólo lucho 

  con las penas del Oído, 

  pues él solamente ha sido 

  de quien mil quejas escucho. (614-22) 

The delights provided by the senses (with the exception of hearing) are enjoyed by all.  

However, the complaints against himself, to which Hombre refers at the beginning of his 

next speech, clearly refer to the historical “Privado”: 

  Si la privanza se adquiere 

  a costa de quejas, no 

  tenga culpa de ellas yo, 

  y quéjese quien quisiere. (633-36) 

In the words that follow, Hombre rapidly changes the focus of attention from himself to 

the King, both the temporary and the divine, stating that the monarch must be served with 

all five senses, and announcing the King’s Council meeting. 

   A lengthy speech by Hombre, preceding the royal session, lays the metaphorical 

groundwork for the upcoming courtly scene.  Responding to an inquiry by Gusto, 

concerning the possibility of a new Law replacing that of Grace, Hombre answers 

negatively.  He then proceeds to lay out the relationship between the Natural and Written 

Laws and that of Grace.  The first part of this lengthy speech centers on the different 

concepts of the word “ark,” all of which represent the deliverance of God’s people from 

great danger.  According to Hombre, the salvation from the flood of Noah’s family and 
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all the animal species in the ark is a figure of the end-times unity of the Church under 

God’s eternal Kingdom.  Hombre alludes to the manna and the flowered rod of Aaron in 

the Mosaic arc of the covenant as symbols of the Eucharist and “crosses.”  This plural 

term may symbolize the bearing of the cross by all believers as they follow the cross-

bearing Lamb of God.  Metaphorically speaking, the crosses borne by Christ’s followers 

may be represented by the biblical image of the numerous branches growing out of either 

side of the Aaronic rod.  The interconnectedness of all three time periods represents a 

divine order of events leading to the restoration of mankind to life eternal. 

 Hombre’s lengthy description of apocalyptic events leading to the Final Judgment 

contains elements of Christ’s words in Matthew 24 and Luke 21:  a description of signs in 

the heavens and in the oceans, as well as terror among the people.  However, 

“permanecerá exaltada, / entre tronos y virtudes, / la Cristiana Monarquía . . .” (739-41).  

This Christian Monarchy alluded to is no doubt that of the Spanish Hapsburgs, defenders 

of the Faith.  Hombre compares the final days with the Creation chaos of Genesis 1.2:  

“parece que se confunde / el cielo, y que al primer caos / todo el orbe se reduce . . .” 

(834-36).  At this point in the play, the words of Hombre intertwine the temporal and the 

eternal, presenting the courtly session presided by the King of Spain as a prelude to the 

Final Judgment.  This session of the Royal Council to take place is more than a metaphor; 

it is the theatrical representation of a temporal judgment preparing the way for that which 

is eternal.  In fact, every Friday afternoon, the Spanish monarch conducted a meeting of 

the Consejo Real de Castilla, where he attended to the affairs of Castile and the litigation 

involved in these matters (Paterson 137).  Hombre’s words immediately preceding the 

beginning of the royal session makes this clear: 

  es justo que te asegures 

  que a esta fábrica hoy 
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  no habrá tiempos que la muden, 

  que es figura de la Iglesia 

  donde en rasgos y vislumbres 

  el Rey es un Dios humano, 

  y para que más lo apures, 

  él sale con las consultas; 

  desde aquí es bien que le escuches. (862-870) 

Obviously, the expression “Dios humano” does not refer to Felipe IV as a divinity, but 

rather as a figure of Christ, “en rasgos y vislumbres.”  It also refers to the humanity of 

Christ.  However, the Spanish king’s judgments are not simply a metaphor of the Final 

Judgment.  They express the idea that this monarch carries out Christ’s judgments on 

earth as his vicar, as will become clear in his rulings that follow. 

 Rey and Hombre are together, with Reina and the five Senses to one side, and the 

petitioners to the other.  (The Cardinal Virtues also intervene, though they are not named 

in the instructions.)  Interestingly enough, Judaísmo is the first to present a petition, but 

the last to receive a decision.  This could be an allusion to the ongoing petitions of Jewish 

traders to King Felipe IV, and their final rejection upon the 1643 fall from power of the 

Conde Duque de Olivares.  The judgments rendered by Rey reflect the policies of the 

Spanish Hapsburgs, presenting an image of eternal battles fought on a temporal plane.  

The reactions of the Senses can also represent the resistance of temptation by the 

believer.  The four petitioners are Apostasía, Gentilismo, Moro, and Judaísmo.  Once 

again, the number four is a symbol of mankind.  “Blind” Apostasía requests freedom of 

conscience in exchange for submission.   Rey refuses to listen to this petitioner, at which 

Oído covers his ears.  At this point there is a combination of the temporal with the 

spiritual.  At the time of the writing of this auto, the Thirty Years War (1618-1648) 
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between Catholic and Protestant states had recently come to an end.  Reina (the 

Virgin/Church) kneels and intercedes on Apostasía’s behalf.  This can be an image of 

heavenly, as well as earthly, intercession for heretics.  Rey responds with historical 

instructions: 

  A mi Consejo de Guerra 

  remitid el memorial, 

  y si las armas no pueden 

  su soberbia sujetar, 

  no sean vasallos míos, 

  que reinar no quiero en paz 

  en islas sin fe, porque 

  reinar sin fe no es reinar. (923-30) 

This mingling of the historical Felipe IV’s historical battles with the intercession of the 

symbolic Queen presents a unity between the temporal and the eternal.  Rey’s threat of a 

future rejection of the vassalage of “Apostates” can represent a spiritual threat to 

unrepentant Protestants of their eternal rejection by the King of kings. 

 The presentation to Rey of the requests of Gentilidad provokes his refusal to look 

at them, at which Vista covers his eyes.  Ironically, the Gentiles request to be conquered 

by Rey – an imperialist request.  Gentilidad can represent two sets of unbelievers:  the 

Gentiles evangelized by St. Paul, and the colonial peoples admitted into the Church.  

Naturally, this character represents the latter.  Hombre alludes to the Western lands 

conquered by Spain, and at the intercession of Caridad and the expression of hope by 

Esperanza, Rey decides to send priests overseas to baptize them into the Catholic Church.  

Once again, this is a temporal allusion to the forceful evangelization of the natives in 

Spanish colonies.  Moro is the third petitioner before Rey, and upon the intercession of 
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Fe, the King authorizes the establishment of Christian ports in northern Africa. These 

were historically established by Portugal in the fifteenth century, but were under the 

control of Spain from the time of Felipe II and the unification of both countries.  

(Portugal would not recover its independence until 1668.)  Judaísmo is the final 

petitioner, who wishes to establish commerce in the Spanish Empire.  Hombre 

significantly asks, “¿Ninguno pide por él?” (1001).  At the universal response of “No,” 

Rey commands, “Pues romped el memorial” (1003).  This is a clear allusion to the 

commercial deals made between the Conde Duque de Olivares and Jewish traders.  As 

mentioned earlier, these were eventually rescinded by Felipe IV.  When Judaísmo asks 

Reina the reason for her cruelty towards him, she responds, “Porque en mi amparo el 

judío / solo no tiene lugar” (1005-1006).  In these words, Reina could hardly represent 

Christianity as a whole.  The Jews were never expelled from the papal city of Rome. 

 Upon the immediate departure of Reina, Esperanza, and Caridad, Judaísmo 

remains alone, lamenting his fate.  Associating the Friday in which the Royal Council 

meets with the Good Friday of the crucifixion, he laments: 

  Pero, ¿cómo en viernes, cómo 

  en viernes pretendo hallar 

  patria ni morada, si 

  de él nació mi orfanidad, 

  por quien extranjero siempre, 

  peregrino sin cesar 

  las montañas de la tierra 

  y los piélagos del mar? (1039-46) 
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Once again, the traditional Christian view of the Jew as a sad wanderer is manifest.  

Judaísmo’s affliction is made worse by the festivities taking place, with numerous 

allusions to the birth and death of Christ: 

  Y para que más me aflija, 

  para que me angustie más, 

  ya nuevas fiestas celebran 

  su alegría y mi pesar. (1047-50) 

He observes Rey behind a glass pane, historically constructed for Felipe IV by Olivares 

during the festivities to keep him warm (Ferguson 146).  Judaísmo interprets this as an 

image of Jesus in the womb of the Mary.  The last words of this monologue reflect 

Judaísmo’s resentment towards Christianity, as well as his perceived powerlessness: 

  ¡Oh quién pudiera sembrar 

  hoy en la plaza el horror 

  de los campos de Senar! 

  Mas en el circo entraré, 

  pues soy fiera. (1084-88) 

 This third monologue of Judaísmo (lines 1023-88) is by far the lengthiest.  Its 

format assists in the reflection of this tragic character’s sadness and resentment.  There is 

an irregular combination of oxytonic and paroxytonic lines.  It contains a substantial 

amount of rhyme.  However, it does not follow a fixed pattern.  The following are the 

word groups which rhyme, followed by the number of the line in which they are found:  

desatadas (1051), reducidas (1053); están (1052), volcán (1082); orden (1075), tienen 

(1077); cristal (1060 and 1074), original (1064); gentilidad (1030), piedad (1036), 

Caridad (1038), orfanidad (1042); pesar (1028 and 1050), hallar (1040), cesar (1044), 

mar (1046), soltar (1056), mirar (1066), encarnar (1072), lugar (1080), sembrar (1084), 
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Senar (1086).  Once again, it contains an irregular combination of heptasyllabic and 

octosyllabic lines.  These incongruities reflect the wandering thought of this character 

 Noticing the arrival of the Royal Councils, Judaísmo decides to enter the location 

of the festivities – a circus.  However, he is detained by Fe, who explains, “pues no tienes 

licencia / del Rey para vivir en su presencia” (1097-98).  This has both historical and 

spiritual meanings.  Historically speaking, Jews were expelled from Spain in 1492 in an 

edict not revoked until 1968.  (Incidentally, Jews were allowed to settle in Spain starting 

in the nineteenth century.)  Spiritually, these words reflect the traditional Catholic belief 

of the exclusion of the Jews from the Kingdom of God after their rejection of Christ.  Fe 

then accedes to explain what Judaísmo observes from the outside of the circus, “porque 

has de hallar en el cristiano imperio, / hoy en todo, alegórico misterio” (1113-14). 

 Having noted the allegory to be observed, Fe associates Spanish royal and noble 

figures with Biblical ones.  Reina is described as a figure of the Church (as in previous 

verses), and her son Príncipe (the historical Baltasar Carlos) as her inheritor (the 

Christian).  Fe associates the presidents of different councils with different apostles.  

Pablo is the president of the Supremo Consejo (Supreme Council) – probably a reference 

to his authority as the writer of a major portion of the New Testament.  The Consejo de 

Indias (Council of the Indies) has Mateo as president.  (According to tradition, this 

apostle was martyred in Ethiopia.)  Pedro is president of the Órdenes [Militares] (Military 

Orders).  This apostle, considered by Catholics to be the rock on which the Church is 

founded, is here represented at the forefront of Christian forces.  The Consejo de Guerra 

(War Council) is directed by Diego (here meaning James; Paterson 154).  Santiago 

traditionally fought on the side of Spanish forces, descending from heaven to the 

battlefield.  The next entity mentioned is the Inquisición (Inquisition), presided by 

Andrés, the first disciple.  Felipe presides the Consejo de Hacienda y Cuentas (Council of 
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Finance and Accounting).  This apostle estimated how much it would cost to feed a 

multitude in John 6.5-7 (Paterson 156).  These councils are followed by the multitudes of 

the Reino (Kingdom), with angels as their procuradores (procurators). 

 The next entrance is the greatest.  Instructions indicate that Rey and Hombre 

enter, both dressed in red and running side by side.  Judaísmo expresses admiration for 

this pair:  “Apenas, apenas puedo / distinguir a Dios, o al Hombre” (1206-1207).  Fe next 

alludes to the temptation of Christ in the desert:  “No te admires mucho de eso, / que el 

Demonio aún no sabrá / si es Dios u hombre en el desierto” (1208-1210).  Concerning 

this biblical reference, the devil commenced all his temptations with the phrase of 

uncertainty, “If you are the Son of God. . .”  (This Judaic, as well as satanic, uncertainty 

concerning the divine identity of Christ, appear to be textually connected.)  Following 

Rey and Hombre are “los Grandes de su Corte” (the Grandees of his Court), described in 

confusing metaphors (1225-58).  Naturally, the first to follow is “La Villa, que significa / 

de la república el cuerpo, . . . / porque esta es la voz del pueblo” (1225-26; 1228).  These 

words bring to mind the “vox populi, vox Dei” statement.  However, Calderón 

emphasizes the concept of the people following the King, and not vice versa, even as 

Christians follow the Lord:  “[el pueblo] que fue siguiendo sus pasos, / su grandeza 

conociendo” (1229-30).  (On a temporal level, the representative of the Villa [de Madrid], 

capital of Spain, is a figure of the Spanish nation.)  The first noble following Rey and 

Hombre is “el Almirante del Mar” (1231), described by Paterson as “Juan Alonso 

Enríquez de Cabrera, Duque de Medina de Rioseco y Almirante de Castilla por herencia, 

cabeza de una de las ocho cuadrillas que desfilaron aquella tarde en la plaza de fiestas del 

Buen Retiro” (Retiro 161).  This noble is followed by two counts and a duke:  the Conde 

de Niebla, the Conde de Peñaranda, and the Duque de Medina de las Torres (Paterson, 

Retiro 162-63).  As can be seen, all major figures of the nobility present at the historical 
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festivities are alluded to in this religious work, illustrating the combination of the eternal 

with the temporal which is evident throughout the play. 

 The central allegory of the auto, representative of the Eucharist, is based on an 

event in the festivities which involves Felipe IV (Rey) and the Conde Duque de Olivares 

(Hombre).  Lines 1269-76 describe the event to take place, “correr la sortija.”  This event 

is an exercise of dexterity in which the participant attempts to string a hanging ring onto a 

lance tip, while riding horseback (Paterson, Palacio 165).  Onstage, a white ring, symbol 

of the Host, hangs on a rope in between two columns.  Whoever is able to carry it away 

on the tip of his spear will be able to offer it to his beloved.  The two columns are present 

on the two theatrical wagons which are set at opposite ends of the stage.  Instructions 

after line 1276 indicate that these columns are to be opened.  According to the 

instructions following line 1296, in one column, ladies and men climb with Reina to a 

balcony to observe the event, while in the other, actors and actresses climb to the top of 

the column and go back down (how rapidly is not indicated), using railing on either side. 

 The last scene with Judaísmo reinforces the tragic image of him presented from 

the beginning of the play.  He stands alone, admiring the hanging figure of the Host, yet 

unable to comprehend it.  Describing it as a hieroglyph, he reverses New Testament 

figures, equating the Host to different symbolic figures of the Old Testament:  manna; the 

heavenly dew on Gideon’s fleece; the honeycomb found by Samson in the dead lion’s 

mouth; etc.  Alluding to the Host-centered competition, Judaísmo’s last words are the 

ultimate nail in his figurative coffin, marking his final exit from the stage: 

  Y así, corra a tu blanco singular 

  el que pueda su precio conseguir, 

  que yo siempre tu ser he de dudar, 

  que nunca he yo tu luz de percibir, 
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  porque la Hostia no eres de mi altar, 

  porque no eres el sol de mi nadir, 

  porque tu oscura cifra no alcancé, 

  porque a la Fe he escuchado sin la Fe. (1329-36) 

The last verse quoted contrasts with the previous victory of Oído over the other four 

senses, in acquiring the bouquet from Fe. 

 Judaísmo’s final monologue (verses 1297-1336) sharply defines his inner conflict 

before the audience, and its poetical components serve to increase its emotional and 

intellectual effects.  Every single verse of this monologue is oxytonic, with the final 

syllable stressed.  Thus, all lines are hendecasyllabic, though they contain only ten 

syllables.  The provocative sound of this accentuation is one of a hammer beating on a 

stone.  This said, in my judgment, the poetic device which is by far the most influential in 

this final monologue is its rhyme.  The scansion of this monologue provides a clear image 

of the power it can have on an audience’s perception (the underscores are mine):  

ABABABCCDEDEDECCFGFGHGCCHIHIHICCAJAJAJCC.  There are five groups of 

verses with their own rhyme repeated three times.  Each group is followed by two verses 

with a variation of a repetitive question, also displaying a unique rhyme.  These repetitive 

verses (CC) summarize the inner conflict of Judaísmo represented in this play:  “¿Quién 

eres, que te miro y no lo sé, / porque a la Fe he escuchado sin la Fe?” (1303-04); “. . . 

Que yo decirlo no podré, / porque a la Fe he escuchado sin la Fe” (1311-12); “Que yo lo 

dudo ahora, aunque lo sé, / porque a la Fe he escuchado sin la Fe” (1319-20); “yo no te 

alcanzo ni tu enigma sé, / porque a la Fe he escuchado sin la Fe” (1327-28); “porque tu 

oscura cifra no alcancé, / porque a la Fe he escuchado sin la Fe “ (1335-36).  Of major 

significance is the fact that Judaísmo’s final words are those of line 1336.  Besides the 

repetitive expression of unbelief by Judaísmo, the audience would surely perceive the 
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fact that each of the five groups of verses surrounded by this expression consists of six 

verses (for example, ABABAB).  The number six traditionally denotes imperfection, 

falling short of the divine number, seven.  This would further grind in this character’s 

failure to overcome his spiritual doubt.  A final detail of the last monologue might be 

observed by a careful reader, even though it most likely would not be discerned by a 

theatrical audience.  This would be possible due to the fact that, after an initial time 

period of onstage performance, dramas and autos were commonly sold as reading 

material.  The detail is that this monologue contains a significant number of lines:  forty.  

This number corresponds to the number of years spent by the Israelites wandering in the 

desert because of their rebellion against God.  The final words of Judaísmo make clear 

the Counterreformation teaching that there is no hope for the race he represents of 

reentering the Promised Land, neither the physical nor the spiritual. 

 The symbolic competition which allegorizes the Eucharist is initiated upon the 

departure of Judaísmo.  At the beginning of the contest for the ring, Hombre is separated 

from Rey, becoming a figure of man, rather than of the manhood of Christ.  He is to 

judge the contest with his five senses.  This is reminiscent of the previous contest of the 

senses.  On this occasion, a cross is the prize for the winner.  The only contestant is Rey, 

a figure of Christ as the sole bearer of sin, the perfect Lamb of God.  As Reina and her 

ladies observe from one of the towers, Rey affirms the transformation of the white ring 

into his body, an allegory of Transubstantiation: 

  Blanco pan fue; pero ya, 

  transustanciado en mí mesmo, 

  no es pan, sus especies sí, 

  porque este sólo es mi cuerpo. (1367-70) 
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At this time, the ring disappears and Rey stands in its place.  Upon the return of Rey to 

where Hombre stands, the symbolic ring returns to its previous location, elevated in 

between two columns.  This is an image of the portion of the Mass in which the priest 

elevates the Host, at which, according to Catholic doctrine, transubstantiation takes place.  

Rey is declared the winner of the contest by Hombre, who gives him the cross.  The 

crucifixion and the sacrament of the Eucharist are intertwined. 

 The attempt of the different senses to follow Rey illustrates once again the 

doctrine of faith by hearing.  This applies to the individual Christian.  Different senses 

express different doubts concerning Rey’s transformation into the Host.  Gusto is unable 

to follow Rey because he tastes nothing but bread in the Host.  Olfato is equally 

unsuccessful, unable to smell anything but bread.  Tacto does not believe in 

transubstantiation, due to his inability to feel anything but bread.  Vista cannot follow 

Rey, seeing nothing but the color white in the Host.  Oído asserts his faith in Rey’s 

statement that the white ring is his body.  As a reward, he is given a Chalice, which he 

gives to Fe.  Reina, Hombre, and the senses next observe Rey, with the cross, in the 

height of the Torre del Estanque, with a man and a woman laboring at its base.  This is 

another figure of the elevation of the Host.  The workers are an image taken from Jesus’ 

references to Christians as laborers in his vineyard.  Rey offers Reina the prize of the 

cross he won, referring to it as the treasure of his seven sacraments (1456).  He then 

consoles her: 

  Pues no os aflija mi ausencia, 

  porque yo nunca me ausento, 

  que en ese breve Retiro 

  del Pan constante me quedo 

  para siempre en cuerpo y alma. . . . (1467-71) 
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He promises his continuous presence in the Holy Bread.  The reference to Retiro (the 

newly inaugurated historical palace) is further emphasized near the end of the auto by 

Música (probably singers and instrumentalists):  “ya el Nuevo Palacio es / Palacio del 

Buen Retiro. . . .” (1486-87).  Hombre ends the play with the typical apology for any 

mistakes. 

 As can be seen from the preceding analysis, El nuevo palacio del Retiro and its 

loa attach eternal significance to the contemporary dedication of a new royal palace.  

While this work’s ultimate focus is on the doctrine of transubstantiation, it emphasizes 

the unity of the temporal Kingdom of Spain with the eternal Kingdom of God.  In the loa, 

constructions in this palace’s gardens illustrate eternal truths.  For example, statues of the 

current Spanish king, Felipe IV, and his grandfather, Carlos V, are used as figures of the 

crucial role of the Spanish Hapsburg monarchy in the defense of Catholicism.  The 

numerous hermitages on the grounds evoke spiritual links between the Old and New 

Testaments.  The auto emphasizes Spanish historical characters and events, rather than 

constructions.  King Felipe IV; Queen Isabel de Borbón, and the Conde Duque de 

Olivares (the King’s Favorite) are openly presented as figures of Christ, the Church, and 

Mankind.  A meeting of the Royal Councils is presented as the battle of Spain, on the 

temporal level, against enemies of the eternal Kingdom of Heaven.  An event taking 

place in the palatial inauguration is used to illustrate the doctrine of transubstantiation.  

There are undoubtedly some references to antagonistic developments among the Spanish 

courtesans of the time.  However, the overall metaphorical usage of the imperfect 

Kingdom of Spain ties it to the promulgation of the presence of Christ in the Host until 

the advent of the eternal Kingdom of God on earth.  The symbolic world of the Spanish 

Hapsburgs acquires eternal significance. 
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Chapter 3:  El cubo de la Almudena:  the shield of Faith against the 
attack of the enemy 

Pedro Calderón de la Barca wrote El cubo de la Almudena for performance in 

Madrid during the 1651 Corpus Christi celebrations.  There are no doubts concerning its 

authorship.  Its title is included in a list of his own autos directed by Calderón to the 

Duke of Veragua.  The list was published by Gaspar Agustín de Lara in Obelisco fúnebre 

a la memoria de Calderón (Madrid, 1684).  It is also present in the list published by Vera 

Tassis in Primera parte de comedias de Calderón (1685).  The first printed version of 

this auto is found in the fourth part of Autos Sacramentales, alegóricos e historiales del 

insigne poeta español, published posthumously in Madrid by Pedro de Pando y Mier 

(1717).  The loa which is included in this study appears before El cubo de la Almudena in 

the Pando y Mier edition.  Once again, the authorship of the loa is uncertain, but it is 

closely related to the topic, as well as the allegorical format, of the auto. 

Both the loa and the auto, El cubo de la Almudena, make use of legendary 

miracles to focus on the central miracle of the Catholic faith:  transubstantiation.  The 

miracles in the loa are utilized by Iglesia in a debate with Herejía to illustrate different 

arguments supporting this doctrine.  Those in the auto surge during a siege by enemies of 

the Faith in response to the penitence and prayer of the people of Madrid.  They are 

thereby delivered from three of the four traditional enemies of the Catholic Church:  

Idolatry, Islam, and Apostasy.  (There is no Judaic character in El cubo de la Almudena.)  

In these two linked works, the Church, and specifically the Church in Spain, is the 

defense of the Catholic individual and the nation, and its weapon is the Eucharist. 
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The loa of El cubo de la Almudena presents an image of harmony, conflict, and 

the restoration of harmony, which prefigures the structure of the auto.  The initial 

harmony is centered on the admission by Iglesia of the anticipant faithful, in order for 

them to partake of the Sacrament of sacraments.  The partakers enter the stage singing, 

dancing, and praising the Eucharist.  The initial instructions indicate that “Sale la 

PENITENCIA, el CELO y los cuatro Hombres y las dos Mujeres cantando y bailando” 

(561).16  Both the singing and the dancing are literally harmonious, the one in the notes 

sung, and the other in the movements coordinated.  Also, these two activities require 

group collaboration.  Thus, the initial entry onstage of actors and actresses provides both 

a literal and a symbolic image of harmony and unity, as well as a joyful mood.  It can be 

assumed that the four men and two women are those who will be referred to as 

“Músicos” during the remainder of the loa.  Celo and Penitencia dance at their side.  

Covarrubias, describing the origin of the expression “por donde va la danza,” mentions 

liturgical dancing, including that associated with Corpus Christi:   

  [Dicho] del danzante que, acompañando la fiesta y procesión del Corpus  

  Cristi, entró a beber en una taberna, y de cansado y bien bebido se durmió  

  y no despertó hasta otro día, y pareciéndole que no había sido sueño, sino  

  una traspuesta de un credo, salió preguntando:  ¿Por dónde va la danza?   

  El hacer danzas en las fiestas del Señor, es antiguo, desde el tiempo de  

  David, que danzó delante del arca del Señor, aunque a su mujer Micol le  

  pareció descompostura . . . (396). 

 
16 Once again, quotations from the loa will indicate the page number of the Valbuena Prat edition, while 
those from El cubo de la Almudena will display the corresponding verse numbers from the Reichenberger 
edition. 
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As is evident from this citation, the dancing would historically (and in this case, 

theatrically) occur in the solemn march with the monstrance towards the church, rather 

than inside the church. 

The song sung by the characters is composed of the following verses (displaying 

assonant rhyme): 

 En el Día del Señor 

 sus Sacras Puertas franquee 

 la Iglesia, para empezar 

 la Comunión de los Fieles, 

 y en ella dispense 

 el Pan de la Vida, 

 Manjar de la Gracia, 

 que es copo de nácar 

 y es ascua de nieve. (561) 

Two figures are used to symbolize the Bread of life:  “copo de nácar” and “ascua de 

nieve.”  The “copo de nácar” (mother-of-pearl snowflake), both white elements 

symbolizing purity, can be an allusion to the Virgin birth.  The mother-of-pearl, a pearly 

layer in the interior of the pearl oyster, might serve as a symbol of the Virgin’s womb, 

and the snowflake could be an image of a gift from heaven, similar to manna.  Like the 

mortal Jesus, the snowflake’s beauty is not permanent.  The “ascua de nieve” (ember of 

snow) oxymoron presents a contrasting image of the Eucharist.  Though apparently made 

of meltable matter, the consecrated host constitutes an unquenchable fire.  This image is 

similar to the fire observed by Moses in the bush.  This alludes to the power of this 

Sacrament in the life of its partakers. 
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The interdependent characters of Celo and Penitencia have nothing but praise for 

each other.  Celo refers to his partner as “Bellísima Penitencia,”17 while Penitencia 

describes Celo as “Celo piadoso” (561).  Celo refers to Penitencia as an “eslabón tercero” 

who is at the middle of “la cadena de los siete” (561).  The Council of Trent asserted that 

the seven sacraments are:  baptism, confirmation, Eucharist, penance, last anointing, 

order, and matrimony (Decrees 684).  Given the metaphor of the sacraments as a chain, 

Penitencia is the central link of the chain, its nucleus. 

Both characters allude to the central metaphor in the auto to follow.  Celo 

expresses impatience to Penitencia: 

  Y ya que en la Corte Augusta 

  de Madrid, adonde tiene 

  su solio la Fe, el Convite 

  del Viático Pan previenes, 

  siendo destinada Mesa, 

  a tan Sagrado Banquete, 

  la Casa de la Almudena, 

  al fin, como Sacro fértil 

  pósito de Trigo, pues 

  de su Homenaje Celeste 

  Granero un Cubo le guarda, 

  porque vean que le vierte; 

  ¿a qué esperas, si a la Puerta 

   hoy de su Templo nos tienes. . . . (561) 

 
17 “Bellísima” probably identifies Penitencia as a female character.  One of the most preeminent figures of 
penitence in the art of the time is Mary Magdalene. 
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Celo’s reference to Madrid (setting for the auto) as the location of the “solio” (throne) of 

Faith, underlines the central role of the Spanish monarchy in the sustenance of the 

Catholic Church.  Penitencia then refers to “la Casa de la Almudena” as a “pósito de 

trigo.”  According to the Diccionario de la lengua española, a “pósito” (public granary) 

is “[Un] instituto de carácter municipal y de muy antiguo origen, destinado a mantener 

acopio de granos, principalmente de trigo, y prestarlos en condiciones módicas a los 

labradores y vecinos durante los meses de menos abundancia” (Diccionario 1229).  In the 

auto, the Almudena is a building with a granary, built by the Muslims.  Penitencia 

mentions also the fact that a “cubo” holds the grain.  According to Covarrubias’ second 

definition of the word, a “cubo” is “el torreón de la muralla o fortaleza, por ser redondo o 

ochavado o cuadrado” (372).  In the auto, this will be the source of grain.  (Naturally, the 

grain will refer to the consecrated Host.)  The “Cubo de la Almudena” will be symbolic 

of both temporal and eternal goodwill.  Under the Muslims, it provided bread to the 

citizens of the city during times of shortage.  Under the Christians, it will provide 

spiritual nourishment to besieged Madrilenians.  A question of Penitencia directed to 

Celo provides another foreshadowing of the auto to follow: 

  ¿cómo, si yo te conduzco, 

  al Patrimonial luciente 

  Trono de María, donde 

  el Pan prevenido tiene 

  la Fe, discurres que puedo 

  retardarle?. . . .(561) 

In the upcoming play, the discovery of an ancient image of Mary with the child Jesus 

precedes the discovery of wheat.  Naturally, this will be expounded on in the analysis of 

the auto. 
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 Iglesia arrives with a golden key to open the temple to the believers.  Though not 

indicated in the text, she is traditionally a feminine character, known as Mother Church.  

Upon encountering Celo, Iglesia affirms that 

  conmigo ven, pues a mí 

  como Iglesia, a quien compete 

  la observancia de sus ritos 

  católicos, pertenece 

  franquearte (pues prevenido 

  de la Penitencia vienes) 

  el Pan de la Eucaristía. (562) 

When Celo expresses fear, Penitencia assures him that he arrives well if he arrives with 

fear; fear, that is, of God.  As noted in Proverbs 1.7, “The fear of the Lord is the 

beginning of wisdom.”  Zeal is not sufficient preparation for participation in the Mass; 

penitence is necessary as well. 

 The conflict of the loa is initiated when the antagonist Herejía appears onstage 

accusing Celo of doctrinal error.  The enemy is crowned (“coronada” indicates a female 

character) with demonic serpents.  It is not coincidental that the attack targets Celo, rather 

than Iglesia.  Iglesia instructs Celo to leave the discussion with Herejía to her.  The 

defense of doctrine belongs to the well-informed clergy, rather than the zealous Christian, 

liable to error.  Referring to Herejía, Iglesia states, “cuyos dogmas diferentes / fecunda 

cizaña son / de la heredad de los fieles” (562).  This is reminiscent of the parable in 

Matthew 13.24-30, in which the Kingdom of Heaven is described as a field planted with 

good seed.  As the workers sleep, an enemy comes and sows weeds (cizaña) among the 

wheat.  Herejía’s response indicates the source of her beliefs:  “Razón natural dijeras / 
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mejor, al ver que proceden / dellas mis dudas” (562).  Summa teachings related to these 

words can be found in S. I, Q. 1, A. 6: 

 The principles of other sciences either are evident and cannot be proved,  

  or are proved by natural reason through some other science. But the  

  knowledge proper to this science [i.e. sacred doctrine] comes through  

  revelation and not through natural reason. Therefore it has no concern to  

  prove the principles of other sciences, but only to judge of them.   

  Whatsoever is found in other  sciences contrary to any truth of this science  

  must be condemned as false:  "Destroying counsels and every height that  

  exalteth itself against the knowledge of God (2 Corinthians 10:4-5)”.  

  (100106.htm) 

 There follows a theological debate between Iglesia and Herejía.  The latter 

presents five challenges to the doctrine of transubstantiation, and Iglesia responds with 

five doctrinal assertions, as well as a miraculous confirmation of all except the last.  

According to Iglesia, he will satisfy the doubts of Celo with reasoning, but those of 

Herejía with miraculous signs (563).  The character and behavior of Herejía correspond 

to the description in the Letter of James 3.13-16: 

  Who is a wise man and endued with knowledge, among you?  Let him  

  shew, by a good contestation, his work in the meekness of wisdom.  But if 

  you have bitter zeal, and there be contention in your hearts:  glory not and  

  be not liars against the truth.  For this is not wisdom, descending from  

  above:  but earthly, sensual, devilish.  For where envying and contention  

  is:  there is inconstancy and every evil work. 

 In his first challenge, Herejía questions how the believer can receive both the 

flesh and blood of Christ in the bread (Host), if only the priest performing the Mass 

http://www.newadvent.org/bible/2co010.htm#4
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drinks of the wine.  Once again she directs the question, not to Iglesia, but to Celo.  

Heretics would traditionally target zealous, yet not knowledgeable, laity open to 

discussion, rather than the priesthood.18  Iglesia must once again intercept Herejía’s 

arrow of doubt with the shield of faith (Ephesians 6.16), and instruct Celo to avoid 

argument.  At this point, she indicates the purpose of her upcoming usage of miracles to 

illustrate her teachings: 

  y para que a un mismo tiempo 

  logre la Fe dos laureles, 

  a esa, y cuantas dudas tu 

  ciega ignorancia pusiere 

  satisfaré con razones, 

  que al Celo instruyan y enseñen, 

  y a ti con Prodigios, pues 

  esa obstinación rebelde, 

  como los milagros busca, 

  solo [sic] a los milagros cede. (563)19

 Iglesia’s response is that, given the body’s possession of flesh and blood, the body 

of Christ in the consecrated Host transmits both to the believer.  The miracle related to 

this precept is represented by the character Holanda, bearing a shield depicting a bleeding 

Host, wounded by a dagger.  The appearance onstage of a character representing each 

 
18 Interestingly enough, most of the participants in the sixteenth-century Protestant movement in Spain 
were priests. 
19 These assertions by Iglesia are of interest when compared to the words of Paul in 1 Corinthians 1.22-24:  
“For both the Jews require signs:  and the Greeks seek after wisdom.  But we preach Christ crucified:  unto 
the Jews indeed a stumblingblock, and unto the Gentiles foolishness:  But unto them that are called, both 
Jews and Greeks, Christ, the power of God and the wisdom of God.”  Given Iglesia’s use of signs to 
counteract Herejía’s doctrinal challenges, in this biblical passage Herejía would be associated with 
Judaism.  This could possibly constitute a veiled reference to the absence of Protestants in the Spain of the 
times, and the Inquisition’s focus on Jewish conversos. 
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nation, displaying a shield with the depiction of their corresponding miracle, provided a 

powerful illustration of the exemplum given.   According to Iglesia, Holanda’s shield is a 

representation of an incident in that country in which a Host bled after being stabbed by a 

Dutch heretic.  This image is presented as a visual manifestation of the assertion that 

partakers of the Host ingest both the blood and body of Christ.  Significantly, in 1648 

Spain was forced, after decades of warfare, to acknowledge the independence of the 

Protestant Holland.  The audience would associate this figure of disrespect towards the 

Host with the state of this country at the time. 

 Herejía’s second question is related to the possibility that the body in the Host is 

bleeding, but dead.  Iglesia’s response is that Christ was alive when he declared to his 

disciples, in the Last Supper, that the bread he distributed to them was his body.  Jesus 

offered his body while alive and therefore remains alive in the Host.  As a visual figure of 

the accuracy of this doctrine, Portugal arrives with a shield bearing the image of a chalice 

and Host, and in the circle of the Host, a child.  This is an image of the presence of Jesus 

in Mary’s womb, as well as in the Host.  It foreshadows the emphasis of the auto on the 

access to Jesus through Mary.  Portugal explains to Herejía that once, when a Portuguese 

king and a heretic English king attended Mass together in Portugal, the English monarch 

observed a shiny child in the Host and believed.  Iglesia asserts that this is an illustration 

of the presence, not only of blood, but also of a living body within the Eucharist.  The 

presentation of Portugal as an upholder of Catholicism contrasts with its relationship with 

Spain at the time.  With both countries united since 1580, Portugal rebelled against Spain 

in 1640 and both remained at war until Spain recognized its independence in 1668.  This 

image could be an allusion to the hope of continued political unity for these countries 

united under one Faith. 
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 As Iglesia answers Herejía’s doubts, Herejía accepts her explanations, but 

expresses new doubts considering the doctrine of transubstantiation.  The third doubt is 

divided into two questions.  The first is in regard to the choice of Christ to insert his 

presence into bread, rather than another substance.  Iglesia answers that, giving his body 

to humans alone, it was appropriate that it be given in a special food of rational beings.  

(Bread was the substance given to the disciples from the initiation of this Sacrament.)  As 

a related question, Herejía inquires as to the effect on Christ’s body should the bread 

become corrupted.  Iglesia explains that it is natural that the body depart when the 

substance naturally decays.  However, he emphasizes that God has the power to make the 

substance incorruptible.  As an example, Iglesia presents the third miracle.  Aragón 

arrives with a shield depicting some open corporals with some incorrupt Hosts, all 

underneath a slab which is being lifted by an armored hand.  This shield bearer explains 

the legend of the hiding of some Hosts underneath a slab in the snow upon the invasion 

of Valencia (a city of the ancient Kingdom of Aragón) by the Moors.  Centuries later, 

after the reconquest of the city, these Hosts were found as fresh as at their consecration.  

Aragón’s final words assert the divine power to accomplish inverse miracles: 

  Que el que todo de nada 

  lo hizo, hacer puede, 

  que aquello que haya sido, 

  de ser no deje. (565) 

The two anastrophes used by Aragón (“hacer puede” and “de ser no deje”) provide a 

forceful affirmation of God’s power to accomplish (“hacer”) anything, as well as to grant 

and prolong existence (“ser”), according to his will. 

 Herejía’s fourth challenge to the Catholic doctrine consists of a question related to 

a previous one.  He inquires why the divine bread is offered only to rational and not 
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irrational creatures, given God’s command in the Psalms that all creatures rejoice in Him.  

Iglesia’s response indicates that all Creation owes applause to the Creator who supplies 

every good thing.  Upon Herejía’s assertion that he has seen no creatures worshiping 

God, Castilla enters bearing a shield with the image of a monstrance molded in the form 

of a beehive, with a Host inside.  He explains that a bold hand placed a stolen Host in the 

cork of a beehive, and that the bees constructed a natural monstrance in the form of a 

second beehive surrounding the Host. 

 As can be observed, the countries which represent Iglesia’s responses are 

gradually closer (geographically) to Castile, the kingdom in whose center lies Madrid, 

capital of the Spanish Empire.  All of them carry shields, symbolic of the Faith, with 

miraculous events depicted on them.  The only country portraying a negative illustration 

(a stabbed, bleeding Host) is Holland, the first to come onstage.  Of the four powers 

represented, this is the only Protestant country independent from Spain, and is the 

farthest, both geographically and theologically.  The next kingdom to appear is Portugal, 

adjacent to Spain.  Even though this country is struggling for independence, it shares 

Catholicism with Spain.  Its illustration presents the conversion of a heretic.  The penult 

kingdom represented onstage is Aragón, a portion of which (Cataluña) is in a state of 

rebellion against central authority.  The illustration on this country’s shield presages the 

discovery of miraculous “wheat” in the auto, and presents a sign of hope.  The final 

country, conclusive in the debate, is Castile itself, and the illustration on its shield 

indicates that if even its insects will protect the Host, much more so will its royalty. 

 Upon Herejía’s persistence in questioning the Faith, Castile, a symbol of 

Hapsburg Spain, makes the following demand:  “dobla la cerviz proterva / a la Fe de 

España y cree . . .” (565).  Herejía’s response brings about the cessation of discourse and 

the severity of arrest:  “Sí, mas antes / que a tus leyes me sujete / huyendo iré de ella [esta 
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Especie]” (565).  Rejecting the Faith brings the character of Fe onstage, bearing the 

banner of the Inquisition.  Upon Herejía’s expression of horror, Fe responds: 

   Pues aún más 

  sentirás cuando yo te eche 

  esta, que a un tiempo mordaza, 

  y cadena en mí te fuerce 

  a ser testigo este día 

  de los Triunfos excelentes 

  de la Eucaristía. (565) 

This arrest concludes the resolution to the heretical conflict, and represents the restoration 

of harmony.  Celo’s response to Herejía’s arrest is a request to celebrate Fe’s victory with 

El cubo de la Almudena, an auto to be performed in the Court of Madrid.  Specific 

characters request the applause of the different social classes in the audience.  Then all 

characters march offstage singing the exact song of praise of the Sacrament that was 

performed at the beginning of the loa.  Even as this song was the anticipation of the 

initial harmony, at the end of the loa it constitutes the celebration of its restitution. 

