Some Types of Short Theatre in Eighteenth-Century ®lencia

1. Introduction

It is a well-known fact that from 1582 Valencid#ospital Real i Generahad
the privilege of exclusive performance rights ofmaalies in Valencia. This is why
studies of lay theatre have on the whole centred/alencia’s only official theatre,
which has provided us with abundant material: @@sa de Comedieslso known as
the Casa de I'Olivera Its successors, tHgotiga de la Baldaand theTeatre Principal
have also been studied, but to a lesser degredieStaf seventeenth and eighteenth-
century Valencian theatre, from Lamarca and Meran&ards, have a solid tradition
and have given important insights into prohibitiopayments, works staged, types of
audience, ticket prices and takings, companiessarah.

At the same time, it must be noted that despite blountiful line of research,
theatre in Catalan in the Valencian region doesapgear anywhere on the official
scene: there are no authors, no texts, no placesevthey could be staged, nor any
actors or actresses. This is so much so that italveays been doubted whether there
really was a coherent Catalan theatre at that fonduring modern times) given that it
has seemingly never generated any specific docemantif it has, they have not
reached us and have disappeared without a trace.

In the framework of this session on New DirectiansCatalan Studies, we
propose a new approach to the study of populatrth@athePais Valenciadhroughout
the eighteenth century, that is, the study of a&tgptheatrical activity that until now

had been considered as more hypothetical thanlpessi

! This paper was written within the framework of tlesearch project “Textos basicos de la literatura
catalana de la Edad Moderna” (BFF 2002-02561), édntly the Plan Nacional de Investigacién
Cientifica, Desarrollo e Innovacion Tecnoldgicanidterio de Ciencia y Tecnologia.



2. The Current State of Knowledge

2.1. Official theatre

Let us recall that Arturo ZabalaDpera 16-17) establishes three periods in
eighteenth-century Valencian theatre: the firstsrénom the beginning of the century
until 1748-50, the moment when Archbishop Mayoranages to ban performances
throughout what was the Kingdom of Valencia, andnages to get th€asa de
Comedieglosed and demolished.

A second period goes from 1761 to 1779, during Wwiee city’s civil and
military authorities gained authorisation to resupgformances in an old municipal
warehouse, known as tiBotiga de la BaldaHowever, following the Zaragoza theatre
fire in November 1778 (which caused the death gb&@ple), the Valencian theatre was
ordered to close in January 1779, given that it nvade entirely of wood and the risk of
fire was high.

The third period, from 1783 until 1800, is when rthébegan to be some
productions in provisional locations, whilst tBetiga de la Baldawhich came back
into service in 1785, was being renovated. In timeteenth century thBotiga de la
Baldamaintained its official status until tAesatre Principalwas opened in 1832.

The sources relating to these premises have beeiedtby, amongst others,
Eduard Julia, Arturo Zabala, John E. Varey, Fraigtiseda, Jean Mouyen and Lucio
Izquierdo. Furthermore, there is Jaume Lloret's 2G@udy of Alacant'sCasa de
Comedies Finally, it must be noted that knowledge of maajivenues such as the

Grau andcarrer d’Alboraia theatres is scarce and fragmentary. Regardingubed



matter that interests us here, we recall that FsaBareda, a researcher in Valencian
theatre, states that:
En (...) les quaranta-vuit temporades teatralsrdues quals funcionaren
els corrals valencians, entre 1700 i 1779 (..fesien al public unes 539
obres dramatiques (comedies, sarsueles i acteansamtals). Cap, pel
gue sabem, no es representa en llengua valen¢iana.
Malgrat les hipotesis que puguin fer-se, no hi &g mena de dubte que,
en el transcurs del segle XVIII, totes les peceste$ a tots dos teatres
pels actors i les diverses companyies oficials, ¢cambé a les places
publiques de la ciutat, foren obres dramatiqguesessmtades per actors
gue provenien molt sovint dels quatre punts calslid&Espanya. (310-
311)
It seems difficult, then, that these venues andgeh€astilian companies are
compatible with a theatre in Catalan. So were tlo¢her possible venues, besides the

official theatres, where there could be a vernadhkatre?

