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      INTRODUCTION

      

      Juan Ruiz de Alarcón (1581 ?-1639) utilized the occult arts for the plots of approximately one fourth of his entire dramatic production. This representative percentage, of course, points out the fact that the subject was of interest to him either per se
 or as a dramatic tool. Along with the prominent role of magic, divination, astrology and popular superstitions, Ruiz de Alarcón evidences a solid knowledge of catholic theology concerning these practices. The comedias
 pertinent to our study are : La cueva de Salamanca, Quien mal anda en mal acaba, La manganilla de Melilla, La prueba de las promesas, El dueño de las estrellas
, and El anticristo.


      This study attempts to marshall textual evidence that will bring to light, as clearly as possible, Alarcón’s intention in employing occultism as a literary tool1
 and not as a vehicle to preach or expound his knowledge of theology. Living in the days of Inquisitorial prohibitions, Alarcón was, of necessity, cautious in his use of the occult arts. One may say that he protected himself by carefully clarifying the theological principle involved in the particular phase of the occult which he intended to utilize.

      It is hoped that the text quotations will clarify the theory that Alarcón skillfully blended with the course of action the theological principle he needed ; that this blending of dogma with the plot is the factor which prevents the creation of an atmosphere of pedantic learning, eradicating entirely any feeling that the plot is subservient to 
doctrine,2
 and finally that once Alarcón established his orthodox position relative to occultism he proceeded to make use of it in the manner that best suited his dramatic purpose. It is not our intention to classify Alarcón as a theologian or to interpret his comedias
 from a theological point of view ; rather, to find and examine his use of dogma in relation to the occult and his dramatic technique.

      From Biblical days through the Greek and Roman theater and throughout the Renaissance the occult was used increasingly by writers. By the end of the sixteenth century, the occult, especially magic, had become a literary tool with a well-established function ; writers were aware of its dramatic possibilities, its usefulness in the development of a plot and in the solving of difficult situations in the course of action. This is no less true in Spain than in the other countries of Europe. It is against this background of the traditional use of the occult arts that we intend to project the analysis of Alarcón’s evident preoccupation with the occult and his technique in handling it. It seems suitable, therefore, to begin our study with a survey of the antecedents of occultism as found in the earlier didactic and dramatic literature of Europe and particularly of Spain3
.

      

      

    

  

  
    p.III

    
      1

      
          Angel González Palencia explains that Alarcón employs the diabolical pact in Quien mal anda en mal acaba
 “como un resorte dramático” (“El curandero morisco del siglo XVI, Román Ramírez”, in Historias y leyendas
 [Madrid, 1942], p. 283). We apply this concept not only to Alarcón’s use of pacts but extend it to all cases where he utilizes other occult practices to create a dramatic climate.

        

      

    

    p.IV

    
      2

      
          This idea is clarified by Pedro Henríquez Ureña’s analysis of Alarcón’s presentation of his moral philosophy : “… las ideas morales de éste que fué moralista entre hombres de imaginación circulan libre y normalmente, y se incorporan al tejido de la comedia, sin pesar sobre ella ni convertirla en disertación metódica. Por lo común aparecen bajo forma breve, concisa, como incidentes del diálogo o bien se encarnan en ejemplos…” (“Figuras : Don Juan Ruiz de Alarcón” in Seis ensayos en busca de nuestra expresión
 [Madrid-Buenos Aires, 1928], pp. 78-99).

        

      

    