 I must disagree with a statement by Margaret Greer concerning a number of autos 

(of which she focuses on El cubo de la Almudena):  “The Corpus Christi autos provided 

an ideal medium for the presentation before a mass audience of this intermingling of 

political and religious ideology, and a number of patently political Calderonian autos 

merit study from this perspective” (48).  The emphasis in El cubo de la Almudena is on 

the faithfulness of God towards Christian individuals, as well as nations.  According to 

Catholic doctrine, this faithfulness is made manifest in both the crucifixion and the 

bloodless sacrifice of Christ.  Medieval Spanish history is very useful in illustrating the 

doctrine of the Eucharist, given its uniqueness among that of Western European nations.  
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In Calderón’s historical autos, if monarchs play a role, it is defending the Faith, more 

than promoting the monarchy. 

 This auto, El cubo de la Almudena, which follows the central theme of the 

previous loa, represents simultaneous external and internal battles:  the external enemies 

of the Church are Secta de Mahoma, Alí (a Muslim king), and Idolatría; the internal, 

Apostasía.  (Alí is the figure of Ali ben Yusuf ben Tashfin, ruler of the Almoravid 

Empire from 1106 to 1143.)  All of these except Alí are personifications of doctrinal 

ideologies.  In fact, Alí is the only historical character in the play.  However, his actions 

are not historical, but allegorical.  On an individual level, the five senses of a Christian 

(Oído, Olfato, Tacto, Gusto, and Vista) may be aligned with either the Church or its 

enemies.  Once again, the battle which is the focus of the auto is carried out at three 

levels:  the individual, the national, and the spiritual.  The battle of good against evil, God 

against Satan, is viewed as both a macrocosm and a microcosm.  In this auto, as in all 

those of Calderón, the Eucharist is the unifying force of the Christians and the basis of 

victory over the enemy. 

 The opening instructions for the play indicate that two tents onstage are mounted 

on two carts, covered by curtains which are opened:  “Ábrense en los dos carros dos 

tiendas de campaña, . . . y antes de abrirse la apariencia tocan cajas y trompetas” (verse 

1).  The sound of drums and trumpets initiates the auto with the tension of warfare.  

These instructions also introduce three enemies of the Faith.  Two of them are 

represented horseback, each in one of the tents:  Alí (presumably dressed like a Muslim) 

and Idolatría (dressed like an Indian from India).  Secta de Mahoma (also dressed like a 

Muslim) “sale por lo bajo del tablado” to unify them in their fight against the Christian 

city of Madrid.  This evil leader ascending from underneath the stage presents a clear 

visual image of an ascent from the pit of hell.  From the beginning of the play, the 
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combination of the temporal and the eternal is evident.  Interestingly, Alí and Idolatría 

(the warriors) are males, and Secta (later referred to as “reina/queen” in line 321) is 

female.  Perhaps she is a figure of Eve, Semiramis, Ashtarte, Jezebel, and other seductive 

female representatives of evil.  An Amazon-type aggressive figure, she bears a writing 

quill, a sword, and a military scepter.  The quill could represent the writings of Islam; the 

sword, the Muslim military forces; and the scepter, the Muslim conquests.  Alí and 

Idolatría praise the beauty of Maredit (the old name for Madrid, meaning “Mother of 

Sciences;” see line 245), while Secta praises these two warriors for their assistance and 

bids them come to her arms for an embrace.  They gladly accede. 

 Upon their inquiry, Secta gives a long speech detailing the background of the 

battle they are to help in.  She refers to Madrid (in verse 43) as the “corte de la Iglesia” 

(Court of the Church) to which she is going to lay siege.  She first mentions the spreading 

of the “wheat” of the word of Christ worldwide, judging him as a well-respected prophet, 

but not the Son of God.  Secta protests Christianity’s rejection of her New Law given by 

the prophet Muhammad.  By far the greatest difference between Muslim and Christian 

New Laws is the Muslim denial of the divinity of Jesus.  Secta’s major complaint is the 

great opposition to the sacrifices of her faith.  The Islamic sacrifices referred to in lines 

67-68 by Secta are described by Velma Cook: 

 The Festival of the Sacrifice (Eid al-Adha) is one of two major Islamic 

 celebrations and takes place on the tenth day of the Islamic month Dhul-Hijjah, 

 the last month of the Islamic calendar in which millions of Muslims from around 

 the world make an annual pilgrimage to Makkah in order to worship Allah and to 

 commemorate the willingness of the Prophet Abraham (peace be upon him) to 

 sacrifice his son Ishmael in response to a command from God. Satisfied with 

 Abraham's devotion, God replaced Ishmael with a sheep at the last second, and 

http://www.usc.edu/dept/MSA/fundamentals/pillars/fasting/tajuddin/fast_76.html
http://www.islamicgarden.com/aboutallah.html
http://www.jamaat.org/islam/Salih.html#ibrahim
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 the sheep was slaughtered instead. While pilgrims in Makkah re-enact this scene 

 by slaughtering sheep of their own, Muslims who can afford it in the rest of the 

 world also participate in this rite by slaughtering sheep, camels and cows. One 

 third of the meat is distributed to the poor, one third to neighbors and relatives 

 while one third is kept by the person who offered the sacrifice for use within his 

 or her own family. (http://www.islamicgarden.com/page1021.html) 

As can be noted, the faith of Islam represented by Secta is contradictory to Judaism’s 

tradition of the near sacrifice of Isaac (rather than his firstborn, Ishmael) by Abraham.  Its 

New Law is totally different from that advocated by Christianity, which relies only on the 

sacrifice of Christ. 

 Secta then passes to describe the history of Christianity, mentioning Asia as the 

first recipient of the Gospel.  (The long speech following provides the background of the 

play.  It alludes to Spain’s battle in defense of its lands and its Faith.  Though the siege is 

historic and the wheat found in this auto is allegoric, the Faith the wheat represents is as 

historic as the siege.)  Referring to the parable (found in Matthew 21.33-41, among 

others) of the murderous tenants of the Father’s field of wheat, she presents these evil 

figures as representative of Judaism and his murder of the “Son of the Boss.”  (The wheat 

represents the Eucharist.)  Secta describes the upheaval of sky and sea produced by the 

crucifixion, and attributes to it enmity between the four sections of the earth, and that of 

all against Judaism.  Her description of this character’s fate is repeated throughout 

Calderonian autos sacramentales.  Speaking of Jerusalem after its destruction by the 

future Roman emperor Titus, she states: 

  Salió el Judaísmo de ella 

  sin que hallase fugitivo 

  en ninguna de las otras 
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  albergue ni domicilio, 

  de suerte que despreciado 

  de todos y aborrecido, 

  en ninguna vive puesto 

  que en todas vive cautivo, 

  siendo aun en su patria misma 

  menos hoy que peregrino, 

  pues es en su misma patria 

  extranjero advenedizo. (147-58) 

 Alluding to the Christianization of the Roman Empire by Constantine, Secta 

denounces Christianity’s inheritance of the wheat field and denial of their (the 

characters’) beliefs.  Secta mentions her unsuccessful weapons against Christianity’s 

“bread supply,” including heresy, denial of Christ and Christian doctrine, as well as 

martyrdoms.  She alludes to Christianity’s storage of the Bread of their sacrifices in “el 

almudén de su Iglesia” (195).  Speaking of shifting from allegory to history,20 Secta 

mentions the traditional initiation of the Reconquest of Spain from the Muslims by the 

Visigoth nobleman, Rodrigo.  She then alludes to the reconquest of Toledo by Alfonso VI 

(in 1085) and his recent death (in 1109), as well as the mission of placing a siege on and 

recovering the nearby city of Maderit (213-54).  Secta declares her intent to conquer 

Madrid after hearing concerning a lost treasure hidden upon the Muslim invasion, as well 

as a shortage of wheat within the city.  Finally, she declares her intent to combine history 

and allegory in the narrative, 

  pues tocarán a la historia 

  los asaltos y peligros 
 

20 Though this is stated, it is not spelled out as in the earlier auto, El nuevo palacio del Retiro.  This 
illustrates a more advanced stage in the development of the Calderonian auto. 
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  y a la alegoría la falta 

  de aquel misterioso trigo. 

  Dirá la historia el suceso 

  de nuestro rencor antiguo 

  y la alegoría dirá 

  cuándo llegan los auxilios 

  del pan y si su almudén 

  la libra de este conflicto. (261-70) 

 Alí and Idolatría willingly join forces with Secta.  Upon Alí’s inquiry, Secta 

asserts the presence of an ally within the city, a “fifth column.”  Ironically, after the 

presentation of these three characters as powerful enemies of the Church, a gracioso 

Muslim character, Alcuzcuz, is called onstage by Secta to be sent as a messenger 

demanding surrender from Madrid.  Graciosos are frequently used in plays to relieve the 

buildup of tension.  This character is a cowardly source of laughter, expressing himself 

with sentences full of mispronounced, and sometimes ironic, vocabulary.  His 

malapropisms are not only verbal, but behavioral as well.  His actions occasionally 

resemble those of a Christian.  His first act contradictory to Islam consists of crossing 

himself (349) as an expression of fear towards the mission assigned him by Secta.  Upon 

being assured by Secta that he will not depart, Alcuzcuz expresses intense reservation:  

“Fácil no haber sido / cuando a mí el miedo tenerme, / querer tener yo al animo” (352-

54).  The “tener” antimetabole indicates that Alcuzcuz is possessed by fear, rather than 

the possessor of courage.  However, he is in no way able to avert the task. 

 It is no coincidence that the character Oído stands at the city gate.  Hearing is the 

gateway to faith.  After Alcuzcuz claims to be an ambassador, Oído graciously lets him 

into Madrid.  Alcuzcuz’s mispronunciation of his position, though understood by Oído, is 
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a comical reference to his previous exclamation, “¡Ah de los muros!” (354).  He 

identifies himself as “El majador [rather than embajador] Alcuzcuz” (357).  The 

definition of “majar” is, “quebrantar alguna cosa con instrumento . . .” (Covarrubias 728).  

He thus mistakenly refers to himself as one capable of bringing down the city walls he so 

much fears.  Oído’s peaceful response contrasts with the unintentionally aggressive 

vocabulary of Alcuzcuz: 

  Pues de paz la seña he visto 

  abriré, 

         Sale 

   porque las puertas 

  de la Iglesia no han sabido 

  cerrarse jamás a quien 

  con la seña de paz vino, 

  la siempre invicta, la hermosa. (358-63) 

Almost immediately, Alcuzcuz attempts to flee in terror, but is detained by Secta.  Oído 

approaches Secta to inquire concerning the message sent by means of Alcuzcuz.  At this 

point, the conflict is initiated. 

 Inquiring of Secta as to her purpose, Oído describes Iglesia (Church) whom he 

serves as 

  La unión de fieles, la fe 

  militante, que es y ha sido 

  y ha de ser en Maridit [?] 

  reina por siglos de siglos. . . . (383-86) 
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Secta does not answer immediately, but inquires as to the identity of this character at the 

forefront of the city.  Oído’s response elaborates the preeminence of hearing among the 

senses of the Christian: 

  La primera posta suya 

  que como a la fe servimos 

  en su milicia los fieles 

  con todos cinco sentidos 

  y en materia de la fe 

  yo soy el que más la asisto, 

  así soy su primer posta. (393-98) 

Upon Oído’s sharing of his name with Secta, she expresses satisfaction that he will hear 

what she tells him.  She initiates her speech with allusions to the previously cited parable 

of the murderous tenants of the Father’s wheat field.  Secta mentions the killing there of 

the son of the foreman (Jesus) by Judaísmo, as well as the inheritance of the field granted 

the Church by this son.  Immediately, Secta jumps from the allegorical to the historical, 

stating that she, accompanied by their greatest enemies, Alí and Idolatría, intends to make 

a second bid for the city walls of Maredit.  (This is an allusion to the initial conquest of 

the city by the Moors in the eighth century; followed centuries later by the reconquest of 

the city by Alfonso VI in 1085; followed by a Muslim attempt to recover the city in 

1109.)  She proposes a peaceful surrender, with Alí and Idolatría threatening the shedding 

of blood otherwise.  Historically, the fanatic Almoravid Muslims represented in this auto 

were not trustworthy in their promises to surrendering cities. 

 Upon their departure, the enemy characters exclaim a challenge:  “¡Viva la ley de 

Mahoma / y muera la fe de Cristo! (443-44).  Oído then invokes Iglesia, “Hermosa luz de 

las gentes” (455).  At Oído’s call, and after the blowing of hornpipes, the other four 
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senses come onstage, along with Entendimiento and Iglesia.  Iglesia bears what are 

referred to as “armas blancas” (“white weapons,” in the instructions between lines 464 

and 465):  a staff and sword, a tiara-like golden crown, and an imperial mantle.  These 

items are symbolic.  The staff represents that of the Good Shepherd in Psalm 23, with 

which he comforts his sheep going through the “valley of the shadow of death.”  

According to Ephesians 6.17, the sword is the word of God.  Iglesia’s sword indicates her 

defense of the word of God.  The “tiara-like” golden crown, as well as the imperial 

mantle, are worn by the pope.  These represent Iglesia’s eternal kingdom, the kingdom of 

God.  Upon listening to Oído’s tearful allusion to the threats heard, Iglesia makes 

reference to Secta in terms given the “great whore/Babylon the great” of Revelation 17: 

    ¿No sabe 

  ese bárbaro vestiglo 

  de siete cuellos que soy 

  quien siete gargantas piso 

  siempre que de lo historial 

  se vale para lo mixto? (472-76) 

The last two lines are a reference to the previous combination of history and allegory by 

Secta in her lengthy speech. 

 Next, Iglesia proceeds to express the Cardinal Virtue of hope, using the same 

amalgamation.  In his introduction to the City of God, begun in 413, St. Augustine 

attempts to explain the sack of Rome by the Visigoths in 410 in a hope-provoking 

manner: 

  Thus, in this universal catastrophe, the sufferings of Christians have  

  tended to their moral improvement, because they viewed them with the  

  eyes of faith. 
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   First, they consider in humility the sins which have moved God’s  

  indignation so that he has filled the world with dire calamities.  And  

  although they  are free from criminal and godless wickedness, still they do  

  not regard themselves as so far removed from such wrongdoing as not to  

  deserve to suffer the temporal ills which are the recompense of sin. 

  (14-15) 

Interestingly, shortly after their entrance into Rome, the Visigoths invaded Spain in 412 

as Arian heretics.  They became Catholic Christians in January of 587 under King 

Reccared, and would lead the Reconquest of Spain from the Moors.  God eventually 

transformed the sackers of Rome into the defenders of Spain.21

 It is a legend from the time of these noble ancestors which brings hope to the 

besieged Church of Spain.  In the words of Iglesia, her hope is 

  . . . en un tesoro 

  que en Maredit escondido 

  guarda el cielo para ser 

  de nuestro dolor, alivio; 

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

  porque es, si a las tradiciones 

  de nuestros godos antiguos 

  crédito doy, de María 

  un bello retrato vivo 

  que ha de ser iris hermoso 

  de todos nuestros conflictos. (481-84, 489-94) 

 
21 Unfortunately, the first forceful conversion of Iberian Jews and expulsion of the unconverted took place, 
not in 1492, but in 613 under the already orthodox Catholic Visigoths.  It is no wonder that the Jews 
welcomed the Muslim invaders of Spain in 711, with some fighting in their armies. 
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The treasure, an aged statue of Mary, is the previously mentioned lost treasure hidden 

upon the Muslim invasion.  According to tradition, this statue was hidden by the 

Visigoths in a “cubo” (large, fortified tower) near the Iglesia de la Almudena.  (As 

mentioned earlier, Almudén/almudena was a building used by the Muslims to store 

wheat.)22  Historically speaking, the auto places the legendary discovery of the statue in 

1109, year in which the Muslim ruler Ali ben Yusuf ben Tashfin attempted to retake the 

city conquered by the recently-deceased Alfonso VI.  However, this discovery 

supposedly took place years earlier.  This is nothing but an illustration of the free use of 

history to create theological metaphors.  The “iris hermoso” corresponds to the rainbow 

created by God for mankind after the flood, and, in the auto, is to be a sign of hope in the 

midst of conflicts. 

 In preparation for battle, Iglesia distributes assignments to the senses and virtues.  

As they receive their assignments, they bow (a sign of submission).  Oído is placed in 

charge of Fe (faith), a concept earlier explained.  Vista is given Esperanza (hope), 

providing hope for the future.  Olfato receives Caridad (charity), which ascends to God as 

the smoke of incense.  Tacto is assigned Penitencia (penitence) and Gusto, Ayunos 

(fasts).  Iglesia summarizes the assignments:  Gusto and Tacto receive fasting and 

austerity; Oído, Vista, and Olfato are assigned the Theological Virtues:  faith, hope, and 

love. 

 Following her distribution of assignments, Iglesia states that “recorriendo agora 

iré / catorce baluartes que / son mi fortificación” (536-38).  At this point, Entendimiento 

and the different senses proceed to pronounce fourteen corresponding elements of the 

Creed, assigning each one to an apostle or evangelist (Galván 126).23  These elements are 
 

22 The complete legend is reproduced on pp. 9 and 10 of Galván’s introduction to the work. 
23 The English translation of each element of the Creed appearing in the auto, will accompany the Spanish 
version in a footnote.  All translations will proceed from p. 662 of  Decrees of the Ecumenical Councils , 
vol. 3.  Commentaries by Luis Galván on the topic will be labeled Galván. 
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not in the order in which they appear in the Creed.  According to Entendimiento, “creer 

en Dios” (544)24 is at the forefront of the bastions of Iglesia’s fortress.  Instructions 

indicate the playing of a drum, something of military significance (following line 546).  

He associates it with James the brother of John, patron saint of Spain and traditionally its 

first missionary (Galván 126).  Oído associates “ser un padre” (548)25 with Peter, 

considered the first pope.  (Popes are known as “Santo Padre” or “Holy Father”) (Galván 

127).  Vista names “el ser Hijo” (553)26 as the third bastion, identifying it with Andrew, 

the brother of Peter.  Following Vista’s speech, the instructions once again indicate the 

playing of a drum (following line 562).  The following bastion, “El Espíritu Divino” 

(563),27 chosen by Olfato, is associated with Paul, who wrote to the Philippians 

(mentioned here in the auto) concerning the Holy Spirit.  This doesn’t follow the order of 

the Creed.  However, in my opinion, this arrangement is used by Calderón to exalt the 

Trinity – Father, Son, and Holy Ghost.  Starting with the fifth and sixth bastions, 

instructions indicate the playing of the drum before every bastion, to the last one.  This is 

an audible sign of the approaching battle to take place onstage.  Tacto associates the fifth 

bastion, “criador,” (573)28 with the Apostle Philip, and the sixth, “redentor,” (576)29 with 

the Apostle Judas Thaddeus, author of one of the epistles.  According to Gusto, “El ser 

glorificador” (577)30 is the seventh bastion, and is associated with the James referred to 

as “the Lord’s brother” in Galatians1.19, among other Scriptures.  This James was one of 

the leaders of the church in Jerusalem.  The eighth bastion is “Y la humanidad pasando / 

 
24 “I believe in one God” the beginning of the Creed. 
25 “the Father almighty” 
26 “Jesus Christ, the only Son of God” 
27 “I believe in the holy Spirit, . . . who proceeds from the Father and the Son.” 
28 “Through him [Jesus] all things were made.” 
29 “For us and for our salvation he came down from heaven.” 
30 “With the Father and the Son he [the Holy Spirit] is worshipped and glorified.” 
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por obra divina . . .” (581-82),31 according to Entendimiento, and is associated with 

Jesus’ ancestor, King David (Galván 130).  Oído names “Que nació de Virgen Madre” 

(585)32 as the ninth bastion.  According to Vista, the tenth bastion is “y de que en cruenta 

acción / padeció muerte y pasión” (590-91)33.  He associates it with John, who witnessed 

the piercing of the already dead Jesus by a Roman soldier (Galván 131).  The eleventh 

bastion is “sustenta allí que al Infierno / descendió Batolomé” (595-96),34 associated with 

Apostle Bartholomew by Olfato.  (The subject of “sustenta” is Bartolomé, while that of 

“descendió” is understood to be Cristo.)  According to tradition, Bartholomew cast out 

numerous demons while preaching in India and Armenia (Galván 131).  “Resucitado le 

cree / Tomás, que toca la herida” (597-98)35 is the twelfth bastion, according to Tacto, 

who associates it with Thomas, based on his encounter with the resurrected Christ.  

According to Gusto, “que fue al Cielo su subida” (602)36 is the thirteenth bastion, and is 

associated with “Simón, de la Oriental,” (601).  (This is a reference to Simon Zealot, not 

Simon Peter.)  According to tradition, this apostle preached in Egypt, Persia, and Babylon 

(Galván 131).  “Que para triunfos más ciertos / está sentado a la diestra / del Padre. . . .” 

(603-605)37 is the final bastion of the battle about to occur, and is associated with Mark 

the Evangelist, according to Entendimiento.  (At the end of his gospel, Mark 16.19, the 

text indicates Christ’s seating at the right hand of the Father.) (Galván 132). 

 There are two more figures which the editor Galván associates with fifteenth and 

sixteenth bastions.  He attempts to explain them as additions from S. II-II, Q. 1, A. 8 of 

 
31 “by the power of the holy Spirit he became incarnate” 
32 “from the virgin Mary, and was made man.” 
33 “For our sake he was crucified under Pontius Pilate; he suffered death” 
34 “and was buried.”  (Though not specific, in Church tradition, Christ’s burial was followed by his descent 
into hell.  See Ephesians 4.7-10.) 
35 “On the third day he rose again in accordance with the scriptures” 
36 “he ascended into heaven” 
37 “and is seated at the right hand of the Father.” 
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St. Thomas Aquina’s Summa. (see Galván 26-28).  They are “juzgará vivos y muertos” 

(607)38 and “en otra resurrección” (608).39  In my opinion, these two sections of the 

Creed are not bastions for the upcoming battle.  To begin with, they are not interpreted by 

any character from the group (the five senses and Entendimiento) which analyzed the 

fourteen previous creedal elements.  In fact, they are analyzed by no one.  They are 

proclaimed by every character (“todos”) in unison.  Secondly, of all the elements 

covered, these are the only two which are future events.  I would describe the initial 

fourteen elements as the bastions first mentioned by Iglesia.  All of them use present or 

past tense verbs.  All of them express truths which provide faith for the battle about to 

take place within the temporal realm.  The last two assertions refer to the Final Judgment 

within the context of a timeless future.  They are events yet to occur, but to people of 

faith, they are something to be joyfully, as well as conscientiously, anticipated. 

 The increasingly frequent sound of a drum during the review of the bastions 

materializes with a dramatic warning from unseen voices:  “¡Arma, arma, guerra, 

guerra!” (616).  Two contrasting responses are demonstrated by two preeminent 

characters, Iglesia and Apostasía.  Discussing fortitude in S. II-II, Q. 123, A. 5 of the 

Summa Theologica, St. Thomas Aquinas states, “Now fortitude is a virtue; and it is 

essential to virtue ever to tend to good, wherefore it is in order to pursue some good that 

man does not fly from the danger of death.”  Further expanding on this virtue, the 

Angelic Doctor writes that “the dangers of death which occur in battle come to man 

directly on account of some good, because, to wit, he is defending the common good by a 

just fight” (312305.htm).  Naturally, Oído is the sense which hears the incoming enemy 

forces, functioning as the first line of defense for the Faith.  To his warning, “El enemigo 

 
38 “He will come again in glory to judge the living and the dead” 
39 Though “and his kingdom will have no end” is not a direct translation of “en otra resurrección,” the 
resurrection of the Church and the Final Judgment imply the initiation of the eternal Kingdom of God. 
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a embestir / toca nuestra fortaleza,” Iglesia responds with confidence:  “Porque no sienta 

flaqueza, / salgámosle a recibir” (617-20). 

 According to S. II-II, Q. 125, A. 3 of the Summa, “For if a man through fear of the 

danger of death or of any other temporal evil is so disposed as to do what is forbidden, or 

to omit what is commanded by the Divine law, such fear is a mortal sin:  otherwise it is a 

venial sin” (312503.htm).  Apostasía, a cowardly soldier, appears onstage.  His image and 

verbal expression of fear fully contrast with the majesty and fortitude displayed by 

Iglesia.  The first verbal exchange between these characters contrasts their nature.  The 

initial words of Apostasía are seductive:  “Bella Iglesia, ¿dónde vas? / Atrás, atrás vuelve; 

no / pases adelante” (621-23).  This proposal is reminiscent of the words of Jesus:  “Jesus 

said to him:  ‘No man putting his hand to the plough and looking back is fit for the 

kingdom of God’” (Luke 9.62).  He appears as an angel of light, complimenting Iglesia, 

but tempting him to flee from the enemy of the Faith.  Iglesia’s response is one of 

fortitude:  “Yo / no puedo volver atrás” (624). 

 The following exchange between Iglesia and Apostasía illustrates the separation 

from the Faith produced by fear.  Apostasía, though baptized into the Church, is barely 

recognizable to Iglesia.  Faith is the basis of communion with the Body of Christ, both in 

the Eucharist and in the Church.  Apostasía is not a regular member of the army of 

Iglesia, but a mercenary: 

  Un aventurero soy 

  que a militar en tu corte 

  de los piélagos del Norte 

  vine a ganar fama hoy 

  debajo de la bandera. (641-45) 
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His northern background automatically implies Protestant origins.  As would be common 

knowledge at the time, Protestant Danish and Swedish forces actively participated in the 

recently (1648) terminated Thirty Years’ War.  Apostasía’s lack of faith is demonstrated 

by his unreliability as a soldier, as well as his search for temporal, instead of eternal, 

glory.  He continues to attempt, unsuccessfully, to provoke Iglesia’s retreat.  His 

metaphorical depiction of fear uses an ancient strategy of warfare.  He states that even if 

the walls resist the enemy forces, “no podrá el hambre, que es / más doméstico enemigo” 

(657-58).  This arouses the historical image of the siege of an impenetrable city, bringing 

forth its surrender, not by short-term force, but by long-term starvation.  Ironically, 

Apostasía, fearfully warning of possible starvation, is the major “doméstico enemigo.”  

This traitor describes the lack of food in terms of the scarcity of the sacramental symbol, 

wheat, “pues te va faltando el trigo / de aquella pasada mies” (659-60).  He implies 

spiritual starvation and surrender to the spiritual enemies in terms of a physical starvation 

and the subjection to Muslim forces.  Upon Apostasía’s recommendation of a surrender 

under good terms, Iglesia reaffirms her faith:  “No, / que no he de rendirme yo / jamás, y 

más no he de oírte” (667-68).  She then warns Oído to be cautious with Apostasía:  “Sí; 

que el que llega a dudar / cerca está de no creer” (675-76).  Even as faith comes by 

hearing, so do doubt and unbelief. 

 The occurrence offstage of the entire battle, with nothing but audible features, is 

of great theatrical significance.  It can imply the spiritual nature of the battle, invisible to 

the eye.  The demonic voice of Secta is heard from offstage (“Dentro SECTA”):  “Hoy 

será el cielo y la tierra / de mi gran poder testigo” (677-78).  These terms of heaven and 

earth indicate a temporal, as well as eternal, event.  Instructions indicate both the sound 

of “La caja” (drum; between 678-79) and voices of “¡Arma, arma, guerra, guerra!” (680) 

from “dentro” (inside, perhaps behind the scene). There are also characters onstage 
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proclaiming the same words.  At the instructions of Iglesia, “Éntranse todos quedándose 

la APOSTASÍA” (between 683-84). 

 As the Church forces set out to confront the enemy, Apostasía, alone, confronts 

the internal enemy of doubt: 

  ¿Qué extraños misterios son, 

  oh Iglesia, que mi opinión 

  han dejado destruida 

  los de este tu pan?  Pues ellos, 

  llegando a considerallos, 

  me ocasionan a dudallos, 

  y aun no sé si a no creellos. (702-708) 

Here are two apparent contradictions:  a battle which can be heard, but not seen, and an 

internal thought process that can be heard.  The physical actions can have an effect on the 

spiritual realm, and the thought processes can affect the material realm.  The assimilation 

present in the rhymes of lines 705 through 708 (which refer to the holy mysteries of the 

bread/Host) provides a verbal emphasis on the choice Apostasía must make:  

ellos/considerallos/dudallos/creellos.  As Apostasía ends his audible “internal” debate, 

the voice of Secta is heard implying her own defeat:  “Mi gran presunción altiva / 

frustrada llego a mirar. / ¡Soldados, a retirar! (721-23).  Hearing the Christian forces’ 

jubilant voices, Apostasía decides to partake of the glory, not having paid the price:  

“Aquí introducirme es bien / con ellos porque me den / parte a mí de la victoria” (730-

32). 

 The reentry of Iglesia onstage is a figure of Christ’s triumphal entry into 

Jerusalem, shortly before his crucifixion.  The instructions read, “Salen los de la 

IGLESIA con ramos, echándoselos a los pies y cantando” (between 736-37).  Iglesia’s 
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distribution of “ración de pan” (760), “el pan de los cielos,” (762) to his soldiers, is 

obviously an image of the Mass.  Given its occurrence after the triumphal entrance to the 

city, it also reflects the Last Supper.  This is reinforced by Oído’s invitation: 

  Venid, que la comunión 

  que la provisora ha sido 

  ya os tiene pan prevenido, 

  que en su transubstanciación 

  es carne y sangre. (765-69) 

Naturally, this bread containing flesh as well as blood is a figure of the consecrated Host, 

both of the Last Supper and of the Eucharist. 

 According to Covarrubias, those who commit “apostasía” are “los que, habiendo 

recibido la fe del baptismo y jurado la milicia cristiana, se pasan al enemigo Satanás” 

(106).  In El cubo de la Almudena, Apostasía is a perfect figure of this definition.  In fact, 

he is in some aspects a Judas Iscariot figure.  While desiring the glory of the victory over 

Secta, he expresses doubts concerning the bread distributed by Iglesia: 

  ¡Quién pudiera esos afectos 

  imitar!  Mas ¡Ay de mí! 

  que aunque creerlo deseo 

  no lo creo, no lo creo. (772-75) 

Notice the emphatical oral repetition of unbelief in line 775.  Iglesia is fully aware of 

these doubts, yet does not deny Apostasía the bread, even as Jesus did not deny it to 

Judas.  Before departing, Iglesia warns Apostasía “que este pan no entra en provecho / a 

quien duda y no pelea” (787-77).  After Iglesia’s departure, Apostasía questions 

Entendimiento concerning the bread.  Entendimiento expresses ignorance on the subject, 

attributing such knowledge to faith.  Upon Apostasía’s departure in search of a portion of 
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bread from Iglesia, Entendimiento expresses his inability to understand the bread. 

However, “mas es en vano y en vano / la razón discursos gasta. / La fe que tengo me 

basta” (815-17). 

 What follows is similar to an episode at the end of El nuevo palacio del Retiro.  

The senses are questioned as to the significance of the sacramental bread, and in the end, 

none but Oído is able to see the spiritual nature beyond its physical characteristics.  Upon 

his return, Apostasía informs Entendimiento that he has brought bread, “y los Sentidos, 

que van / pasando aquí, Entendimiento, / te han de hacer el argumento” (819-21).  Once 

again, the biblical concept that “Faith comes by hearing” is presented.  Reliance on the 

senses instead of on the Word of God transmitted through the sense of hearing brings 

intellectual captivity.  Apostasía calls out the senses one by one and asks them what they 

see in his hand.  Vista sees nothing but bread.  Next, Tacto feels the substance of bread in 

Apostasía’s hand.  Apostasía then refers to the bread as fruit of the Edenic tree of the 

knowledge of good and evil, producing life in some and death in others.  His following 

words indicate his dependence on the senses for the perception of the spiritual: 

  Si a la vista es pan, ¿podré 

  persuadir yo a mi deseo 

  que sea carne?  Es devaneo, 

  que en las dudas con que lucho 

  no he de creer lo que escucho 

  primero que lo que veo. (827-32) 

Apostasía’s dependence on the other senses blocks the entry of faith into his heart 

through his hearing.  Olfato smells nothing but bread, and Gusto feels bread as well.  

Alarmed, Entendimiento confesses his blindness.  Apostasía then flees the city, forcefully 

taking Entendimiento with him.  Entendimiento’s final words indicate the possibility of 
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his future recovery:  “...que a estos misterios de fe / va y viene el entendimiento” (893-

94).  Apostasía’s final traitorous action is reminiscent of the betrayal of Jesus by Judas 

Iscariot.  Not content with escaping the city, he makes a hole in the wall “por donde entre 

la herejía” (898). 

 Shots are fired at him from within the city, as Oído and Iglesia discuss the 

betrayal at the hands of Apostasía.  Ironically, when Iglesia asks “¿Viene el enemigo?”, 

Oído answers, “No, / que antes se va el enemigo” (903-904).  Apostasía has occupied the 

place of a “fifth column” within the Church.  Iglesia expresses grief: 

  ¡Ay de ti infelice y triste, 

  que sacramentario diste 

  fuerzas a la Apostasía! 

  ¡Ay de mí!  Que viendo ya 

  que éste al contrario se pasa, 

  como ladrón que es de casa. . . . (912-17) 

There is a contrast between the shots fired at the betrayer, Iglesia’s self reproach, and her 

call to Apostasía, “vuelve, oveja, a mi rebaño” (933).  Iglesia willingly allows Oído to 

depart the city with a few people to search for Apostasía and Entendimiento. 

 The remaining four senses (Vista, Tacto, Gusto, and Olfato) and Iglesia pick up 

four pickaxes and sing in a responsorial style to Mary as they work on the restoration of 

the hole, left in the city wall by Apostasía.  Olfato functions as the chanter, leading the 

remaining five characters, who act as the responsorial choir.  The instructions indicate 

that “Ella [Olfato] canta, y todos la responden en el tablado, y después un eco en lo alto 

del cubo de la muralla” (between 964-65).  This (“ella”)  seems to indicate that the five 

senses are female characters.  The echo, first displayed here, is related to a legend 

according to which, in the year 714, in response to the Muslim invasion of the Iberian 
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Peninsula, the Visigoths of Madrid hid an image of the Virgin in one of the city wall’s 

large, fortified towers (“cubos”).  According to the legend, after the reconquest of Madrid 

by Alfonso VI in 1083, the Christians unsuccessfully searched for the legendary figure.  

Upon their prayer and supplication, as well as a procession, a large portion of the city 

wall, located close to the previously mentioned “cubo,” fell, and the statue of the Virgin 

was rediscovered (Galván 9-10). 

 The responsorial song previously mentioned is the Hail Mary (Latin Ave Maria), 

associated with the Rosary.  According to Luis Galván, “El Ave María, cuyo texto es de 

raíz neotestamentaria y que en diversas formas estuvo difundido desde la Antigüedad. 

adquirió su forma definitiva en el siglo XVI; el Catecismo romano declara que es la 

principal de las oraciones en que se da gloria a Dios por los santos; el papa Pío V la 

introdujo en el breviario” (22-23).  As indicated in the instructions, throughout the recital 

there are three musical citations of short portions of the Hail Mary:  that of Oído, that of 

Iglesia and the remaining senses, and that of an echo from the heights of the “cubo”.  

This echo is a display of dramatic irony:  the audience, familiar with the legend of 

Almudena, knows this is an indicator of what is to come; the characters don’t.  Another 

factor noticed by the audience would be the omission of one section of the prayer:  “y 

bendito es el fruto de tu vientre, Jesús” (“and blessed is the fruit of thy womb, Jesus”).  

This is not coincidental.  The open appearance of Jesus will not occur until the end, with 

the discovery of the statue of Mary with baby Jesus.  This portrays the focus of the auto 

on the intercession of Mary for the Church.  Prayers to Mary such as the following are 

interspersed between the chanted lines:  

  Para aliviar la desgracia 

  que nos aflige, señora 

  parezca la blanca aurora 
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  de tu luz. (979-82) 

 As the battle approaches, the group ceases to sing the recital in multiple citations.  

The final two portions are sung in unison by “Todos”:  “Señora, / ruega por nosotros 

ahora / y en la hora de la muerte” (1008-1010); and “Ave María” (1021).  This final 

union of voices provides an image of the unity of the Church in the face of battle.  It is 

also significant that the last portions sung consist of the final and initial words of the Hail 

Mary.  In my opinion, this indicates the continuation of the prayer during conflict.  The 

sound of drums and cries of war from offstage locations are signs of the oncoming battle 

between Oído and the enemies of the Faith, on behalf of the captive Entendimiento.  Oído 

engages Entendimiento in a theological discussion.  The remaining four senses join the 

battle, each fighting one of the enemies.  Vista fights Idolatría; Tacto engages Secta, 

Gusto attacks Alí; and Olfato battles Apostasía. 

 Interestingly, in regards to speech, the preeminent character in this battle scene is 

the Muslim gracioso, Alcuzcuz.  He maintains the battle tension bearable to the audience.  

The noun “alcuzcuzu” appears in Covarrubias’ dictionary:  “Es un cierto género de 

hormiguillo, que hacen los moros de masa deshecha, en granos redondos . . .” (54).  

Concerning “hormiguillo,” Covarrubias defines it as “Cierta menestra hecha de pan 

desmenuzado en forma de cabezas de hormigas . . .” (646).  His name indicates a soup 

made of bread crumbs in the shape of ant heads.  In the midst of the fighting, he conducts 

a monologue concerning some wine obtained from a captive Christian.  This believer in 

captivity who gave up his wine to an infidel can be perceived as a physical or a spiritual 

prisoner.  It is one thing to be a prisoner of an earthly enemy, but another to be a spiritual 

prisoner.  In the literary context of the auto, the second would be one, such as Apostasía, 

who does not believe in the Eucharist.  The scene that follows may also be interpreted 

physically or spiritually. Being told by an elder Muslim that this liquid was a poison 



 112

forbidden by Muhammad, and fearing the ongoing battle, Alcuzcuz decides to commit 

suicide by the intake of the “mortal” fluid.  The wine forbidden by Islam may also be 

interpreted, either as the earthly wine, or as that of the Sacrament.  From the perspective 

of Alcuzcuz, the wine is temporal, perceivable by the senses, as opposed to sacred, 

perceived by faith.  He is the image of the foolishness of the person seeing nothing but 

the material.  Under Catholic theology, the bread and wine of the Eucharist are 

transformed into the body and blood of Jesus, giving spiritual life to the partakers.  It 

presents the birth of life from death.  The soup bread associated with Alcuzcuz’s name 

descends to the stomach, rather than the soul.  Alcuzcuz links wine with physical, not 

spiritual, death.  However, according to Catholic doctrine, death by suicide is a mortal sin 

leading to hell. 

 During their confrontation with the different enemies, the senses use statements 

based on their own qualities to challenge their opponents.  Vista declares Idólatra to be 

blind for believing in more than one god.  Tacto threatens Secta that she is about to see 

“cuánto te dan que sentir, / injusta Ley, mis alientos” (1095-96).  Gusto warns Alí that 

“no has de hallar, Alí soberbio, / gusto en la empresa, pues hallas / en ella a ti el Gusto 

opuesto” (1105-1107).  Olfato announces to Apostasía that he (Olfato) has smelled the 

incense of prayer against him.  The central battle is that between Oído and 

Entendimiento, a battle which is the nucleus of the ongoing battle between the forces of 

good and those of evil.  Oído’s statement to Entendimiento concerning the battle is 

significant: 

  En la sangrienta campaña 

  que es a dos luces a un tiempo 

  de fieles y infieles, que es 

  sentidos y entendimiento, 
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  cuerpo a cuerpo, no sin grande 

  providencia de los cielos, 

  hemos quedado los dos, 

  y así es fuerza cuerpo a cuerpo 

  que hagamos los dos batalla. (1139-47) 

“Dos luces a un tiempo” denotes two levels of interpretation of the ongoing battle:  the 

external, national battle (“de fieles y infieles”), and that which is internal, individual 

(“sentidos y entendimiento”).  One of Covarrubia’s definitions of “cuerpo” is significant 

for this passage:  “Cuerpo del artículo, cerca de los escolásticos, donde se pone la 

doctrina de la cual se sacan las soluciones a los argumentos” (380).  There is to be a 

doctrinal discussion between two bodies, individual as well as collective. 

 This battle consists of a debate over the Eucharist.  The two participants are 

equipped with swords.  In St. Paul’s description (Ephesians 6.11-17) of the armor of the 

believer, the sword (i.e. the word of God) is the only offensive weapon.  A swordfight is 

initiated during Oído’s response to Entendimiento’s expression of doubt concerning the 

bread (Host) being flesh.  Close to the end of Oído’s answer, asserting the power of the 

omnipotent God to effect such a transformation, he strikes Entendimiento with his sword.  

At the beginning of his response, doubting, not God’s power, but such a manner of 

operating, Entendimiento deflects the thrust of Oído’s sword.  Oído strikes again with his 

next argument:  which is more difficult, to make something out of nothing, or to change 

one thing into another?  Entendimiento’s next defensive move comes with his answer that 

the first is more difficult than the second.  Oído then strikes again with a question:  he 

(Christ) who was able to create all of creation, who can doubt it when he says that the 

bread in his hand is his flesh?  Entendimiento negates his defeat, stating that two bodies 

cannot simultaneously occupy the same space.  At the end of his final response, Oído is 
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able to take Entendimiento’s sword.  The final argument is that Christ is in the Host, not 

as a spatial object, but as its very substance.  As an analogy, Oído states that the soul is 

present in man even as God is present in the “white veil”.  Entendimiento confesses to 

Oído that he is defeated and has no weapons.  The senses retire back into the city, upon 

hearing of the capture of Entendimiento. 