2.2. Home-grown stagecraft

Joan Fuster was one of the first to pose questbost local theatrical activity
in the eighteenth and early nineteenth centuriéso@, a type of popular theatre which
was improvised by the working classes, fundamentslloral tradition, carried out on
the fringe of the learned theatre of tteses de comedi@ghich was always in Castilian.
Fuster, interested in the social history of thegleage, thought that some sort of theatre
must have existed on the fringe of what was peréoirm the commercial theatres,

although not necessarily farmal theatre, “hi bastava el dialeg, la pantomima, grots



una dansa amb intercalacions de recitat, una quodlparodia de la «vida» quotidiana
amb ganes d'exercitar el sarcasme” (102-103).

It is the same line of investigation as pursuedthsy historian Ricard Blasco
who, until now, is the person who has best stutlhedworld of Valenciarcol-loquis
andcol-loquiers and who has paid most attention to it, as muamfthe point of view
of their proto-theatricality, as from the considema of them as relaters of news and
precedents of modern journalism. Blasco also editedeighteenth-centurgol-loquis
(one from 1729), which preceded Carles Lednista secretdy some fifty years.

By the way, another matter should be made cleaenvtalking aboutol-loquis
which in a certain philological tradition have beeansidered as displays of the
linguistic and literary survival and the vitality eighteenth-century Valencian poetry
(Llombart, Almela i Vives, Sanchis Guarn€ealencian$, here we follow Fuster and
Blasco and are interested in them essentially adlyvtiramatic pieces and as a form of
Valencian theatre alternative to the official anastllian theatre. So, we shall not take
into account many texts that, although referrechsaol-loquisand the like, do not
immediately lend themselves to theatre but relyheaton the aforementioned
informative characteristic (linked to tmemancertradition); clearly, fully aware of the
fact that any narrative text, in prose or verse,lmaacted out at any time.

The following words by Josep Lluis Sirera are usgfsummarising the present
state of knowledge and the need to study in ddy@bdramaticside ofcol-loquis

[Alguests poemes dialogats, que encara no fa maléesmdes eren
recitats i mimats per uns rapsodes especialitedgscOl-loquiers), poden
ser considerats —el terme és del mateix RicardcBtagsom a rudiments

del teatre valencia, del contemporani s’entén.(...)



Siguen antecedents del sainet o no, el que ningibhaegar és que els
col-loquis sén una mostra d’'una teatralitat a dardte el teatre estricte i
la poesia oral. | que molt sovint anaven inclososcentextos festius i
espectaculars més amplis; el fet que el col-lompre per regla general
el romancecom a estructura poética, contribueix també atacts a les

manifestacions de teatre breu contemporaniesmentre no avancem en
el nostre coneixement del teatre en valencia dwbKVIIl, haurem de

continuar considerant els col-loquis com la priacipostra de teatralitat

divuitesca en la nostra llengua. (353)

3. Col-loquis a ragbag

Surely the first thing we must do is to discern rgtleng that tradition has
placed under the banner of tbel-loqui to see whether they are all the same thing or
whether we are faced with different texts. Whatisol-loqul? The first to give a
definition is Gayano Lluch, according to whom:

El “coloqui” (...) significa “conferencia, confideia, charla o soliloquio
de una, dos 0 mas personas que tratan de alguto gsanticular, bien
amoroso, punzante o especifico”, cuyo vocablo m®cedel latin
“colloquium”, forma sustantiva de “colloqui”, queuigre decir “pensar
en alto, razonar, platicar con alguien”, palabr& gomponese de las
raices “col”, por “cum”, con, y “loqui”, hablar, @en nuestra lengua
materna derivo, a fines del XVII, a significar “egtenimiento publico y
agradable lleno de libres expresiones con no pogadeza Yy

desparpajo’[...] (77)