    
      3

      
          The survey does not include Mexico ; we have not found proof nor strong parallels that would justify placing Alarcón’s use of occultism within the background suggested by Inoria Pepe, who explains that the dramatist arrived in Spain : “… portando con sè il bagaglio della civiltà azteca in cui riti pagani si celebravano in concomitanza con le feste più solenni della Cristianità, lo splendore del nuovo culto si affratellava alle danze sacre ed ai riti misteriosi rievocanti antiche divinità solari ; sacrifici umani si celebravano contemporaneamente agli uffizi della nuova religione ; immagini di Santi ed amuleti erano nelle mani di tutti e gli antichi sacerdoti, riluttanti a perdere tutta la loro autorità, valendosi del curanderismo
 e delle pratiche divinatorie incrementavano la superstizione…” (“Arti magiche e superstizioni nell’opera di Alarcón” in Il teatro di Juan Ruiz de Alarcón
 [Roma, 1953], p. 76). Alva V. Ebersole has very aptly shown the unmistakable Spanish characteristics and background of his comedias
 in El ambiente español visto por Juan Ruiz de Alarcón
 (Valencia, 1959), pp. 153-176. The much debated question of Alarcón’s mexicanism has been obviously settled by Antonio Alatorre’s revised study of the problem : “Para la historia de un problema : la mexicanidad de Ruiz de Alarcón,” Anuario de Letras
, Facultad de Filosofía y Letras, Universidad Nacional de México, IV (1964), 161-202. After a thorough analysis of the various theories, such as those of Henríquez Ureña, Alfonso Reyes, Dorothy Schons, etc., Professor Alatorre concludes in agreement with Joaquín Casalduero, whom he quotes : “Sólo incluido dentro de la comedia española del Barroco se comprende el teatro de Alarcón, en el cual es imposible discernir ni el lugar de su nacimiento ni su origen conquense” (p. 197).

        

      

    

  


		

    
		

  
    
      CHAPTER I 
HERITAGE OF BELIEFS AND PRACTICE OF THE OCCULT

      In order to understand Juan Ruiz de Alarcón’s dramatic purpose and technique, it seems unavoidable to touch – ever so briefly – upon the uses of the occult and the opinions about it. The heritage of beliefs and practice of the occult which we intend to survey was, no doubt, familiar to a man of classical education such as Alarcón.

      The definitions of magic and other occult phenomena are as numerous as the writings on these subjects ; however, essentially, they are similar. Alois Wiesinger offers one of the clearest and most concise definitions of magic : “… the art of doing miraculous things either with the help of the devil (black magic) or without him (white magic).”1



      There are several theories concerning the origin of magic and related beliefs in the occult. Pliny the Elder in this Natural History
 ascribes an oriental origin to magic and mentions Zoroaster in connection with its earliest practice.2
 This belief appears to have been widespread. Apuleius asserts that “many hold Pythagoras to have been a pupil of Zoroaster and, like him, to have been skilled in magic.”3
 The nature of magic, i.e., the source of its power, is of vital importance to the problem of its validity and existence. Again, there are various theories. Wiesinger4
 contends that occult phenomena have their roots in certain remnants of the supranatural attributes with which the first man and woman were endowed before the Fall. In the sixteenth century, the influential work of the Spaniard Pedro Ciruelo,5
 attacking all forms of superstition sets forth a view similar to that of Wiesinger.

      The subdivisions of magic generally accepted are :

      
Necromancy
 : “divination by means of the spirits of the dead.”6
 Necromancy is often called Black Art ; it seems to be the highest achievement of an experienced magician.7



      
Pact with the devil
 : This so-called contract had the purpose of acquiring what the person desired in exchange for his soul. There are many instances of pacts with the devil in Europe, not only in the Middle Ages but also through the sixteenth and seventeenth centuries. Records of several pacts are still preserved.8
 Stories of pacts with the devil were frequently used as plots for dramatic productions.

      
Divination :
 “a part of witchcraft whereby men reveal strange things past, present or to come, with the assistance of the devil.”9



      
Omens
 : This type of superstition seems to be the most abundant. H. E. Wedeck gives a very complete definition of the type : “Signs and portents that prognosticated the future. Such omens, read and interpreted according to a magic code, involved bodily conditions, natural phenomena, animal life, casting lots, scrutiny of the hand or face, the reading of the Bible, interpretation of the shape of a drop of melted wax, or gazing into a polished surface, a mirror, water, or a crystal.”10



      
        
          The Occult in the Bible

        

        Superstition and magic were common among the neighbors of the Israelites. Their exile in the wilderness and the passing through other pagan lands exposed the Israelites to pagan rites. In Exodus
 we read that the magicians of Pharaoh were able to perform the same portents – such as transforming walking staffs into snakes, water into blood, covering the land with reptiles – that Moses and Aaron had performed by the power of Yahweh.11



        The examples of prohibition and condemnation of magic are numerous in the Bible, thus indicating the widespread practice of the occult and all types of superstition.12



        In the first Book of Kings
, the description of the conjuration of Samuel’s spirit by the Witch of Endor has true dramatic quality. Saul, who had lost favor with Yahweh, sought the help of the witch in ascertabling the outcome of the battle against the Philistines. The witch consents to conjure the spirit of Samuel, though with great fear...
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