 Apostasía, wounded in his face, as well as Secta, Alí, and Idolatría, come together 

upon the departure of the senses.  Apostasía’s anger towards their departure is a figure of 

the unrepentant apostate moved to anger, rather than submission, by his theological 

defeat.  Secta’s question to Apostasía indicates the severity of his defeat:  “Mas ¿quién 

eres, oh infelice, / que agonizando y muriendo / aquí yaces?” (1269-71).  Repeated 

questioning by the other members of his group is necessary to draw an answer.  This is 

due to the loss of his understanding (Entendimiento).  Apostasía finally answers Secta 

that it is he who came to them for protection.  He informs them that, being an apostate 

without God, and being nighttime, he dares to lead them into the city through a weak 

portion of the wall which he breached upon his flight from the city.  Due to its possible 

reinforcement, Apostasía recommends climbing the city walls with a ladder.  His 

statement concerning his lack of God is more severe than those previously made.  It 

implies that exclusion from the Church is greatly increased by resistance to the successful 

defense of Catholic theology.  According to Apostasía, this feeble section of the city 

walls has the inner protection of a temple which was formerly an Arabic “House of 

Bread” (almudén), where wheat was stored (1315).  He associates its weakness with the 

lack of wheat in this temple, where in the past wheat was stored.  This statement reflects 

an assertion by Oído in his final argument with Apostasía, in which Oído states that only 

bread with the presence of God is alive:  “Dios está en el blanco velo, / y estar o no estar 

le hace / o ser pan vivo o no serlo” (1240-42).  As will be seen, the wheat stored in the 
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Almudena (already a Christian temple in the play) during the Muslim presence was 

earthly, whereas that to be presently discovered in this temple by the Christians within 

the besieged city will be heavenly. 

 Idolatría and Alcuzcuz arrive with the ladder to be used.  Instructions indicate that 

it must consist of four steps.  Alcuzcuz remains drunk and soon departs.  As Idolatría, 

Alí, and Apostasía draw near to climb the wall, they hear voices of guards alerting each 

other.  A statement by Secta asserts the importance of constant vigilance by the Christian 

(both individual and collective):  “¡Que nunca han de estar durmiendo / estas postas de la 

fe!” (1366-67).  The order and height of ascent are symbolic of the distance of each 

representational character from the faith of Christianity.  Idolatría insists on being the 

first to climb, because his adoring diverse Gods is the first step towards denying one God.  

There is an earthquake within the city and he is only able to climb one step.  Alí is the 

next to try, because he worships only one God, though denying his humanity.  He can 

only ascend two.  The last to attempt to climb is Apostasía, because he believes in one 

God and in his humanity, but denies his presence in the consecrated Host.  He can only 

reach the third of four steps.  This scene is related to the aforementioned 1109 attempt by 

Ali ben Yusuf to recover Madrid from the Christians.  According to tradition, upon the 

prayers of the inhabitants of Madrid, the Virgin (de la Almudena) did not permit any 

ladder of the Muslims to lean on the city walls.  The Muslim leader then decided to 

besiege the city (Galván 11-12).  The city perceives their presence.  Apostasía tells the 

others that it does not matter, because as Madrid’s declared enemy, he must enter the city 

walls, denying the wheat which this Almudén once held.  This refers to a denial of the 

doctrine of transubstantiation.  There is a voice within (that of the Virgin Mary) which 

says, “No harás, / pues soy yo quien la defiendo” [. . .] (1454).  Part of the wall falls on 

Apostasía, who says that in the distance he saw a light (Jesus) coming from some 
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beautiful clouds (Mary), an allusion to the virgin birth.  Secta then asserts that he is not 

going to lift his siege, but starve them into surrender.  This starvation can refer to a 

physical starvation provoked by a lack of wheat, or a spiritual one caused by a lack of the 

Eucharist. 

 Iglesia appears onstage, frightened, given the fact that the Almudena portion of 

the city walls is fallen, and the Christians are starving: 

  Hacia esta parte (¡ay de mí!) 

  fue el ruido, y en ella veo 

  si a las sombras de la noche 

  se distinguen los objectos 

  el muro desmantelado, 

  roto el cubo y todo abierto. 

  ¡Oh si saliese el aurora 

  para acudir al remedio! (1493-1500) 

Iglesia exhibits the fear of the besieging enemies shown early in the auto by Apostasía.  

What differs is their reaction.  Apostasía surrenders to the enemy; Iglesia calls for divine 

mercy.  The initial proposal of the citizens (not visible onstage) to Iglesia is similar to 

that of Apostasía: 

  Ríndase la villa, pues 

  ya remedio no tenemos, 

  el muro desmantelado 

  y todos de hambre muriendo. (1501-1504) 

The senses express their own extreme weakness to Iglesia.  These two adjacent figures 

represent the great difficulty of the Church, as well as individual Christians, in the face of 

the siege by enemies of the Faith.  Iglesia asks the Virgin if she, who has never been a 
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slave, is going to be one in her beautiful portrait (which legend locates in the Almudena).  

At this point, the instructions indicate a second earthquake:  “Dentro terremoto” 

(between 1542-43).  “Dentro” implies “inside the temple,” location of the first.  The 

response of the frightened “Todos” (All) is supplicatory prayer:  “¡Piedad, Virgen; 

piedad, Madre; / piedad, Reina de los Cielos!” (1545-46).  This figure of the desperate 

Christian community of Madrid, having suffered two earthquakes after two victories, is 

reminiscent of the fearful and disappointed disciples, hidden in an upper room after the 

crucifixion. 

 The instructions, “Chirimías y acaba de caer el muro, y vese como entre ruinas la 

imagen” (between 1546-47), indicate the third earthquake and the discovery of the hidden 

image of the Virgin Mary.  The words of Iglesia express the literal, as well as symbolic, 

sudden change from night to day: 

  Claro es que piedad pedimos 

  a la piedad, y ha de serlo. 

  Llegad, que la vista mía 

  entre la ruina, ¡ay de mí!, 

  descubre un sol; bien pedí 

  que hoy se apresurase el día. 

  Las lágrimas que vertía 

  de pesar ya son, señora, 

  de gozo, haciéndoos agora 

  de risa y de llanto salva; 

  de risa, por ver que vos sois el alba; 

  de llanto, por ver que vos sois la aurora.” (1547-58) 
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Interestingly, the “sol” discovered is a symbol of Jesus.  This indicates that the statue of 

Mary bears the baby Jesus.  In El cubo de la Almudena there is a combination of 

symbolic references to the birth of Christ, his crucifixion, and his resurrection.  However, 

these are not directly mentioned by the characters. The two victories of Iglesia and 

Madrid over the enemies of the Faith are figures of the successful earthly ministry of 

Christ and the joy of his disciples.  The nighttime betrayal of Iglesia and the city by an 

Apostasía totally devoid at that stage of the Faith, and the resulting siege, are reminiscent 

of the betrayal of Jesus by Judas Iscariot and the fear of his disciples.  The totally fallen 

walls of the Almudena (wheat storage) after the third earthquake could be a symbol of the 

resurrection, when the tombstone of Christ was rolled away.  Being the third earthquake 

could bring to mind the occurrence of the resurrection on the third day.  The first visual 

and verbal images of Jesus are presented towards the end of the auto, in the words above 

and the appearance onstage of the statue.  The allusions to Mary as the dawn and Christ 

as the sun, as well as to the statue of Mary and baby Jesus, are all references to the virgin 

birth.  Instructions indicate the opening of a curtain and the display of the image, as 

Entendimiento comes to announce the discovery of wheat, in the Almudena, by two 

children: 

  Dos niños – mejor dijera 

  dos ángeles, pues a ellos, 

  como a pequeñuelos, Dios 

  les revela sus secretos –  

  jugando acaso un resquicio 

  a una pared han abierto 

  de donde parece fuente 

  de trigo, con él creciendo 
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  tanto el número que basta 

  solo él a mantenernos. (1621-30) 

Symbolizing this event, the instructions indicate, “Corre en el otro cubo trigo al tablado” 

(between 1630-31).  (I assume the first “cubo” contains the statue.)  Iglesia joyfully 

proclaims the simultaneous appearance of two heavenly assistances:  Mary and the 

wheat.  Iglesia depicts both appearances as miracles.  She offers two possible theories, 

with the same conclusion, concerning the source of the discovered wheat:  either it (like 

the statue) was miraculously conserved for centuries, or was miraculously produced from 

stone.  Iglesia then commands the senses and citizens to throw wheat to the enemies so 

that they know that Madrid has walls to defend itself and wheat to sustain itself.  This 

represents a historical link in Spain’s struggle with the Muslims:  it was not only 

territorial; it was spiritual.  Instructions indicate that Iglesia, Oído, and Entendimiento are 

in one cart next to a wall, while Vista, Olfato, Tacto, and Gusto are in another.  Secta, 

Alí, Idolatría, Apostasía, and Alcuzcuz arrive, believing the Christians are going to 

surrender.  The offer made by Secta to Iglesia is similar to offers made to Spanish 

Christian cities of the late-eleventh, early-twelfth centuries, by the fundamentalist 

Almoravid Muslims from Africa, who seized control from native Muslims around that 

time: 

  Míseros cristianos que 

  rendidos hoy y sujetos 

  a mi brío y vuestra hambre 

  estáis al postrer aliento, 

  si nos llamáis para daros 

  a partido yo os ofrezco 

  de guardar las condiciones 
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  del primero cautiverio. (1708-15) 

Iglesia tells Secta (after calling her a barbarian monster) that she (Iglesia) never 

surrenders no matter how much she suffers, and that she always resurrects like the 

Phoenix.  Another part of the wall is opened and the consecrated Host is seen.  The 

senses throw wheat at the enemies.  Apostasía says he is going to flee to the northern 

archipelagos, where he plans to battle Iglesia.  Alí decides to flee to Córdoba.  Idolatría 

says she is going to return to the worship of her idols, until Spain conquers her empires 

(the Americas).  Secta threatens to make Madrid the object of her anger, after which she 

departs.  Iglesia says, “Mal podrás, porque Madrid / será siempre Corte y Centro / de 

católicos monarcas [. . .]” (1783-85).  As usual, the Spanish monarchy is presented as 

defender of the Catholic faith.  This auto ends with a recovered Alcuzcuz asking the 

spectators forgiveness for any faults in the play. 

 In El cubo de la Almudena and its loa, Spain is represented as a historical 

defender of the Faith.  However, even as the theology of the sacrament of the Eucharist 

combines the temporal with the eternal, in both these works the battle with temporal 

enemies runs parallel to the confrontation between spiritual truths and distortions.  The 

loa as well as the auto include debates in which the doctrine of transubstantiation is 

defended.  In the loa, the character Iglesia discusses this subject matter with Herejía.  The 

debate and its outcome present an image of the imperial, Roman Catholic Spain during 

the era of the Council of Trent.  The doctrinal discussion of the loa ends with the sudden 

appearance, onstage, of Fe, even as the obstinate, unrepentant Herejía attempts to flee 

offstage.  Carrying a banner of the Inquisition, Fe detains, reprimands, and muzzles 

Herejía.  The detainee’s final words evoke the temporal, auto de fe flame leading to the 

eternal, infernal fires:  “Ya / mi propio aliento me enciende (565).  The debate in the auto 

takes place between Oído and Entendimiento, the second having fallen captive to 
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Apostasía.  The setting here is the medieval Spain of the Reconquest.  The debate, taking 

place on an individual level, is at the center of a historical battle in Spain between the 

forces of Islam and Apostasy, and those of the Church.  Oído is the sense that sets out to 

the liberation of Entendimiento, a reflection of the biblical teaching that faith comes by 

hearing (Romans 10.17).  The use of Scholastic reasoning by Oído provides a link 

between medieval theology and that of the Spanish Golden Age:  Scholasticism, initiated 

in the ninth century, was popular among the Jesuits of the time of Calderón.  The results 

of the debate in the auto contrast with those of the loa:  Entendimiento admits defeat and 

returns to Iglesia.  At the end of this work, the Church of Madrid defeats its historical, 

spiritual foes and casts them out.  El cubo de la Almudena encompasses an image of the 

victory of Spain over all its spiritual enemies, both at the personal and the national levels.  

What is more, under the Catholic monarchy, this victory will last until the end of time. 
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Chapter 4:  The Lord corrects those whom He loves:  the persecuted 
Spain in La devoción de la misa 

 Pedro Calderón de la Barca fuses history and legend to create the allegory of La 

devoción de la misa.  He obtains secondary elements from the annals of history:  the 

location of the dramatic action (San Esteban de Gormaz) and the names of Almanzor (al-

Mansur) and Count García Fernández.40  The background of this auto’s plot comes from 

two medieval legends, “campeón de María” (“defender of Mary”), and “campeón de la 

misa” (“defender of the Mass”).41  The champion, transformed by Calderón, is the 

protagonist and primary hero of the work.  In this auto, Calderón mythicises the history, 

religion, and population of Spain through the expert combination of a minimal quantity of 

history and the highest level of literary creativity. 

 Though the date of composition of La devoción de la misa is uncertain, there is no 

doubt that it was written by Calderón.  Its title is included in a list of his own autos 

directed by Calderón to the Duke of Veragua.  The list was published by Gaspar Agustín 

de Lara in Obelisco fúnebre a la memoria de Calderón (Madrid, 1684).  The first printed 

version of this auto is found in the third part of Autos Sacramentales, alegóricos e 

historiales del insigne poeta español, published posthumously in Madrid by Pedro de 

Pando y Mier (1717).  Current criticism tends to view 1658 as the year of its debut.  This 

year was first proposed by A. A. Parker in 1969.42  The conclusion is based on the 

similarity of its onstage equipment with that of the second 1658 auto, Primero y segundo 
 

40 In La devoción de la misa, Calderón uses the historical names of the location and the Count:  
Santiesteban de Gormaz and Garci Fernández. 
41 J. Enrique Duarte, editor of the version of this auto to be studied, offers a detailed medieval literary 
background for these legends (pp. 12-31). 
42 See “The Chronology of Calderón’s autos sacramentales from 1647.” 
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Isaac.  This theatrical data is recorded in Shergold and Varie’s study of Calderonian 

autos in Madrid from 1637 to 1681. 

 In La devoción de la misa, Calderón affirms the religious foundation of national 

unity:  a Catholic people, sinful yet fervent.  In the protagonist of this auto, our dramatist 

presents the image of the ideal Catholic, somewhat of a role model for the homo 

hispanus.   It can be noted here that the threats to Spanish unity during the seventeenth 

century were not limited to the skepticism towards the Hapsburgs.  In his book, La 

cultura del Barroco, pages 56-128, José Antonio Maravall exposes, through 

contemporary quotations, the great social and religious tensions of baroque Spain.  The 

economical and social deterioration of the country throughout the sixteen hundreds 

creates a great malaise in the lower social classes.  Maravall, for example, refers to a 

sermon by Fray Hortensio Félix Paravicino,43 in 1633, before King Felipe IV.  According 

to Maravall, in this sermon, the preacher alludes to “carteles públicos contra la religión 

cristiana, fijados ‘en las esquinas y puertas de Madrid.’”  The preacher also mentions 

“‘carteles contra la Ley, pasquines contra Dios y libelos contra Cristo.’”  Maravall 

concludes his reference to this sermon with the following surprising quotation of 

Paravicino:  “‘Acordaos quando se extrañó oírme acusar tanto el ateísmo y mirad si 

habéis visto sobrados indicios, si no culpas de él’” (Cultura 107-108).  Valbuena Prat 

presents another indication of baroque religious displeasure.  According to this critic, the 

Calderonian auto, La Hidalga del valle, was presented in Granada in an “acto de 

desagravios a la Virgen,” because on Holy Thursday of 1640 a libel against the virgin 

birth appeared on the door to the cathedral of Granada (111).  The auto sacramental, a 

popular genre in the Spain of Calderón, played a crucial role in the reaffirmation of the 

doctrines of the Catholic Church. 

 
43 This is the cleric mentioned in the first chapter, with whom Calderón had an altercation. 



 124

                                                

 In this auto Calderón turns public attention towards Spain’s not-so-distant past.  

As is earlier mentioned, the Spanish national myth is based on the Spanish Reconquista 

(reconquest).  In a previous referral from Chapter 1, Wardropper describes the auto 

sacramental as a medieval genre and proposes the hypothesis that this literature arose in 

Spain alone because this country never broke up with the Middle Ages.  This fantastic 

medieval time period, in which Santiago Matamoros (Saint James the Moor-slayer), 

patron of Spain, fought at the forefront of the Spanish armies, was a sign of the 

providential hand of God upon the country.  The Lord had formed Spain in the forge of 

the Reconquista, preparing it for the decisive role it was to play in its Golden Age.  The 

Almighty had granted the country victory in the past, and would provide for it in the 

present.  In a like manner, the Catholic individual could trust in the final victory of his 

Faith. 

 Calderón writes this auto “haciendo de lo historial / alegórica materia” (273-

74).44  He converts the two historical characters into symbols, not only of their nations, 

but of good and evil.  He assigns a Eucharistic name to the fictitious protagonist.  The 

thematic focus on this individual reinforces the theme, not of the great battles of Spanish 

history, but of the battle of the individual against temptation and sin. 

 In his Empresa 24, Saavedra Fajardo explains in the following manner the history 

of Spain:  “San Isidro pronosticó en su muerte, a la nación española, que si se apartaba de 

la verdadera religión, sería oprimida, pero que si la observase, vería levantada su 

grandeza sobre las demás naciones, pronóstico que se verificó en el duro yugo de los 

africanos . . .” (390-91).  In the same passage, the author affirms that, beginning with 

Pelayo (a Gothic noble, legendary initiator in 718 of the Reconquista), the monarchy 

grew to the point of reaching its “grandeza que hoy goza” (though after many centuries) 
 

44 The quotations from La devoción de la misa will display the corresponding verse numbers from the 
Reichenberger edition. 
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“en premio de su constancia en la religión católica” (391).  In the passage here cited, 

Saavedra Fajardo uses the already mentioned (in Chapter 1) dramatic technique of 

“retrospective prophecy” to transform history into myth.  The conversion of history into 

literature by this means is identical.  Calderón uses this technique to dress the dry data of 

the chronicles with a supernatural, as well as mysterious, element, thus creating dramatic 

tension. 

 This vision of the use by God of his enemies in order to purify his people is found 

in the writings of the disciple of the Angelic Doctor, Ptolemy of Lucca:  “God permits 

tyrants to be placed in authority to punish the subjects’ sins.  This punishment is 

customarily called ‘the wrath of God’ in Scripture” (91).  Calderón expresses the same 

concept in another auto.  In La iglesia sitiada, Herejía pronounces the following words:  

“Iglesia, que perseguida / adquieres mayor aliento” (Obras completas 56b).  In his 

hagiography of Saints Ildephonsus and Isidore of Seville, the Archpriest of Talavera 

places the following words, directed to Muhammad, in the mouth of the devil himself:  

“Non es asy como piensas; mas Dios es Juez Justo e consyente a Lucifer fazer algunas 

vezes lo que quiere porque sean alinpiados los justos por las presecuciones, asy como es 

alinpiado el oro con el fuego; porque puedan pasar a los deleytes que duran para siempre, 

de la miel e de la leche” (101). 

 The allegory of La devoción de la misa is divided into three major levels of 

action.  On the one hand, there is the macrocosmic battle with two associated 

subdivisions:  that of the atemporal battle between good and evil, personified by Ángel 

and Secta; and that of the temporal battle between Christians and Muslims, represented 

by García Fernández and Almanzor.  Simultaneously, a microcosm is presented which 

consists of the struggle of a particular soldier, Pascual Vivas.  This microcosmic battle 

runs parallel to the macrocosmic, in that Pascual faces two enemies:  one atemporal 
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(Demonio) and one temporal (Lelio).  In conclusion, the allegorical interpretation of this 

auto could focus on three levels:  the spiritual, the national, and the individual.  In this 

auto, the microcosmic level is emphasized.  I will first present the historical aspects of 

the work, later analyzing these three levels in the development of the plot. 

 Count García Fernández (938-995; son of the founder of the County of Castile, 

Fernán González) and Almanzor (938-1002; al-Mansur, “Victorious one” in Arabic) are 

the two historical characters of this auto.  The scene is from the final years of the tenth 

century.  The action centers on a battle between Muslims (commanded by Almanzor) and 

Christians (under García Fernández).  According to Valbuena Prat, Calderón likely based 

the plot of La devoción de la misa on a legend from the Crónica general of Alfonso el 

Sabio.  This legend refers to a bellicose confrontation between these two leaders in 

Santiesteban de Gormaz.  During this encounter, one soldier remained in a church (which 

stands to this day), listening repeatedly to the Mass.  According to the legend, an angel 

took the form of a soldier and fought for him in this encounter (Valbuena Prat 243-45).  It 

suffices to notice Calderón’s allusion in this auto to “el conde victorioso, / con Almanzor 

prisionero” (1653-54) to perceive that historiography is not the principal focus of this 

work.  History serves only as the foundation to the construction of the allegory. 

 The historical Almanzor exercised effective control over the Caliphate of Córdoba 

(which at the time covered Muslim Spain in its entirety) from 981 until his death in 1002.  

(A few years after the death of the caliph al-Hakem II in 976, he usurped power from al-

Hakem’s sixteen-year-old son, Hisham II.)  During his years of dominion, Almanzor 

ravaged all Christian territories in Spain, from Galicia to Cataluña.  His most spectacular 

feat was the taking of the bells of the Cathedral of Santiago de Compostela to Córdoba in 

997.  Almanzor took García Fernández, the figure from La devoción de la misa, prisoner 

in 995.  The Count died within a few days, in Córdoba, of his battle wounds (Fletcher 72-
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75).  For the Christian kingdoms of Spain, Almanzor was a “scourge of God.”  The 

Cronicón Silense describes his death in few words:  “‘En el año 1002 murió Almanzor.  

Fue sepultado en los infiernos’” (qtd. in Molas 255).  Nevertheless, in a case of poetic 

justice, not many years after his death the Caliphate of Córdoba sank into a civil war.  By 

1031, the disintegration of the Caliphate was complete.  Numerous taifa states arose to 

take its place, greatly facilitating the Christian Reconquista. 

 Worthy of attention is Calderón’s selection of historical figures and events for this 

auto.  To start with, he selects characters of great historical stature:  one of the most 

notable peninsular Muslim leaders (though a usurper) and, as a counterweight, the son of 

the founder of the autonomous Castile.  These two individuals of mythical proportion 

yield good personifications of the cosmic forces of good and evil which battle in the 

temporal world.  The fictional character of Pascual is the projection of this cosmic battle 

to the individual level.  On the other hand, Calderón adopts a positive historical event 

which is a good representation of his allegorical theme.  La devoción de la misa is based 

on a successful encounter of García Fernández with Almanzor, not on the overwhelming 

defeat which the Christian leader suffers at the end of his life.  As has been mentioned, 

there are very few historical elements in this auto, one of which is the battle.  Calderón 

does not follow the historical data of the battle of San Esteban de Gormaz.  He radically 

changes the historical ending of this encounter in order to dramatize his allegorical 

theme.  The never-accomplished capture of Almanzor creates a powerful visual image of 

the victory of good over evil. 

 Finally, Calderón adopts a divine perspective of history.  It is as if he were 

observing the events from outside the realm of time.  (An example of the metahistoric 

perspective is found in Revelation 13.8, which mentions “the Lamb which was slain from 

the beginning of the world.”)  In La devoción de la misa, Calderón freely departs from 
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the historical frame (the tenth century) of action.  Earlier events alluded to include the 

birth of Islam (18-24), the biblical expulsion of Hagar, servant of Sarah (54-57), the 

Muslim invasion of Spain (95-104), etc.  The future events mentioned include the 

conquest of Constantinople by the Ottomans (87-90), the establishment in Spain of the 

Hapsburg monarchy (1832-36), the expulsion of the Moriscos by Felipe III, the reign of 

Felipe IV, and the eternal reign of Jesus Christ (1859-80).  This “eternalization” of 

dramatic events creates a mystical connection between the historical characters and the 

spectators.  The spectators are united to the faithful from all the ages through a common 

cosmic link:  all belong to the mystical body of Christ.  Having overviewed the historic 

“skeleton” of La devoción de la misa, its allegorical “flesh” can be studied. 

 The beginning of La devoción de la misa interlaces the physical and spiritual 

aspects of the struggle between the forces of Conde García Fernández and Almanzor.45  

This runs parallel to the combination of the physical and the spiritual in the Eucharist.  

The initial scene presents a strong image of the spirituality of the human conflict: 

  ALMANZOR (Dentro)  A sangre y fuego la lid 

         publicad. 

  TODOS      Arma, arma, guerra. 

     La caja 

  GARCÍA (Dentro)    Con lágrimas y suspiros 

        moved del cielo la esfera. 

  MÚSICA     Ten de nosotros, Señor, 

     La música 

 
45 The description of the eighth-century Muslim invaders of Spain in the Crónica general is the following:  
“Las caras dellos negras como la pez, el mas fremoso dellos era negro como la olla, assi luzien sus oios 
como candelas.  La uil yente de los affricanos que se non solie preciar de fuerça nin de bondad, et todos sus 
fechos fazie con art et a enganno . . . essora era exaltada (312).  This description holds the stereotypical 
Spanish image of the Moors:  diabolic and treacherous.   
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        misericordia y clemencia. (1-8) 

The first voices heard are not the spiritual, but the human.  However, they are not initially 

visible to the audience.  The command of Almanzor and the sounds which accompany 

them present a strong air of belligerence, whereas those of García are implorations for 

divine mercy.  The musical supplications appear to include voices and instruments.  The 

heading of MÚSICA implies several musicians, as the initial list of characters mentions 

the plural, Músicos.  Also, the indication of La música in between the words of the 

musicians seems to indicate musical instruments.  First to appear onstage are Ángel (the 

guardian Angel of Spain), struggling with Secta de Mahoma (once again personified by a 

woman).  While these spiritual leaders appear at verse 16, García and Almanzor do not 

visually appear until verse 373, at which time they are presented asleep in tents, 

dreaming.  The Apostle Paul describes the spiritual nature of the adversaries of the 

Church in Ephesians 6.12:  “For our wrestling is not against flesh and blood; but against 

principalities and powers, against the rulers of the world of this darkness, against the 

spirits of wickedness in the high places.”  The concept of cosmic battles related to battles 

in the human realm is emphasized in this auto. 

 The discussion between Ángel and Secta at the beginning of this work clarifies 

the interpretation of the action soon to commence.  Given the Muslim predominance at 

this stage of the Reconquista, Secta justifies her occupation of Spanish lands on the basis 

that she seized them by force of arms.  Ángel’s response, in which he speaks of God’s 

purposes, is indicative of the auto’s allegorical theme: 

  No es la aflicción consecuencia 

  de enojo, sino de amor, 

  de ira, sino de clemencia, 

  pues le oprime en esta vida 
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  para premiarle en la eterna; 

  y así el darte a ti vitorias 

  y a él desdichas, a ti empresas 

  y a él ruinas, a ti trofeos 

  y a él ansias, a ti grandezas 

  y a él afliciones, solo es 

  argumento de que sea 

  él el hijo que ama y tú 

  la vara que le escarmienta. (174-186) 

Though the concepts of these words are biblical, their literary presentation is baroque.  In 

this passage, the dramatist uses verses exhibiting the poetic techniques of anaphora and 

parallelism in order to emphasize the concept that appearances are deceitful.  The first 

two of these verses are 175 and 76:  Affliction is not the consequence “de enojo, sino de 

amor, / de ira, sino de clemencia.”  Opposite emotions are combined, the first negative 

and the second positive.  The good follows the bad.  The subsequent verses using these 

techniques are 180-83 (those starting with “y a él”).  (Verses 180-82 exhibit both 

anaphora and parallelism)  Verses 174/75, 177/78, and 179-86 all show caesurae.  This 

fragmentation of the verses provides the impression of the passage of time.  Time is never 

static, but always in motion.  Tomorrow may differ from today.  Negative expressions 

referring to peninsular Christians are maintained at the beginning of verses 179-83 and 

positive ones, referring to peninsular Muslims, at their end.  Though referring to their 

currently differing conditions, these verses can also provide an image of the present 

difficulties of the Christians becoming their future blessings.  The image of “the world 

upside down” is found in these words, with the son afflicted and the enemy triumphant.  
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However, Ángel implies that the world will once again be upright.  The richness of the 

poetics of these verses no doubt had a powerful resonance in the audience. 

 A further indication of victory from defeat for the Christians comes in Secta’s 

response to Ángel’s explanation of the discipline of the Lord:  “Pues, ¿cómo (no puedo 

hablar) / es (enmudece la lengua) / posible (la voz se pasma) . . .?” (247-49).  The 

presence of parenthetical words in the lines serves to contrast the external boasting of 

Secta with her internal fear, manifest in her stammering.  In a theatrical manner, Secta’s 

outer speech and inner thought are both verbalized by this character.  There had to be a 

significant audible difference between the parenthetical and non-parenthetical statements.  

This, along with the much greater length of the expressions of fear, emphasized to the 

audience the superficiality of Secta’s arrogance.  Though apparently victorious over the 

Catholics, she cannot refute the doctrine of their Church.  Secta finishes her speech, after 

verbally exhibiting her internal fear, with exterior aggressiveness: 

  Veamos si piadosa esa 

  religión que tanto ensalzas, 

  cristiandad que tanto aprecias 

  en fee de sus sacrificios 

  más triunfante a verse llega 

  que yo en fee de mi valor 

  y mis armas. (264-69) 

Here once again is the contrast between Secta’s faith in her military capacities and that of 

Ángel and the Christians in their “sacrifices” (which can denote both temporal losses and 

eternal gains in the daily sacrifice of the Mass). 

 Ángel proceeds to accept Secta’s challenge (“Norabuena,” 270) and to explain the 

allegorical meaning of the characters.  Calderón clearly ties the occurrences onstage with 
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the spectators’ perception of their significance when Ángel commands Secta and the 

public, “atiende y atiendan todos / para que nada se pierda” (275-76).  Castilla 

symbolizes the persecuted primitive Church (277-81).  Conde Garci Fernández (Garci 

being the shortened version of García) represents Gracia (Grace) (283-90).  (Ángel links 

García with Gracia.)  Concerning Secta’s significance, Ángel describes her in the 

following manner: 

  Tú, que de la venenosa 

  hidra de siete cabezas 

  la principal eres, siendo 

  de siete cuellos compuesta, 

  pues en ti la idolatría 

  y gentilidad se encierran, 

  judaísmo, apostasía, 

  y paganismo, soberbia 

  serás quien la guerra la haga 

  y el hombre quien la defienda. (291-300) 

She represents, not only Islam, but all of the traditional enemies of the Church.  This 

character will direct the offensive forces in this battle. 

 After alluding to the participants in the cosmic battle, Ángel notes another 

character calling the man at the center of the individual representation of the battle.  As 

mentioned, this individual level of interpretation will be central to this auto.  The 

instructions and the response are, “Dentro PERNIL como llamando” PERNIL:  ¡Pascual 

Vivas! (309).  This character calls the protagonist a second time in the same manner, 

from “Dentro” (317).  Pernil is Pascual’s comrade in arms, and plays the role of gracioso.  

His name in and of itself is “gracioso.”  In his third definition of “pierna,” Covarrubias 
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describes the word “pernil” as “el jamón de tocino” (822).  This character is named after 

salted pork.  Ángel proceeds to explain the significance of the protagonist’s name to 

Secta, who asks what spiritual mystery it represents: 

  En que dijo el real profeta 

  “sea el hombre de tu pascua 

  víctima, Señor”; y llega 

  casi a frisar el sonido 

  de Pascual Vivas que aquella 

  voz dijo con ser pascual 

  víctima de Dios y ofrenda. (320-26) 

Pascual Vivas is somewhat of a Catholic Everyman.  His name alludes to the life this 

character (and all Catholics) obtain through the sacrifice of the Passover (“pascual”) 

Lamb, Jesus.  In Catholic theology, this occurs during the Mass.  At another level, 

Pascual is a figure of humanity in his fall and redemption.  “Pascual” is the adjectival 

form of “Passover.” “Vivas” can represent an order in the subjunctive, “live,” in which 

case his name could be interpreted to mean, “Live by means of the Passover (i.e., Mass).”  

A comment by Secta and the response of Ángel would support the above interpretation of 

his name: 

  SECTA  Yo convengo en el sentido 

     y aun me güelgo de que sea 

     Pascual Vivas en quien hoy 

     fundar tu razón pretendas 

     porque le conozco y sé 

     de sus costumbres perversas 

     que está en pecado. 
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  ÁNGEL     Eso hará 

     la metáfora más cierta 

     si sobre estar en pecado 

     alguna virtud le enmienda. (327-336) 

 The following actions of Ángel and Secta initiate the conflict in the temporal 

realm.  Secta’s assertions indicate her reliance on military power, rather than Faith.  Once 

more, Calderón associates historical events separated by centuries in order to indicate a 

metahistorical unity.  Secta names the tenth-century Almanzor as the leader of his earthly 

forces, and places the site of the battle in the surroundings “de la antigua Numancia” 

(345).  This ancient city was the center of the Celtiberian resistance to the Roman 

occupation of the Iberian Peninsula until its conquest in 133 B.C.  The mention of 

Numancia (Numantia) reinforces the patriotic image of the battle of the Spanish nation 

against powerful enemies.  History seems to repeat itself.46

 Ángel and Secta proceed to speak to their champions García and Almanzor in 

their dreams.  (This is the resource of “nocturnal apparition,” one which might be referred 

to as “indirect theophany.”)  This image of receiving spiritual truth while asleep is 

parallel to the perception of events in the spiritual realm by faith, not by sight.47  The 

 
46 This association of the ancient city of Numantia with a phoenix-like vision of Spanish history is found in 
an episode of Cervantes’ play, El cerco de Numancia.  In this scene, following the Roman general Scipio’s 
rejection of peace offers by two Numantian ambassadors, the character Duero (name of a river adjacent to 
Numantia) consoles España, the character representative of Spain (pp. 55-58).  He predicts the conquest of 
Spain from the Romans by the Visigoths, and the powerful Spanish Hapsburg monarchy to follow. 
47 Biblical examples of such supernatural dreams can be found in the Book of Job, “the persecuted one.”  A 
possible example of an accusatory evil spirit speaking in dreams is found in Job 4.12-17:  “Now there was a 
word spoken to me in private, and my ears by stealth, as it were, received the veins of its whisper.  In the 
horror of a vision by night when deep sleep is wont to hold men, fear seized upon me, and trembling, and 
all my bones were affrighted:  and when a spirit passed before me, the hair of my flesh stood up.  There 
stood one whose countenance I knew not, an image before my eyes, and I heard the voice, as it were, of a 
gentle wind.  ‘Shall man be justified in comparison of God, or shall a man be more pure than his maker?’”  
An assertion that God also speaks in dreams is found in Job 33.14-16:  “God speaketh once, and repeateth 
not the selfsame thing the second time.  By a dream in a vision by night, when deep sleep falleth upon men, 
and they are sleeping in their beds:  then he openeth the ears of men, and teaching instructeth them in what 
they are to learn.” 
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latter figure was demonstrated onstage, at the beginning of the work, by the initial sounds 

of battle coming from offstage.  When Ángel and Secta call on their men, these earthly 

rulers are not visible onstage.  Singing, Ángel calls on García:  “Conde ilustre de 

Castilla” (367).  Secta addresses Almanzor as “Rey de Córdoba la bella” (368).  The 

following instructions indicate that these characters occupy tents assembled on two of the 

carts onstage:  “Ábrense los dos carros que serán dos tiendas de campaña y vese en el 

uno el Conde GARCI FERNÁNDEZ, viejo venerable, armado de todas armas, sentado 

durmiendo y en el otro ALMANZOR durmiendo también sentado en otra silla” (372).  

The total contrast between the two spiritual characters is verbally represented by the two 

rulers while in bed.  García addresses Ángel as “divina inspiración bella” (376), as 

Almanzor refers to Secta as “caduca sombra funesta” (380).  Once again, there is a total 

contrast of good and evil, this time in the missions assigned.  Ángel calls on García to 

piously defend God’s honor by procuring the triumphs of his Church (387-90).  Secta 

bids Almanzor to vigorously offend the crucified Christ by recovering Castilla (395-98).  

Their final orders summarize the source of each side’s strength.  Ángel pronounces the 

following command:  “¡Al arma, al arma Castilla, / pues Dios sus gentes te entrega!” 

(399-400).  Secta’s orders are these, “¡Al arma, al arma Almanzor, / que Alá su valor te 

presta!” (401-402).  The instructions, speaking of Ángel and Secta, indicate that the third 

and fourth carts onstage are assigned to the spiritual leaders:  “Yéndose cada uno a su 

carro” (402).  Upon their departure, the two men awake and call their troops to war. 

 After the presentation of the great conflict at the national level, the plot focuses on 

the microcosmic battles of the soldier Pascual Vivas.  Pascual is representative of the 

typical Spanish Catholic, persecuted, but not forsaken (2 Corinthians 4.9).  The victory of 

the Christian forces depends on individuals such as him, united under one religion and 

sharing the same purpose.  Daniel Heiple has correctly asserted that “The triumph of 
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Pascual Vivas over sin is compared to the triumph of the Christians over the Moors, not 

only in the battle in the play but in the whole course of history” (116).  The following 

words from the Corónica general present the model to be followed by the medieval 

Catholic:  “. . . mas quien se quisiere preciar, preciese en seruir a Dios, ca el fiere et pon 

melezina, ell llaga et el sanna, ca toda la tierra suya es” (311). 

 Aminta (Pascual’s lover) sends the gracioso, Pernil, to look for him.  Under an 

Adamic interpretation of Pascual, Aminta is a figure of Eve who induces the fall of the 

protagonist before the Christly Conde-Gracia.  In the image of Pascual as the 

personification of the Christian individual, Aminta is a figure of the sensual distractions 

which attack the devout Catholic.  In this sense, these individuals represent a figure 

similar to the medieval dichotomy of body and soul.  The two characters could represent 

the spiritual and physical components of the individual.  Returning to the plot of the auto, 

Pernil and Aminta are concerned that Pascual abandoned the hut before sunrise.  Not long 

after Pernil arrives, Aminta arrives as well at the location where Pascual is present. 

 The life of Pascual has been disastrous.  The inclusion of Aminta in this auto’s 

plot emphasizes the human weakness of Pascual.  Pernil, reproaching him for his past, 

reminds him that in his homeland of León he committed the following crimes: 

  Dio la muerte a cierto hidalgo 

  celoso de la belleza 

  de una Aminta a quien por no 

  dejar en riesgos que de ella 

  resultaron de su casa, 

  a pesar de las ofensas de su padre y sus hermanos, 

  robada se trujo. (461-68) 
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Pascual comes to the major battle with his personal burden of sin, having murdered a 

fellow Christian and abducted a woman.  He does not appear to represent the exemplary 

Christian warrior.  In spite of his moral flaws, Pascual exhibits one positive 

characteristic:  he is a great devotee of the Mass.  In the words of Pascual, 

  Por malo que un hombre sea, 

  no ha de vivir olvidado 

  tanto de Dios que no tenga 

  alguna luz de cristiano. . . . (518-21) 

This character is reminiscent of more than one priest in Gonzalo de Berceo’s Milagros de 

Nuestra Señora.  Pascual explains to Pernil that he departed early to listen to Mass.  He 

then proceeds to explain to him in detail how, in the Mass, all the history of humanity, 

from Adam until the Final Judgment, is symbolized.  This is the “asunto” (subject matter) 

of the auto:  the bloodless sacrifice of Christ, repeated in the Mass until the end of the 

world, is the central event of history.  All the history of mankind acquires meaning on the 

basis of the sacrifice of Calvary. 

 Pascual exemplifies the continual need of the Christian for the pardon of God.  

His failures are exposed to Conde Garci-Gracia.  Even though Pascual attempts to hide 

her, Conde sees him together with Aminta instead of at his post, and asks him, “¿Cómo a 

vuestra obligación / faltáis, Pascual, este día . . .?” (866-67).  The moral key of the auto is 

found in this conversation between Pascual and Conde: 

  PASCUAL  La fee con que os sirvo. . . 

  GARCÍA     No, 

     no basta. 

  PASCUAL  ¿Por qué? 

  GARCÍA     Porque 
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     aunque vuestra fee se ve 

     en hazañas tan altivas 

     son obras muertas, no vivas 

     a que no basta la fee. (890) 

Pascual’s devotion to the Mass is not sufficient.  In order to satisfy Garci-Gracia, Pascual 

needs to exhibit “fruit worthy of penance” (Matthew 3.8).  This passage alludes to one of 

the mottos of the Counterreformation:  “So faith also, if it have not works, is dead in 

itself” (James 2.17). 

 Under the rigid military code, Pascual is worthy of punishment or even death.  