Amongst Catalan literary historians, Antoni Comad &icard Blasco (who defines the

termscol-loquierandraonament more or less coincide with the entry in fDecionari

de la literatura catalana
Composicié popular anomenada també “raonament” onversa”,
escrita sobretot en romang, que, en general, etada davant un public
en places o teatres pel «col-loquiers. Tinguererapwgeu extraordinari
al Pais Valencia a partir del segle XVIII —encaraeqgn’hi ha
d’anteriors— i sobretot durant el segle XIX. En gex tractaven
d’esdeveniments, problemes i preocupacions d’atatial, en certa
manera, complien entre les classes més baixesunné finformativa o
de propaganda ideologica (...) Progressivamentc@l$oquis sofriren
una teatralitzacio que es manifesta en 'augmeattdis —incloent-hi
dones—, la utilitzacié de disfresses adequades; atpuesta forma

teatral primaria fou coneguda com a <joc>. (723)764

Fuster recalls that:
El nom de “col-loqui” aplicat a una peca dialogadadrecada a la
representacio, el trobem &a Vesitade Ferrandis d’Heredia, en alguna
obra de Joan Timoneda i, sens dubte, degué seanbagneralitzat a
nivell popular per a referir-se a funcions escéegjourtes i de to menor.
El cas és, pero, que el concepte de “col-loqui” dels seus sinonims
“raonament” i “conversaci0o”— pren al Pais Valenaida significacio,

sing distinta, més amplia, a partir de les darsedigd segle XVII. (104)

Surely it is Rosa Cafada, a researcher into popidaature (jteratura de canya i
cordell), who has been most concerned with definitionscafloquis and who has

pointed to the multifaceted and borderline charaat¢his sort of text.



Por sus relaciones con otros subgéneros de latliter de cordel, el
col-loqui se sitla como pieza fronteriza entre to@mances para
representar, didlogos y monélogos> englobados gnuplo <Romances»
de la clasificacion hecha por Caro Baroja en Ensayo sobre la
Literatura de Cordel y los pasos y pasillos adscritos Gancionero
vulgar de diversas composicionen la misma clasificacion, ya que los
textos designados como col-loquis son mondlogdalogbs que varian
des de la simplicidad de los primeros, hasta laptejdad de algunos
otros con varios personajes, acotaciones, apates,que constituyen
auténticas piezas teatrales, aunque rudimentaigrsjo imprescindible,
en todos los casos, el poseer ciertas dotes hisa® para su

representacion. (63)

To summarise let us say that it is a type of papotenposition, almost always
in Romance verse (prose is an exception), realigtharacter, which when recited or
acted out in public was “perceived” as a perforngatitat, sometimes, expanded on
certain real or falsified pieces of news, in argal or mocking atmosphere, which was
always jovial and jocular. The works are rarely éewthan two-hundredr greater than
five-hundred lines in length, and the frequentlgtéee second, third and even fourth

parts, and as such can surpass one thousand lines.

4. A new approach

It seems clear to us that there is mistake in tlmeent stance, which is to

consider col-loquis as a semi-theatrical form that is genuinely Vai@mcand

autonomous in itself, without links to other conferary forms. Instead of following



along this path, and taking into account the poinview expressed by Cafada about
the borderline character of this type of texts, we believe thatsiimportant to take
advantage of the results of research into shortil@astheatre of the Baroque period,
because we believe that they can be of great ustutly in greater depth our present
subject matter. By way of example we point the eead Emilio Cotarelo, Javier Huerta
and theDiccionario de la comedia del Siglo de Qnhere abundant complementary
bibliography can be found.

We agree with Fuster that from the seventeenthucgntoncepts such as
col-loquiandraonamentacquired, amongst Valencians, a more diverse mgahip to
the point that, as we shall see, the designat@roqui and its synonyms, ultimately
displaced the names and eliminated differenceshéndramatisation of well-known
pieces from the Golden Age of Spanish short theat@xiganga xacarg entremes
lloa, and so on.