Nevertheless, Garci-Gracia seeks to rehabilitate him and assigns him nocturnal guard 

duty in the vanguard.  The Count explains to Pascual the corrective nature of this 

mission: 

  GARCÍA   Esto es advertir 

     que si un afecto cruel 

     postra al que creyendo fiel 

     yerra, toca en tal desgracia 

     darle su auxilio a la gracia 

     pero aprovecharle a él. (930-35) 

Pascual expresses thankfulness:  “Favor, no castigo, ha sido / el ponerme en ocasión / que 

acuerde mi obligación” (940-42).  In this aspect, the Count is like God:  he uses 

punishment, not with retributive aims, but for the spiritual restoration of the believer.48

 Frequently the Christian must face divine discipline alone, distant from temporal 

distractions.  David speaks of “the valley of the shadow of death” in Psalm 23.  Jesus 
 

48 “We all die, and like waters that return no more, we fall down into the earth:  neither will God have a 
soul to perish, but recalleth, meaning that he that is cast off should not altogether perish” (2 Kings 14.14). 
“He hath not dealt with us according to our sins:  nor rewarded us according to our iniquities” (Psalm 
102.10). 
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himself was led by the Spirit into the desert to be tempted during forty days and forty 

nights.  Baroque paintings are common, which depict saints, such as Saint Jerome, 

suffering temptation alone in the desert.  The Counterreformation emphasized solitary 

penitence as the means of purification and drawing near to God.  As a preface to his 

period of apprenticeship, Pascual orders Aminta to return to Santisteban.  This action 

represents the Christian’s rejection of sensual distractions. 

 In the solitude of the night, a Moor named Lelio and the diabolical Demonio, 

“vestidos de soldados” (984), observe Pascual and develop a plan of attack.  This scene 

alludes, among other things, to the biblical theme of the need of constant vigilance on the 

part of the Christian.49  The night is traditionally a symbol of danger and of the sinister.  

Its counterparts in the human world include physical and spiritual blindness (lack of 

light).  This scene with one physical and one spiritual enemy represents, at the individual 

level, the presentation at the beginning of the play of cosmic and earthly opponents.  

Pascual sees himself as a figure of our first father Adam in these inhospitable 

surroundings: 

  No sin causa temo, pues 

  al ver ese obscuro globo 

  desquiciado de sus ejes, 

  desplomado de sus polos 

  que sobre mí titubea 

  imagen me reconozco 

  del primero padre, cuando 

  arrojado del hermoso 

  centro suyo le asaltó 
 

49 “Be sober and watch:  because your adversary the devil, as a roaring lion, goeth about seeking whom he 
may devour” (1 Peter 5.8). 
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  de la noche el pavoroso 

  escándalo, que a su culpa 

 El terremoto 

  le fue el retrato más propio. (1074-84) 

His own guilt makes him remember the original sin by which, not only the human race, 

but also the whole universe, were condemned.  The fall of Pascual from the grace of 

Conde and the solitude of his night watch are parallel to the fall of Adam from the grace 

of God and his expulsion from the garden.  Without doubt, in the theatrical representation 

of this scene (the solitude of Pascual onstage, together with the sound of the earthquake) 

would effectively visualize his despair and fear as the representative of fallen humanity.  

This would undoubtedly create dramatic tension in the audience. 

 The presentation of Adam in La devoción de la misa is one of the keys to its 

interpretation.  The fall of our common ancestor started the “clock” of history.  All 

disharmony emanates from this catastrophic event.  In this auto there are four levels of 

disharmony.  These are (from the greater to the smaller):  the universal level (exemplified 

in the chaos of the “obscuro globo desquiciado de sus ejes”); the national level (manifest 

in the conflict between Christians and Moors); the interpersonal level (evident in the 

confrontations of Pascual and the Moor Lelio); and the personal level (exemplified by the 

internal conflict in Pascual between his desire to serve Conde and Aminta, and his desire 

to serve God). 

 As has already been mentioned, the Eucharist is the principal topic of both the 

Feast of Corpus Christi, and the great majority of Calderón’s autos sacramentales.  The 

sacrifice of Christ, the second Adam, restores the harmony that existed before sin.  As 

will later be seen, harmony is gradually restored in the four levels of disharmony, 

beginning with that of smaller scope and ending with that of greatest.  The end of the 
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auto (1875-80) alludes to the time when the last level of disharmony will disappear, and 

time (and consequently, history) will exist no more. 

 Focusing once again on the guard duty of Pascual, amid the deep darkness he 

hears an angelic voice which sings (Ángel y Música): 

  Pues, vela Pascual, 

  vela, 

  que alguien cuidadoso, 

  vela, 

  velará por ti 

  cuando tú por otros. (1107-10) 

In La devoción de la misa, the key which permits the Christian and the Church to obtain 

victory in the tribulations of this age resides in observing the two great commandments 

given by Jesus Christ:  to love God with all your heart and your fellow man as you love 

yourself.  According to Christ, the Law and the Prophets depend on these (Matthew 

22.34-40).  The Lord fulfilled both giving himself as an expiatory sacrifice.  Pascual 

triumphs as he follows the example of Jesus. 

 His first test is a symbol of the love for fellow man.  When Lelio and Demonio 

attack Pascual, God undoes their attack.  As an effective and alert guard, in charge of the 

safety of his fellow soldiers, Pascual demands the password as Demonio draws near to 

him.  This character is overcome by the fear of God and is unable to give the password 

without stammering, because the password is the name of Mary the mother of Jesus 

(1154-64).  Stammering is the auditory symbol of the inability of the enemies of the 

Church to rebut its doctrinal truths, and is a dramatic technique used frequently for this 

purpose.  Calderón presents in the text the specific doctrine implied by the password:  the 

concept, expressed in the liturgy of the Mass, that “the Word was made flesh” (1190-94).  



 142

                                                

When Pascual threatens to tear Demonio’s breast, this spiritual enemy flees.50  At that 

time, Lelio attempts to shoot at him with a crossbow, but Ángel removes the bolt from 

the crossbow and Lelio flees as well.51  These two enemies who flee help the audience 

visualize the divine protection over the faithful believer. 

 The next trial which Pascual undergoes as the Catholic Everyman embodies the 

supreme love towards God.  Once more, Pascual passes the test.  Through the trials 

undergone, Pascual grows in spiritual maturity.  This final trial begins with the arrival at 

his post of Pernil, with the news that the Moors have taken Aminta prisoner (1248-55).  

The sun has risen, so Pascual feels free to go search for his lover.  This sunrise, verbally 

described by the characters, prognosticates the victory of Pascual, as well as the Christian 

forces, through the sacramental sacrifice of the Sun of Justice.52  The search for Aminta, 

in which he risks his life for hers, is the first of three decisions made at this point by 

Pascual.  These are increasingly sacrificial.  As Pascual departs in search of Aminta, he 

hears the shouts of warfare.  He feels obligated to serve his king before rescuing Aminta.  

Pascual thus gives up the defense of his beloved for that of his country.  Next, the bells of 

the church ring, indicating the beginning of the Mass.  The instructions indicate 

“Campana y cajas” (1336).  These multiple sounds are an auditory indication of the final 

decision Pascual must make.  When Pernil asks him what he intends to do, Pascual 

decides to first give to God what is of God53 and answers: 

    Aquí me espera 

  teniéndome al salir prontos 

 
50 “Be subject therefore to God.  But resist the devil:  and he will fly from you” (James 4.7). 
51 “The angel of the Lord shall encamp round about them that fear him:  and shall deliver them” (Psalm 
33.8). 
52 “But unto you that fear my name, the Sun of justice shall arise, and health in his wings: and you shall go 
forth, and shall leap like calves of the herd” (Malachi 4.2). 
53 “Render therefore to Caesar the things that are Caesar’s; and to God, the things that are God’s” 
(Matthew 22.21b). 
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  caballo, lanza y pavés; 

  y cuando se pierda todo 

  allí Aminta, allí la fama, 

  allí el gusto, allí el decoro, 

  no se pierda aquí la fee 

  con que el sacrificio adoro 

  de la misa:  ¡Honor y vida, 

  Señor, en tus manos pongo! (1357-66) 

The combination of anaphora and parallelism in lines 1361-62 stresses the temporal 

possessions which Pascual surrenders in order to obtain divine approval. 

 The first instructions concerning the church which Pascual enters are significant:  

“Tocan la campana en el carro del templo y ábrese la escala que caerá sobre el tablado 

quedando lo demás cubierto de una cortina” (1325).  The access to the church is 

provided by an open stepladder (“escala”) dropped onstage from the church, which 

remains covered by a curtain.  Immediately after his commendation of himself to the 

Lord (1365-66), the instructions indicate what action he takes:  “Subiendo la escala, se 

entra.  Éntrase en el carro del templo, dejando a PERNIL con pavés, lanza y rienda.”  

His unimpeded ascent of the “escala” is significant when compared to an episode in 

Calderón’s El cubo de la Almudena (1344-1458).  In this scene from the auto of the 

previous chapter, Idolatría, Alí, and Apostasía attempt to climb the city walls of the 

besieged Maredit (Madrid), using an “escalera.”  The instructions concerning this device 

are as follows:  “Salen la IDOLATRÍA y ALCUZCUZ con la escala a cuestas; ha de ser 

de cuatro escalones” (1319).  Idolatría can only reach the first first step, Alí the second, 

and Apostasía the third.  In La devoción de la misa, Pascual shows no problem ascending 

to the top of the ladder in order to enter the church.  He is a man of faith.  Both these 
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episodes can be linked to the biblical account of Genesis chapter 28.  In this passage, the 

patriarch Jacob observes a ladder in a prophetic dream:  “And he saw in his sleep a ladder 

standing upon the earth, and the top thereof touching heaven:  the angels also of God 

ascending and descending by it.  And the Lord leaning upon the ladder saying to him:  I 

am the Lord God of Abraham thy father, and the God of Isaac:  The land, wherein thou 

sleepest, I will give to thee and to thy seed” (Genesis 28.12-13).  What could the ladder 

symbolize in Calderón’s autos, but the Sacrament linking heaven and earth!  The angel 

which descends to take Pascual’s place as he listens to Mass corresponds to the angels in 

Jacob’s dream, ascending and descending the ladder.  It is doubtful that the entire 

audience of this play would have this perception of the ladder and connect it to this 

biblical passage.  However, I am quite certain that Calderón’s choice of the ladder as a 

symbol of access to God in the Eucharist is based on this biblical event.  I would also not 

be surprised if the promised land of this passage were associated with the Spanish Empire 

by peninsular theologians of the time. 

 Returning our focus to this auto’s plot, when Pascual places God over all other 

concerns, the unbalanced elements begin to balance, not only in his life, but in the higher 

levels as well.  The reestablishment of order in the microcosm is the first step towards 

this reestablishment at the macrocosmic level.  Christ literally fights for Pascual.  When 

Secta attempts to enter the church to kill him, Ángel blocks his path.  Such is Pascual’s 

devotion to the Mass that he remains in church during the entire battle, listening to one 

Mass after another.  The words placed by Calderón in the mouth of Ángel deny the 

accusation that the writer is a blind propagandist for the monarchy.  His purpose is much 

higher: 

  Hombre en quien pudo a fee 

  más que honor y fama no 
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  dejes de tu devoción 

  el impulso soberano 

  que primero es ser cristiano 

  que caballero; blasón 

  más heroico has de ver que halla 

  la fama que has de lograr 

  en el ara del altar 

  que en el fin de la batalla. (1453-62) 

These words echo those of the apostles directed to the Sanhedrin:  “We ought to obey 

God rather than men” (Acts 5.29b).  The implication is that the basis of national unity 

resides, not in faithfulness to the state, but to God. 

 Expressing gratitude to Pascual for taking his place (angels are traditionally 

present at the Mass), Ángel vows to take his place in battle, 

  que es Dios tan honrado que 

  al ver que tú dél te acuerdas 

  aun no permite que pierdas 

  la honra humana, y así, en fee 

  de ese afecto, porque asombre 

  al infierno su poder, 

  hombre el ángel se ha de ver 

  ya que se ve ángel el hombre.  

        Vase (1471-78) 

The words of Ángel in this quotation display interlinked caesurae through the first six 

verses, while the last two contain a caesura of their own, summarizing the previous 

verses.  This creates an auditory sense of motion, underlining the angel’s near departure.  
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The gratitude of the angel towards Pascual corresponds to that of God.  This passage 

implies that when God is placed above honor by the Christian, God protects the honor of 

the Christian.  It is important to understand that the concept of honor in the Spain of 

Calderón was of much greater significance than at the present.  It was a leading principle 

of society.  The honor of a man lied in that of his wife, as well as in his lineage.  Any 

affront to a man’s honor, even verbal, might lead to a duel and the death of one of the 

parties involved.  In this passage, the honor of God supersedes that of man. 

 Here it is fitting to make a crucial clarification for the understanding of the 

propagandistic aspect of this auto.  Certain concepts carry different meanings nowadays 

than at the time of Calderón.  José Antonio Maravall presents the following example: 

  Una significación similar tiene, en la etapa postridentina, la reiterada  

  proclamación del libre albedrío, en dramas y autos.  Se ha confundido  

  constantemente esto con una afirmación de la libertad política, con lo que,  

  en el fondo, no guarda ninguna relación.  En el régimen de alianza entre la 

  monarquía y la religión que se establece a fines del XVI . . . la afirmación  

  metafísico-teológica del albedrío era, aparte de su alcance doctrinal en el  

  orden religioso, una declaración de no ser protestante, de ser un fiel  

  súbdito del soberano de la monarquía católica. (Teatro 116) 

 In La devoción de la misa, religious piety is legitimate only if it is displayed 

within the bounds of Catholicism.  As has already been noted, the devotion of Pascual, in 

order to be valid, must be demonstrated in works.  This concept corresponds to the 

Counterreformation emphasis on the external and practical manifestation of the Faith.  

On the other hand, the good work which Pascual carries out and which God uses to 

rehabilitate him is carried out inside a Catholic temple, and consists in the acceptance of 

the greater Sacrament of the Church.  The Catechism for the Curats Composed by the 
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Decree of the Council of Trent emphasizes the sacraments as channels of the efficacy of 

the death of Christ: 

  For the virtue which flows from Christ’s passion, i.e. the grace which  

  he merited for us upon the altar of the cross, must be derived upon  

  ourselves by the Sacraments, as it were by certain pipes; otherwise no  

  one can have any hope of salvation.  Wherefore our most merciful  

  Lord would leave in his Church, Sacraments firmly established by his  

  Word and promise, by which, without all doubt we believe that the  

  fruit of his passion is truly communicated to us, only if on our part   

  each of us will piously and religiously apply that cure to himself.   

  (Catechism 134; part 2, chap. 1, sec. 14)54

In this work, fidelity to God implies fidelity to the Roman Catholic Church, custodian of 

the sacramented merits of Christ. 

 One more scene of the conflict at the individual level is presented, prior to the 

transfer to the conflict at the national level.  Demonio shows Lelio the praying figure of 

Pascal and instructs him to kill him.  Lelio does not comply because the Mass terrorizes 

him, and he makes peace with Pascual in his heart: 

   Hombre, a quien 

  ampara, sin duda,  el cielo 

  yo te perdono, no vibres 

  más rayos contra mí. (1541-44) 

This scene represents the reestablishment of harmony between Pascual and his fellow 

man. 
 

54 The quotations from the Council of Trent Catechismus will come from a 1687 English translation.  I will 
slightly contemporize the spelling.  The first number in the parentheses at the end will be the page number 
in the translation; the second group of numbers will represent the section of the Catechism in which the 
quotation is found. 
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 The auto next focuses on the macrocosmic conflict, in scenes with allusions to the 

expiatory sacrifice of Christ.  Conde Garci-Fernández appears onstage, fallen and about 

to be killed by Almanzor.  When Almanzor offers him the choice between prison and life, 

Conde responds:  “La vida importará menos, / pues he de morir matando” (1562-63).  In 

the concept “to die killing” there is a possible allusion to the death of Samson, antitypical 

of Christ’s:  “And he killed many more at his death, than he had killed before in his life” 

(Judges 16.30c).  Unlike Samson, after his fall, Garci-Gracia attains victory alive. 

 After leaving Pascual Vivas in the church, Ángel adopts his form and fights for 

him in the battle.  He frees Conde from the hands of Almanzor and changes the defeat of 

the Christians into victory.  This is a clear allusion to how, on the cross, Jesus Christ 

takes the place of sinful man and grants him the victory over enemies more powerful than 

he (the devil, the flesh, and the world).  This victory by means of the sacrifice of Christ is 

precisely what is celebrated in the Eucharist, the object of honor in Calderonian autos.  

Likewise, the Eucharist is a unifying sacrament, because it links all participants to each 

other and to Christ. 

 An angelic scene in the midst of the battle provides a significant allegory of the 

Presence in the consecrated Host.  Ángel, disguised as Pascual, turns the battle from 

defeat to victory for the Christians.  In a swordfight between this character and Secta, the 

instructions indicate the following change:  “Arroja [Secta] la espada y al irse a abrazar 

con él [Ángel] se pone en la peana de un torno  [revolving dumbwaiter] que dando vuelta 

tendrá a las espaldas al ÁNGEL de suerte que yendo a abrazarse con PASCUAL se 

halle abrazada luchando con el ÁNGEL (1634).  This provides a clear visual 

representation of the dual image of Ángel in this confrontation.  When Secta expresses 

amazement and inquires as to the meaning of this situation, Ángel responds: 

  Esto es que desde allí orando 
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  el hombre está aquí venciendo 

  para que conozcas, fiera, 

  si son armas los afectos, 

  mayormente cuando son, 

  si a la metáfora vuelvo, 

  de Pascual víctima y gracia 

  en orden al sacramento, 

  sacrificio que en la misa 

  se celebra a cuyo efeto 

  mira de su devoción 

        Las cajas a marchar 

  los soberanos trofeos . . . (1641-52) 

 In my opinion, the duality of Ángel’s appearance in and of itself pertains to the 

metaphor of the dual nature of Christ (God and man), as well as of the Eucharist (flesh 

and blood).  This is the spiritual level of the allegory.  However, according to Ángel, 

Pascual is the primary figure in this metaphor.  As previously mentioned, in Spanish, his 

very name is the adjectival form of Passover/Easter.  Verses 1641-42 present Pascual as 

an image of Christ, “praying from there,” and at the same time “here defeating [the 

enemies].”  Pascual is “víctima y gracia” (1647).  This scene is reminiscent of Ephesians 

4.8, where, referring to the Resurrection, it is written, “Wherefore he saith: Ascending on 

high, he led captivity captive: he gave gifts to men.”  If you recall, Pascual ascended to 

the temple using the ladder.  Before ascending, he had to give up his pride.  As a result of 

his faithfulness, the battle was won and the enemies taken prisoner, 

  pues el Conde vitorioso 

  con Almanzor prisionero 
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  y libres cuantos cautivos 

  había en estos montes hecho, 

  en hacimiento de gracias 

  viene acercándose al templo. (1653-58) 

 In this combination of the national and individual allegorical levels, the 

faithfulness of the Christian Pascual brings victory to the Count.  The gifts Conde 

receives are a reflection of the combination of the temporary and the eternal in the 

Eucharist.  His lesser gift is the leading of “captivity captive”:  he defeats and captures 

Almanzor.  This said, the greatest gift is his access to the Mass in the temple. 

 The following scene is reflective of the imputation of righteousness to sinful man.  

This moves the allegory back to the individual level.  Garci-Fernández seeks Pascual to 

thank him for the victory in the battle against Almanzor.  When Pascual Vivas departs 

from the church and sees his shield covered with arrows and his bloody spear, he fears 

someone desires to make mockery of him, and tells Pernil: 

   !Vive el cielo! 

  Que todos me buscan y es 

  sin duda que echado menos 

  en la ocasión querrá el Conde 

  prenderme y sobre el desprecio 

  que harán de mí, quizá darme 

  la muerte para escarmiento 

  de otros.  Di que no me has visto 

  mientras yo esconderme intento. (1707-14) 

The attempts by Pascual to hide from the Count are reminiscent of the scene from 

Genesis when, fallen to temptation, Adam and Eve make themselves loincloths of fig 
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leaves and hide themselves from God among the trees of the garden.  When Garci-

Fernández (Garci-Gracia) arrives, he offers Pascual prizes (in other words, grace) which 

he does not deserve (1720-25).  Instead of punishing Pascual, he praises him:  “Llegad, 

llegad a mis brazos, / honor, blasón, lauro y premio / de León y de Castilla” (1743-45).  

He attributes to Pascual the powerful actions of the battle, effectuated in his place by 

Ángel.  This scene is a “lesson” concerning how God imparts his grace to the unworthy 

individual.  At the individual level, Pascual, after falling, “arises” (even as Christ from 

the depths of the earth) a better Christian with the help of grace, a gift from God.  

Calderón indirectly illustrates, in the fighting by Ángel in Pascual’s place, the theological 

concept that Christ takes the place of sinful man in the expiation of sin. 

 When the Count realizes that Pascual did not fight in the battle, Ángel appears in 

a pyramid with a portrait of the Most Holy Sacrament and explains the meaning of the 

allegory.  Since Pascual chose the service of God above that of men, God honored him.  

The angel describes him as a figure of the Host, in the sense that, in the same manner in 

which he appeared to be in two places at once, Christ is simultaneously in heaven and in 

the Host.  According to Valbuena Prat, this Eucharistic interpretation of Pascual seems 

somewhat forced, and displays Calderón’s inexperience, at this stage, in the usage of the 

historical-allegorical method (244).  The weakness of the allegory lies in the fact that 

Pascual only seemed to be in the battle, whereas Catholic doctrine emphasizes the true 

presence of Christ in the Host as well as heaven. 

 Before continuing, it would be convenient to detail the symbolic use of time in 

this work.  Calderón situates the plot of this auto within three days time in order to 

reinforce the Christ-like image of Pascual.  The three days in which the action develops 

correspond to the three days between the crucifixion and resurrection of Christ.  The auto 

begins with the night of the first day (equivalent to Good Friday), as indicated by the 



 152

                                                

following words of Carci-Fernández:  “No dejen toda la noche / de clamar las voces 

vuestras” (9-10).  When Conde and Almanzor wake up (412), the second day (parallel to 

Holy Saturday) begins.  The night which Pascual spends at the guard post (beginning 

with line 1046) is equivalent to the second night.  During the morning which is equivalent 

to Resurrection Sunday, Pascual experiences a “resurrection” and personal rehabilitation.  

Calderón uses the temporal frame of the work, with much creativity, to stress the 

Eucharistic theme.55

 Four levels of disharmony in La devoción de la misa mentioned earlier begin to 

recover their balance, from smaller to greater.  Harmony is first reestablished at the 

smallest level when Pascual decides to remain in the church.  God uses the attacks of the 

Moorish enemies to guide him to the point of making this decision.  Beginning with 

Pascual’s decision to give to God what belongs to God, the situation of the Christians 

totally changes and they commence to shine victorious.  Pascual’s devotion to the central 

act of history (the death of Christ, manifest in the Eucharist) initiates a chain reaction 

which at the end of the auto reaches cosmic levels.  Naturally, Pascual must unite pious 

action with his devotion. 

 The following level at which harmony is reestablished is the interpersonal, when 

Lelio decides to cease attacking Pascual (1541-44).  In another branch of this level, near 

the end of the auto Pascual offers his hand in marriage to Aminta, his illicit lover (1750).  

At one level, this represents the legitimatization of his unlawful relationship with her, 

under Church’s the seal of approval.  Concurrently, under the dichotomy of soul and 

body, this symbolizes how, with the help of the Church and the sacraments, the 

strengthened soul can take control of the weaknesses of the flesh. 

 
55 I owe this concept to Marian Ortuño, supervisor of my Master’s thesis. 
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 The victory of Conde Garci-Fernández over Almanzor is typological of the future 

total victory of the Spanish Christians against the Moors.  Ángel alludes to this victory: 

  Y porque desde hoy lo sientas, 

  mira en las sombras y lejos 

  de aquella antevista luz 

  al gran Felipe tercero 

  hollar de esa injusta fiera 

  la cerviz. (1841-46) 

(Felipe III expelled the Moriscos from Spain in the years 1609-1614.)  This retrospective 

prophecy points at the cosmic character of the history of Spain. 

 The victory at the spiritual level is related to the national victory.  The defeat of 

Almanzor leads to the defeat of his superior, Secta.  At the end of the auto, Secta 

mentions, in a cryptic fashion, the eventual subjection of all the enemies of God under the 

eternal reign of Jesus Christ: 

  Para que el cuarto Felipe, 

  gloriosamente heredero, 

  de su celo, su piedad, 

  su fee y religión, teniendo 

  esta misma devoción 

  por patrimonio que el cielo 

  vinculó en España y Austria, 

  goce feliz sus aumentos 

  dejando para después 

  que reine siglos eternos 

  por sucesor suyo... Aquí 
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  ni puedo, ¡ay de mí!, ni quiero 

  proseguir porque la voz 

  desmaya y falta el aliento. (1867-80). 

Calderón creates a link between the monarch contemporary to the composition of the 

auto (Felipe IV) and Christ.  Under Calderonian cosmology, all historical events are 

interconnected and point to Jesus Christ.  This bond between the faithful of all 

generations alludes to Christ’s mystical body.  It is important as well to note how, in this 

auto, the faithfulness of the Catholic Everyman, Pascual, initiates the victory of all 

Spanish monarchs to the end of history.  The fulfillment of the divine purposes for Spain 

depends on the religious fidelity of the Spanish people. 

 As shown in the previous analysis of this work, La devoción de la misa is an auto 

which puts history at the service of allegorization.  At the same time, it places the 

allegory at the service of the political and religious unity of Spain.  In a very flexible 

historical frame, Calderón presents universal concepts concerning mankind’s redemption 

and the Christian life, while proposing a providential interpretation of Spanish history.  

Pascual Vivas is the model to be followed by each Spaniard:  devotion to God, whose 

grace can be received only through the sacraments of the Church; faith backed by pious 

works, conforming to the motto of the Counterreformation; and submission to the 

Spanish Catholic monarchy.  The unity of the country depends on the joint imitation of 

the theatrical model displayed by Pascual.  As is to be supposed in an auto 

“sacramental,” the concept of the Eucharist provides the unifying element for the 

different levels of action.  The disharmony at all levels has its origin in the fall of Adam.  

At the same time, the reestablishment of order flows from the sacrifice of Christ, 

repeated, according to Catholic doctrine, in the Mass. 
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Chapter 5:  Black cloak and white tunic:  Spain militant in El santo rey 
don Fernando, Primera parte 

 There are no doubts concerning the authorship and date of composition of both 

parts of El santo rey don Fernando (Primera and Segunda parte).56  Both divisions of 

this auto are among the twelve Calderonian autos published in Primera parte (1677), 

under Calderón’s supervision.  The author desired to publish all of his autos in several 

volumes, but died after the publication of the first.  Its title is included in the previously 

mentioned list of his own autos directed by Calderón to the Duke of Veragua, and 

published by Gaspar Agustín de Lara in 1684.  Both parts of El santo rey don Fernando 

were published in the third volume of the Pando edition.  These two interconnected 

works were composed for the celebration of the canonization of Fernando III (1199-

1252) by Pope Clement X, the fourth of February of 1671.  Since the day of San 

Fernando was fixed on 30 May and in 1671 Corpus Christi corresponded to 28 May, the 

two autos by Calderón represented in Madrid for Corpus dealt with the life of the new 

saint (Heiple 107). 

 El santo rey, Primera parte, according to Calderón himself, simultaneously 

celebrates two “asuntos” (subject matters):  the Eucharist and the canonization of the 

medieval, Castilian king, Fernando III.57  The following words from its loa summarize 

the secondary focus of this auto: 

 
56 In the Calderón 2000 Congress in Pamplona, Spain (September 2000), M. Carmen Pinillos, one of the 
editors of the Reichenberger edition of El santo rey don Fernando, Primera parte, assured me that there 
exists no doubt as to the Calderonian authorship of the two loas accompanying the first and second parts of 
El santo rey. 
57 To understand the stature this king would attain through canonization, it suffices to note the elevated 
perception in the seventeenth century, not only of the monarchy, but specifically of the Spanish monarchy.  
In his Empresa 22, Saavedra Fajardo writes, “Si bien el consentimiento del pueblo dio a los príncipes la 
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  Sin faltar al Misterio 

  que hoy se celebra, 

  vengan cuantos el nombre 

  de reyes tengan, 

  a aplaudir de un Rey Santo 

  las excelencias. (1265)58

Our dramatist lifts Spain to cosmic levels through the fusion of the topics of San 

Fernando and the Eucharist.  The character Corazón describes these themes as “Misterios 

que concuerdan entre sí” (1266b).  It is appropriate to clarify the theological nature of the 

term “mystery.”  In 1 Corinthians 2.7, Apostle Paul explains this concept:  “But we speak 

the wisdom of God in a mystery, a wisdom which is hidden, which God ordained before 

the world, unto our glory.”  Biblical mysteries, and later, the theological, are the secrets 

of God’s eternal plan for humanity.  These divine plans are not accessible to the natural 

mind and must be spiritually discerned.  God has deposited in his Church the 

interpretation of these “revealed mysteries.”  The “revealed mystery” concept is also seen 

in the Gospels, when Jesus communicates divine plans in parables.  The Lord explains 

the meaning of these to his disciples, when they are alone.  The mystery of mysteries is 

the redemption of humanity carried out on Calvary.  In the Catholic theology of the 

Calderonian autos, this sacrifice of Christ is repeated, in a bloodless manner, in the Mass. 

 In the autos studied in this dissertation, Calderón presents history as another 

mystery, in the sense that God effectuates the final victory bought at the cross within the 

historic timeframe.  God has a systematic plan to subject all his enemies under his feet 
 

potestad de la justicia, la reciben inmediatamente de Dios, como vicarios suyos en lo temporal” (369).  The 
following words of Quevedo to Felipe IV illustrate a widespread providential vision of the Spanish 
monarchy:  “¿La mayor Monarquía que ha avido, y ay, no es la de España en lo temporal, y en lo 
espiritual?  ¿No es vitoria toda ella de Santiago Mártir, soldado de Cristo, Capitán General nuestro?” (305). 
58 Quotations from the loa will indicate the page number of the Valbuena Prat edition, while those from El 
cubo de la Almudena will display the Reichenberger edition verse numbers. 
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before the Second Coming of his Son, and in Calderón’s cosmology, Spain has an 

important role in the process.  In the five autos of this dissertation, Calderón continually 

repeats the word “misterio” in order to emphasize before the audience, not only the 

mystery of the Eucharist, but also his cosmic vision of the nation’s past, present, and 

future.  Calderón presents the canonization of Fernando, a legendary participant in the 

institution of the first inquisition, as the divine seal of approval of the Spanish monarchy, 

past, present, and future.  Under the Calderonian viewpoint, Spain, through the Santo Rey 

(holy King Fernando) and his descendants, enjoys a direct connection to God and may, 

with total legitimacy, serve as a divine “arm” to bring order to the chaos caused by 

apostasy and false religions.  The country is the divine instrument used to carry out, 

within the mystery of history, the victory won by Christ in the mystery of the Eucharist. 

 Even the five autos analyzed in this dissertation are “mysteries” in the sense that, 

in order to fully understand their meaning, it is necessary to understand the theology on 

which they are based.  Both autos concerning St. Fernando exhibit an impressive 

complexity.  In and of themselves, both are one grandiose “acto/auto de fe,” within which 

lie other “actos/autos de fe.”  Seen as a unity, the two works yield a powerful declaration 

of the fundamental beliefs of the militant Catholic Church of the times of Calderón.  In 

the Counter-Reformation thought of the times, Protestants excessively emphasized faith, 

at the cost of the two remaining Theological Virtues (hope and charity).  Therein lies the 

equal emphasis on the three virtues in the autos here studied.  (The different meanings of 

the term “auto de fe” will subsequently be further explained.)  The seven sacraments of 

the Catholic Church are related to the Theological Virtues, as will be seen in their 

analysis.  In addition, Calderón incorporates into them elements of the Creed and of both 

halves of the traditional Mass.59  In his presentation of Fernando as Christ, our 
 

59 I owe this connection between the Fernando autos and the Mass to Baylor University Professor Marian 
Ortuño. 
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dramaturge uses at least three important audiovisual techniques throughout both these 

autos.  First, he links the actions taking place with sections of the Mass, with the Creed, 

and with the seven sacraments.  At the same time, he continuously inserts references to 

the number three.  The number three is the divine number which corresponds to the 

Trinity and the three days spent by Christ in the tomb.  In addition, this number enjoys 

ancient symbolic roots in practically every culture.  Due to its numerous connotations and 

associations, such as with the concept of “beginning, middle, and end,” the number three 

actually intensifies the idea of universal divine unity.  The very title of the Santo Rey, 

Fernando Tercero, includes this number.  The third technique used by Calderón to 

associate Fernando III with Christ consists of comparing the actions and character of 

Fernando with the life of Christ, as presented in the Gospels.  I will allude to these three 

techniques throughout the analysis of both works. 

 The use of audiovisual symbols is indispensable for the presentation of the 

Eucharistic message in the Calderonian autos.  The repetition of visual and auditory 

“icons” was a key in the Catholic instruction of the times.  At the time, the Catholic 

Church reserved the reading of the Holy Scriptures to the clergy.  Given the Latin 

composition of the Vulgate, they were not accessible to the general public.  Under 

Church Law, even biblical exegesis was required to be written in Latin.  Lay people 

learned the spiritual mysteries second handedly, by means of (among others) the oral 

repetition of the Liturgy; by the religious images in the churches, both in sculptures and 

stained-glass windows; and by the reading in the Mass of certain key biblical passages, 

many of them concerning the life of Jesus.  At least some of the Christological symbols 

used by Calderón in the two autos concerning the Santo Rey would be accessible, 

recognizable by any Catholic, for they were seen in every church ceremony attended.  

Though the depth of comprehension of these autos would vary, depending on the 
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theological education of the observer, the basic comparison of Fernando to Christ would 

not escape the grasp of the least educated Catholic. 

 In order to understand the providential vision of Spain proposed by the five autos 

studied in this dissertation, it is crucial to note in them the representation of the history of 

the country as a symbol of that of the universal Church.  In El nuevo palacio del Retiro, 

the historical Palacio del Buen Retiro is associated with the eternal palace of Christ.  El 

cubo de la Almudena equates a historical siege of Madrid by enemies of Catholicism with 

the battle of the Church with the forces of darkness.  In the end, the besieged Christians 

claim victory over the enemies of the Faith.  In La devoción de la misa, the afflicted 

Castile of the tenth century represented “a la primitiva Iglesia / retraída por los montes” 

(verses 280-81).  In the first part of El santo rey, Castile, purified by over five centuries 

of Muslim occupation, represents the Church Militant of the present age, in which, 

according to St. Paul, “But now we see not as yet all things subject to him” (Hebrews 

2.8c).  San Fernando is a figure of the Catholic Spanish monarchy which directs 

Christianity in the fight against the forces of evil.  At a broader level, this king represents 

Spain, and Spain, the Universal Church.  Barbara Kurtz expresses the typology of this 

work in the following manner:  “The auto is imbued with a theocentric and typological 

sense of nationhood.  Castile and León are the weapons of the Church Militant. . . . Their 

monarch is the christic Crusader who will lead his vassals in rescuing the Church and 

restoring ‘the highest Sacrament’” (Play 150). 

 The Catechism defines the two parts of the Church in this manner: 

  Now of the Church there are especially two parts, whereof the one is  

  called triumphant, the other militant.  The triumphant is that most   

  glorious and happy company of the blessed spirits, and those who   

  have triumphed over the world, the flesh, and the devil; and being   
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  delivered and safe from the troubles of this life, enjoy eternal bliss.   

  But the Church militant is the company of all the faithful, which yet  

  live on the earth:  which therefore is called militant, because she has  

  continual war with those most implacable enemies the world, the flesh  

  and the devil. (88-89; part I, chap. 10, sec. 7-9) 

These definitions will contribute to an understanding of the image of Spain as the Church 

militant and Church triumphant in the autos on Fernando. 

 Calderón presents in San Fernando the exemplary Catholic king; that is, the 

monarch that possesses the three theological virtues, enumerated by St. Paul in 1 

Corinthians 13.13:  faith, hope, and charity.  Concurrently, the dramatist demonstrates 

how this mythic monarch effectively deals with “the enemies of God;” id est, those who 

lack these virtues.  The following comments from the Catechism, dealing with the first 

commandment, emphasize the importance of these virtues in Catholic theology: 

  Now they sin against this commandment, who have not faith, hope   

  and charity, the sin of whom lies plainly open:  for in this number are  

  those who fall into heresy; which believe not those things which our  

  Holy Mother the Church proposes to be believed:  those who give   

  credit to dreams, fortune-telling, and such like vanities:  those who   

  cast off the hope of their salvation, and trust not in the goodness of God:   

  those who take pleasure in riches only, or in the health and strength of the  

  body. . . . (343; part 3, chap. 2, sec. 15) 

 In the loa of El santo rey don Fernando, Primera parte, our dramatist ably 

interconnects Christ, the monarchy, and the Eucharist.  The scene begins with the jubilant 

appearance onstage of Fe and Músicos.  The opening of this play greatly contrasts with 

that of La devoción de la misa, where the aggressive voice of Almanzor contrasts with 
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the supplicant one of Conde García Fernández.  Fe and Músicos sing antiphonally, 

summoning “cuantos el nombre de reyes tengan” to “aplaudir de un Rey Santo las 

excelencias” (1264).  Near the beginning of the loa, the character Fe establishes, through 

the new saint, the connection between heaven and Spain.  He alludes to a Psalm (67 in 

the Vulgate; 68 in contemporary versions) in order to affirm that “Dios es admirable en 

sus Santos,” simultaneously asserting that God rejoices “en los triunfos de su Iglesia” 

(1264).  According to Catholic doctrine, the saints in heaven intercede for the faithful 

who fight on earth.  In one of the prayers of the Mass (the third memorial of the Mass 

Canon), the Church militant on earth implores the Church triumphant in heaven to 

intercede on her behalf.  Through the above quoted words, Calderón emphasizes the 

concept that the Spanish saints (including St. Fernando) intercede before God for Spain.  

At the same time, he ties the triumphs of Spain under the Catholic monarchy with the 

triumphs of the universal Church. 

 The allusion to this well-known messianic Psalm at the beginning of the two 

autos regarding the Santo Rey exposes in a most powerful manner the tone of these 

works.  This is the second verse of this Psalm:  “Let God arise, and let his enemies be 

scattered:  and let them that hate him flee from before his face.”60  The last verse (verse 

36, alluded to by Calderón) states:  “God is wonderful in his saints:  the God of Israel is 

he who will give power and strength to his people. Blessed be God.”  St. Paul cites a 

variation of Psalm 67.19 in Ephesians 4.8, referring to the ascension of Christ to heaven, 

accompanied by the Old Testament faithful he liberated from hell after his death.  The 

first part of this verse from the Psalm reads, “Thou hast ascended on high, thou hast led 

captivity captive; thou hast received gifts in men.”  With this Psalm, Calderón begins the 

 
60 After receiving the Host during the Communion of the Mass, the priest quotes Psalm 17 (18).4:  
“Laudans invocabo Dominum, et ab inimicis meis salvus ero.”  (“Praising, I will call upon the Lord:  and I 
shall be saved from my enemies.”) 
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process of linking Fernando III with the figure of Christ.  In addition, he establishes the 

militant and victorious tone present in both autos concerning the Santo Rey. 

 Fe indicates that the kings summoned are not to be of the rational kind, but 

irrational: 

  Aquellos digo, a quien dio 

  nombre alguna preeminencia 

  de Rey, dentro de la especie 

  que no racional conserva. 

  Porque es bien que sepa el mundo, 

  que es la majestad suprema 

  tal, que aun lo no racional 

  de sus aplausos se huelga.61

Six irrational characters, one at a time, immediately come onstage, each with a tablet 

showing a painting on one side and a letter on the other.  The characters, their domains, 

and their letters, in order of appearance, are as follows:  Sol (king of the planets, letter S); 

Águila (king of the birds, letter A); León (king of beasts, letter L); Rosa (queen of 

flowers, letter R); Oro (king of metals, letter O); and Corazón (king of man, letter C).  

Each character claims to be the king of their class and, therefore, a symbol of King 

Fernando and of the Eucharist (the preeminent sacrament). 

 The words of these characters contain allusions to the Old and New Testaments 

(Worley 57).  Sol compares himself with the Sun of righteousness, Jesus Christ.  Águila 

alludes to the Spanish monarchical symbol of the two-headed eagle and uses it to express 

the idea that the empire of the Christian Faith covers the whole world.  At the same time, 
 

61 References to the relationship between God and nature abound in the Old Testament.  For example, 
according to Psalm 95.11-13a, “Let the heavens rejoice, and let the earth be glad, let the sea be moved, and 
the fulness thereof:  The fields and all things that are in them shall be joyful.  Then shall all the trees of the 
woods rejoice before the face of the Lord, because he cometh.” 
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he alludes to the Eucharistic doctrine that “está el Cuerpo de Cristo, / en las especies de 

aquella / blanca nube [the Host]” (1265).  The eagle represents the resurrection of Christ 

as well (Ferguson 13).  León refers to the proverb of the biblical Samson concerning the 

“miel en la boca de león,” and affirms that this combination of “dulzura y fortaleza” is a 

symbol of the Sacrament and King Fernando (1266a).  This way, from the beginning of 

the loa, Calderón proposes the idea that an ideal king must exhibit goodness (honey) and 

severity (lion’s mouth).  Rosa compares her purple color with the royal color purple of 

Christ and San Fernando.  This flower is also a common symbol of the Virgin Mary, “the 

rose without thorns” (Ferguson 47-48).  Oro refers to the concept, mentioned in 

Zechariah 13.9, of the purification of the soul by fire, similar to that of gold.  Finally, 

Corazón refers to the reign of Christ within him.  After all these characters appear 

onstage and give their speech, Fe successively calls them one by one, in such an order 

that they spell the name “Carlos,” that is, Carlos II, King of Spain at the composition of 

the upcoming auto.  The arrangement of the disordered letters to form the name of the 

monarch is a symbol of the Christological Spanish monarchy which imposes order on the 

universal chaos. 

 According to Kurtz, this scene symbolizes the concept that the entire universe is 

united in a type of “chain” which maintains universal harmony and balance.  Under this 

cosmographic vision, within each category of beings (animate and inanimate) there is a 

being superior to the rest.  Naturally, within the human order, the monarchy (symbolized 

by the king) occupies the summit.  In the same way the body has one head, in the 

peninsular thought of the time, the king is the head which directs the nation.  At the same 

time, he is a symbol of Christ, head of the mystical body of the Church.  Kurtz affirms 

that this loa “sacralizes” Fernando III (and, by extension, Carlos II), associating him with 
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the celebrations of Corpus Christi and implicitly recognizing him as a typus Christi 

(“Joining Forces” 139-41). 

 At this point I would like to reveal a “mystery” concerning this letter arrangement 

(technical name:  hieroglyphic or logogriph), which, to my knowledge, has been 

perceived by no other critic:  in this passage, Calderón links the letters of the Spanish 

name “Carlos” with the letters of the Greek name of Jesus, as well as the symbolic Greek 

letters, alpha and omega (Worley 58-59).  This passage of the loa, introductory to the 

auto, emphasizes the Christological character, not only of Fernando III, but also of the 

reigning monarch, Carlos II, and, subsequently, the Spanish monarchy in general.  In 

addition, it emphasizes the theologically mysterious nature of the auto to follow.  The 

commentaries on this subject are illustrated in the figure on the following page. 

 The first and last letters of the name “Carlos” are equivalent to the first and last 

letters of the Greek name of Christ (Χριστòς; Latin Christos).62  Both names contain two 

syllables.  The first two consonants of Carlos are the phonetic equivalents of the first two 

letters (chi and rho) in this name in Greek.  The first Christian emperor, Constantine, 

adopted these two Greek letters in his shield (the Χ crossed over the ρ) as a monogram of 

Christ.  The vowels “a” and “o” constitute the nucleus (or anchor) of the name Carlos.  

Significantly, they are equivalent to the Greek alpha (Α) and omega (Ω), first and last 

letters of the Greek alphabet and a symbol of Christ.  In the Apocalypse of St. John (1.8; 

21.6; 22.13), Jesus Christ repeats the following words three times:  “I am Alpha and 

Omega, the beginning and the end.”  Consequently, these two Greek letters are symbolic 

of the eternity of Christ, and would be commonly recognized as such.  In this 

 
62 According to Richard Cutter, the classical pronunciation of the Greek letter Χ was “ch as in chemistry” 
(2).  This is more or less equal to that of the C in Carlos’ name.  The present-day pronunciation of this letter 
is similar to that of the peninsular Spanish j. 



hieroglyphic scene of the loa, the consonants of the name “Carlos” appear onstage in 

reverse order and then assemble in the correct sequence.  However, the “a” (Greek alpha) 

 
 

Greek:    Χ ρ ι σ τ ò ς 
 
Latin equivalent:  C h r i s t o s 
       \    \       / / 
Spanish:      C a r l o s 
           I      I 
          Α     Ω 
Order of letter appearance onstage: 
     < < < <  <  < 
     S A L R O C 
Order of letter departure from the stage: 
      > > > >  >  > 
     C A R L O S 

Figure 1.  Christological connections of the letters of “Carlos” (Worley 59). 

and the “o” (Greek omega) remain immobile.  Calderón thus implies that the names of 

the Spanish monarchs change, but the nucleus, the beginning and end, of the Spanish 

monarchy does not change, and is Christ.  It is he who imposes order to the universal 

chaos through the king. 

 Even the initial position of these letters (SALROC) is not arbitrary.  To the 

contrary, they communicate a “prophecy” within another.  In this order, the letters imply 

the words “sale de una roca.”  These words presage, not only the scene in which 
 165
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Hebraísmo discovers in a rock a book of “prophecies,” including one concerning Rey 

Fernando.  They also imply that, with time, Carlos II himself will become a “roca” of 

faith for the Church.  The letters, SAL, might also communicate the idea that both the 

monarchy and the Church are the salt of the earth, detaining the putrefaction of sin. 

 It would not be surprising if, at a minimum, the tablets with the Christological 

letters of “Carlos” (c, r, a, and o) also showed their Greek equivalents.  One need not 

know Greek in order to perceive the Christological connection of these letters.  Priestly 

garments, for example, contained and contain the monogram for Christ consisting of the 

intercrossed Α and Ω.  Also, the large paschal candle used in Mass on Holy Saturday 

shows a color cross with the Α at its top and the Ω at its base.  The public would 

frequently see these Greek letters within Catholic churches and would understand their 

connection to Jesus.  The hieroglyphic arrangement of the name Carlos in the loa 

presages the great importance of visual symbols in the two Fernando autos to be analyzed 

in this dissertation. 

 In the last section of the loa, Esperanza and Caridad come onstage and discuss 

with Fe which of the three is the greatest.  After some discussion, Fe proposes the 

presentation of “un Auto, que en lo historial / lo alegórico contenga,” with the purpose of 

seeing “cuál de las Virtudes nuestras / fue la que le adquirió [a Fernando] más / gloria y 

honor” (1268).  They choose to request that Carlos II, present at the début of the El santo 

rey autos, judge at the end of the first part which of the three won the contest.  The loa 

concludes with a proposition by Sol:  “Alegrémonos todos del buen presagio / de 

empezar un Rey Ángel, con un Rey Santo (1268). 
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 In spite of the objective of Calderón of extracting allegory from history, the 

“history” of the first part of El santo rey is not substantial.  The characters, Fernando III 

and Santo Domingo de Guzmán, are the primary historical element of the work.  The 

events are either legendary, or invented by Calderón to reinforce his allegorical vision.  

Besides allegory, which constantly changes from one level to another, Calderón also 

presents in these two works numerous visual icons, loaded with symbolic significance.  

This technique was already introduced in the loa, and will remain in use throughout the 

auto. 

 At the beginning of El santo rey, Primera parte, a Moor (Alcorán), a Jew 

(Hebraísmo), and a Christian (Rústico) work on the construction of a cathedral in Toledo.  

From the beginning of this work, the dramatist concentrates his efforts on the 

characterization of representative characters.  The Santo Rey dictated the destruction of 

the mosque which previously was there because he did not consider it a worthy place for 

the sacrarium and an image of Mary (343-68).  This initial scene is the first sign of the 

attempt by Calderón to justify in this auto the forceful conversion of the infidels to the 

only true Faith.  According to the thought of the time, Fernando is justified in forcing 

Alcorán and Hebraísmo to construct a church.  In fact, the Spanish kings have shown 

mercy in permitting the lengthy residence of these two groups in the country. 

 Throughout the auto, the rustic Christian gracioso that works with and observes 

the infidels provides the comical element.  This type of gracioso is the image of the 

Spanish peasant of “pure blood,” an individual with little education, but much 

perspicacity.  Rústico theologically represents the ability of the Christian of lowest rank 
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to perceive spiritual truths which are inaccessible to infidels.63  After some time, an 

Albigensian heretic, Apostasía, arrives.  It stands out that Alcorán, Hebraísmo, and 

Apostasía lack the three Theological Virtues that thrive in Santo Rey.  These three 

characters provide the occasion for the manifestation of the three virtues through San 

Fernando.  Thus, from the very beginning of the auto, Calderón emphasizes the symbolic 

importance of the number three.  During the period, before the conversion of Hebraísmo, 

in which Fernando faces three individual enemies, these constitute normal human beings.  

Each exhibits his own personal defects.  The figure of three enemies also alludes to the 

traditional adversaries of the Christian:  the world, the flesh, and Satan.  (At the end of 

the auto, Alcorán, lacking his two companions, becomes invested with supernatural, 

satanic qualities, as will be seen below.)  On the other hand, Fernando exhibits 

supernatural qualities throughout the play.  The Theological Virtues are manifest in him. 

 Alcorán, overwhelmed with Arabic fatalism, represents the lack of hope.64  The 

first words of the auto are his:  “¿No habrá alivio para mí, / mientras del cielo no caiga / 

un rayo que me destruya?” (1-3).  Hebraísmo’s initial words echo Alcorán’s:  “¿Mientras 

la tierra no abra / su centro que me sepulte, / no habrá consuelo en mis ansias? (4-6).”  

These opening verses magnificently mirror each other, setting the tone for the adversary 

 
63 Overall, the gracioso character present in some of the plays provides comic relief to counteract the 
dramatic tension.  These figures can vary from play to play.  For example, in El cubo de la Almudena, the 
gracioso Alcuzcuz contrasts with the belligerent adversarial figures of Secta and Alí.  He is supposedly a 
Muslim like them.  However, his cowardly nature and ignorance of his religion lead to greatly comical 
events which help counterbalance the tension in the auto.  In contrast, Rústico, the gracioso of this work, 
projects humor at the expense of enemy characters, rather than his own.  At the end he shows great valor, 
enthusiastically joining the Christian military forces.  Rather than counteract dramatic tension, he reinforces 
a joyful, victorious atmosphere.  In Cervantes’ Don Quijote, Sancho, the gracioso companion of Don 
Quijote, is a similar figure in his “pure blood” and common sense. 
64 Concerning Arabic fatalism, see the words directed by the defeated Moorish king, Abenyuceph, to King 
Fernando at the end of the second auto:  “Esto es Fortuna, mortales, / ved que hay próspera y adversa” 
(Valbuena Prat 1310). 
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faction of the play.  The first verse of Alcorán’s initial lamentation corresponds in content 

and form to the final verse of Hebraísmo’s (both sharing the future verb “habrá” and 

indicating a resolution of their sufferings).  Alcorán’s last two verses follow the same 

order as Hebraísmo’s first two:  cielo-caiga and rayo-me destruya (Alcorán); tierra-abra 

and centro-me sepulte (Hebraísmo).   Even as Alcorán lacks hope, Hebraísmo displays no 

charity.  When this representative of the Jews asks the God of Israel why his consolation 

is so distant, Rústico responds, “Tan bien contigo le fue / una vez que vino. . .” (17-18).  

These verses allude to the negative image of the Jews as the assassins of Christ, the norm 

in Calderonian autos prior to this one.65  This auto will display an astonishingly different 

and unique treatment of the Jew. 

 Apostasía lacks faith.  He arrives on a runaway horse, a typical image of disorder 

and a lack of self control.  Significantly, the instructions indicate that he is heard before 

being seen:  “Ruido, y dice dentro la APOSTASÍA / Cuando en el abismo caigas, / a tu 

centro, ¡oh bruto!, corres” (43).  The irony is that Apostasía’s reproach of his horse 

applies to himself:  he is the true brutish beast headed for the abysm.  To complete the 

image of Apostasía’s bad omen, he and his crazy horse fall in a hole (a reminder of the 

pit of hell).  The physical fall is a well known image of a spiritual fall.  In a reminder of 

the humanity even of unbelieving characters, Alcorán and Hebraísmo seek to assist him.  

Surprisingly, Apostasía offers to console Hebraísmo:  “Pues ¿quién sois, para que haga / 

alivio de vuestras penas?” (66-67).  Hebraísmo’s response and Alcorán’s unsolicited 

 
65 In the auto by Calderón, La siembra del Señor, the Father of the household speaks the following words 
to Judaísmo:  “y tú, bárbaro cruel, / maldito de mí saldrás / de mi heredad” (Valbuena Prat 698).  Generally, 
in Calderonian autos, Gentile (representing the Roman government) admits his guilt for crucifying Jesus, 
and God gives him the inheritance of the Jews.  This auto is the exception. 
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contribution to the dialogue reinforce their initial miserable, hopeless cries.  The Jewish 

character describes himself as “vago y prófugo, viviendo / siempre por ajenas patrias” 

(73-74).  The Muslim recounts his people’s conquest of Spain, “a quien la fortuna varia / 

desmayó para perderla / después que alentó a ganarla” (96-98). 

 Asked by Hebraísmo to share his misery, Apostasía gives a lengthy speech.  

Ironically (especially when considering future dramatic events, yet unknown to the 

audience), the heretic expresses his fearlessness toward presenting his false doctrine in 

circles such as theirs: 

  Si [sic] haré, pues entre dos leyes, 

  al católico contrarias, 

  en hablar claro la mía 

  nada aventura, y descansa. (111-14)66

According to Apostasía, his religion does not accept that there is “en el Pan del 

Sacramento / vivo cuerpo en hostia blanca” (135-36).  Likewise, he affirms the 

metempsychosis or transmigration of the soul (129-34).  The heretic character explains 

that his arrival in Spain from France is due to a persecution of his kind by the French 

king.  Apostasía’s words at the end of this discourse, concerning his fall from the horse, 

forebode his fate to the spectators:  “azar en que me amenaza / no sé qué fatal agüero / 

del fin que en ella me aguarda” (180-82). A second augury for the audience of what is 

to befall Apostasía is found at the beginning of Alcorán’s response.  Based on 

 
66 According to Cecil Roth, “The [Albigensian] heresy was apparently stamped out by the so-called 
Albigensian Crusades from 1209 to 1244, but no sooner had these wars ended in victory for the orthodox 
party than a fresh problem presented itself.  It was discovered that the detested heresy had not been 
eradicated, but only driven underground . . .” (36). 
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Apostasía’s mention of his flight from Luis, king of France,67 Alcorán tells him that he 

made a “muy mala elección” because Fernando is Catholic, and “su fe, celo y vigilancia, / 

en mantener de su ley / el culto, honor y observancia” (188-90) is no less than Luis’.  

Next, Alcorán reviews Fernando’s illustrious lineage.  The Moor begins this passage 

calling him “Fe-dando” (217) instead of Fernando.  He then explains the significance of 

his error: 

  pues todo es uno, según 

  que a propias gentes y extrañas, 

  con victorias y virtudes 

  fe dando Fernando anda. (227-30) 

Through these words, Calderón reinforces the connection, established at the beginning of 

the loa with the citation from Psalm 67, between the victories of Fernando and Spain and 

those of Christ and the Church.  Similarly to the scene in La devoción de la misa, when 

the demon cannot give the password, Calderón here uses the dramatic resource of the 

tongue-tie.  This slip of tongue imparts a symbolic significance to the name of Fernando, 

at the same time indicating the inability of the “enemies of God” to even pronounce the 

truths of Catholic doctrine – much less understand them. 

 Alcorán reaches the end of his disquisition concerning the pious ancestry of his 

oppressor with a horrible premonition: 

  Casó en su joven edad [Fernando III] 

 
67 The fervor of this monarch (Louis IX), first cousin of Fernando III and future saint like him, is palpable 
in his words, quoted by his noble friend, Joinville:  “‘But a layman, whenever he hears the Christian 
religion abused, should not attempt to defend its tenets, except with his sword, and that he should thrust 
into the scoundrel’s belly, and as far as it will enter’” (qtd. in Cantor:  109). 
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  con Feliz . . ., aquí turbada, 

  con un áspid en el pecho, 

  con un nudo en la garganta, 

  vuelve a tropezar la voz, 

  pues por decir Beatriz, se halla 

  en los labios con Feliz, 

  tanto es el horror que causa, 

  (no sé por qué) el ser (¡ay triste!) 

  hija de Felipe de Austria, 

  y temo que aquesta unión 

  de Castilla y de Alemania, 

  ha de ser mi última ruina. (299-311) 

Once more, Alcorán stammers upon foreboding in the Austrian wife of San Fernando the 

future monarchy of the Austrias, which will expel Muslims from the country.  The first 

allusion to the sacrament of matrimony appears in these verses.  It is interesting to note 

here the macrocosmic idea which views all sacraments of the Church, not only the 

Eucharist, as powerful weapons against the cosmic forces of evil.  Additionally, within 

the microcosm of both autos, Calderón incorporates to the text allusions to all seven 

sacraments. 

 In this passage, Calderón implies that, throughout history, including that of Spain, 

God has used pious marriages to bring to the world great “soldiers of Christ.”  This 

description of Fernando’s impressive lineage also serves to create in the public the 

anticipation of the onstage appearance of the protagonist.  The primary purpose of this 
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genealogical discourse is to reinforce the conceptual special role of Spain throughout its 

history.  Fernando is not the only saint in his family.  Besides his cousin Luis, there were 

other saints among the relatives of Fernando III, who were more or less his 

contemporaries.  This Spanish saint had blood links to St. Isabel of Hungary (1207-1231) 

and St. Louis of Toulouse (1273-1297).68  The mention of the apparition of the Virgin to 

San Ildefonso (352-56) demonstrates God’s intervention in Spain’s earlier history.  

Calderón connects both Spanish saints (Ildefonso and Fernando) through the construction 

by King Fernando of the already mentioned cathedral, for the purpose of keeping an 

image of Mary which, according to the legend, she left engraved on a stone upon 

appearing to San Ildefonso.  Summarizing, in this passage Calderón presents the idea that 

Fernando is not Spain’s only saint and that, consequently, Spain has “good connections” 

with God. 

 Among these genealogical considerations, Alcorán sows clues concerning the 

characteristics of a model king exhibited by San Fernando.  He knows how to show “tan 

siempre una misma cara / a pobre y rico, que ni este / alienta, ni aquel desmaya” (288-

90).  This illustrates impartiality in his judgment.  Like Jesus Christ (Lamb of God and 

Lion of Judah), he is “Amado y temido a un tiempo” (295).  He orders the building of the 

Toledo cathedral over what was previously a mosque “Por no estar ocioso el tiempo / que 

se compone la masa / del ejército. . . .” (343-45).  His lack of idleness shows that he 

 
68 See Ferguson, pp. 206-207; 232-33. 
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learned from the fall of King David with Bathsheba, due to this Hebrew monarch’s 

laziness at the time kings go forth for war (2 Kings [Samuel] 11.1).69

 Although the actions of Fernando continually illustrate his godly characteristics, 

there are three characters representing the Theological Virtues:  Fe, Esperanza, and 

Caridad.  These appear frequently and verbally explain their representation in the acts of 

Fernando.  Of these characters, the one that appears by far the most frequently is Fe, 

appearing approximately twice as many times as the other two.  This is an image of the 

times, with the emphasis of the Counter-Reformation on suppressing theological 

dissension.  In another aspect concerning the representation of San Fernando in both 

autos, Calderón presents in the monarch, not only the three Theological Virtues, but also 

three parallel images of Christ, in the following order:  loving father (charity), righteous 

judge (faith), and unvanquished conqueror (hope).  The Santo Rey presents a paternal 

image, as well as the universality of the call to redemption, when he first appears onstage.  

He arrives at the worksite and, though he observes the idleness in the workers, he asserts: 

  que aunque a la tarde la azada 

  toméis, os pagarán como 

  al que desde la mañana 

  trabajado hubiere. . . . (426-29) 

The Santo Rey’s actions in this scene allude to the parable found in Matthew 20.1-16 

(Worley 66).  These biblical words of Fernando characterize him for the first time in this 

auto as a figure of the patient and merciful Christ.  It is also the first sign of the future 

 
69 In the Vulgate, the biblical books now known as 1 and 2 Samuel, 1 and 2 Kings, were known as 1, 2, 3, 
and 4 Kings. 
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representation in the King, in certain portions of the second auto, of traits of God the 

Father.  Apostasía directly alludes to this second symbolism in the same scene, calling 

Fernando “[semejanza] de aquel padre de familias / que con sus obreros anda” (439-40).  

It is important to note that Calderón is very cautious not to directly compare King 

Fernando to God the Father (as he does to Christ, God-man).  This would be considered 

blasphemy.  He only displays in him certain limited characteristics, certain traits of God. 

 Simultaneously to the arrival of the King, an event takes place which sets in 

motion the Santo Rey’s demonstration of the three theological virtues:  Hebraísmo finds a 

“book of wooden tablets” in a rock which he splits open.70  This scene displays a strong 

emblematic quality, accessible to a broad spectrum of spectators.  The tablets have 

writing in Latin, Greek, and Hebrew (the same languages seen on the inscription on the 

cross—see John 19.19-20).  In most crucifix paintings of the Baroque period, the 

inscription includes only the letters “INRI” (initials of the Latin words for Jesus of 

Nazareth King of the Jews).  However, in some (such as “Cristo en la cruz,” by 

Velázquez), the words are spelled out in the three languages.  In the auto action, it is 

appropriate that Hebraísmo find this book, for the humanized Jesus “was not sent but to 

the sheep, that are lost of the house of Israel” (Matthew 15.24). 

 In addition, this scene contains strong theological connotations.  Might the tablets 

be written by the finger of God, like the tablets of the Law?  The split rock containing the 

 
70 According to the editors of the Reichenberger edition of El santo rey don Fernando, this event is based 
on a legend from Alonso Núñez de Castro’s Vida de san Fernando.  This work narrates how a Jew from the 
city of Toledo found a book with wooden pages.  It was present in a boulder he struck in the process of 
widening the border of one of his vineyards.  Written in Hebrew, Greek, and Latin, it spoke of three worlds 
from Adam to Antichrist.  At the beginning of the third world, it mentioned the birth and death of the Son 
of God for the health of humanity.  Finally, the book indicated it would be discovered during the reign of 
Fernando (105). 
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tablets evokes the image of the desert rock from which Moses brought forth water for the 

Israelites.  According to St. Paul, the rock “was also a figure of Christ” (1 Corinthians 

10.4).  In addition, it alludes to the topic of Christ as the Church cornerstone, rejected by 

the Jews.  The hardness of the rock might anticipate Hebraísmo’s initially hardened heart 

towards divine goodness, manifested by Fernando, while the crack in the rock can be a 

figure of the future softening and conversion of Hebraísmo later in the auto.  This object 

can also symbolize the image of Peter as the rock on which the Church is founded.  The 

book itself might be a symbol of the Holy Scriptures. 

 Upon hearing of Hebraísmo’s discovery, Fernando asks the three workers to 

translate the writings on the tablets.  After each translation, Fernando exhibits the virtue 

related to the text translated, while the translator reflects its absence.  These 

manifestations of the three virtues are presages of greater manifestations.  In this episode 

there is a strong concentration of the divine number three:  three characters distant from 

the Church translate three prophecies in three languages corresponding to the three 

languages on the cross, while Fernando III is the live image of the three Theological 

Virtues. 

 Before entering the interpretation of the writings it would be appropriate to point 

out the Eucharistic character of the first part of El santo rey.  This work deserves the title 

of auto sacramental despite the absence of the Sacrament at the end.  This is due to the 

fact that both autos about San Fernando form a unity.  In the first part, Calderón includes 

allusions to the first half of the traditional Mass.  The Eucharistic references in the second 

part, culminating with the final apotheosis, proceed from the second half of the Mass.  Up 

to this point, I am not aware of any critic having pointed out the connections between 



 177

both parts of El santo rey don Fernando and the two halves of the Tridentine Mass.  This 

link between both autos and the Mass liturgy is important in the understanding of the 

connection, which Calderón places in them, between Spain and the universal Church. 

 The instructions following verse 522 indicate the first appearance onstage of Fe:  

“Sale la Fe, y hace como que ella le encamina [a Alcorán] al libro sin verla nadie.”  

Incidentally, the word “verla” implies that Fe, Esperanza, and Caridad are female 

characters.  Another theatrical feature of these characters is that, representing abstract 

concepts, they are invisible to the human characters.  Apostasía translates the Latin 

writings, which describe the virgin birth of Christ.  Ironically, Fe says, without him 

hearing, “Llega, que me importa que haga / un acto de fe contigo” (524-25).  Many 

readers will associate the expression “acto de fe” with the auto de fe in which the heretics 

are burnt.  Nonetheless, the words “acto” and “auto” can have other meanings.  One of 

the meanings of the expression “acto de fe” is the first hint that the first two of these three 

prophecies reflect two contiguous articles of the Nicean Creed, recited in the Mass.  (To 

my knowledge, past studies do not mention the connection between the San Fernando 

autos and the Creed.)  In the context of the liturgy of the Mass, “acto de fe” means 

“affirmation of the faith.”  The recital of the Creed (like this “prophecy”) speaks of the 

birth of Christ from the Virgin.  “Acto/auto” also exhibits judicial meanings, such as 

“judicial decree” and “lawsuit proceedings.”  This sense will prevail when Apostasía 

persists in pertinacity.  Both words also have theatrical meanings (“theatrical work” or 

“comedy division”).  Lastly, “acto de fe” also implies the execution of heretics as a 

demonstration of the common faith and, simultaneously, it manifests the rejection of 

anything opposed to the true Faith.  As can be seen, several “autos de fe” are represented 
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within this auto sacramental, and Calderón uses the words “acto” and “auto” in all their 

possible meanings. 

 Returning to the first translator, Apostasía shows his unbelief through his fright:  

“¿Tan gran prodigio no es para / admirar y espantar?”  Fernando’s response exhibits his 

faith:  “No, / que doctrina tan cristiana, / a quien como yo la cree, / ni le admira ni le 

espanta” (540-42).  In addition, the Santo Rey asserts that his faith is not based on 

miracles such as that of the book of wooden tablets (553-59).  Fe expresses great 

satisfaction at this manifestation of faith: 

   ¡Cuánto me ensalza 

  tan heroico acto de fe 

  que deseche circustancias 

  tan graves, por ya creídas! (568-71) 

When compared to his words in verses 524-25, here the words “acto de fe” are laudatory, 

rather than threatening.  Also, the oxytonic verse ending with the word “fe” emphasizes 

the central subject of, not only this auto, but all those of Calderón:  the Christian Faith.  

The absence of this virtue, displayed by his rejection of one of the most important 

affirmations of the Creed, is another bad omen for Apostasía. 

 A demonstration of Fernando’s charity toward others is initiated after the King 

returns the book to Hebraísmo and this character initiates his return to work.  Fernando 

calls on the Jewish character to return for his own benefit:  “Pero vuelve, espera, aguarda; 

/ no por mí, sino por ti, / lee la letra hebrea a que pasa” (572-74). Caridad makes her first 

appearance under the following instructions:  “Sale la CARIDAD, y hace lo mismo que la 

Fe” (576).  Hebraísmo translates the Hebrew writings, concerning the death of the Lord 
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at the hands of the Jews.  This prophecy is tied to the fourth article of the Creed, which 

alludes to the passion, death, and burial of the Savior.  The Jewish character shows a lack 

of charity by not accepting at that moment the King’s invitation to soften his heart 

towards his Messiah.  San Fernando exhibits charity with the following words, “¡Oh 

quién redujese un alma / a vuestro gremio, Señor!” (602-603).  This scene has profound 

implications which will be exposed farther down. 

 After Alcorán is asked by the King to translate the final section of the book, “Sale 

la ESPERANZA y hace lo mismo” (614).  Alcorán, after doubting his linguistic abilities, 

translates the Greek writings, a prophecy concerning the discovery of the tablets in the 

days of a future King Fernando of Castile.  This prophecy does not correspond to any 

article of the Creed, but instead ties Fernando to the previously mentioned articles.  In the 

words of Alcorán (concerning the third prophecy): 

  Tras que en virgen madre, humana 

  carne Cristo tomará, 

  y padecerá, remata 

  su lección en decir. . . y esta 

  profecía en mis entrañas 

  ocultaré hasta que un rey 

  Fernando en Castilla nazca. (628-34). 

In this last section of the tablets, Calderón connects the life of San Fernando with that of 

Christ.  In addition, he merges the actions of Fernando on behalf of the Church with the 

divine will.   In contrast to Alcorán’s uncertainty concerning his ability to translate 
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Greek, Fernando humbly expresses hope that, with the assistance of God, he will be 

victorious, “pues sólo en vos / llevo puesta la esperanza” (659-60). 

 In the following scene, the character Religión de Santo Domingo is presented for 

the first time.  Immediately after hearing the translation of the prophecies, San Fernando 

says, “Divina Religión santa, / ya sé la letra, a saber / tu sentido iré” (664-66).  The fact 

that this future saint turns to this ecclesiastic representative (also a future saint) in search 

of the interpretation of these religious passages represents the concept that only 

ecclesiastic authorities can interpret the Holy Scriptures – an extremely important dogma 

in post-Tridentine Spain.  The opposite side of the coin is the idea that private 

interpretation of the Bible can lead to heresy, personified in Albigense. 

 The gloomy character Santo Domingo protects “debajo del manto negro / y de la 

túnica blanca / toda su familia . . .” (505-507).  A historical contemporary of King 

Fernando, this saint, like the King, is a mixture of goodness and severity; a contrast 

visualized in the color of his vestments, black and white.  According to Ferguson, the 

color black traditionally displays ambiguous significance:  in and of itself, it represents 

the devil and death.  However, combined with white, the two together represent humility 

and purity (273-74).  These two colors can also symbolize the combination of the death 

(for the unbelieving) and life (for the faithful) that flow from Christ for mankind, as will 

be seen below.  In the same passage, Calderón describes the double interpretation of this 

clergyman’s name.  Domingo represents the Lord’s Day, and simultaneously, Santo 

Domingo de Guzmán.71  Near the end of the auto, Calderón presents the iconographic 

 
71 Santo Domingo (1170-1221) was the founder of the Dominican Order in 1216 and a great proponent of 
erudition.  Traveling with the Bishop of Osma through southern France, he became conscious of the danger 
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image of this character:  “el blanco y negro lebrel, / que con el hacha en la boca / luz a 

todo el mundo dé” (1778-80).  This image of a dog with a torch in its mouth comes from 

the division of the Latin name of the Dominican Order into two words:  “Domini canes;” 

in other words, “[guardian] dogs of the Lord” (Ferguson 10).  This play on words is based 

on the legendary dream of the mother of Santo Domingo, before he was born, in which 

she gave birth to a dog with a lit torch in its mouth (Ferguson 203-204).  The fire in its 

mouth refers to the light of understanding, the ardent desire for God, and the flame 

prepared to burn the heretics.  Calderón emphasizes this last interpretation of the name 

because it connects very well with the auto de fe celebrated in this auto. 

 As noted by Heiple, in the names beside the dialogues, this character appears as 

“Religión.”  At the same time, in the scenery instructions the name used is “Domingo”.  

Rey sometimes calls him “Religión,” sometimes “Domingo” (Heiple 111).  Like Count 

Garci-Fernández of La devoción de la misa, the Religión-Domingo character plays a 

double role.  In certain aspects, it would be logical to consider him the religious 

counterpart of the ideal king, San Fernando:  an exemplary, historic clergyman.  In 

others, given the historical association of the Dominicans (Order of Preachers) with the 

Inquisition and with preaching, in this auto Santo Domingo is a figure of the Church 

 
of Albigensian heresy which, like Manichaeism, supposed the existence of two gods, one good and the 
other evil.  In 1206 he proposed the idea that these heretics had to be won over by practicing an austerity 
similar to theirs.  He suggested that those who went to preach to them go along the roads barefoot and poor.  
In 1216, after the victory of the Catholic nobles over those who protected the Albigensians, the Bishop of 
Toulouse (previous center of Albigensian resistance) received Santo Domingo and his friends into the city 
and made them “diocesan preachers.”  According to his contemporaries, Santo Domingo was a determined 
leader, but also so friendly that anyone with whom he talked, even to correct him, left happy (Dominic, 
SAINT). 
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militant.72  He is a symbol of religion, not in a general sense, but in its connection to the 

Church, custodian of the sacraments. 

 Immediately upon the King’s departure, the three Theological Virtues briefly 

meet to discuss their role, which is nothing more than to “acrisolar que se exaltan / en 

Fernando las virtudes” (702-703).  The words of Caridad indicate an equal level of all 

three virtues in the King:  “Hasta aquí iguales las tres / estamos” (697).  After the virtues 

depart, their three “enemies of God” counterparts arrange to fight Santo Rey: 

  Tres profecías que a un tiempo 

  nuestros tres dogmas agravian, 

  tres virtudes en Fernando 

  los méritos adelantan; 

  tres vicios somos:  entremos 

  en la desigual batalla, 

  tomando, cuando no en él, 

  en sus gentes la venganza. (721-28) 

This passage with four allusions to the number three alludes to a prophetic as well as 

spiritual battle between the virtuous Fernando and his evil enemies.  These words presage 

the representation of Santo Rey in the remainder of the auto as a figure of the agonizing, 

crucified Christ.  Simultaneously, two of the three enemies will play the role of the two 

thieves crucified with the Lord, as will be seen further down.  Significantly, these 

 
72 In all fairness it must be noted that the image of the Dominicans fighting for the rights of Native 
Americans in the Spanish colonies contrasts with their negative inquisitorial image.  As early as 1511, the 
Dominican friar, Antonio de Montesinos, protested the treatment of the natives of the island of Hispaniola.  
The most noted Dominican defender of the colonial Indians is Bartolomé de las Casas, author of Brevísima 
relación de la destrucción de las Indias (A Short Account of the Destruction of the Indies)  (1552). 
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confrontations can be viewed at ever expanding levels.  They can represent the internal 

struggle, not only in Fernando, but in each Christian, between virtues and vices.  The 

allusion of Apostasía of taking vengeance “en sus gentes” can refer to religious wars in 

the historical realm.  Finally, this struggle can be a reflection of the universal, eternal 

struggle between good and evil, God and Satan.  It is vital in the study of religious 

literary works such as this to examine all layers of interpretation. 

 Immediately after this adversarial discussion, Religión (a figure of the Spanish, as 

well as universal, Church) returns to distribute alms in the King’s name.  (Naturally, this 

king can represent the earthly as well as the heavenly King.)  There is a notable contrast 

in the reactions of Rústico and Apostasía to the alms: 

  RELIGIÓN  ¿No llegáis vos? 

  APOSTASÍA    No. 

    Sale  RÚSTICO 

  RÚSTICO  Yo sí, que a esto el buscón llama 

     llegar en buena ocasión. 

  RELIGIÓN  Tomad, y delante aparta; 

     pues ¿por qué vos no llegáis? 

  APOSTASÍA  Porque yo no pido nada. 

  RELIGIÓN  Mirad que es misericordia 

     que usa con todos; tomadla. 

  APOSTASÍA  No pido misericordia 

     yo, porque a mí no me falta 

     caudal para no pedirla. (771-81) 
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Rústico’s statement upon rushing to accept alms from Religión appears self-degrading.  

(A “buscón” is a low-class swindler, such as the lead character of Quevedo’s El buscón.)  

However, I would interpret it as a humorous indication of the desperate need of each 

Christian for the gifts of the Church.  Interestingly, Religión demonstrates more interest 

in the character rejecting the alms than in the one accepting them.  It is like the parabolic 

figure of the good shepherd leaving his ninety-nine sheep to find the lost one. 

 At the end of his rejection, Apostasía expresses his dismay at the dual character of 

Iglesia: 

  ¿Quién eres, deidad?  ¿Quién eres, 

  que viendo acciones contrarias, 

  ruegas con misericordias 

  y con incendios espantas?  (805-808) 

This contrast of characteristics can be viewed at three levels.  The historical Santo 

Domingo (also known in this auto as Iglesia) is described as a man both merciful and 

stern.  Obviously, with the name Iglesia he also represents the Church, which in the Spain 

of Calderón could be greatly merciful to the needy, while severe with the unbelieving.  

Interestingly, in these verses Iglesia, like Fernando, can represent Christ, the Lamb of 

God and Lion of Judah. 

 The exchange which Religión and Apostasía have manifests the pertinence of the 

heretic.  Thus, upon Apostasía’s departure, Religión observes the following:  “Este 

hombre importa seguir / y saber su nombre y patria, / su oficio, vida y costumbres” (809-

11).  In this scene, Calderón establishes the bases (pride and rejection of royal mercy) for 

the execution of Albigense.  There is also a deeper interpretation to this passage.  Rey has 
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departed and Domingo distributes “alms” (a figure of the merits of Christ, undeserved 

gifts) in his name.  Here Santo Domingo reflects the spiritual gifts distributed to the 

Church, channels of the efficacy of Christ’s death.  Here Santo Domingo is a figure of the 

Church, Jesus’ representative on earth.  The Lord has departed, but has left his spiritual 

gifts in the Church’s hands, which freely distributes them, because she freely received 

them.  The following words of Domingo in the previous quotation are crucial to this 

interpretation:  “Mirad que es misericordia / que usa con todos; tomadla.”  Iglesia offers 

God’s salvation to all, but not all accept it.  Christ told his disciples:  “He that despiseth 

you despiseth me” (Luke 10.16).  Having repeatedly rejected Iglesia, Apostasía has 

rejected God.  Calderón thus attempts to theologically justify the execution of heretics.  

The dramatist implies that, until Christ arrives a second time and carries out the Final 

Judgment, it corresponds to the Church to judge and separate the wheat from the chaff.  

This duty is described by the following juridical words from Fernando to Domingo later 

in the auto, when the auto de fe exhibits its significance as a legal process: 

  Sustancia la causa tú, 

  ya que apostólicas letras 

  te dan la jurisdición, 

  mientras Dios no nos provea 

  de supremo tribunal 

  cuyo santo oficio sea 

  extirpación de rebeldes 

  enemigos de la Iglesia. (1338-45) 
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 At this stage, in order to relieve the audience’s tension, Rústico provokes a 

humorous, non-lethal battle between Hebraísmo and Alcorán.  The gracioso falsely 

communicates to Hebraísmo his intent to convert to Judaism if Hebraísmo can resolve a 

doubt that he detests.  When Hebraísmo offers to answer his question, Rústico demands a 

judge to insure an impartial resolution.  The non-Christian, non-Judaic Alcorán offers to 

be an impartial judge of the discussion.  Rústico’s initiation of the conflict is as follows: 

  RÚSTICO  ¿Cuántos profetas mayores  

     hay? 

  HEBRAÍSMO  Diez. 

  RÚSTICO   Ves ahí que me engañas, 

     que son once. (849-850) 

Upon Hebraísmo’s objection, Rústico provokes him to name them.  Hebraísmo names the 

following as Rústico prods him:  Moses, David, Elijah, Samuel, Ezekiel, Baruch, Elisha, 

Jeremiah, Daniel, and Isaiah.  This answer in and of itself is strange, given the traditional 

biblical major prophets, Isaiah, Jeremiah, Ezekiel, and Daniel.  To begin with, Baruch 

was not a prophet, but instead, Jeremiah’s scribe.  The remaining biblical characters can 

be classified as prophets.  However, they are not named in chronological order.  (For 

example, Elisha is listed after Baruch.)  Rústico then asserts that one of the Major 

Prophets is missing from the list cited, and states that Mohammed is the eleventh.  Upon 

Hebraísmo’s indignant denial of this assumption, a bitter confrontation emerges between 

Hebraísmo and the “impartial judge,” Alcorán.  Rústico gleefully observes as offstage 

voices scream, “Corred todos, que se matan / dos hombres” (880).  When Rústico 

indicates his pleasure observing their punches directed at each other instead of him, the 
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two insult him and vow to make him pay.  The three run offstage as the Catholic audience 

surely erupts in laughter. 

 Interestingly enough, the previous false conversion of Rústico to Judaism 

precedes the true conversion of Hebraísmo to Christianity.  The following scene fully 

manifests, not only the charity of the model King, but also his representation of Christ.  

In order to make clear this emphasis, throughout this episode, Caridad (from offstage) 

and Toda la Música, starting in verse 961, exclaim, “¡Alerta al triunfo de Caridad!”  

Hebraísmo comes before San Fernando under previous order (in the episode of the 

prophecies) and is so greatly impressed by the good treatment he receives from Rey that 

he converts to Christianity.73  This scene constitutes a truly tender moment in what might 

appear to be a harsh play to the modern reader.  Furthermore, it is an extremely rare 

occasion in Golden Age literature in which Jews are represented, not as deicides, but as 

progenitors of Christianity.   The following words of Fernando to Hebraísmo stand out:  

“A ti te revela Dios / secretos que me revelas / tú a mí; luego más te quiere” (972-74).  At 

a significantly superficial interpretative level, the secrets Fernando refers to are no more 

than those translated from the tablets by Hebraísmo.  Upon a closer look, these words 

evoke the Pauline concept that Gentile Christians have been grafted into the olive tree of 

Judaism (Romans 11).  In other words, Christianity has its roots in Judaism.  The Jewish 

convert, at enmity with his two pagan friends, evokes the image of Christ crucified 

between two thieves. 

 
73 The fact that Hebraísmo, representative of the lack of charity, is the first (and only) of the three 
adversaries to convert, brings to mind the statement of St. Paul in 1 Corinthians 13.13:  “And now there 
remain faith, hope, and charity, these three;  but the greatest of these is charity.” 
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 To the contrary of the writings of some critics (such as Heiple, p. 110), the 

conversion of Hebraísmo is allegorically correct.  Besides, it is much more than a 

dislocated episode which allows Santo Rey to exhibit the virtue of charity.  To begin 

with, Calderón presents, in the two episodes with interaction between Fernando and 

Hebraísmo, very strong images of the first and second comings of Jesus.  The Jewish 

nation has always had a very special significance in relation to Jesus.  Theologically 

speaking, Israel was God’s first “chosen people.”  Jesus made man is a Jew of the royal 

Davidic blood.  God the Father sent him to the Jews, but most of these rejected him, with 

the result that God temporarily hardened the Jewish people and opened the doors of 

salvation to the Gentiles.  Nevertheless, in Romans 11.25-29, St. Paul reveals a “mystery” 

so that the Gentiles do not become arrogant:  at the Second Coming of Christ, “all Israel 

should be saved.”  This alludes, if not to the salvation of all Jews, at least to that of a 

great number of them. 