The appearance of this type of “Valencian” textaiprocess which seems to
begin a while before the time stated by Fusterthm first half of the seventeenth
century, and they achieve massive distributionughoprinting from the second third of
the eighteenth century. According to current knalgks the proliferation of texts begins
precisely in the 1730s and carries on until theO&76&vhen it seems to go into decline;
things take an upturn in the last quarter of thetury, with all sorts of propagandistic
aims, and the texts follow on into the nineteengimtary, until the Peninsular War
(1808-14) and the uprising of 1820-23, when theeagrof new ideas finds in the
col-loquisan efficient tool for political struggle. From tkecond third of the nineteenth
century they again decline.

However, the period of time we shall study hera entury, which is delimited

by two texts: theCol-loqui nou de I'any 172%n anonymous work, anas aficionats a



les comedigsby Pasqual Martinez, which bears no date butnmsa to have been
written in the first third of the nineteenth centur
On the study of this type of works, Sureda pointa possible line of research,

even though it is difficult to follow.
Els documents dels arxius de I'Hospital Generddtites al funcionament
del teatre, mai no fan mencié del teatre menonésio entremesos) que
acompanyava la representacié de la comedia. Nod&xaloure, doncs,
'eventualitat de representacions ocasionals degieproduccions
dramatiques populars, que només podien tenir liod dacord del
director del grup i dels administradors del tedttem trobat exemples de
prestidigitadors, d’imitadors de cants docells & dlemostradors
d’experiencies de fenomens de fisica, perd maediadors de romangos
o de raonaments i menys encara d’actors contrapgtsrepresentar
col-loquis en llengua valenciana.
Tota aquella produccié devia estar reservada gaiatbauditoris reunits
al voltant d’entaulats de saltimbanquis, en ocasidestes populars de

barri 0 a les places dels pobles. (322-323)

5. An informal theatre

We borrow the terminformal from the field of economics, where the concept
“informal economic activity” designates a kind afti@ity aimed at day-to-day survival,
which has legal ends but is carried out outsidanyf sort of legal or labour regulation,
and does not appear in official statistics, dedpiefact that tax authorities are aware of

and tolerate its presence.



In the line pointed out by Sureda, the Catalanttke® which we shall refer
below was staged in private homes and warehouseasinot “formally” controlled or
regulated by municipal authorities or by administra from the official theatre, the
Hospital who knew of its existence and tolerated perforcean It is apparently a
home-made theatre, created by enthusiasts, where there also raffles held in the
audience. So we are talking about a fringe theatregcessful amongst the working and
middle classes., which had to generate some sancome, however modest. With the
designation of informal stage activity, then, wéereo all those performances which
escaped both the control of th®spital and the prohibitions, and which, despite being

known about, were tolerated.

5.1 The venues

There are no documents of any sort about the pedioces held privately or at
fringe venues €l Gray carrer d’Alboraia), nor is there any study of same kind as
Francesc Curet’s study of private theatres in seesmth-century Barcelona. According
to Curet, in Barcelona there were some twenty pgiwgenues, that can be grouped
together “pels locals on estaven emplagats i sedanslasse predominant dels
executants o de la concurrencia que hi assistérete’aristocrates, cavallers i burgesos
acabalats; teatre menestral, i representacionstequen lloc en convents o col-legis
religiosos” (59).

What must Valencia’s “private theatres” have bekae? John E. Varey, poring
over documents from thidospital tells of many diverse and often fleetisigows from
the sixteenth to the eighteenth century. So, Ingiburselves to this century, as well as

the shows that took place at tdivera, there were also performances in hostels and
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inns. The innsfonde3 had different economic categories and this fagstthave in
some way stratified and differentiated the audisrib@at went there. The audiences at
performances bgonfrariesandgremis(silversmiths, shoemakers, etc.) must have been
as heterogeneous or even more so; private housesheauses (such #es Palla) and
venues likeel pla de la Saidand so on are not the only occurrences.