 The first encounter of Santo Rey with Hebraísmo is a figure of the rejection of 

Jesus by the Jews at his first coming.  For this interpretation, it is important to note under 

what circumstances this first encounter develops.  In this scene, Fernando is walking 

among the workers and speaking to them, as if he were another worker.  Alcorán 

observes concerning him “que más parece entre el polvo / sobrestante que monarca” 

(379-80).  This image is reminiscent of the words of the first chapter of the Gospel of 

John:  “And the Word was made flesh and dwelt among us” (John 1.14a).  When 

Hebraísmo rejects the charity that San Fernando offers him in this episode, it alludes to 

the initial rejection of Christ by his people:  “He came unto his own:  and his own 

received him not” (John 1.11).  Nonetheless, it is significant that, although Fernando does 
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not attempt to force the conversion of Hebraísmo, he does order that he come see him in 

the future.  This is an image of the belief that one day Jesus will once again be with the 

Jewish people.  “And they shall look upon me, whom they have pierced” (Zacharius 

12.10b). 

 The second encounter of Santo Rey with Hebraísmo develops under different 

circumstances and with totally different results.  Rey is seated on this throne and 

Hebraísmo, from outside, asks Iglesia for an audience with the monarch.  This scene 

implies that the Jews must come to the Lord through the Church, like all others.  As he 

waits for Hebraísmo to enter, Fernando pronounces some strongly Christological words:  

he tells God that he would desire “. . . a todos, / con la sangre de mis venas / comprar 

para vos . . .” (953-55).  During the second encounter between Hebraísmo and the 

monarch, Fernando is not walking among the people, but instead is in his palace, 

surrounded by royal attributes.  When Hebraísmo arrives before Santo Rey, he is greatly 

amazed by the good treatment he receives.  Rey addresses him as friend and brother 

(983).  This scene is similar to the typological scene of Genesis 45, when Joseph, already 

glorified by Pharaoh, manifests himself to his brothers (the other eleven patriarchs).  

These are greatly perturbed, but Joseph tells them not to fear and invites them to bring 

their families to Egypt.  Likewise, the reconciliation of Hebraísmo with the enthroned 

Santo Rey alludes (at one level) to the reconciliation of the Jews with their brother Jesus 

when he returns in glory. 

 At another level, Calderón uses the conversion of Hebraísmo as an image of the 

salvation of a small remnant of Jews during the present time period of grace.  It is 

interesting to note how, throughout both autos regarding the Santo Rey, Calderón 
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combines allusions to the first and second comings of the Lord.  As was already 

mentioned in the previous chapter of this dissertation, Calderón adopts a “divine, 

extrahistoric” perspective.  Within the historical framework, from a human perspective, 

there appears to be a great gap between both comings.  In the framework of eternity, from 

God’s perspective, all his plan of redemption is finalized, not something that will be 

completed within the temporal future:  “It is finished.”  At this second interpretative 

level, the conversion alludes to the sacraments and to the Catholic Mass of our times. 

 Beginning with the reconciliation of Hebraísmo with Iglesia, the events in the first 

auto about San Fernando follow the two halves of the traditional Mass in a more or less 

parallel manner.  The first half is called, among other things, Mass of the Catechumens.  

The Catechumens are the recent converts who have not yet received religious instruction 

nor been baptized.  They may participate in the first half of the Mass, but must leave the 

church before the start of the second (the Mass of the Faithful, in which the consecration 

and communion of the faithful are carried out).  Interestingly, the Catholic Church refers 

to catechumens as “the elect.”  After accepting the Messiah, the Jew is transformed into 

an elect, a chosen one, as the Old Testament people of Israel, but is now chosen under the 

New Covenant. 

 Observe the words of Hebraísmo upon his conversion: 

  que no tengo otra respuesta 

  sino pedir el bautismo 

  a voces; y porque sea, 

  pues fue público mi error, 

  pública mi penitencia, 
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  por las calles y las plazas, 

  iré. . . . (1011-17) 

These words correspond to two sacraments:  penance and baptism.  They also correspond 

to the Confiteor (the “mea culpa”) of the Mass.  In this same passage, Calderón places in 

the mouth of Hebraísmo words which allude to Christ, and which come directly from the 

responsories of the Mass:  “que por siglos vive y reina” (1021).  These words from the 

liturgy correspond well to the dramatic purposes of Calderón in this scene, and are twice 

repeated.  Thus, in a very conscious and planned manner, our dramatist calls spectator 

attention to the liturgical nature of the following scenes, in which the limits between the 

religious rite and the theater become blurry.  Throughout the auto, this is deliberately 

carried out by the exact repetition of the liturgical responses of the faithful, one time after 

another.  It is as though Calderón were emphasizing the interior progression of the auto, 

as it advances parallel to the Mass.  Our dramatist uses these stage directions to evoke the 

liturgy in his audience, helping them understand the connections between Spanish 

history, biblical history, and the Mass. 

 Returning to the Jewish character, the departure of Hebraísmo from the presence 

of the King into the street is a figure of the departure of the catechumens from the Mass, 

before the commencement of the second part.  From now on, the allusions to the Mass in 

the autos concerning Santo Rey refer to its second part (which in and of itself is divided 

in two parts).  The remainder of the first auto contains allusions to the first part of the 

second half of the Mass, the sacrifice-offering.  The images from the second San 

Fernando auto refer to the second part of the second half, the Sacrifice Banquet of the 

New Covenant. 
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 The scenes which develop after Hebraísmo’s departure into the street contain 

strong allusions to the triumphal entry of Jesus to Jerusalem and his agony and 

crucifixion between two thieves (once more, the number three appears).  These events 

appear in the fourth article of the Creed, alluded to by the prophecy previously translated 

by Hebraísmo.  The scenic instructions of the auto describe a theatrical ambiance which 

corresponds to the Jerusalem of the triumphal entry:  “Tócanse chirimías, y sale la 

CARIDAD delante, con un ramo de oliva en la mano; detrás de ella el JUDAÍSMO, con 

toda la Música, y hombres y mujeres que puedan, todos vestidos a lo judío, con ramos en 

la manos; detrás el Rey, y por otra parte sale DOMINGO” (1086).  Interestingly, they 

carry olive branches instead of palm leaves, thus alluding to the Church, messenger of 

God, as well as to the olive branch of the symbol of the Inquisition.74  This scene, like 

that of the second encounter of Hebraísmo with San Fernando, emphasizes the concept 

that man must approach God through the Church and its sacraments, “. . . pues es / la 

Iglesia cielo en la tierra” (1089-90). 

 The following words of Hebraísmo commence the symbolic representation of the 

figures of Christ (in the character of Fernando) and the two crucified thieves (Hebraísmo 

and Apostasía):  “Para que mejor digamos, / ya en el umbral de su Iglesia, / ¡abrid las 

puertas!” (1126-28).  Fernando-Christ opens the doors of the Kingdom of Heaven, the 

Church, for all humanity by his sacrifice.  The figure of Apostasía is immediately seen at 

the threshold of the Church doors, debating to himself the symbolic meaning of the 

events occurring around him: 

 
74 Avilés describes the symbol of the Spanish Inquisition:  “The coat of arms of the Inquisition bears, 
against a dark background, a green cross—a wooden cross with fresh buds or a green cross surrounded by 
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  ¡Cielos!  ¿Qué rasgo, qué viso, 

  qué luz, qué sombra, qué idea 

  es la que en mi fantasía 

  imagen se representa 

  de aquel triunfo?  ¿Pero qué 

  razón hay de que yo sienta, 

  que el Domingo de los Ramos, 

  hoy otro Domingo tenga? (1134-41) 

The repetition of “qué” and “que” provide a vocal emphasis on Apostasía’s internal 

debate.  As is theatrically common, this character’s thought process is expressed in a 

soliloquy.  The words of this citation connect Palm Sunday with Resurrection Sunday.  It 

is important for the analysis of the following scenes not to forget the image of Apostasía 

at the Church doors, debating in his mind theological concepts without deciding to enter.  

We will shortly return to this image. 

 Between the baptism and the auto de fe, Rústico briefly appears.  After observing 

the baptism of the new believer, Hebraísmo, this “católico viejo” pronounces the 

following words:   “Lindamente lo vi todo, / sin aventurar, que fuera / pecado el 

rebautizarme” (1158-60).  This scene alludes to the call to the faithful in the Easter Vigil 

Mass to renew their baptismal vows.  The “cristianos viejos,” including those of lowest 

social status, need to occasionally return to their first love of God, when with time the 

flame of their devotion is put out. 

 
green leaves—flanked by an olive branch, on the right, and a sword, on the left” (257). 
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 The following episode of the auto is the most polemic.  It is polemic to modern 

readers because they remain fixed on its most superficial interpretation, without going 

deeper into the theological roots which sustain it.  I will commence with the superficial 

analysis of the scene of the auto de fe.  This episode begins as Hebraísmo goes to be 

baptized.  On his way, Apostasía attempts to stab him for betraying the link that united 

them.  Hebraísmo shouts begging for aid, and upon the arrival of Rey and Domingo, he 

denounces Albigense: 

  REY   ¿Qué es eso? 

  HEBRAÍSMO   Aquese albigense. . . 

  RELIGIÓN  ¿Qué veo?  Él es. 

  HEBRAÍSMO   Con ira ciega, 

     porque he dejado mi ley, 

     quitarme la vida intenta. (1202-1205) 

The wrath of Apostasía resurrects once more the previous image of a “runaway horse;” 

heretics violently attack social order.  Under the old political and ecclesiastical traditions, 

the monarchy has the duty of maintaining order in its dominions through the extirpation 

of heretics.  Rey and Santo Domingo set up an auto de fe75 and burn Albigense. 

 At a superficial level, Calderón uses a legendary episode to justify the cooperation 

between the Spanish State and Church in the suppression of religious strife.76  The scene 

 
75 The Portuguese word “auto” means “acto” in Spanish.  Auto de fe means “act of faith.”  In “New Images 
of the Holy Office in Seville,” María González explains this concept:  “But the intent of the auto de fe was 
precisely to be what its name indicates, an act of faith, an act of public exaltation of triumphant 
Catholicism, a collective expression of the social rejection of heresy and of the public subjection to the 
strictest orthodoxy” (267), 
76 It is just to point out that what is today considered political-religious oppression was common in most of 
Europe in the seventeenth century.  England, the primary accuser of Spain, is an example.  This country 
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of the auto de fe in El santo rey don Fernando, Primera parte is based on a legend of the 

Dominican Order (Order of Preachers).  Henry Lea mentions a tradition of this Order 

according to which Saint Dominic returned to Spain from Rome with the title of 

Inquisitor General and organized the medieval Inquisition on the Peninsula with the 

support of Fernando III.  According to this legend, St. Dominic celebrated the first auto 

de fe in Burgos, in which supposedly three hundred apostates were burnt.  Later, a second 

auto de fe was organized with the concurrence of San Fernando, who carried on his 

shoulders the wood to burn the heretics.  This myth serves well the dramatic and 

apologetic purposes of the playwright.77  According to Lea, this tradition has no historical 

foundation (356-57). 

 In his Empresa 24, Saavedra Fajardo writes:  “Distintos son entre sí los dominios 

espiritual y temporal.  Éste se adorna con la autoridad de aquél, y aquél se mantiene con 

el poder déste . . . Obligación es suya [de los reyes] dalles fuerza [a los decretos 

apostólicos] y hacellos ley inviolable en sus reinos, obligando a la observancia dellos con 

graves penas” (393).  The close friendship of San Fernando and Santo Domingo in this 

auto sacramental is a figure of the past ties between the Spanish Church and State. 

 
had already expelled its Jews in 1290.  From the proclamation of Henry VIII in 1534, naming himself head 
of the Church of England, the supreme authority over the British Church and State lie literally with one 
person:  the monarch.  In the England of the Tudors, religious offenses constituted the betrayal of royalty.  
In his article, “Intellectual and Religious Repression in Tudor England,” Thomas Hartmann describes the 
execution of English Catholic priests by royal authorities.  There is no denying the horrific nature of the 
Spanish auto de fe, but in Tudor England, the form of execution was even more horrible:  those executed 
for treason were hung without permitting their death; their entrails were extracted, and they were quartered 
(Hartmann 652). 
77 The personal connection of St. Dominic with the foundation of the Inquisition is historically false.  
Nevertheless, this saint is associated with this institution because its first medieval directors were 
Dominicans.  Also, under the Catholic Kings, the Order of St. Dominic was in charge of the Spanish 
Inquisition. 
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 The cooperation between Christian ecclesiastical and civil authorities in the 

suppression of religious dissidence dates to the time of St. Augustine.  The concept of 

ecclesiastical arm and civil arm implies one body.  The historical auto by Calderón, La 

protestación de la Fe (1656), explains the functions of both arms with images taken from 

the parable of Christ in Matthew 22.1-14.78  In this work, after being expelled from 

Christ’s banquet table for not wearing wedding attire, Herejía asks where he must go.  

Brazo Seglar answers: 

  A mis plantas: 

  y pues al Brazo Seglar 

  del Eclesiástico pasas, 

  sin ensangrentar su oliva, 

  en ti teñiré mi espada. (Valbuena Prat 746-47) 

The first part of El santo rey explains the concept of heresy as a deadly and contagious 

disease, in the mystical body of Christ, which must be extinguished: 

  al brazo seglar le entrega, 

  advirtiendo en su castigo, 

  que del cuerpo de la Iglesia 

  este es nervio cancerado, 

  y así es forzoso que sea 

  su cura el fuego, que el cáncer 

  solo el fuego le remedia. (1355-61) 

 
78 This auto sacramental celebrates the conversion to Catholicism of Queen Christina of Sweden, a figure 
from the same time period as Calderón. 
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 The literary auto de fe follows the models just presented.  Santo Rey, in 

cooperation with the figure of Iglesia de Santo Domingo, first exhibits mercy, then 

severity towards the unrepentant heretic.  Rey gives Santo Domingo the following 

instructions 

  Ve tras él, que tus estudios79

  no dudo que le convenzan, 

  y si no bastaren, hazle 

  una, dos y tres protestas80

  de que es mi misericordia 

  tal, que ni quiere ni intenta 

  la muerte del pecador,81

  sino antes que se arrepienta 

  y viva. (1250-57) 

Once again, the divine number as well as the juridical image of Fernando as Christ the 

Judge are displayed, this time in the three admonitions.  Calderón presents onstage the 

concept that King-Christ-Judge hurts at the obstinacy of Apostasía.  He sketches an 

excessively proud and unpleasant theatrical character and contrasts it with the humble, 

patient, and merciful figure of Santo Rey.  As mentioned before, the goodness and at the 

same time severity of the King are similar to those of the Savior he represents.  At the 

same time Domingo, speaking to Apostasía in the name of the King, represents the 

 
79 This is an allusion to the scholarship of the Dominicans. 
80 In the Inquisitorial process, the heretic was given two admonishments and one anathema before being 
relaxed to the secular authorities.  This corresponds to the “after the first and second admonition” of Titus 
3.10, mentioned by St. Thomas Aquinas in the Summa (S. II-II, Q. 11, A. 3). 



 198

                                                                                                                                                

Church, intermediary between lost humanity and Christ, which attempts to reconcile the 

sinner and God.  According to Christian theology, the very Son of God who humbled 

himself to extremes and allowed himself to be killed in a horrible manner in order to save 

even his executioners, does not hesitate to deliver those who obstinately reject him to 

eternal torment.  Accordingly, in the thought of the time, the rejection of such 

incomparable mercy deserves not only eternal, but also temporal punishment. 

 Once more, the Christ-like San Fernando expresses a combination of indignation 

and compassion.  The King’s initial response to the unrepentant Apostasía’s heresy is one 

of righteous anger:  “Para esas cuestiones, nunca / daré en mis reinos licencia” (1222-23).  

The instructions indicate that “Sale la FE” (1225).  From this point until the execution of 

the heretic, there is a periodic exchange of positions between Caridad and Fe, depending 

on the verbal thought of Fernando.  There has to be a position of preeminence onstage for 

this alternation to take place, though its nature is not specified in the instructions. 

 At the King’s first expression of indignation, Caridad states, “Aquí de la Caridad / 

quedó la oliva suspensa” (1226-27).  (This “oliva” refers to the “ramo de oliva” carried 

by Caridad in Hebraísmo’s baptismal march.  This item also figures on the emblem of the 

Inquisition.)82  Fe responds, “Y aquí de la Fe la cruz / a lograr su triunfo empieza” (1228-

29).  Upon Apostasía’s transfer to prison, Fernando expresses mercy:  “Religión, ¿qué 

haremos para / que esta alma no se nos pierda?” (1246-47).  The instructions indicate that 

“Vuélvense a trocar, FE y CARIDAD” (1248).  Following the King’s instructions, 

Religión states: 

 
81 See Ezekiel 18.31,32 and 2 Peter 3.9. 
82 See the footnote for verses 1226-29 on p. 146 of the Reichenberger edition. 
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   Tras él iré 

  y haré que se le requiera 

  primero con dos edictos, 

  después con una anatema. (1258-60) 

This statement (like that of Rey in verses 1250-53) summarizes the inquisitorial process.  

At this point, Caridad goes with Religión to speak to Herejía and Fe remains with 

Fernando/“Fe-dando”. 

 There next appear adjacent statements by Rey and Fe which seem contradictory.  

Fernando intercedes for the heretic:  “¡Señor, / haced que sobre sí vuelva!” (1296-97).  Fe 

responds, “¡Haced, Señor, que la Fe / su triunfo en Fernando tenga!” (1298-99).  While 

the King seems to be expressing mercy, and Fe wrath, at this point they are both 

expressing mercy.  Remember that the term “auto de fe” does not necessarily represent 

the execution by fire of the heretic.  It can also imply “act of faith” in the sense of 

repentance on the part of Apostasía.  Thus, the triumph of the Faith in Fernando referred 

to by Fe does not allude primarily to the execution of Apostasía, but to his salvation.  No 

matter what the outcome of the encounter between Religión and Apostasía, Faith will 

triumph in San Fernando.  If the heretic repents, his temporal and eternal lives will be 

spared.  If not, he will lose both.  However, in his godly mercy, Fernando would greatly 

prefer Apostasía’s repentance.  Nonetheless, having followed the inquisitorial process, 

Religión is not successful in his attempt to convince Apostasía to recant his heretical 

doctrines.  The piety of the ideal monarch was previously displayed by Fernando in these 

words:  “¡Señor, muera yo y no haya / quien en mi Reino os ofenda!” (1266-67).  Santo 

Rey demonstrates his faith by lighting the fire, while Música shouts the motto, “¡Viva la 
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Fe y el albigense muera!” (1395).  This is the collective representation of the second 

meaning of the expression, auto de fe. 

 Within the auto de fe scene there is a mystery which cannot be perceived at the 

literal, temporal level of interpretation.  This scene represents the concept of the eternal 

destiny of each individual, based on their reaction to the cross.  While observing the auto 

de fe, Alcorán speaks words that clearly connect the scene to the crucifixion and burial of 

the Lord: 

  ¿“Viva la Fe y el albigense muera”? 

  ¿Dónde corre mi recelo, 

  si a cada paso que yerra 

  toda es sepulcros la tierra 

  y todo rayos el cielo? 

  Eclipsado me parece 

  que miro al sol, si al sol miro. (1396-1402) 

Before the burning of the heretic, the actions of San Fernando clearly allude to the 

sacrifice of Christ.  The following are the scenic instructions:  “Sale la FE, delante de 

todos, con una cruz verde, y después el REY, con un haz de leña, y todos los músicos y 

demás compañeros con sus haces al hombro” (1457).  This image presents the concept of 

Christ bearing his cross, telling his followers:  “If any man will come after me, let him 

deny himself and take up his cross daily and follow me” (Luke 9.23).  The character 

Hebraísmo, nearly martyred by Apostasía earlier, represents the Christian, dead to the 

world, who faithfully follows Jesus, denying himself.  In a deeper sense, Hebraísmo 

represents the crucified thief who asked for and obtained mercy from the Lord.  
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Apostasía, on the other hand, at a certain level of interpretation, represents the evil man 

who rejects Jesus’ calling and persecutes the children of God.  At a deeper level, he is a 

figure of the “bad” thief, crucified at the left hand of the paschal Lamb.  (Obstinate would 

be a better description, given the universality of sin.)  This man hangs between heaven 

and earth, at the threshold of heaven, but is too proud to ask for forgiveness from the 

Crucified.  Such pride condemns him to the eternal flames.  This idea was represented in 

the previous image of Apostasía at the threshold of the Church, not deciding to enter.  In 

this sense, the historical-legendary, Spanish auto de fe is a figure of both the “first auto 

de fe,” celebrated on the cross, and the “last auto de fe,” to be celebrated in the Final 

Judgment.  The crucified Christ transmits life or death, faith or a hardened heart, 

according to the reaction of the individual to him.  The following words of Alcorán 

transmit this concept very well: 

  ¡Oh, qué de cosas me advierte 

  ver como en profundo sueño, 

  que nazcan de un mismo leño 

  ramas de vida y de muerte! (1501-1504) 

This emblematic triptych consisting of saved man and lost man, with Christ in between, 

is parallel to the image of himself presented by Christ in John 15.1, where he says, “I am 

the true vine: and my Father is the husbandman.”  He then speaks of two kinds of 

branches:  the good one which remains in him and bears good fruit, and the bad one 

which does not produce fruit and is cut off and cast in the fire.  Also, these words (a log 

with two branches) evoke the figure of the cross. 



 202

 At this stage, Santo Rey has displayed two of the three Theological Virtues.  He 

has effectively dealt with “el ladrón de casa,” “el doméstico enemigo” (1350-52).  In the 

words of Alcorán, “Fernando arrancó a los dos / de la liga de los tres” (1415-16).  Having 

dealt with the internal enemies of the country, the Christological Rey can focus his efforts 

on the external antagonists.  This alludes to the fact that judgment begins in the house of 

God (1 Peter 4.17a).  The last scene of El santo rey, Primera parte, opens the door for the 

triumphal manifestation of Esperanza in San Fernando in the Segunda parte.  The 

character representing this virtue affirms that “la Esperanza siempre guarda / sus triunfos 

para después” (1747-48). 

 It is important to note that, at this stage of the auto, time elapses at two levels:  

chronological and cosmic.  The actions of the actor representing Santo Rey are carried 

out within the time range of the theatrical performance of the auto sacramental.  On the 

other hand, his motion and words onstage allude to intra-historic events with eternal 

repercussions.  In their representation of Christ, the actions of San Fernando are about to 

develop in a manner parallel to the most solemn moment of the Mass:  the Consecration. 

 Calderón continues his Christological representation of Fernando to the end of the 

auto.  An old man (Viejo), “de camino,” arrives and asks Alcorán a question which is key 

to understanding what is represented by the old man (whose presentation onstage might 

appear problematic and senseless) and the events which he narrates:  “¿El rey, / 

sabréisme decir si acaso / ha de volver por aquí?” (1516-18).  Upon finding Santo Rey, he 

communicates to him the following news: 

   Almanzor, 

  rey de Córdoba, señor, 
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  contra la jurada fee 

  de la tregua, de Galicia 

  las campañas ha corrido, 

  asolado y destruido, 

  hasta llegar su codicia 

  a la ciudad de Santiago, 

  donde no sólo en sitiarla, 

  en rendirla y saquarla, 

  cebó el furor, pues su estrago 

  hasta la iglesia pasó 

  del grande patrón de España, 

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

  Aun de sus torres después 

  hizo bajar las campanas, 

  llevándolas con esquivos 

  yugos uncidos cautivos 

  a Córdoba. (1354-66; 1580-84) 

Through the words of Viejo it becomes apparent that, in a supernatural apparition, the 

cosmic enemy of Spain, presented in La devoción de la misa, has repeated his exploits in 

Spain two-and-a-half centuries after his death.  At the historical level, these verses 

presage the conquest of Córdoba (prior to that of Seville) by Fernando III, a deed which 

will be briefly alluded to at the beginning of the second auto.  Once more, Spanish 

history erupts onstage to illustrate universal spiritual principles.  At a much deeper level 



 204

of interpretation, the old man with clothing “de camino” (traveling clothes) who asks if 

the King “ha de volver por aquí,” represents the faithful prior to the death of Christ, who 

awaited their rescue from Sheol by the buried Jesus.  This concept will be explained in 

detail in the analysis of the second part of El santo rey. 

 At the Christological level, the reaction of Santo Rey to this news reinforces his 

image as the agonizing, crucified Christ.  A cart is opened, displaying a scene similar to 

that of the Garden of Gethsemane, with Fernando alone, crying:  “Ábrese el carro, y vese 

en él el REY, sentado en una silla, escribiendo sobre un bufete en que habrá luces” 

(1632).  The following words of Rey, together with the scenery, make a connection for 

the spectators of the theatrical work:  the human fear of Fernando before his powerful 

temporal enemies, with the human fear of Jesus before his powerful spiritual enemies: 

  Ya que en público, Señor, 

  con lágrimas responder 

  no pude a la lastimosa 

  infausta nueva de aquel 

  mensajero, ahora que a solas 

  con vos estoy, bien podré, 

  sin empacho de que el llanto 

  flaqueza diga, romper 

  su presa, pues sabéis Vos, 

  (¡y cómo que lo sabéis!) 

  que con la lástima debe 

  llorar el valor tal vez. 
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  ¿Qué razones de consuelo, 

  u de esperanza daré 

  a un afligido prelado . . .? (1633-47) 

In his sermon on the day of Pentecost, the Apostle Peter affirms that God raised Jesus 

Nazarene from the dead, “having loosed the sorrows of hell” (Acts 2.24).  For Calderón, 

these mortal sorrows of Jesus are perceived in Gethsemane, as well as the cross.  Both 

events form a cosmic unit.  During Jesus’ agony, reflected in the actions of San Fernando, 

the sin of all ages falls on the shoulders of the expiatory Lamb. 

 Santo Rey immediately falls asleep.  Sleep is a well-known image of death.  At 

the Christological level, this act represents the moment of Christ’s death on the cross.  

When the Lord expires and says, “It is consummated,” he descends to hell to seize from 

Satan the plunder of his victory on Calvary.  When Fernando falls asleep, the two saintly 

brothers from Seville, Leandro (died 600) and Isidoro (560-636), appear in his dreams.  

The two saints urge him to take revenge, not only for the Cathedral of Santiago, but also 

for their native city, Seville (1687-90).  In contrast with Viejo, who mentions the offenses 

of Almanzor, King of Córdoba, the brothers speak to Fernando concerning Abenyucef, 

the Moorish King of Seville (1685-6).  These famous saints from the Spanish Church of 

the past are “vestidos de pontifical” (1668).  The visual symbol of the different clothing 

worn by Viejo and the two saintly brothers implies that, both the characters and the kings 

they mention, symbolize two different facets of the same spiritual battle.  While the old 

man and Almanzor symbolize the conflict between Christ and the devil when he descends 

to hell, the saints and Abenyucef allude to the battle of the historic Rey Fernando, vice-

God on earth, against the Moorish occupants of Seville.  In the battle for Seville, the 
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forces of Fernando III symbolize the Church militant on earth.  For Calderón, Christ’s 

actions in hell and those of San Fernando in Seville are cosmically united.  As an insult to 

God, the Islamic occupation of Spain is tied to the satanic captivity of the deceased 

faithful before the death of Jesus.  Both actions merit divine intervention, and this 

intervention is personified in San Fernando. 

 Next, something occurs which Heiple describes as “a holy apotheosis and the 

formation of the institution [the Inquisition] that will preserve the purity of the faith” 

(113).  The three virtues (demonstrated in San Fernando) come onstage with objects 

depicted in the seal of the Inquisition (1708).  Caridad brings “la pacífica oliva;” Fe 

carries the green cross; and Esperanza brings the sword (taken from Almanzor; 1733-37).  

The three Theological Virtues bring their objects together, forming the symbol of the 

Inquisition.  In this scene, Calderón connects Fernando’s three virtues with his legendary 

role in the foundation of the Inquisition.  A superficial analysis of the play would 

interpret it as a justification of the Inquisition and its associated auto de fe.  A deeper 

analysis (which, to my knowledge, has not yet been seen) would glimpse the eternal 

battles and victories of Christ and his Church in the battles and victories of Fernando III 

and Castile. 

 Before the conclusion of the first auto, Calderón represents the gathering of the 

army of Faith.  The old man who brought the bad news concerning Almanzor appears 

onstage once more and announces the arrival of “Los Maestres de las tres cruces / 

militares,” who, “en parabién / de su llegada, te hacen / esta salva” (1809-10; 1812-14).  

The words “las tres cruces militares” present the divine number and the symbol of the 

sacrifice of Christ together, in a bellicose context.  The arrival of the old man at the same 
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time as the grand masters of Spain’s three historical military orders, once more ties 

together the battles against Almanzor and against Abenyucef.  The salvo shot by the 

grand masters not only honors the Christ-King, but also indicates that a divine response 

to the diabolical grievances is about to be initiated.  Rústico runs in order to join the 

Castilian army:  “Desta vez / dejo el azadón, y trueco / el sayo por el arnés” (1813-15).  

Even the Christian of lowest rank is “Christ’s soldier.”  The simultaneous mention of 

arrivals of the military leaders and the enlisted peasant represents the totality of the 

Church militant which follows Santo Rey to battle. 

 Near the end of the work, the San Fernando-Christ character, encouraged by the 

arrival of the “soldiers of Christ,” presents the tasks at hand for the second auto: 

  Gran patrón, yo vengaré 

  en Córdoba tus agravios; 

  santos prelados, yo iré 

  en vuestro nombre a Sevilla. (1818-21) 

Here begins the representation of King Fernando as the image of the conquering Christ, a 

victorious solder.  The historical-allegorical Fernando accepts the challenge of his 

historical compatriots to avenge the Muslim offenses of previous centuries.  

Simultaneously, Rey-Cristo, after his death, hears the clamor of the Old Testament saints 

and goes to rescue them. 

 After the disappearance of the characters Hebraísmo and Apostasía, Alcorán 

ceases to be a human figure and acquires satanic traits.  In response to the words of 

Fernando, this already supernatural Islamic character affirms: 

  ¿Qué triunfos ha de lograr, 
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  si enviaré delante dél, 

  valiéndose mis hechizos 

  del diabólico poder, 

  en el traje de sultana, 

  todo el horror de mi ley, 

  para que halle prevenidos 

  a Almanzor y Abenyucef, 

  que su ejército destruya? (1832-40) 

In these verses, Calderón unites, in the mouth of the diabolical Alcorán, the two 

“enemigos externos” mentioned earlier, whom Santo Rey will confront in the second 

auto.  In addition, she mentions the name she will display in the second part:  Sultana 

(Secta de Mahoma).  Calderón closes El santo rey, Primera  parte, with a note of 

dramatic tension:  he presents two rival factions and alludes to the conclusion of the 

conflict in the second auto. 

 As has been seen in this analysis, El santo rey, Primera parte unites the 

celebration of the Eucharist with an apology in favor of the Spanish monarchy.  Taking 

advantage of the canonization of Fernando III, Calderón presents a cosmic image of 

Spain and its monarchy.  The canonization of this Spanish king is a national, historical 

milestone, and provides the monarchy (and thus the country) a “direct connection” to 

God.  In this auto sacramental, our dramatist unites national purposes with the divine, 

through the expert connection of the dramatic action with:  the liturgy of the Mass; with 

the Creed; with the sacraments; and with accounts of the life of Christ, in the Gospels.  

He bases the plot on the presentation of legendary accounts concerning the life of the new 
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saint.  When he uses historic events, Calderón does not strictly abide by the chronology 

of the past.  In the superficial interpretation of this auto, the battle of San Fernando to 

maintain the religious and political orthodoxy of his country is a figure of the Church, no 

longer persecuted, but militant.  By implication, the combat of Rey against the “enemies 

of God” is a figure of the Spain of Calderón, defender of the Catholic Faith under the 

leadership of the Hapsburg monarchy.  In light of a deeper analysis, the battles of the 

historical Fernando and Castile are figures of the cosmic battle between God and Satan. 
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Chapter 6:  Mourning turned to joy:  Spain triumphant in El santo rey 
don Fernando, Segunda  parte 

Referring to “Thy kingdom come” from the Lord’s prayer, the Catechism writes:    

Now we beg of God, that Christ’s Kingdom, which is the Church, may be 

propagated; that all infidels and Jews, schimatics and heretics may turn 

themselves to the Faith of Christ our Lord, and receive the knowledge of 

the true God, and return to soundness of mind, and to the communion of 

the Church of God, from whence they are fallen . . . (495; part 4, chap. 11, 

sec. 23) 

According to this passage, the Church is the kingdom of Christ.  Within the framework of 

time, the Lord uses the Church militant to extend his kingdom on earth. 

 In the same commentary, the Catechism defines the aim of this petition: 

Lastly, we pray that God alone may live in us, and he alone may reign in 

us, that hereafter there be no place for death; but that it may wholly be 

swallowed up in the victory of Christ our Lord, who having fettered and 

dispersed all the principality of the enemies, by his own power and might 

he may subject all things under his government. . . . (496; part 4, chap. 11, 

sec. 23). 

According to Catholic doctrine, when the Church militant, kingdom and body of Christ 

on earth, reaches (by the power of God) these objectives, God will descend on earth with 

the faithful who already dwell in glory.  At that time, the division of the Church in three 

(the persecuted in purgatory, the militant on earth, and the triumphant in heaven) will 

cease.  The will of God will be done, on earth as it is in heaven.  There will no longer 
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exist a Church militant.  Instead, all will be glorified and triumphant.  In El santo rey, 

Segunda parte, this transformation of the Church militant into the Church triumphant is 

personified, at the individual level, in San Fernando.  Concurrently, the subjection by 

Castile of all its Moorish enemies is a figure of this transformation at the universal level. 

 In La devoción de la misa (as well as El cubo de la Almudena), Christian Spain 

during the first part of the Reconquest is compared to the Church persecuted of the first 

three centuries of our era.  The soldier Pascual Vivas plays (among others) the role of the 

universal redeemed Christian.  (In a separate role, he is an image of Adam, origin of 

earthly chaos.)  The first auto related to San Fernando compares national experience to 

that of the Church militant which rises after the Christianization of the Roman Empire at 

the beginning of the fourth century.  In El santo rey, Primera parte, Calderón represents 

in Fernando III the ideal Catholic monarch and proposes a spiritual connection between 

him and the Spanish Habsburg monarchy.  Under this exemplary king, Spain extirpates 

the internal enemies of Catholicism, following the guideline asserted in 1 Peter 4.17a:  

“For the time is, that judgment should commence at the house of God.”  At a much 

deeper level, Santo Rey carries out, with varying degrees of correspondence, the role of 

Christ at his first coming, agony, death, and burial.  God judges universal sin in his own 

Son, the Righteous One for the sinners. 

 In the auto studied in this chapter, San Fernando, upon disposing of the external 

enemies of his religion, goes to meet his God.  The characterization of Fernando as a 

figure of Christ changes its focus.  In the first auto, the figure of Christ the Son of Man is 

manifest in this character.  In the second, this connection is more indirect:  San Fernando 

is a pious monarch, vice-God on earth, a Christological monarch.  A more humanized 

image of the monarch is presented—a compassionate man, mortal, who depends totally 

on God in order to achieve victory.  After inflating the Fernando character in the first 
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auto to the point of making him a figure of the earthly Christ, a theologically dangerous 

portrayal, in the second part Calderón “deflates” the allegorical “balloon.”  The 

playwright emphasizes the mortal aspects of the monarch and puts his humanity at the 

forefront.  It is as if San Fernando were echoing the words of St. John the Baptist in John 

1.20, “I am not the Christ.”  This second auto focuses on the total imposition on earth of 

the total victory won by Christ when he “walked in our midst.”  Christ is now seated at 

the Father’s right hand, subjecting his enemies on earth through the Church militant.  In 

Segunda parte, the Eucharistic apotheosis is linked to the death of Santo Rey.  Hope 

(Esperanza), third of the Theological Virtues, plays the central role.  The drama alludes to 

the total victory of Spain over its Islamic enemies, comparing it to the eventual victory of 

Christ and his Church over all forces of evil.83

 Before jumping into the text analysis, it is necessary to emphasize certain key 

concepts that will be repeated throughout the loa and the auto of El santo rey, Segunda 

parte.  The first key to interpretation lies in the concept of one item enclosed in another 

(in the style of the Russian Matrushka doll).  In contrast with the first Fernando auto, in 

the second part Calderón emphasizes from beginning to end the mystery of the Eucharist.  

In the Catholic theology exposed by this great dramatist, both the body and the blood of 

Jesus Christ are present in the Host in a real, not symbolic, form.  Throughout this auto, 

Calderón will reinforce, through icons, words, and dramatic action, the concept of the 

physical presence of Christ within the Host.  The preeminent icon of this concept will be 

the image of the Virgin with the Child Jesus.  Mary, by the grace and power of God, 
 

83 Concerning the vision Spain has of itself, as the standard-bearer of Christianity, Miguel Ángel de Bunes 
writes:  “La unificación territorial realizada por los Reyes Católicos convierte al Cristianismo español, 
después de siete siglos, en el triunfador.  La lucha con los turcos en el Mediterráneo y los difíciles 
progresos conquistadores en el Norte de África van limando el optimismo primero hasta atemperar los 
ánimos y la exaltación de los cronistas.  Con la batalla de Lepanto y con la expulsión de los moriscos de la 
Península nuevamente aparecen este tipo de interpretaciones de la historia pasada.  La nación hispana, y 
con ella el Cristianismo, vuelve a ser la triunfadora contra el infiel, concepto que también es propagado por 
el nuevo ideal religioso que sale del Concilio de Trento” (78, footnote 42). 
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carried in her womb the God-Man during nine months.  The Catholic monstrance with 

the consecrated Host within is a symbol of this great mystery.  Calderón will also 

mention, throughout the play, two symbolically-charged words related to this concept:  

“arca” (ark—Noah’s ark, arc of the covenant), and “arco” (“arco iris,” Spanish for 

rainbow; “arco de la paz,” symbolic name in this auto for the cross).  Noah’s ark carried 

within it the only faithful in the entire earth.  The presence of Yahweh amongst the 

people of Israel dwelt in the ark of the covenant.  Both the rainbow and the cross are 

symbols of God’s forgiveness.  On a broader level, Calderón will present concentric 

circles of minor victories within greater victories, with the greatest of all coming at the 

end.  The concept of increasingly extensive victories was already observed in the analysis 

of La devoción de la misa, in which God gradually reestablishes universal order at 

different levels, culminating in the Second Coming of Christ. 

 A second key to the interpretation is found in the use of certain symbolic 

numbers.  Interestingly, our playwright adds another number to the omnipresent number 

three of the previous auto:  forty.  While three is an exclusively divine number, forty, 

number of preparation and fulfillment, exhibits a human significance.  The two numbers 

together represent the union of God and man.  As will be mentioned in the loa, Noah and 

his family were safe within the ark during the forty days and forty nights, as God purified 

the earth.  Moses spent forty days and forty nights on Mt. Sinai before receiving the 

tablets of the Law.  The humanized Jesus spent forty days in the desert, undergoing the 

temptation of Satan.  In view of these and numerous other forty-day periods mentioned in 

the Bible, the number forty is associated with periods of trial.  According to Ferguson, at 

a broader level, this number is a symbol of the Church militant (278).  The constant 

repetition of the number forty emphasizes the focus of this auto on this concept. 
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 The combination in this work of the divine number three and the human number 

forty produces explosive results.  The product of three and forty, one hundred twenty, is a 

number charged with symbolic energy.  It alludes to the day of Pentecost, when the 

hundred twenty disciples (including Mary the mother of Jesus) received the powerful 

filling of the Holy Spirit.  This anointing from on high prepared them to carry out the 

purposes of God on earth.  Significantly, the color red seen in the auto (for example, in 

“la Roja Cruz,” p. 1297)84 alludes, not only to the tongues of fire of Pentecost and the 

sacrament of Confirmation, but also to the blood of the martyrs (Ferguson 63).  The 

soldiers of Christ must frequently shed their blood for him.  Among the Catholic 

sacraments, that of Confirmation is associated with Pentecost.  Of significance for the 

focus of this auto, Calderón displayed a symbol of this sacrament near the end of the first 

part, in the figure of Rústico joining the King’s army.  On the one hand, the placement of 

sacred oil on the forehead of the participant represents the Holy Spirit descended on the 

Church the day of Pentecost.  The rite performing bishop’s light blow on the cheek and 

“Peace be with thee” blessing symbolize the enlistment of the individual in Christ’s 

service. 

 The third key of interpretation I will mention is the use, as in the first part, of 

liturgical, creedal, and sacramental symbols.  Once more, these represent the profound 

theological concepts exposed by Calderón in this work at a level accessible to any 

Catholic.  Significantly, in the second part, our dramatist no longer uses images from the 

life of Jesus, presented in the Gospels.  The previously mentioned purpose of this 

omission is the “deflation” of the comparison of Fernando with Christ. 