For example, the various prohibitions of comediagehbeen studied focussing
on the repercussion they had on official venuesTeatre de I'Oliveraand theBotiga
de la Balda But it must be said that these same punitivetedice very useful when
looking for alternative venues. A close readingtlod complaints from some highly
ranked Valencian clergy, from Mayoral onwards, edsesomething that we believe is
very clear: if they insisted time and again befthre Consejo de Castillabefore the
king himself that performances should be banneds biecause despite the bans, the
closure of theatres and the demolitioncakes de comediethe show went on in one
venue or another.

We must remember that in August 1750 the bishopradla, Gomez de Teran,
complained to the king that performances were gtilhg on in towns with the excuse
that the ban only affected cities and not towns smdller places. Two years later, in
January 1752, it was the same archbishop who camepldoefore the king that with the
excuse that the ban of performances of 1750 onfgctfd public places, “se
representaban comedias en casas particularesysogor los carniceros” (Esquer
Torres 1965). They are two very illustrative exagspbut they are not alone.

So, the bishop of Oriola, in the letter addressethé king and his secretary of

state, Joseph de Carvajal y Lancastre, complairss th

2 In all quotes the italics and underlining is owro
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[Dlichas comedias en esta mi Didcessis, aunque megesentapor los
gue son comediantes de oficise repiten mas publicas, y con mas
frequencia, que quando libremente se practicabaaqeellas companias
de farssantes en los teatros de Valencia. Puaseatigo comun los ha
persuadido a que la Proyivicion de su Magestsag las comedias que
guesta dinero verlas, y que repressentan los qoelsaoficio, y no a los
[las] que los vecinos de las Villas y lugares quiergor@esentar en los
theatros que forman en las Plazas, o sitios maszep donde quepan
los pueblos vecinpgepitiendo en dos y en tres dias cada uno distint
comedia profana, con el pretexto de que se excada villa o lugar de
celebrar a aquel santo, o santa, o festibidad dstiuSefiora que tiene
por titular o Patrono.
The effect of the prohibition could not have beamyvsevere given that, three years
later, the same clergyman again insists to the thagall types of performances should
be suppressed, and in particular the puppet shbatshiad been allowed in Oriola.
However, on 19 January 1752 archbishop Mayoral wrote:
[P]or un Corral o Patio que se cerrd que se demolid, i que a costa de
crecidos caudales estoi fabricando en su terren@pauas Casas de
Habitacion en beneficio de los pobres del Hospggaheral;suplen al
presente _diversasasas, en que se representan comedias, i se @ispon
otras al mismo intento, de suerte que se halla estdad encendida en
esta llama, sin que los Superiores i Ministros Beae opongan a ello,
fundados, puede ser, en que en uno de los Dedaldet& Magestad, en
gue se prohiben las comedias por los farsanteseatrds, i por otros

particulares, se dice:_en parage alguno publiamomo si en estas
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palabras se entendiera la prohibicion solo en caliglazas publicas, i
no en casas, en donde, aunque de particulares,ucantodo género de
personasy si en estas se permitieran, pudieran ser depexdsicio, que
los Patios i Corrales, pues a estos se va de die, manda salir al
anochecer, i se ven las caras; i a aquellas seuvaeamoche, i se sale a
las onze, doze i una de la noche, siendo assimglzede| Jueves Santo se
mandan cerrar las puertas de las Iglesias a lasahecheciendo mucho
mas tarde, que en este tiempo. (...) llegando to,tayjue hasta los
cortantes o carniceros han tenido su comedia, g€ rsi han concluido
las noches de su representacion.
Furthermore, some time ago Sanchis Guarheci§ 1-12) noted that, faced with the
prohibition of performances of comedies instigalsdthe archbishop, performances
moved to private houses, and were staged by ansatdir the same time he
remembered that the rector of the University of eviala, Friar Vicent Blasco,
complained about the proliferation of shows in atéstheatres in 1770, one year after
the death of archbishop Mayoral.

A few years later, the new bishop of Oriola, Jo$epmo, still insisted on the
repression of certain public performances untibbbieved théAuto del Real Acuerdo
de la Audiencia de Valencia... se prohiben las ifumes de bacas, novillos, comedias,
mascara, etc(1775); a very interesting document, known in garte it was studied by
Cotarelo.