 Having presented this introductory data, the text can be analyzed.  The character 

of Madrid opens the loa to El santo rey, Segunda parte, with a justification, based on the 
 

84 The quotations from El santo rey don Fernando, Segunda parte will indicate the page number of the 
Valbuena Prat edition.  (There is currently none from Reichenberger.) 
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dancing of King David before the Ark of the Covenant, of the joyful celebration of 

Corpus Christi.  As previously mentioned, the festive celebrations of Corpus contrast 

with the more solemn atmosphere of Easter.  The very same sacrifice celebrated by both 

Church holidays is a sweet-sour occasion:  an atrocious death from which flows life.  The 

loa establishes the contrast between sadness and joy that will remain throughout the auto.  

In addition, it deposits in Spain a Messianic significance.  On page 1291, Madrid refers to 

herself as the “Católica Sión.”  With Madrid representing Zion, what is Spain but “the 

Israel of God”?  The mention of the Hebrew King David at the beginning of this loa (in 

contrast with the mention of Carlos II in the first loa) once more emphasizes the 

connection between the Church and the Old Testament.  Apart from his role as King of 

kings, Jesus Christ is King of the Jews, of royal Davidic blood.  At the same time, the ark 

of the covenant (with the manna, representative of Jesus, within) is a figure of Christ in 

the womb of the Virgin Mary. 

 The following words of the character Madrid are the first allusion to the fusion in 

this auto of the numbers three and forty.  Speaking of the redemptory work of Jesus, she 

states: 

  pero sé, que desde Jueves 

  a Sábado consumó 

  Cristo Pasivo y Triunfante, 

  la Obra de la Redención: 

  Y así, a honor de los Tres Días, 

  de que unidas partes son 

  las Cuarenta Horas, cantad. (1291) 

The simultaneous allusion to the three days (the Easter Triduum) and the forty hours of 

the “Cristo Pasivo y Triunfante” highlights, among other things, his divinity and 
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humanity.  This is a concept related to that of the human Church militant which fights 

with divine power.  This is also the allegorical location (that of the burial of Christ and 

his descent into hell) in which Calderón left his first San Fernando auto. 

 According to Alice Pollin, in the loa “el coro canta toda la secuencia del Corpus 

atribuida a Santo Tomás de Aquino” (132).  This liturgy, on page 1291 of the loa, alludes 

specifically to the steps in the consecration of the Host in Mass.  I will briefly mention 

some of the terms associated with this sacrament, which appear in the loa.  The “Mesa” 

(Table) is the location of the Eucharistic elements, and alludes to “la mesa de Cristo” 

(Christ’s table).  The “Elevación” (Elevation) is when the priest raises the Host, 

converting it (according to Catholic doctrine) into the body and blood of Jesus Christ.  

This change is known as transubstantiation.  This act corresponds to the raising of Christ 

on the cross.  The “Fracción” (Fraction), when the priest divides the Host in two, 

symbolizes the separation of the body and soul of Christ, at his death.  Significantly, 

when Madrid is about to mention the “Refacción” (Commingling), Apostasía enters.  The 

Commingling refers to the moment when the priest deposits half of the Host in the wine 

of the chalice, representing the re-union of the body and soul of Christ, in his 

resurrection.  This interruption is a sign, among other things, that the second auto is going 

to begin where the first left off:  the “resurrection” of the victorious “Fernando-Christ.” 

 The antiphonal chant of this sequence by Madrid and the musicians, similar to the 

responsories of the Mass, emphasizes the doctrinal, Eucharistic nature of the theme, not 

only of this loa, but also of the second auto related to Santo Rey.  The following are 

mentioned in this passage:  terms related to food (“cena,” “Vino y Pan,” “comida y 

bebida”); to the universality of its offer (“aunque mil coman de él, / que tanto a este, 

como a aquel / le toca de la Porción”); and to the Old and New Testaments (“nueva 

Pascua”).  These terms represent the universality of the sacrifice of Christ, seen at the 
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Mass.  Christ, through the Church militant, offers his flesh and blood to all humanity, 

Jews and Gentiles. 

 When Apostasía arrives, Madrid asks him how he dare enter, knowing that 

Madrid is “Trono, y Silla / del más Católico Imperio” (1292).  These words emphasize 

the special role of Spain in the Church militant.  Apostasía’s immediate response brings 

into focus one of the emphases of the auto (the temporal mixture of hay and stubble): 

  ¿Qué extrañas, si eres abrigo, 

  patria, asilo, amparo y centro, 

  Corte de España, de tantos 

  tolerados extranjeros, 

  como en ti viven, que sea 

  yo el uno o el todo dellos? (1292a) 

 Apostasía then asks Madrid concerning the use of the number forty in the liturgy.  

As was mentioned, in the Bible, the number forty is associated with periods of trial.  In 

response, different characters appear onstage, representing the three (divine number) ages 

in which God divided the history of mankind.  These discuss the “bitter-sweet” 

significance of this number during their epochs.  All three ages contain images of the 

sacrifice of Christ. 

 The characters, their three ages (except for Elijah, who represents no age, but only 

the prophets), and their association with the number forty are:  Noé (Natural Law; spent 

forty days in the ark, he and his family being saved from the flood); Moisés (Written 

Law; spent forty days on Mt. Sinai before receiving the Commandments); Elías (with the 

bread given him by the angel, walked forty days and forty nights); and the Law of Grace 

(representing Jesus, who prayed forty days in the desert; in addition, according to 

tradition, forty hours passed between his death and resurrection). Calderón uses the 



 218

                                                

apparently contradictory comparison of Christ with bread and stone in order to emphasize 

the theologically mysterious figure of the Son of God (1294).  Once more, there is a 

combination of the numbers three and forty:  three divine Ages personified in men 

associated with the number forty. 

 The wood of Noah’s ark is associated with the wood of the cross.  (Noah’s ark is 

also a symbol of the Church.)  The bread of Elijah is compared to the Bread of life, Jesus 

Christ, and specifically, to the Viaticum (bread for the journey) – the Host given to those 

about to die.  (This presages the death of San Fernando at the end of the auto.)  On the 

other hand, the perfect symmetry between the three Ages is established.  On both 

extremes of the “triptych,” Natural Law and the Law of Grace demand obedience to the 

two great commandments:  love of God and love of man.  At the same time, according to 

the words of Jesus in Matthew 22.34-40, the Ten Commandments of the intermediary 

Law of Moses depend on them as well.85  In the end, an extremely rare event for autos 

takes place – Apostasía turns from his old ways: 

  Esa es pequeña objeción: 

  y pues que yo me confieso 

  vencido a vuestras razones, 

  en fe de que me arrepiento, 

  dadme a mí la Loa. (1295) 

 The last section of the loa alludes to two important spectators present for the 

inauguration of the play: the young King Carlos II (nine years old at the time) and the 

Regent (his mother Mariana de Austria).  Música completes the loa enlacing Carlos II 

with Fernando III: 

  Que es mirarse al espejo, felice anuncio, 
 

85 As previously seen, Pascual Vivas, main character of La devoción de la misa, exemplifies the fulfillment 
of the love of God and of man. 
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  de Fernando Tercero, Carlos Segundo: 

  pues Virtud y Victoria previne [sic] en Carlos, 

  empezar un Rey Ángel, con un Rey Santo. (1295) 

 Although the second part of El santo rey contains allegorical elements, it is much 

more historical then the first part.  In the words of Heiple, “Realism does abound in the 

second part, which has twelve historical characters and only four allegorical characters – 

who are in fact more supernatural than allegorical” (107).  As in the four autos previously 

studied, the dialogue at the beginning of the play clarifies the significance of the action 

that is to occur.  Significantly, before the initiation of the conversation, “Tócase un 

clarín” (1295a).  In 1 Corinthians 14.8, the Apostle Paul writes:  “For if the trumpet give 

an uncertain sound, who shall prepare himself to the battle?”  Each time a clarion is heard 

in the auto, it indicates the start of a battle.  As can be recalled, at the end of the first auto 

about Santo Rey, Alcorán threatens to resist Fernando “en el traje de Sultana” (verse 

1836).  This malevolent figure, representing the Secta de Mahoma (Sect of Mohammed), 

appears in dreams to Abenyucef, Moorish king of Seville, at which they start a 

conversation.  Whereas Almanzor briefly plays the role of the devil in this auto, Sultana 

in her incarnation as Islam is a spiritual agent of the devil.  As previously mentioned, 

Abenyucef is a historical character based on Muhammad ben Yusuf, the last king of 

Seville (Bunes 67, footnote 14). 

 The initial instructions of the Segunda parte indicate, not only the presence of the 

two initial characters, but their onstage location as well:  “Tócase un clarín, y abriéndose 

en lo bajo del primer carro una tienda de campaña, se ve en ella ABENYUCEPH 

dormido; y sale de otro, SULTANA MORA” (1295).  As was seen in the first chapter, 

there were onstage carts for the autos sacramentales.  In Calderón’s earlier autos there 

were two, and in the latter, four.  These instructions indicate that two of the four in this 
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play are assigned to Islamic characters.  They also imply that there is some kind of tower 

with an upper and lower level on each cart, and that it is covered with some type of 

curtain which can be opened or closed.  In a speech of Sultana to the King of Seville, 

Abenyuceph (pp. 1296-97), Calderón finishes in a very rapid and condensed manner the 

presentation of Fernando as a figure of the humanized Christ (initiated in the first auto), 

and proceeds to the focus of the second auto:  the Church militant, which effects on earth 

the victory won by Christ on the cross.  In the first part, Calderón symbolizes in San 

Fernando the third (Jesus’ Incarnation) and the fourth (his passion, crucifixion, death, and 

burial) articles of the Creed.  In this monologue of Sultana at the beginning of the second 

part, our playwright presents in Fernando, in a very brief and veiled manner, the 

following (fifth) article of the Creed.  This article affirms that the Lord “descended into 

hell.  On the third day he rose again.”  The doctrine of the descent of the Lord into hell 

might be unknown to many contemporary readers and, at the same time, it is necessary to 

understand its details in order to perceive the Calderonian allusions to it in this passage. 

 In Luke 11.21-22, having cast out a demon, Jesus pronounces the following 

words:  “When a strong man armed keepeth his court, those things are in peace which he 

possesseth.  But if a stronger than he come upon him and overcome him, he will take 

away all his armour wherein he trusted and will distribute his spoils.”  These verses 

correspond to the previously cited passage (Ephesians 4.8-10), in which the Apostle Paul 

speaks of the descent of Christ “into the lower parts of the earth,” where he “led captivity 

captive.”  The words of the Lord are allegorical:  the strong man armed is the devil; his 

palace is hell; the things that he possesses are all who are in the hell of the first death; he 

that is stronger than him is Jesus Christ; the weapons in which he trusts are death and the 

sepulcher – Christ removes their “sting” (1 Corinthians 15.55-56); the spoils consist of 
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the faithful deceased prior to the resurrection, whom he rescues from hell and takes with 

him in the resurrection.86

 According to the Catechism (in its commentary on the fifth article of the Creed), 

prior to Christ’s death, hell was divided in three parts:  Gehenna (permanent dwelling of 

the infidels)87; purgatory (temporary dwelling place of the faithful in need of 

purification), and the dwelling of the faithful previous to Christ being made man (38).  

Speaking of this last division, it expresses the following: 

Lastly, the third kind of receptacle is, that wherein the souls of the saints 

were received before the coming of Christ our Lord, and there being 

refreshed with the blessed hope of redemption, and free from all sense of 

pain, enjoyed a peaceable habitation.  The souls therefore of these pious 

persons, who in the bosom of Abraham expected the Savior, Christ our 

Lord, descending to hell, delivered.  (58; part 1, chap. 6, sec. 6) 

 At the beginning of the previously mentioned monologue, Sultana speaks of the 

“Tercer Fernando” (the divine Fernando, symbol of the humanized Christ) in terms which 

simultaneously refer to the historical Fernando and to Jesus Christ.  According to 

Ferguson, the number two symbolizes the two natures of Jesus (276).  These double 

references to San Fernando imply his dual role in these two autos as Jesus (divine) and 

King Fernando (pious man).  At the same time, they reemphasize the connection, 

established at the end of the first part, between the battles of the humanized Christ and 

those of the historical monarch. 

 
86 Christ’s descent into hell is mentioned in Canto IV of the Inferno section of Dante’s Divine Comedy.  
Here, the literary Virgil states, “I was a novice in this place / when I saw a mighty lord descend to us / who 
wore the sign of victory as his crown” (20).  He then refers to Christ’s release of the Old Testament saints 
and their joint ascent to heaven.  He ends this narration asserting that “before these souls were taken, / no 
human soul had ever reached salvation” (21). 
87 “Gehenna” was the neotestamentary Greek form of the Hebrew Hinnom, name of a valley outside 
Jerusalem in which trash and rubble were continually burned.  This was a metaphor for “hell”. 
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 To begin with, the words, “Hallándose con dichosa / sucesión en la preclara / 

Beatriz” allude, not only to his historical wife, but also to the wife of Christ, the Church, 

his “successor” on earth after the resurrection.  The mention of the cession of the Crown 

of León to Fernando, while alive, by his mother, contains Christological, as well as 

Marian, allusions.  The mother of Santo Rey, proprietary Queen of León, is a figure of 

the Virgin Mary.  On the one hand, the Catholic Church attributes the title, Queen of 

heaven, to Mary (Ferguson 123).  On the other, although both Mary and Joseph were of 

royal Davidic blood, due to the virginal conception, Jesus received his hereditary right to 

the throne of David through his mother.  Compare also the name of the ceded kingdom, 

León, with the Messianic expression, Lion of Judah.  Symbolically, Mary ceded her right 

to the throne of Judah while alive, not disputing the title “King of the Jews,” hanging 

from the cross.  The expression, “Aún no contento con ambas [Castile and León],” and 

the mention of Fernando’s desire to pull up “tantas fuertes raíces . . . echadas tiene el 

África en Europa,” refer, not only to the historical Fernando, but also to Christ.  The 

Savior, not satisfied with being King of the Jews, descended to hell and ascended into 

heaven after his death, where he received the title, King of kings, from the Father.  His 

burning desire is to pull up the tares from the wheat, even as Fernando desires to pull up 

the African roots from Europe.  Next, Sultana describes the King in the Messianic terms 

of the first Fernando auto: 

  ¿Pero qué mucho, qué mucho 

  viva en esta confianza, 

  si amado, y temido a un tiempo 

  le siguen todos con tanta 

  fe y lealtad, que reina aun más 

  que en las vidas en las almas? (1296) 
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Once again, Fernando is mentioned as a loved and feared leader, like Christ.  These 

words also emphasize two interrelated concepts:  the faith and loyalty of his followers, 

and his reign in their souls.  This image of a king ruling over his followers’ faith-filled 

souls is a direct allusion to the King of kings. 

 The mention of the revenge which Fernando executes in Almanzor and in his 

headquarters in Córdoba is the final direct parallel which Calderón establishes in this 

auto between Fernando and the humanized Christ.  Various factors support the 

connection between Almanzor and the descent of Christ to hell.  In first place, the old 

man “vestido de camino” who brings Fernando news of Almanzor in the first Fernando 

auto, is a clear symbol of the Old Testament saints who restfully awaited their rescue 

from hell, as was discussed in the last Catechism quotation.  Secondly, the historical 

Almanzor lived two centuries prior to Fernando, implying an old battle.  Additionally, 

Almanzor, with his “palace” in Córdoba, was a much more global and fearsome character 

than Abenyucef, with his “casa” in Seville.  Córdoba was the seat of the unified Arabic 

government in Spain, at its height (the Caliphate).  The city of Seville never ruled the 

entire Muslim Spain.  By the thirteenth century, it was no more than the center of the 

small tributary kingdom of Seville. 

 In her following words, Sultana describes the desecration of the cathedral of 

Spain’s patron saint by Almanzor, ruler of Córdoba, as well as the vengeance which 

Fernando carries out: 

  Pues habiendo antes su Rey 

  Almanzor, corrido hasta 

  la Ciudad, que a su honor llaman 

  Santiago, y robado al Culto 

  de su Sepulcro la plata, 
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  . . . . . . . . . . . . . . . . . . . . . . . . 

  [y] traído hasta las campanas 

  a hombros de esclavos cristianos 

  agobiados de su carga, 

  él en venganza (si es 

  que es el castigo venganza) 

  poniendo a Córdoba sitio, 

  hizo después que la asalta, 

  que con los demás haberes, 

  que victorioso restaura, 

  esclavos moros en hombros 

  fuesen también a llevarlas. (1296)88

These historical events, related though separated by two-and-a-half centuries, contain a 

powerful spiritual allegory.  First, the following parallelism in this passage is significant:  

Almanzor forces his entry into the center of Spanish piety and robs its riches; San 

Fernando immediately bursts into his ancient foe’s headquarters and seizes what his 

adversary stole from him in the distant past.  Historically, this is a global image of the 

Reconquest:  the recuperation of lands and riches seized by a people of different religion.  

The mention in this passage of the “Sepulcher” of Santiago is the key to its allegorical 

interpretation.  During the forty hours of the sepulcher, Jesus descended to Satan’s 

“palace” and seized the spoils which from the beginning were his – the Old Testament 

faithful. 

 
88 The Crónica general manifests the profound effect these two events, separated by centuries, had on the 
peninsular Christians:  “De las campanas otrosi de Santiago de Gallizia que dixiemos que troxiera 
Almonzor de Gallizia a Cordoua por desonrra del pueblo cristiano, et estodieran en la mezquita de Cordua 
et seruieran y en logar de lanparas, el rey don Fernando, que fazie las otras noblezas, fizo estonçes tornar 
aquellas canpanas mismas et leuarlas a la yglesia de Sanctiago de Gallizia. (734) 
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 The words “Presto le pagó,” immediately after the previous quote, mark an abrupt 

change of focus in the auto.  In the remainder of the monologue of Sultana, the actress 

does not mention the conflicts of San Fernando, but instead, those of his vassals.  This is 

the allegorical indication that Christ has already ascended into heaven and that his 

vassals, the Church militant, carry out his battles on earth.  The only appearance of Santo 

Rey in the remainder of the monologue finds him praying, not fighting.  This symbolizes 

the intercession of the ascended Christ, before the Father, on behalf of his Church.  

Nonetheless, the indications of celestial interventions in these battles described by 

Sultana are a sign that Christ has not left his children orphan, but fights for them in their 

battles.  The presence of God with the Church militant is manifest at two levels:  the 

exterior (temporal miracles), and the interior (the seal of the Holy Spirit, transmitted in 

the sacrament of Confirmation). 

 Sultana refers to three (a divine number in and of itself) miracles of God in favor 

of his people, during the battles against the Moors (1297).  Once again, Calderón unites 

human conflicts with divine power.  The first miracle consists of the appearance of a 

heavenly knight (by its description, it seems to be Santiago) who frightens the Moorish 

adversaries.  At once, there is a reference to the legend of “ten tu día,” according to 

which, in a battle against the Moors in what is today the province of Badajoz, the Maestre 

de Calatrava (Grand Master of Calatrava) who served under Fernando III shouted, 

“¡María, ten tu día!”  The legend states that at that time the Virgin extended the day by 

three hours (once again, the divine number; God fighting for his people), during which 

the Christians destroyed the Moors.89  Calderón adds the circumstance that King 

Fernando, like a “Moisés segundo,” was praying while the Maestre (“Josué segundo”) 

directed this great victory (1296-97).  In this aspect, the dramatist merges the biblical 
 

89 On the road from Mérida to Seville, near the small village of Extremadura named Monesterio (my wife’s 
childhood town), lies the Monastery of Tentudía, built at the site of the legendary miracle. 
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stories of Exodus 17.8-16 and Joshua 10.12-14.  The final miracle mentioned by Sultana 

is the apparition of “aladas angélicas tropas” (“winged angelic troops”) at Jerez, before 

Prince Alfonso. 

 Sultana approaches the end of her monologue with an important allusion:  she 

informs Abenyucef that Fernando “viene a buscarte a tu Casa” (1297).  This coming to 

Seville of Fernando is parallel to the entry of Christ into Satan’s “palace,” hell.  Thus, 

Calderón allegorically connects the victory of Christ in his passion, burial, resurrection, 

and ascension with the victory of Fernando in this Andalusian city.  The final words of 

Sultana’s speech, as well the adjacent instructions, highlight the historical Muslim 

aggressivity: 

  en su defensa [Seville’s] te habla 

  por mí de tu Gran Profeta 

  el espíritu, que inflama 

  mi pecho, mi voz alienta, 

  mi fortuna anima, mi saña 

  enciende abortando iras: 

  no esperes a que lo haga 

  ese repetido estruendo, 

  que articulado en lejanas 

  cláusulas, dice a compás 

  de sus tropas y sus cajas. 

   (Dentro cajas, trompetas y voces.) 

  ELLA Y TODOS Arma, arma, guerra, guerra. (1297) 

 The harangue of Fernando before his troops (1298-99) is full of symbolism.  The 

three Maestres (Grand Masters) of the military orders, as well as don Arias, Archbishop 
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of Santiago, and don Ramón, Bishop of Segovia, come onstage.  Don Arias and don 

Ramón are symbols of the sacrament of the Holy Orders.  King Fernando mentions the 

fact that the Church carries its weapons in its ecclesiastical and secular components 

(1298).  He then makes allusion to the discovery of America by the future king, Fernando 

of Aragón.  Calderón juxtaposes these two Spanish kings who bear the same name in 

order to once again underline the cosmic meaningfulness of the Spanish monarchy.  This 

is similar to the connection of the name of Carlos II with Christological symbols in the 

loa of El santo rey, Primera parte.  The role of Spain in the conquest and evangelization 

of the “New World” was always a motive for religious and military pride in the country.  

In this allusion there is a proud reference to the change of the “Non Plus Vltra” to the 

“Plus Vltra”.  Speaking of the legendary founder of Seville, Calderón writes: 

  Hércules, que la fundó 

  lo diga, pues en su playa, 

  las Columnas de Non Vltra 

  erigió, sin esperanza 

  de que ya hubiese más Mundo 

  que ganar:  Ciega ignorancia, 

  pues si le hay, o no le hay, Dios 

  sabe para quién la guarda; 

  (¡oh sea otro Fernando más 

  digno de vuestra alabanza!) (1298) 

This fusion of the conquests of Spain in the Americas with its reconquests in the 

Peninsula creates a cosmic image, almost Messianic, of the country.  Calderón presents 

Spain as the instrument that God will use to subject the world to Christ.  This concept is 

also presented at the end, for example, of El sitio de Bredá, by Calderón: 
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  SARGENTO: Oíd, soldados, oíd, 

       escuchad atentamente: 

       ¡Bredá por el Rey de España! 

  ESPÍNOLA: ¡Y plegue al cielo que llegue 

       A serlo el mundo, rendido 

       Desde levante á poniente! (128) 

 The most important section of the harangue is next presented, when Fernando 

exposes the true motive of his attack on Seville: 

  ¡protestando siempre, 

  que lo que me mueve a obrarla 

  no es interés de más reinos, 

  ni propio amor de más fama! 

  Dilatar de la Fe el culto, 

  y rescatar de tirana 

  esclavitud las Iglesias, 

  que hoy en Mezquitas profana 

  impura, bárbara Ley, 

  restituyendo a sus aras 

  los Sagrarios del más Alto 

  Sacramento:  las estatuas, 

  imágenes, y pinturas 

  vuestras son todas mis ansias. (1299) 

Throughout the auto, it is key to note the emphasis placed on the devotion of Rey 

towards Jesus as well as his mother.  According to the monarch, the Virgin Mary is 

always his “primera salva” (1299).  This expression alludes to the fact that the birth of 
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Mary was the first sign that God was going to bring the Savior to the world.  The 

combination of Jesus and Mary also corresponds to the concept of one item (the Son) 

enclosed within another (his mother).  At the same time, the sacraria of the Sacrament are 

symbols of Mary with Christ within.  The images of Christ in the Virgin, the Host in the 

sacrarium, and Christ in the Host are intimately related.  In a conversation between Santo 

Rey and Bishop don Ramón, Calderón finishes “deflating” the Fernando-Christ 

connection.  The Archbishop of Segovia sees a glimmer of Christ and his Church in 

Santo Rey and his subjects: 

  Al ver a un Rey en campaña 

  sujeto al hambre, y la sed, 

  cansancio, estíos y escarchas, 

  a quien sigue cada uno 

  con su Cruz, y a quien él manda 

  que unos y otros se dividan, 

  acudiendo a partes varias 

  con sus órdenes, y todo 

  a fin de sacar de esclava 

  servidumbre al Pueblo, que es 

  un viso, un rasgo, una estampa, 

  viva imitación de aquella 

  Inmensa Bondad, que. . . (1300) 

Rey abruptly interrupts him, saying, 

     Basta, 

  no lo digas, no lo digas, 

  que no es bien que porque caiga 
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  otro en una Alegoría, 

  caiga yo en una jactancia; 

  y por hablar de otra cosa, 

  cansado estoy. (1300) 

Calderón, speaking through Fernando, recognizes the dangers of falling into excessive 

allegory and boasting, and puts him to sleep to emphasize his mortality.  From a 

retrospective viewpoint, our dramatist will emphasize the humility (one of the 

requirements for canonization) of the “future” saint. 

 Instructions indicate that, before going to sleep, “Vase [Ramón], y el REY se 

sienta en otra tienda de campaña.)  There he prays.  Fernando emphatically recognizes 

his mortality with words concerning “profundo sueño” (“deep sleep”) and death.  These 

allusions presage his death at the end of the auto.  His last words before going to sleep 

are a stern warning: 

  ¡Oh Humano Ser! 

  Por Real que seas, repara, 

  que si no mueres, no vives, 

  cuando piensas que descansas. (1301) 

Here, the word “real” has a double meaning:  real and royal.  It alludes to the concept that 

death comes to all social classes.  The image of Rey sleeping on his bed after this solemn 

disquisition perhaps would bring to the mind of the public a common allegorical theme of 

the times, that of the death of the powerful.90

 The instructions which follow provide somewhat of an image of one of the two 

carts associated with the Christians: 
 

90 This concept can be observed in one of Valdés Leal’s paintings in the Hospital de la Caridad in Seville 
(from “Las cuatro postrimerías”), in which a clergyman of the Orden de Santiago lies in a coffin.  His 
clothing, as well as his flesh, are gnawed away by worms, and a sign lies below the coffin, with the words, 
“Finis gloriae mundi.” 
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Quédase dormido, suenan las chirimías y ábrese un carro de nubarrones y 

estrellas, y véese en él un trono de serafines, en que  vendrá sentada una 

NIÑA, vestida como pintan la Imagen de los Reyes de la Santa Iglesia de 

Sevilla, con el Niño en brazos, y a sus lados dos Ángeles, como que 

sustentan el trono:  y cantando ellos, y respondiendo toda la MÚSICA, 

bajan hasta quedar en el aire, en medida proporción, según la distancia del 

tablado. (1301) 

The instruction “carro de” rather than “carro con” clouds and stars seems to indicate a 

cart tower covered with representations of these.  The image of the angels descending 

into midair appears to signal that they were on the upper level of the cart tower and were 

likely attached with rope to machinery which could elevate and lower them. 

 Immediately after lowering the theatrical ambiance to an emotional “abyss,” our 

dramatist raises it to celestial levels.  This scene represents the apparition of the Virgin 

and Child in dreams to Fernando.  This dream alludes to the hope of the Christian for 

eternal life, through the expiatory Lamb, who descended to hell in our place.  In these 

two adjacent images, Calderón emphasizes once more the theme, presented in the loa, of 

victory following tribulation.  The music and angels allude in their song to several 

metaphors of Mary and Jesus, including “cloud-manna” and “rose-palm leaf.”  The 

following words are repeated:  “que baja a serenar / diluvios de la guerra / el Arco de la 

Paz” (1301b).  The word “arco” alludes to the rainbow (arco iris) and is related to floods.  

After the flood, God placed the rainbow in the sky as a sign that he would never again 

flood the earth.  Consequently, it represents forgiveness and the reconciliation offered by 

God to the human race.  War and peace are contrasted.  Spiritual warfare is necessary in 

order to obtain global peace.  The “Arco de la Paz” also symbolizes the cross.  At the 

same time, it can allude to the Virgin as the receptacle (ark) of the Prince of Peace, Jesus 
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Christ.  After promising Fernando victory in Seville, the Virgin has a command for the 

King: 

  En honra de mi Hijo, 

  prosigue en restaurar 

  templo a la Devoción 

  y al Sacramento altar. (1302)91

With these words, Calderón emphasizes once more the primary mission of Santo Rey and 

the Church militant:  to extend the true faith throughout the world.  Immediately, Rey 

“despierta al ruido de cajas, trompetas y voces” (1302).  The perturbed King’s somber 

words are very baroque:  “¿qué susto no es verdadero / y qué gozo no es soñado?” 

(1302).  Throughout the length of this auto, Calderón focuses, not on the future, but on 

the present.  The Church militant cannot remain asleep, thinking of nothing but a glorious 

future.  She must put her hope in God, while daily battling for him. 

 Calderón attributes divine features to the deeds of the King during the battle.  In 

these celestial impressions, the actions of Fernando represent certain characteristics of 

God the Father, whereas those of his son Alfonso (the future Alfonso X), evoke the figure 

of Christ.  In one scene, the Maestre of Santiago and Prince Alfonso are at different 

locations on the battlefield.  First, a messenger comes before San Fernando from the 

Maestre, requesting military assistance.  After some time, another messenger, this one 

from Alfonso, arrives also requesting assistance.  Rey determines to aid the Maestre first, 

because his messenger arrived first.  When the speaker for the Prince asks him if his son 

 
91 According to Vicente Cantarino, during its first stage, the Reconquest was based on the right of the 
Christian kingdoms (successors of the Visigoth kings) to recover the lands lost to Islam.  During its final 
phase, it was transformed into a religious war.  Cantarino attributes this change to the Cluniac reform, as 
well as the reformist popes who promoted crusades against the infidels.  The same mentality which 
launched the Crusades to Palestine brought religious war to Spain (191-201).  It can be said that there was a 
simultaneous hardening of the Islamic faction.  This Muslim fanaticism is seen in the invasion of the 
Peninsula by the Almoravids and the Almohads, fundamentalist sects from Africa (XI-XIII centuries). 
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is not more important than a vassal, Fernando responds, “Cualquier vasallo es mi hijo” 

(1302).  These words represent the fact that God has no “favorites” – his love, like the 

Eucharist, is the same for all.  At the same time, they might represent the fact that God 

“spared not even his own Son” (Romans 8.32). 

 In the following scene, Calderón associates the number three with the battle, 

while simultaneously presenting a visual symbolic image of the efficacy of the Eucharist.  

San Fernando, concerned about the danger faced by the Maestre and his own son, states, 

“Mal con dos afectos lucho / cuando en dos partes escucho” (1302).  This figure of a 

division into two parts alludes to the first part of the rite of fraction and commingling, in 

the Mass.  Immediately, Almirante Ramón Bonifaz is seen “en el carro de la nube [i.e. 

where the Virgin and Child appeared].”  The cloud represents the place from which 

manna descended to the Israelites in the desert, and is a symbol of the Virgin as well.  

Upon the arrival of the Almirante, alluding to his previous “dos afectos,” Rey says:  “Y 

aun decir pudiera tres” (1303).  The Almirante immediately responds, “Sí, pero el tercero 

es / en tu favor” (1303).  The arrival on the Guadalquivir River of the armada this man 

directs causes fear in the Moors surrounding the Maestre and Alfonso, and they flee to 

the city.  Bonifaz explains the fear provoked by his ships: 

  Como una Armada no da 

  muestras de lo que en sí encierra, 

  asusta cualquiera tierra 

  donde llega. (1303) 

The ships with “el socorro que previene el Cielo” inside (the soldiers), are a symbol of 

the sacrarium with the Host inside.  Spiritually, the fear of the Moors before the ships 

represents the fear of the infidels before the Eucharistic mystery, relief of Christianity, 

whose meaning they cannot understand. 
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 After this incident, San Fernando asks that the Archbishop of Santiago send for 

the best sculptors of Castile and León.  Rey, like a good Catholic, shares the vision he 

had of the Virgin and Child with the Bishop, don Ramón, in order to determine if it is 

trustworthy (1304).  He also speaks with him concerning his desire to reproduce the 

vision as best as possible, in a sculpture, in order to remember Jesus and his mother and 

not sin against them.  The clergyman responds that, given the healthy zeal produced in 

him by the theophany, he might proceed with his plans to sculpt the image seen by him.92  

This consultation scene, repeated several times in this auto, stresses the importance in the 

Catholic Church of consulting the clergy concerning any spiritual doubt which arises.  

Even a king must do so.  The words with which Fernando describes his vision are 

charged with symbolic figures: 

  Vi, pero no sé si vi; 

  soñé, no sé si soñé, 

  que ni ver ni soñar fue, 

  bien que soñar y ver sí. 

  Que ese azul hermoso velo 

  se rasgaba y de él salía 

  nueva aurora, nuevo día, 

  nuevo sol y nuevo cielo. 

  Nuevo cielo, en su arrebol; 

  nuevo día, en su hermosura; 

  nueva aurora, en María Pura, 

  y en su Hijo, nuevo sol. (1304) 

 
92 The consultation the royalty with religious authorities concerning different projects can be seen in the 
episode in which King David consults with the prophet Nathan concerning the building of a temple in 
Jerusalem (2 Kings [2 Samuel] chapter 7). 
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This “nuevo sol y nuevo cielo” emerges from the torn veil of the Virgin.  Once more, the 

concepts of Mother-Son, and of one thing within another, are presented.  Blue is the 

traditional color of the Virgin Mary (Ferguson 272).  The new dawn (“nueva aurora”) 

represents, among other items, the blood of Christ which destroys darkness (Ferguson 

54).  The mysterious words of Fernando imply an even wider meaning.  The new sun and 

new heaven which come forth from the Virgin allude, not only to the Lord Jesus Christ, 

but also to the new universe, without sin, which God will create at the end of time. 

 In this work, Calderón presents the concept of three interrelated battles, one 

within the other:  a naval battle, the battle for Seville, and the battle of the Church 

militant to subject the world to Christ.  These battles are won from the least to the 

greatest, and the lesser victory facilitates the triumph at the next level.  (Remember the 

reestablishment of order in La devoción, from least to greatest.)  The naval battle and that 

of Seville begin with the sound of a clarion, while the “final trumpet” will signal the end 

of the battle for the world.  For Calderón, all the battles of Christianity throughout its 

history, from the smallest to the greatest, are interconnected. 

 The smallest battle is the naval one, which occurs a little farther down in the auto.  

Once again “tocan el clarín” (symbol of the initiation of a battle) and the scene is 

presented of the Almirante and his soldiers, “dando vueltas la nave” (1305).  This 

indicates that at least one of the Christian carts had a rotating tower with the appearance 

of a ship.  Saint Ambrose describes the boat as a figure of the Church, and the mast as a 

symbol of the cross (Ferguson 322).  The very name of the Almirante, Bonifaz (“bien 

haz” – do what is good), is symbolic of the duty of the Christian.  Previously in the auto 

(1303), it is mentioned that the Almirante’s armada consists of two large and seven small 

ships.  The large ships could represent the two Testaments of the Bible, and the small, the 

seven sacraments.  The words of the Almirante to his crew make him a figure of Christ: 
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  ¡Ea, soldados míos, 

  o morir o pasar de esotra parte! 

  ¡Quédese aquel a quien le falten bríos 

  para seguirme, siendo yo el primero 

  que haga ejemplar de cuán glorioso muero! (1305) 

The unanimous response, including that of a gracioso named Tropezón (stumble), 

representative of the most insignificant Christian, indicates the crew’s symbolic role of 

the Church militant, faithful unto death:  “Ninguno ha de dejarte. / A morir o a pasar de 

esotra parte” (1305). 

 Instructions indicate that Sultana observes the battle “en el carro de enfrente, que 

será un cubo de muralla, sobre las más altas almenas, como mirando a lo lejos el mar” 

(1305).  In addressing her, Abenyuceph indicates that “esa almena con tu soberana / 

beldad tal vez será Torre de Oro” (1305).  This presents the image of Sultana’s cart as an 

imitation of the Sevillian Moorish tower present to this day.   The armada is able to 

destroy a bridge of boats connecting Seville with the village of Triana.  They thus cut 

Seville’s supply route and ensure its eventual conquest.  The boat, like that in which the 

Apostle Paul traveled (Acts 27), is split in half.  Once again, this scene represents the 

fraction of the Mass, in which the priest divides the Host in half, corresponding to the 

death of Christ. 

 At a more advanced stage of the battle, another divine figure of Father-Son is 

presented.  Fernando decides to lead his own troops.  When his subjects dissuade him 

from so doing, on the basis that his loss would be irreparable, Rey decides to send his son 

Alfonso to the front in his place.  The prince gladly accepts: 

  Yo acepto 

  ir compañero en sus penas; 



 237

  pues al lado de la Roja 

  Cruz quieres que las padezca. (1307) 

The red cross referred to is the Cross of Santiago.  This is the symbol of Maestre don 

Pelayo Correa’s Order, the most preeminent of the three (Santiago, Calatrava, and 

Alcántara).  This separation of Fernando and Alfonso reinforces once more the image of 

the separation of Father and Son, somewhat parallel to the division of the Son’s flesh and 

blood in the missal fraction.  Even as the Christian individual must frequently give up 

exterior elements, such as friends, the individual must also give up internal elements, 

such as pride.  The Bishop of Segovia esclaims, “¡Que aún no perdone a su hijo! / ¡Oh 

rasgo de aquella Inmensa / Divina bondad de Dios!” (1307).  According to Ferguson, the 

red cross can symbolize the military saints (305), such as Fernando and Santiago, patron 

of Spain. 

 Near the end of the auto, Abenyucef and Sultana retreat horseback from the 

battlefield, defeated.  Sultana loses control of her horse, which rapidly takes her before 

Santo Rey and drops her at his feet.  (This is reminiscent of the fall of Apostasía, early in 

the Primera parte.)  Once more, the symbolic scene is presented, which appears in the 

first auto in the figure of Apostasía.  This is reminiscent of Proverbs 16.18:  “Pride goeth 

before destruction:  and the spirit is lifted up before a fall.”  The words of Fernando 

directed at her are an echo of the theme, introduced by Apostasía in the loa, of the 

mixture of infidels and Christians: 

  Admítate ahora yo, 

  que conviene que estés presa, 

  que Rey habrá que te arroje 

  expulsada cuando convenga. 

  Retiradla como a esclava 
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  donde estuvo como reina. (1308) 

These verses allude to the stay of the Moors in Spain, after their expulsion from Seville, 

and even after the departure of the last Moorish king from Granada in 1492.  They 

anticipate as well the expulsion of this “alien element” by Felipe III – once again, the 

divine number appears in the title of a Spanish king.93  As in the loa of the first auto, 

though the names of the Christological monarchs change, the center of their institution 

and of their triumphs is always the same, and is Jesus Christ.  In addition, these verses 

reinforce the concept that the monarchy imposes order to chaos – after this scene, the 

figure of the out-of-control horse does not appear again.  Once more, the concept of 

concentric victories, greater each time, is emphasized.  The words, “el Rey que te arroje 

cuando convenga,” allude, not only to Felipe III, but also to Jesus Christ, who in the Final 

Judgment will separate the wheat from the chaff and will cast the chaff into hell forever. 

 Not much later, Abenyucef establishes negotiations with Fernando concerning the 

rendition of Seville.  The focus of the negotiations and Abenyucef’s surrender is 

historical as well as allegorical, as Fernando tells the ruler of Seville to speak no more of 

the captive Sultana, because “no toca a lo historial” (1309).  The Moorish king makes 

several proposals.  He first offers to pay tribute, but the Catholic monarch does not accept 

it.  He then offers Santo Rey half of the city, but he is not satisfied with the offer.  San 

Fernando will accept none but the following terms: 

  La Ciudad será tuya 

 
93 In his book, The Holy War Idea in Western and Islamic Traditions, James Turner discusses the 
beginnings of the growing separation, within European governments, of the political and religious 
authorities:  “Thus during the last great upsurge of holy war fervor in Western Europe, the century of 
internecine warfare between Protestants and Catholics that was launched by the Reformation, the focus in 
religious quarters, Protestant and Catholic alike, was to support the role of the secular authorities in using 
force to protect the true faith, punish dissenters, and establish right religion (however these were defined).  
The religious apologists on both sides did not claim for themselves or for the church the authority to wage 
war but rather the authority to justify waging war – an important difference underscoring the increasing 
separation of the religious and secular spheres and the growing autonomy of the secular in statecraft” (88). 
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  con que las vidas concedas 

  y que saquen sus vecinos 

  mujeres, hijos y haciendas, 

  dándoles embarcaciones 

  en que al África se vuelvan 

  los que no quieran quedarse 

  con su Ley a tu Obediencia. (1310) 

Rey responds that he would have granted him those requests even if he had not asked for 

them.  Once more, this separation of the faithful from the infidels emphasizes the 

eventual separation of wheat and chaff upon the arrival of Christ.  Ironically, centuries 

later, under Felipe III, boats were supplied to translate the remaining, forcefully 

converted Moriscos from Spain to Africa.  The words directed by Fernando to Ramón 

Bonifaz and don Arias’ conception of his hand as their laurel reinforces the concept of 

the Spanish monarch as a defender of the Faith:  “Mi mano fuera indecencia / sino para 

levantar / las Columnas de la Iglesia” (1310). 

 During these negotiations, San Fernando behaves like a good Christian knight.  

The humanity of both kings reinforces their historical image.  Fernando treats his 

Moorish rival respectfully, and follows the following advice of Saavedra Fajardo:  “En 

las negociaciones es muy conveniente mezclar la dulzura con la gravedad y las burlas con 

las veras, como sean a tiempo y sin ofensa del decoro ni de la gravedad de la materia 

(522; Empresa 42).  When Abenyucef presents himself in order to present to him the city 

keys before departing for Africa, San Fernando speaks to him very gently: 

  No llores, no te enternezcas; 

  porque harás que llore yo, 

  que aunque son Leyes opuestas 
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  nuestras Leyes, no lo son 

  las de la Naturaleza, 

  que siempre a piedad obligan. (1311) 

 The scene of rendition, though historical, is of strong Christological typology.  

San Fernando dresses with the “imperial manto, diadema y cetro” (1310).  This implies 

him seated on the throne, a symbol of authority.  Jesus Christ will also sit on his throne 

when he carries out the Final Judgment.  The following words directed by Rey to 

Abenyucef clearly manifest the monarch-Christ connection: 

  Abenyucef, estas llaves, 

  aunque a mí me las entregas, 

  no soy yo quien las recibe 

  hoy más que para volverlas 

  mañana, bien como Alcaide 

  de Rey, que es solo el que Reina. (1310-11) 

This reference to his status as “Alcaide” is reminiscent of the Alcaide role of the 

character Hombre in El nuevo palacio del Retiro.  The major difference is that the 

Alcaide of the earlier auto is nothing but a figure of humanity at the service of God, as 

well as a noble serving the king.  Fernando is a figure of the king, at both divine and 

human levels, serving God.  The verses quoted above present Fernando as an obscure 

image of the eternal reign of the King of kings. 

 Following the expulsion of the Muslims from Seville, the action once more adopts 

a mysterious, allegorical tone.  It is as if Calderón departed once more from the details of 

Spanish history and adopted a divine, eternal, cosmic vision.  According to the 

instructions, towards the end of the auto, “Salen cantando los dos Ángeles de peregrinos, 
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y el tono sea imitación de extranjeros, que piden limosna” (1312).  Upon entering the 

limits of Seville, they encounter Sultana and repeat one of this work’s leitmotifs: 

  A mala tierra venimos; 

  pues lo primero que encuentra 

  nuestra peregrinación 

  es la tolerada mezcla 

  de infieles entre cristianos. (1312) 

This attitude corresponds more to the historical seventeenth century than to that of the 

historical Fernando III of Castile and León. 

 The two angels present themselves before the King and offer to make him the 

statue of the Virgin she required of him in his dream.  In the conversation the three 

engage in there are three more Messianic and Marian allusions.  (Once again, the concept 

of Mother-Son is presented.)  The angels tell Fernando that they learned their craft from a 

Sculptor.  When asked if the Sculptor was a good master, they answer: 

    No había 

  igual a él; tanto que un día 

  una estatua fabricó 

  solo de barro, a quien dio 

  tal alma, que en el vulgar 

  frase hablando, asegurar 

  pudo alguno, que la ve 

  tan perfecta en todo, 

  que aun no la faltaba hablar. (1314) 

When the King asks how beautiful the statue was, they respond: 

  Tanto, que tras la primera, 
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  otra fabricó de hueso; 

  y viva con tanto exceso, 

  que casi sentir la hizo. 

  Sí; pues quebradizo 

  metal, a un tronco tocó, 

  y del golpe se sintió, 

  tanto, que se le deshizo. (1314) 

 In these verses, the angels describe the creation of Adam and Eve, Eve’s sin (at 

the time, Adam’s was not emphasized), and simultaneously, the agony of the Virgin 

before the cross of the second Adam.  The mud statue is Adam, formed from “the dust of 

the earth.”  That of bone is Eve (created from Adam’s rib), as well as her opposite, the 

Virgin.  The log which makes the female figure come undone has a double significance.  

“A un tronco tocó” refers Eve’s taking of the forbidden fruit from the tree of the 

knowledge of good and evil.  “Y del golpe se sintió” alludes to the agony of Mary 

looking up to her crucified Son.  The juxtaposition of the words “metal,” “tronco,” and 

“golpe” symbolizes the crucifixion, carried out with the hard blows of a hammer to the 

wooden cross.  In very few words, the brilliant dramatist summarizes the fall and 

redemption of man.  This expressive frugality is amazing.  In a veiled fashion, the angels 

present the fall of humanity and the remedy of God; both carried out by men, but brought 

about by women.  The two heavenly messengers emphasize the antithetic parallelism of 

first Adam/Eva (Spanish name for Eve), and second Adam/Eva-Ave (María).  

Simultaneously, the figure of the log symbolizes the fall of humanity and its redemption:  

it represents the tree of the knowledge of good and evil, and the tree of the cross. 

 The scenes that follow contain allusions to the story of Jesus’ birth in the Gospel 

of Luke, as well as to Christ’s return.  The atmosphere becomes heavily-heavenly rarified 
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– it is as if heaven had descended to earth.  This mysterious celestial atmosphere is 

projected onstage, not only by means of words, but also through heavenly scenes and 

music, as will be seen below.  The descent of heaven to earth literally occurred when the 

Holy Spirit conceived the divine Child in Mary’s womb, and will occur again when the 

King of kings descends to earth once again.  These double allusions to the beginning and 

culmination of the plan of redemption, both carried out by Jesus Christ, bring to mind the 

alpha and omega of the loa corresponding to the first San Fernando auto.  In the eyes of 

God, the entire divine plan “is consummated” in Jesus Christ. Don Ramón, named 

Archbishop of Seville by the King (1311), tells San Fernando:  “Que Dios anda por aquí” 

and that “Aquí hay más grandeza” (1314).  Previously, Sultana, present at these scenes as 

an observer because in them her destiny is encoded, affirms that Fernando is carving a 

chapel for his burial because he aspires to a “mejor Reino” (1312).  This better kingdom 

is a figure, not only of the entry into glory by the historical Fernando, but also of the time 

at which God will conclusively answer the prayer, “Thy kingdom come,” of the Church 

militant on earth. 

 The presence of Sultana amid such a sacred ambiance, unable to comprehend 

what is happening, recalls the image of Apostasía/bad thief at the threshold of the 

Church, without deciding to enter.  A second triptych forms onstage.  This time, the 

Christ between the two thieves is the Eucharistic Christ who will appear a little later in 

the apotheosis of the auto.  Fernando doesn’t present the image of Christ in this second 

triptych, but instead becomes a figure of the “good” thief who humbly accepts the mercy 

of God in the Extreme Unction.  In these last scenes, the humility of Rey, a requirement 

for canonization, is emphasized.  As has been mentioned, Sultana, present, but at the 

fringe of events, represents the “bad” thief.  The angels ask the King to permit them to 

work in seclusion in a room, not being bothered except by those bringing them food and 
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water.  This seclusion is reminiscent of the custom of the biblical Jewish women of going 

into seclusion in their homes when close to childbirth.  San Fernando consents to this 

petition.  The words of the rustic Tropezón, offering himself to the King to take food to 

the angels, presage the near death of Fernando. 

    Yo seré 

  cuervo suyo, y les traeré 

  si eso a mí cargo se toma, 

  todo cuanto no me coma 

  en el camino. (1314) 

In these words, Tropezón ties himself to the figure of Elijah, mentioned in this auto’s loa.  

The Bible mentions how, for a time, God feeds Elijah by means of crows, and this rustic 

character calls himself “cuervo suyo [of the angels] who will take them “food” (a symbol 

of the Eucharist).  In the loa, the bread given to Elijah by an angel was represented as a 

symbol of the sacrament of the Viaticum – the Host given to those who are about to die, 

in order to prepare them for their journey to heaven.  Thus, there is an allusion to the fact 

that Fernando is about to take the Viaticum – compare this sacrament with his words, 

“todo cuanto no me coma / en el camino.”  This is also a reference to the sacrament of the 

Extreme Unction.  Tropezón presents an antithetical image of Elijah:  the angel brought 

the prophet “bread” (a Eucharistic symbol), while Tropezón wants to take “bread” to the 

angels.  A little later, the death of Santo Rey is once again presaged, when he says, 

“temo, que me sujeto / a una grave hidropesía” (1315). 

 When Tropezón goes to take food to the celestial sculptors, he hears angelic 

music from the exterior.  This music can be linked to the song of the angels before the 

shepherds (Luke 2.8-20).  When he asks the angels how they enter “a trabajar sin / una 

herramienta, un madero,” he communicates the image of the Mass as a “sacrificio 
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incruento” (1315).  In this scene, Calderón exhibits the presentation of spiritual truths 

through the ear.  What Tropezón says concerning the heavenly music alludes to the 

sweet-and-sour contrast between the sadness and the joy transmitted in the loa:  “En vez 

de golpes, se oyen / consonancias [harmony among components]” (1315).  These words 

symbolize Christ victorious, resurrected, and to come, who has overcome the “golpes” 

(“blows”) of the crucifixion.  Likewise, they represent the Church triumphant that has 

overcome the “golpes” of the prince of this world. 

 When Tropezón tells him what he has heard, San Fernando goes to the room and 

commands that its doors be knocked down.  Here Calderón presents his theological 

message visually.  The destruction of the doors represents, among other things, the 

Church militant, described in Matthew 11.12, which “bears away” the Kingdom of 

Heaven, tearing down its doors:  “And from the days of John the Baptist until now, the 

kingdom of heaven suffereth violence, and the violent bear it away.”  Upon entering, all 

fall on their knees, for it seems to them that they have opened the doors of heaven (1316).  

The following words of Fernando concerning the image he sees in the room are charged 

with significance:  “¡veo / despierto la misma copia / de aquella que vi durmiendo!” 

(1316).  His words are comparable with St. Paul’s:  “We see now through a glass in a 

dark manner: but then face to face. Now I know in part: but then I shall know even as I 

am known” (1 Corinthians 13.12).  Santo Rey communicates the concept that the reality 

observed in this life by believers is no more than a dream.  Nonetheless, once they are 

face to face with the Lord, their eyes will be opened. 

 In the room there is a statue of the Virgin with Baby Jesus, a faithful reproduction 

of that seen in dreams by the King.  According to the instructions, the same actress who 

plays the role of the Virgin represents her image, “inmóble, como si fuera estatua” 

(1316).  The bread and wine taken for the sustenance of the angels are, according to the 
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same instructions, “en el plano del trono,” playing the role of the Eucharistic elements, 

the “mayor de los Misterios” (1317).  The presence of the “Especies” (sacramental 

species) at the throne level alludes to the Second Coming of the Lord, when he will take 

seat on his universal throne.  Having alluded to the “omega” (the throne), Calderón turns 

to the “alpha” (verses of the narration of the birth of Christ, according to St. Luke).  In 

the eyes of the eternal God, the beginning and end are a cosmic unit.  On page 1316, the 

angels sing the Magnificat (Luke 1.46-55).  Santo Rey sees in these images an indication 

of the proximity of his death.  His reference to the end of his hardships (1317) presents 

once again the concept of sadness followed by joy.  San Fernando’s eminent rest from his 

labor represents his personal glorification within the much greater glorification and rest 

of the Church.  It represents the final fulfillment of his third theological virtue, that of 

hope.  After reciting the Nunc Dimittis (Luke 2.29-32) in Spanish, he faints.  Upon 

awaking, he asks the new Archbishop of Seville, don Ramón (previously the Bishop of 

Segovia) to place the image of the Virgin above his tomb. 

 The death scene of Santo Rey is greatly significant.  In first place, he orders that 

Te Deum Laudamus be chanted in the chapel.  This chant is reserved for believers 

beatified by the Catholic Church, as well as certain special occasions.  The Maestre de 

Santiago is surprised, but in the end interprets it as a “presage” of the future canonization 

of the King (1317).  The image of Sultana appears for the second time at the door of the 

room in which Santo Rey lies at the door of heaven.  Like Apostasía in the scene of 

Hebraísmo’s baptism in the previous auto, Sultana discusses with herself the meaning of 

the events developing around her, not comprehending them.  The following instructions 

of San Fernando are crucial for the understanding of this auto’s symbolism: 

  Sacadme hasta los umbrales 

  del Alcázar, que bien debo 
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´  a tan Soberano Huésped 

  salir al recibimiento. 

  Y pues que ya viene, en tanto 

  que llega, clame mi ruego, 

  que él me escuchará de cerca, 

  aunque yo le hable de lejos. (1318) 

It is to be noticed that the angels do not come to take his soul to heaven, as in the parable 

of Lazarus (Luke 16.22).  The image is that God himself descends to meet him.  The 

apocalyptic interpretation of the death of Fernando is reinforced by Prince Alfonso when 

he states, “Ya llega” (1318).  This divine arrival is a figure of the return of the Lord to the 

earth. 

 Rey shows great signs of contrition before dying:  he dresses in coarse woolen 

cloth and a brown tunic (brown being a color symbolizing humility), and asks God for the 

forgiveness of his sins (1318).  He takes one of the candles and alludes to its flame as a 

symbol that he deserves hell, but soon refers to the candle as an “antorcha que me 

alumbre / para explicarme en consuelos” (1318).  This way, San Fernando alludes to the 

goodness and severity of God and, simultaneously, to sorrows and consolations. 

 The third apparition of Sultana, as San Fernando and his entourage leave the 

stage, illuminated by a torch, is ill-fated for her.  She is alone for the first time – might 

this scene be an allusion to the third warning, prior to being delivered by the Inquisition 

to the secular powers?  This representative of Islam is so spiritually blind that she 

expresses confidence that she will one day reign anew in Spain.  The angels appear and 

refute her hope: 

  Phelipe Tercero, 

  que de Fernando vendrá 
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  a ser el catorce nieto, 

  que ha de arrancar tus raíces 

  de una vez. (1318) 

The triple image of the number three in the negative context of Sultana (three 

warnings/Fernando III/Felipe III) indicates once more that both death and life flow from 

God, depending on the decision of the individual.  At the same time, the mention of the 

number fourteen in the royal genealogy is once more an allusion to its Messianic 

character.  In the genealogy of Jesus Christ in the Gospel of Matthew, the generations of 

ancestors of the Messiah are divided into three groups, each consisting of fourteen 

ancestors.  Besides, the title “Tercero” (third) in the names of Fernando III as well as 

Felipe III alludes to their Christological connection.  The angels also refer to the devotion 

of Felipe IV, father of the current monarch.  They end their disquisition on the illustrious 

ancestors of Carlos II mentioning the canonization of Fernando during the life of Carlos 

(1319). 

 The death of Santo Rey, upon asking God for the forgiveness of his sins, is one of 

those “sweet-and-sour” moments so characteristic of the Christian experience.  The 

words of the new Archbishop of Seville summarize the conflicting emotions among the 

characters:  “Pero la muerte del Justo / más es para dar ejemplo. / ¡Qué dolor!  ¡Alfonso 

viva!” (1319).  Herein lies the ideal of the continuity of the monarchy:  “The king has 

died!  Long live the king!”  The image of continuity in the monarchy, represented in the 

succession of a dead king by one alive, is parallel to the image of the resurrected Christ, 

“anchor” of the monarchy:  “Fear not.  I am the First and the Last, and alive, and was 

dead.  And behold I am living for ever and ever and have the keys of death and of hell” 

(Apocalypse 1.17b-18).  Calderón finishes his autos on Santo Rey in the present.  The 

battle of the Church militant continues, and must be the Church’s focus, but without 
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losing the hope that, one day, “se vestirán las penas de los consuelos.”  The doors of 

grace and of the Church remain open for all who desire to enter:  “And the spirit and the 

bride say:  Come.  And he that heareth, let him say:  Come.  And he that thirsteth, let him 

come.  And he that will, let him take the water of life, freely” (Apocalypse 22.17). 

 The admission into glory of the “Righteous,” having defeated God’s enemies, is a 

figure of the transformation of the Church militant into the Church triumphant, upon the 

arrival of he who is Righteousness.  From the perspective of Calderón, the gradual 

reestablishment of order in Spain foreshadows the universal reestablishment of order 

under the eternal reign of Jesus Christ.  As this glorious transformation takes place at the 

collective level, Calderón offers his Spanish public the consolation of the leadership of an 

illustrious succession of Christological “Alcaides.”  At the end of the second part of El 

santo rey don Fernando, Pedro Calderón de la Barca reaches the end of his review of the 

providential, exemplary, history of his country, and leaves his public in the present.  

Spain remains between time and eternity, fighting temporal battles of eternal 

consequences. 
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Chapter 7:  Conclusion 

 At an age in which patriotism is classified as “chauvinism” and religious faith as 

“fanaticism,” the autos sacramentales by Pedro Calderón de la Barca, and specifically the 

five analyzed in this dissertation, might not be popular.  El nuevo palacio del Retiro, El 

cubo de la Almudena, La devoción de la misa, and El santo rey don Fernando, Primera y 

Segunda Parte are products of a man, a country, and an age of fervent religious beliefs.  

In order to comprehend their full meaning, the reader from the twenty-first century needs 

to momentarily give up his or her personal vision of the past and approach them under 

their own terms, under the cosmography of the time and place of their conception. 

 In the five works analyzed in this dissertation, Calderón mythifies Spain in the 

sense that he uses national history as a symbol of universal history.  Nonetheless, the 

recreated, literary history is no more than the base on which he builds his universal 

Eucharistic message.  The relatively recent lack of appreciation for these autos by 

modern criticism is due to the fact that, frequently, it goes no farther than the national 

level of interpretation.  Making interpretation more difficult, the liturgical, biblical, and 

symbolic keys inserted by Calderón in the script are unknown to many contemporary 

readers.  Some modern critics see no more than a monarchic, ecclesiastical, nationalist 

apology.  The Spaniard Julio Rodríguez Puértolas summarizes well this interpretation of 

the Calderonian autos: 

  La realidad cotidiana, la realidad social, política y religiosa, todo aparece  

  en el entramado del auto sacramental, así como la ideología nacionalista  
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  del régimen teocrático-monárquico-señorial-campesino de la España  

  Imperial, de aquel llamado “pueblo de teólogos” y “democracia frailuna”,  

  y para el cual Calderón escribiera A Dios por razón de Estado.  Para  

  aquella España que identificaba la cruz de la Espada con la Cruz de Cristo, 

  como el mismo Calderón dijera también en La divina Filotea. (757) 

The well-known critic of Calderonian autos, Barbara Kurtz, in a work concerning 

Calderón’s use of allegory in his autos, states:  “Calderón’s jingoistic apologia [in El 

cubo de la Almudena] undeniably makes for grim reading in the twentieth century.  It can 

thus be exceedingly difficult to see through the religious and nationalistic chauvinism to 

the comprehensiveness of the dramatist’s allegory” (Play 142).  Though in these five 

works analyzed Calderón presents somewhat of “a bullfighter, Spanishized Church,” the 

message of victory in tribulation extends to smaller, as well as broader levels than this.  It 

is from this premise that the message of El nuevo palacio del Retiro, El cubo de la 

Almudena, La devoción de la misa, and El santo rey don Fernando, Primera y Segunda 

Parte, remains in force in our times, centuries after the fall of the Spanish Empire. 

 The faith of Calderón does not lie in his king, nor in his country, but in the 

merciful God who sustains them.  The true focus of these autos is not Spanish history, but 

the God who from outside the realm of history carries out his eternal, marvelous, amazing 

plans, through mortal persons and insignificant countries.  If one desires to attain a deeper 

comprehension of these works than the elemental, he or she must submerge in the 

Counter-Reformation liturgy and theology of the seventeenth century.  This genial 

dramatist takes complicated theological concepts and transforms them into art, into 

poetry and drama which simultaneously instruct and delight.  For Calderón, the mystery 
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of the divine plan for humanity is encoded in the Eucharist, central topic of the autos 

sacramentales.  The death and resurrection of Christ within the temporal frame (in the 

eyes of Calderón, both at Calvary and in the Mass) unfetter the restoration of the lost, 

eternal Eden for all humanity. 

 This restoration is carried out at all levels:  individual, national, and universal.  

Calderón covers all of these levels in each one of the autos of this dissertation.  Several of 

the characters represent more than one level in El nuevo palacio del Retiro.  To begin 

with, the character Hombre is a figure, both of the universal individual, and of the 

national hierarchy of the time.  He introduces himself to Judaísmo as “privado y alcaide” 

of the newly built palace, a societal position of power.  At the same time, he requires the 

mercy of the divine King: 

  Entonces la Natural 

  Ley reinaba, y como fue 

  natural error, erré. 

  Mas hoy no temo desgracia, 

  reinando la Ley de Gracia, 

  de quien es trono mi fe. (483-88)94

In this auto, the King is, not only a figure of the sacramental Savior, but also that of the 

King of Spain, who conducts a hearing on international relations.  The universal level can 

be seen at the end of the work, in which the King offers himself to the Church as the 

Eucharist. 

 
94 These are the verse numbers from the Reichenberger edition of El nuevo palacio del Retiro. 
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 In El cubo de la Almudena, the individual is represented by the senses.  All of the 

senses except for Oído can be robbed of their understanding of the faith.  Oído recovers 

Entendimiento when, because of the deception of the other senses, he is taken prisoner by 

Apostasía.  This illustrates the importance to the Christian of watching what he or she 

allows into their intellect through their hearing.  The national level consists of the siege of 

the Christian Madrid by Muslim forces.  On a spiritual level, the Church is fed by the 

wheat of the Host supplied by the Virgin Mary. 

 La devoción de la misa presents the spiritual battle between good and evil at all 

levels.  Pascual is a figure, not only of the Christian individual, but also of Adam, fallen 

by eating the forbidden fruit given to him by Eve.  Pascual loses favor with society 

through his illegal, murder procured relationship with his lover, Aminta.  Interestingly, 

the action of this imperfect yet repentant individual reverberates so as to secure victories 

at all levels.  At the individual level, the soldier Pascual Vivas’ devotion to the Mass 

(spiritual realm) saves his honor (social realm).  His failure before Count García 

Fernández is transformed into honor by an angel taking his place in battle.  This divine 

intervention secures victory, not only for him, but for his nation as well, bringing about 

the historically fictitious victory of Count García Fernández over Almanzor.  The 

universal restoration at the spiritual level is reflected in the words of Secta at the end of 

the auto, linking the temporal reigns of Felipe III and Felipe IV with the eternal reign of 

Christ. 

 Finally, in the two autos centered on El santo rey don Fernando (which form a 

unity), the protagonist in and of himself represents all three levels (individual, national, 

and spiritual).  In the Primera parte, King San Fernando is an allegorical figure of the 
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historical monarch, as well as of Christ, both in his earthly life and in his eternal 

kingship.  At the beginning he walks among the laborers though he is the king.  This is a 

reflection of the earthly Fernando III as well as of God-made-man’s earthly ministry.  

The salvation of Hebraísmo is an image of the reconciliation of the people of Israel with 

the Messiah at his Second Coming.  San Fernando’s burning of Apostasía after giving 

him a chance to repent is a figure of the earthly king’s persecution of heretics, as well as 

of the Final Judgment.  In the second part, Fernando is a figure of the godly, humble 

monarch whose devotion leads his nation to a great victory.  There is a contrast between 

the regal portrayal of Santo Rey, encouraging his troops, and the private one, weeping 

and praying in his tent.  The victories of the devout San Fernando’s Castile over the 

Moors are an image of restoration at a national level.  Finally, the death and entrance into 

glory of Santo Rey provide a glimpse of the coming of God to earth to restore universal 

order.  

 The interpretative secret of these autos is found looking beyond their “reasoning” 

and discerning their “subject.”  Spain, its history, its people, and its monarchy are no 

more than figures of the Savior and his Church.  Though Calderón is not ashamed to 

present his nation as an instrument of God to carry out his eternal plans on earth, our 

dramatist continually emphasizes the fact that this special position of the country is due to 

the grace of God alone.  While it is true that the character of the Spanish king in El nuevo 

palacio del Retiro plays the role of God made man (Jesus), in the end he represents Christ 

in the Eucharist, separate from his beloved wife:  “Con la Cruz / que traigo, Esposa, no 

puedo / llegar antes a tus brazos” (1449-51).  The victory of the Church represented in El 

cubo de la Almudena by a Muslim siege of the city of Madrid, is a victory out of defeat. 
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The Church is represented as going through suffering before attaining victory.  According 

to Iglesia, “a pesar del mayor riesgo / como el Fénix resucito, / siendo mi cuna mi 

incendio” (1719-21).  When the Conde of La devoción tells the protagonist, Pascual, 

“Dichoso vos por quien hoy / en rasgos y visos veo / esta dicha [the eternal reign of 

Christ],” Pascual responds, “De Dios es, / no mío el merecimiento” (1881-84).  

Immediately before the conversion of Hebraísmo in the first Santo rey auto, San 

Fernando observes, speaking to Spain in the words of Góngora, that “tu monarquía / es 

viento, es polvo, es humo, es sombra, es nada” (939-40).  Finally, in the scene of the 

rendition of Seville, a historical triumph of Spain, Fernando describes himself to the 

Moorish king as “Alcaide / de Rey, que es solo el que Reina” (1311a).  These characters, 

these scenes, are no more than theatrical shadows of eternal truths. 

 For those who stay at the interpretative threshold of these five autos 

sacramentales, Calderón might be no more than the “poet of the Inquisition,” seeking 

royal approval.  Those who delve deeper into the mysteries which this great playwright 

hides sub rosa, will find in them universal concepts, not only of Catholicism, but of 

Christianity, presented by Calderón with artistic and poetic skill.



 256

Bibliography 

 

Alfonso X el Sabio.  Primera crónica general de España.  1289.  Ed. Ramón Menéndez 
Pidal.  Madrid, 1906. 

Alighieri, Dante.  The Portable Dante.  Ed. and trans. Mark Musa.  NY:  Penguin, 1995. 

Arellano, I., J. M. Escudero, and M. Carmen Pinillos, ed.  El santo rey don Fernando 
(Primera parte).  By Pedro Calderón de la Barca.  1671.  Kassel, Germany:  
Reichenberger, 1999. 

Arias, Ricardo.  The Spanish Sacramental Plays.  Boston:  Twayne Publishers, 1980. 

Augustine (Saint).  City of God (De Civitate Dei).  Trans. Henry Bettenson.  London:  
Penguin, 1984. 

Avilés, Miguel.  “The Auto de Fe and the Social Model of Counter-Reformation Spain.”  
The Spanish Inquisition and the Inquisitorial Mind.  Ed. Ángel Alcalá.  New 
Jersey:  Columbia UP, 1987.  249-64. 

Blanco, Mercedes.  “Nuevas reflexiones sobre el auto sacramental (Artículo-reseña).”  
Rev. of Psyche und Allegorie.  Studien zum spanischen ‘auto sacramental’ von 
den Anfängen bis zu Calderón, by Gerhard Poppenberg.  Criticón 91 (2004):  
121-34. 

Blasco, Carmen.  El Palacio del Buen Retiro de Madrid:  un proyecto hacia el pasado.  
Madrid:  COAM, 2001. 

Boucher, Holly Wallace.  “Metonymy in Typology and Allegory, with a Consideration of 
Dante’s Comedy.”  Allegory, Myth, and symbol.  Ed. Morton W. Bloomfield.  
Cambridge:  Harvard UP, 1981.  129-45. 

Bunes Ibarra, Miguel Ángel de.  “El Islam en los autos sacramentales de Pedro Calderón 
de la Barca.”  Revista de literatura 53.105 (1991):  63-83. 

Calderón de la Barca, Pedro.  El cubo de la Almudena.  1651.  Ed. Luis Galván.  Kassel, 
Germany:  Reichenberger, 2004. 

---.  La devoción de la misa.  1658.  Ed. J. Enrique Duarte.  Kassel, Germany:  
Reichenberger, 2001. 



 257

---.  El nuevo palacio del Retiro.  1634.  Ed. Alan K. G. Paterson.  Kassel, Germany:  
Reichenberger, 1998. 

---.  Obras completas:  Autos sacramentales.  Ed. Ángel Valbuena Prat.  2nd ed.  Vol. 3.  
Madrid:  Aguilar, 1991. 

---.  El santo rey don Fernando (Primera parte).  1671.  Ed. I. Arellano, J. M. Escudero, 
and M. Carmen Pinillos.  Kassel, Germany:  Reichenberger, 1999. 

---.  El sitio de Bredá.  Biblioteca de autores españoles.  Vol. 7.  Ed. Juan Eugenio 
Hartzenbusch.  Madrid:  Espasa-Calpe, 1944. 

Cantarino, Vicente.  Entre monjes y musulmanes:  el conflicto que fue España.  Madrid:  
Alhambra, 1978. 

Cantor, Norman F., ed.  The Medieval Reader.  New York:  HarperCollins, 1994. 

Catechism for the Curats Composed by the Decree of the Council of Trent.  London:  
Henry Hills, 1687. 

Cervantes, Miguel de.  El cerco de Numancia.  Ed. Robert Marrast.  4th ed.  Madrid:  
Cátedra, 1999. 

Cook, Velma.  “Eid al-Adha:  The Festival of the Sacrifice.”  The Islamic Garden.  2006.  
1 February 2006.  <http://www.islamicgarden.com/page1021.html>. 

Cotarelo y Mori, Emilio.  Ensayo sobre la vida y obras de D. Pedro Calderón de la 
Barca.  Madrid:  Revista de Archivos, Bibliotecas y Museos, 1924. 

Covarrubias Orozco, Sebastián de.  Tesoro de la lengua castellana o española.  Madrid, 
1611.  Ed. Felipe C. R. Maldonado.  2nd ed.  Madrid:  Castalia, 1995. 

Cutter, Richard.  A Beginning Grammar of Classical and Hellenistic Greek.  Rev. ed.  
Waco, TX:  Baylor UP. 

Decrees of the Ecumenical Councils.  Ed. Norman P. Tanner.  Vol. 3.  London:  Sheed & 
Ward, 1990. 

Dietz, Donald T.  The Auto Sacramental and the Parable in Spanish Golden Age 
Literature.  Chapel Hill, NC:  U of North Carolina Department of Romance 
Languages, 1973. 

“Dominic, SAINT.”  The New Encyclopaedia Britannica:  Micropaedia.  15th ed.  1990. 

Douay-Rheims Bible.  Baltimore:  John Murphy Co., 1899. 



 258

Duarte, J. Enrique, ed.  La devoción de la misa.  By Pedro Calderón de la Barca.  1658. 
 Kassel, Germany:  Reichenberger, 2001. 

Durán, Manuel and Roberto González Echevarría.  Calderón y la crítica:  historia y 
antología.  Vol. 1.  Madrid:  Gredos, 1976. 

Elías, Leonor Alfonsina.  “Calderón’s Literary and Political Thought in Duelos de amor y 
lealtad.”  Diss. U of Texas, 1998. 

Elliott, J. H.  Imperial Spain, 1469-1716.  1963.  London:  Penguin, 1990. 

Ferguson, George.  Signs and Symbols in Christian Art.  New York:  Oxford UP, 1954. 

Fletcher, Richard.  Moorish Spain.  New York:  Holt, 1992. 

Frutos, Eugenio.  La Filosofía de Calderón en sus Autos Sacramentales.  Zaragoza:  
Institución "Fernando el Católico" (C.S.I.C.) de la Excma.Diputación Provincial, 
1981. 

Galván, Luis, ed.  El cubo de la Almudena.  By Pedro Calderón de la Barca.  1651.  
Kassel, Germany:  Reichenberger, 2004. 

González de Caldas, María Victoria.  “New Images of the Holy Office in Seville:  The 
Auto de Fe.”  Trans. Esther da Costa-Frankel.  The Spanish Inquisition and the 
Inquisitorial Mind.  Ed. Ángel Alcalá.  New Jersey:  Columbia UP, 1987.  265-
300. 

Gothein, Marie Luise Schroeter.  A history of garden art.  1914.  Ed. Walter P. Wright.  
Trans. Laura Archer-Hind.  Vol 1.  London:  J. M. Dent and Sons, 1928. 

Greer, Margaret Rich.  “Constituting Community:  A New Historical Perspective on the 
Autos of Calderón.”  New Historicism and the Comedia:  Poetics, Politics and 
Praxis.  Ed. José A. Madrigal.  Boulder, CO:  U of CO, 1997.  41-67. 

Hartmann, Thomas R.  “Intellectual and Religious Repression in Tudor England.”  The 
Spanish Inquisition and the Inquisitorial Mind.  Ed. Ángel Alcalá.  New Jersey:  
Columbia UP, 1987.  643-54. 

Heiple, Daniel L.  “Transcending Genre:  Calderón’s El santo rey don Fernando.”  The 
Golden Age Comedia:  Text, Theory and Performance.  Ed. Charles Ganelin and 
Howard Mancing.  West Lafayette, IN:  Purdue UP, 1994.  107-118. 

Kurtz, Barbara E.  “Joining Forces:  Allegory/History in the Autos Sacramentales of 
Pedro Calderón de la Barca.”  Varia hispánica:  homenaje a Alberto Porqueras 
Mayo.  Ed. Joseph L. Laurenti and Vern G. Williamsen.  Kassel:  Reichenberger, 
1989.  137-45. 



 259

---.  The Play of Allegory in the Autos Sacramentales of Pedro Calderón de la Barca.  
Washington D.C.:  The Catholic University of America Press, 1991. 

Lauer, A. Robert.  “Spanish Metrification.”  2005.  15 March 2006.  <http://faculty-
staff.ou.edu/L/A-Robert.R.Lauer-1/METRIFICATION.html#CANCIÓN>. 

Lea, Henry Charles.  The Inquisition of the Middle Ages.  Abr. ed.  New York:  
McMillan, 1961. 

Lucca, Ptolemy of.  On the Government of Rulers (De Regimine Principum).  Trans. 
James M. Blythe.  Philadelphia:  U of PA P, 1997. 

Maravall, José Antonio.  La cultura del Barroco.  2nd ed.  Barcelona:  Ariel, 1980. 

---.  Teatro y literatura en la sociedad barroca.  Madrid:  Seminarios y Ediciones, 1972. 

Mariana, Juan de.  Del rey y de la institución real.  Vol. 1.  Madrid:  Publicaciones 
Españolas, 1961. 

Molas, Pedro.  Nueva historia de España.  Vol. 2.  Bilbao:  Desclée de Brouwer, 1980. 

Navarro González, Alberto.  “La figura del Judaísmo en los autos de Calderón.”  Actas de 
Coloquio Calderoniano, Salamanca, 1985.  Ed. Alberto Navarro González.  
Salamanca:  Universidad de Salamanca, 1988.  109-26. 

Parker, Alexander A.  The Allegorical Drama of Calderón:  An Introduction to the Autos 
Sacramentales.  Oxford:  Dolphin, 1943. 

---. “The Approach to the Spanish Drama of the Golden Age.”  Tulane Drama Review 4 
(1959), 42-59. 

---.  “The Chronology of Calderón’s autos sacramentales from 1647.”  Hispanic Review 
37 (1969):  164-88. 

Paterson, Alan K. G., ed.  El nuevo palacio del Retiro.  By Pedro Calderón de la Barca.  
1634.  Kassel, Germany:  Reichenberger, 1998. 

Pinillos, Carmen.  “Los autos sacramentales de Calderón ante el nuevo milenio.”  Ínsula:  
Revista de Letras y Ciencias Humanas 644-45 (Aug.-Sep. 2000):  23-26. 

Pollin, Alice.  “La fe como creación en Calderón de la Barca:  El Santo Rey Don 
Fernando, Segunda parte.”  Romanic Review 86 (1995):  129-40. 

“Pósito.”  Def. 1.  Diccionario de la lengua española.  Real Academia Española.  22nd. 
ed.  2001. 

http://faculty-staff.ou.edu/L/A-Robert.R.Lauer-1/METRIFICATION.html#CANCI�N
http://faculty-staff.ou.edu/L/A-Robert.R.Lauer-1/METRIFICATION.html#CANCI�N


 260

Quevedo Villegas, Francisco de.  Política de Dios.  1655.  Ed. James O. Crosby.  Madrid:  
Castalia, 1966. 

Rickaby, Joseph.  Scholasticism.  NY:  Dodge, 1908.  Jacques Maritain Center.  Dir. 
Ralph McInerny.  2004.  U of Notre Dame.  3 November 2005 
<http://www.nd.edu/Departments/Maritain/etext/scholas4.htm> 

Rodríguez Puértolas, Julio.  “La transposición de la realidad en los autos sacramentales 
de Calderón.”  Actas del Congreso internacional sobre Calderón y el Siglo de 
Oro (1981).  Madrid:  Consejo Superior de Investigaciones Científicas, 1983.  
751-58. 

Roth, Cecil.  The Spanish Inquisition.  1937.  New York:  W. W. Norton, 1996. 

Rull, Enrique.  Arte y sentido en el universo sacramental de Calderón.  Kassel, Ger.:  
Reichenberger, 2004. 

Saavedra Fajardo, Diego.  Empresas políticas.  Munich, 1640.  Ed. Sagrario López.  
Madrid:  Cátedra, 1999. 

Shergold, N. D. and J. E. Varie.  Los autos sacramentales en Madrid en la época de 
Calderón:  1637-1681.  Madrid:  Ediciones de historia, geografía y arte, 1961. 

Stern, Charlotte.  The Medieval Theater in Castile.  Binghamton, NY: Medieval & 
Renaissance Texts & Studies, 1996. 

Talavera, Arcipreste de.  Vidas de San Ildefonso y San Isidoro.  Ed. José Madoz y 
Moleres.  Madrid:  Espasa-Calpe, 1952. 

Thomas Aquinas (Saint).  Summa Theologica.  Trans. English Dominican Fathers.  1920.  
New Advent.  Ed. Kevin Knight.  2003.  4 February 2006. 
<http://www.newadvent.org/summa/>. 

Turner Johnson, James.  The Holy War Idea in Western and Islamic Traditions.  
University Park, Penn.:  Pennsylvania State UP, 1997. 

Valbuena Prat, Ángel, ed.  Obras completas:  Autos sacramentales.  By Pedro Calderón 
de la Barca.  2nd ed.  Vol. 3.  Madrid:  Aguilar, 1991. 

Wardropper, Bruce W.  Introducción al teatro religioso del Siglo de Oro.  Salamanca:  
Anaya, 1967. 

Worley, Robert D. Jr., España en la confluencia del tiempo y de la eternidad:  la 
mitificación nacional en tres autos de Calderón.  Thesis Baylor U., 1998.  Ann 
Arbor:  UMI, 1998.  ATT 1390601. 

http://www.nd.edu/Departments/Maritain/etext/scholas4.htm
http://www.newadvent.org/summa/


 261

Turabian, K. L. 1987. A Manual for Writers of Term Papers, Theses, and Dissertations. 
5th ed. Chicago: The University of Chicago Press.] 



 262

 Vita 

 

Robert Donald Worley Jr. was born in Berea, Ohio, on September 23, 1964, the 

son of Robert Donald Worley and Jerry Helen Worley.  He lived in Spain most of the 

time from 1969 to 1982.  After completing his work by correspondence through a home 

schooling plan of the University of Nebraska-Lincoln, he entered Baylor University in 

1982.  He left college in 1985 in order to get married.  He worked at different jobs until 

joining the U.S. Army, serving from 1988 to 1994.  In this profession, he earned the 

Army Achievement Medal and the Army Commendation Medal.  Upon his departure 

from the military, he returned to Baylor, earning a Bachelor of Arts degree in December 

1995, and a Master of Arts in May 1998.  His Master’s thesis was published by UMI.  

From August 1998 until May 2002, he taught as a lecturer in Baylor.  During this time, he 

had two publications.  He gave a presentation at an International Congress sponsored by 

GRISO in Pamplona, Spain in September 2000, on the occasion of the 400th anniversary 

of the birth of Calderón.  This presentation was published in 2002 in the comprehensive 

proceedings of the Congress.  In October 2001, he gave a presentation at the tenth 

International Congress of AITENSO, in Mexico City.  His presentation was chosen for 

the 2003 publication of select works of that Congress.  In August 2002 he entered the 

Graduate School of The University of Texas. 

 

 

Permanent address: 4105 Spanish Oak Rd., Temple, TX  76502 

This dissertation was typed by the author. 
 


	The Dissertation Committee for Robert Donald Worley Jr. Certifies that this is the approved version of the following dissertation: 
	The Kingdom of Spain as an Allegory of Christ’s Kingdom in Five Autos by Calderón 
	 The Kingdom of Spain as an Allegory of Christ’s Kingdom in Five Autos by Calderón 
	by 
	Robert Donald Worley Jr., B.A., M.A. 
	Dissertation 
	Doctor of Philosophy 
	The University of Texas at Austin 
	May 2006 
	 
	Dedication 
	Acknowledgements 
	 The Kingdom of Spain as an Allegory of Christ’s Kingdom in Five Autos by Calderón 
	 Table of Contents 
	  List of Figures 
	 
	Chapter 1:  Introduction to Calderón and the auto sacramental  

	  
	Chapter 2:  El nuevo palacio del Retiro:  the eternal Kingdom of God in the temporal Kingdom of Spain 

	  
	Chapter 3:  El cubo de la Almudena:  the shield of Faith against the attack of the enemy 

	  
	Chapter 4:  The Lord corrects those whom He loves:  the persecuted Spain in La devoción de la misa 

	  
	Chapter 5:  Black cloak and white tunic:  Spain militant in El santo rey don Fernando, Primera parte 

	  
	Chapter 6:  Mourning turned to joy:  Spain triumphant in El santo rey don Fernando, Segunda  parte 

	  
	Chapter 7:  Conclusion 
	Bibliography 
	 
	  Vita 

	 