As we can see, performances in private houseseexigrew in number and,
furthermore, counted on the connivance of the awuthorities. Everything indicates
that these performances carried on, and even morafter the eventful life of

Valencia’s official theatre in the second half béteighteenth century (Zabal¥pera
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Teatrg That is why we should not be surprised that #axgomances reported by Varey
and Zabala are precisely from this period.

For example, Zabala points to the fact that wherBddda was closed in 1879,
“algunos grupos aficionados llenaron tan sensiblech representando en casas
particulares y en almacenes cualesquietyiefa163-164). The most interesting thing,
though, is that he transcribes a fragment of a cibuneeting on 1% April 1785,
according to which:

[S]e habia mandado la suspension de la represéntdei Comedias en
esta ciudad, de lo que havia resultado executarsasas particulares o
Almacenes, por medio de Compafias de Personasreftas a dichas
representaciones; y aunque se dava el coloridoodpagarse por su
asistencia, era notorio que a los que concurrianel@a mucho mas
costoso sin comparacion, en consideracion al tdatsatisfaccion por
razon de las boletas que se les dava que, a mas, tanto mas
reprobadas por concluirse, por lo regular, a methahe, hora tan
incbmoda como nada decente a una concurrencia Hdesasexos y sin
separacion de éstos, dentro del corral o parajéedsa representa.
It must be stated from 1790 the documented appearahthese alternative venues is
more regular because, on the one hand, that isntfeewhen theBotiga de |la Balda
suffered a serious loss of audience and, on ther dbecause a new written medium, the
Diario de Valenciatook charge of collecting these reports and pigdihig the venues:
comic performances, musical concerts, sung perfocegmand so on (Zabal@atrg.
The works staged in private houses during the eagith century have already

been studied by Juan Antonio Rios in two sepanditdes (1988, 1996). In the first he

% We correct the errors and licences taken in Zab@ée the Arxiu Municipal de Valénciajbro
capitular.., 1785, f. 127v-128r.
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sketches the general features of these pieceshvgimes us an idea of what these
venues were like: a) they did not need a largeestapthere were few actors; c) there
was limited economic investment; d) female rolesemaot indispensable; e) the plot
was simple; f) the work should be accompanied byn&moduction [loa or introit), to
present the piece, and a cors@net and g) they had to be short.

According to Rios, the activity was carried out‘gyupos de aficionados con un
nivel cultural y econémico relativamente alto pr&poca, pero que no dispondrian de
verdaderos escenarios ni podrian realizar un dipejue sobrepasara al propio de una
reunién amistosa” (1988:354), and he links thesbusiasts to the literary discussion
circles of the eighteenth centurllutatis mutandisin Valencia the enthusiasts, in
differing degrees, must have been similar.

The atmosphere at these private functions, in thagsic characteristics, could
not have been very different from that of the daimegserformances that appear in some
of Ramon de la Cruz'sainetsand some of Mesonero Romanos’s articles. The
atmosphere described in Pasqual Martinep's aficionats a les comédiasd Eduard
Escalante’dJn trobador en un porxeame a little later.

Finally | believe we must consider another typest#ge, also mentioned by
Sureda, which is curiously the stage with the nibgerse, and at the same time most
humble, audience: the street, the stage that gossthe town square to any rural space
capable of bringing together an audience arounakctor; the theatrical stage in its most
primitive and rudimentary sense, which still suedy with different names and forms,
in the time that we are studying here.

After everything we have presented here, it seemdert that between the
Teatre de I'Oliveraand theBotiga de la Baldaand the simple fixed or improvised

platform, there existed a whole series of differérdatrical possibilities, about which
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we have only the most fragmentary evidence, gihahtheir commercial “exploitation”
must have been an underground affair, or a singlkbeative (and informal, as we have
stated) expansion beyond the production of econogaim, which is what most
interested thélospital

All things taken into consideration, we believetttize data offered here are
more than enough to prove the existence of annmdbtheatrical life, parallel to and
beyond the economic control of thspital although not necessaritgarginal in the
most pejorative sense of the term. In how manyes$¢ venues (private housgemis
inns, squares and open spaces) was Valencia’'s gamatic output sheltered (or

exhaled, as Fuster would say)? With what sort dbp@ances and texts?

5.2. The actors and the audience

The further we go away from commercial and conwerdi theatre, the less our
knowledge of companies, actors and actresses psEgebeyond a state of fantasy.
What is more, given the individual characteristidsthe Grau and carrer d’Alboraia
theatres, such as discomfort and distance, we riusk that both were rarely
frequented by the upper classes, and this lackoblenand bourgeois public was
perhaps compensated by the poorer sectors of goaietl the quality of companies
would run parallel to these economic incentiveshB&gs they frequently relied on the
visits of occasional, casual and amateur actorananovised group of players which is
difficult to study.

In any case, we should not forget the protests fnagghly ranked clergy who, as
we have seen, complained in the mid-eighteenthucgabout performances carried out

by non-professionals, “los vecinos de las vilagiersonas particulares” and that “no
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cuesta dinero verlas” in “casas particulares” dmel drchbishop asked for appropriate
punishments for “los que representassen comediasios vecinos en cuyas casa se
hiciessen”. Various sources allow us insights ititese occasional actors and their
audience.

There is little information to be able to studystinatter in more depth. There is
only Rios’s account, and some sparse sources,asitiose quoted by Zabalapera
188-241), taken from thBiario de Valencia From these we can deduce that in the
nineties the enthusiasts already had their own nmsgdon, and they staged
performances themselves. So much so that thereveasthe case that, faced with the
serious crisis that thBotiga de la Baldavas suffering at the turn of the century, they
were brought in to attract city audiences to theatre, “pues por dos veces vemos

anunciada, como aliciente, la participacion dei@fiados de la ciudad” (239).

6. The works: a typology

In 1990 Joaquim Marti edited a text that has bemsidered as the first known
col-loqui Rahonament que féu lo jurat de Vinalesa al duchAdms, sent virrey de
Valencia. Any 1643which situates this type of text a long time bef@®lasco and
Fuster's suggestions. What interests us here, thaaghat this text is very different
from normalraonaments even though it can be linked to tlkm®loqui nou de l'any
1729 edited by Blasco, since both feature a clear dteation, distancing them from
simpleromancos

On the other hand, there is also the “peca xiquetz” Més s’aprecien els
diners que la sanch y el parent§4817), edited by Fuster (166-189). From the sécon

third of the nineteenth century, more or less, dtwey is known in parts because it is
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linked to that appearance of new dramatists suclvsesp Bernat i Baldovi and Joaquim
Garcia-Parrenyo who, according to Sanchis Guatnarg), represent the beginning of
modern Valencian theatre, a period which has ajrdémdn studied (Sirer&rincipal
Blasco; Izquierdo,Teatro 1800-1832, Teatro 1800-1858ansanoObra dramatica
AntecedentsTres notes The problem was (and is) in being able to giveoherent
explanation of Valencia’s own theatrical activigy,least between the two dates of 1643
and 1817. If nothing else, from the eighteenth wgntve maintain a great number of
apparently similar texts, that have been identiisdol-loquis raonamentsrelacions
conversesand so on, which have been feasibly consideredikasd of VValencian proto-
theatre and which, we believe, are brief dramabdka;, as we shall see below.

Our proposal consists of the elaboration of a tygglof short dramatic works,
normally published individually asol-loquis taking their sources and the dramtatic
models which inspired them as its starting poinhrddologically, the period is
delimited by theColoqui nou de I'any 1728nd the first third of the nineteenth century,
approximately when Pasqual Martinez writess aficionats a les comedigdere and
now we shall leave the 164faonamentto one side, since in this paper we are
concentrating on the eighteenth century, and tletusion of the seventeenth would
oblige us to include another set of consideratiwheh would need more space, which
unfortunately we do not have.

In elaborating a proposed classification, we hawgt facussed on the title of
each text but rather the source or dramatic mdual it follows. As we have seen,
performances in private venues were adapted acaptdi circumstances and, so, the
differences between the staging of one piece anthanwere minimal. The only thing
that was important was to entertain people in tfre time, make people laugh and so

everything was changed according to the stage etimygpossibilities. The differences
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between various pieces, on the improvised stages Vexelled out to the basic and
necessary minimum. That does not mean that theeacelidid not organise and attend
the performances bearing in mind the original medel

In short, despite the fact that the texts are prteskascol-loquis raonaments
and so on, they respond structurally, thematicalhg so on to well-known theatrical

genres such dbes entremesasacares etc. Let us look at some examples.

6.1. Sources

We would like to begin this section with one of fireal works from our chosen
period, because it leads us to ask what that “pegeeta” was, where it came from and
why. It is no great discovery to point out that Brhart's piece is a work half-way
between the Castiliasaineteand thequadre de costum$lowever, it is a curious fact,
not noted until now, that Branchart’s title echdks title of a piece by the Castilian
Baroque dramatist Luis Vélez de Guevavias pesa el rey que la sangre y blasén de
los Guzmanesa work in three acts, which does not presenttheynatic similarities
with the Valencian work. Is this similarity in & mere chance?

Perhaps not, because as Francis Sureda notes €3t8) performances were
allowed again in 1761, a numbered series of corsaalas printed by the Orga family,
which was a stimulus for theatrical activity in tlegy. It must be noted that the
relationship between the printing press and thatteas a fundamental matter for the
study of sources, and even more so in Valencia, airghe principal nuclei for the
printing of comedies in the whole of the peninsula.

Fortunately, Jaime Moll's studies have shed a lotight on this matter in

general terms, and also some on the activity oeMahn printers in the publishing of
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theatre; see also McCready for a more descrigitiele on the Orgas’ collection. In
his research into this collection, Moll complairi®oat not being able to compare their
activity with what was being staged in Valencidisdtres at the time, which had hardly
been studied then. Many years later, Francis Sugadss an answer to the possible
relationship between what was being staged and wasibeing published.
La série de comedies numerades de la impremtacoraten <Viuda de
Joseph de Orga i fills> comenca el 1761: la sewi@p coincidi amb
l'autoritzacié atorgada a la ciutat de represemtares teatrals i amb
I'obertura de la <Botiga de la Balda>, el 23 de gndel mateix any.
Probablement fou I'impuls donat a la represa dspketacle escéenic el
que va incitar aquells impressors a editar aquedlae de comedies
soltes.
(...)
L'impressor tenia tendéncia a editar, a la voratrée vegades sobre
guatre, aquelles peces que no havien estat ulliitzamai per les
companyies, 0 en poques ocasions. Potser pergseéukn abséncia als
repertoris o0 la seua aparicié de curta duradaaiedes convertien en
una raresa i, per tant, n‘augmentaven el valor.fec@onat a les
comeédies se sentia incitat probablement a adquiés aviat aquelles
peces gue eren molt menys conegudes a Valénciagyetles que podia
veure o reveure en el transcurs de cada tempdi2is).
Vélez de Guevara was a well-known author on theeMahn scene, and many of his
works were performed. However, the title that iests us here does not appear in any
of the published bills of th®livera or theBalda but it was printed in an edition by

Josep and Tomas d’'Orga, in 1774. It seems, thah Bitanchart took advantage of the
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effect, be it large or small, that an author atié tnown to lovers of comedies would

have. This is not the only case.

6.2. An example

If we take a look at the titles that | have brouggigether here, we immediately
see how some of the works are related to printedksvd@ he first workPasset de Toni i
Manena, tret del ‘Desdén con el desdén by Agustin Moreto and was performed
thirty-seven times in Valencia during the eightéeo¢ntury (JuliaPreferenciay but
amongst the various published versions we havéoooid a single Valencian one, even
though it was distributed in this format (Moll). @tsecond idPasillo del Princip y
Margarita, tret del en castella, ‘Mudanzas de latima y firmezas del amagra
Baroque work by Christdbal de Monroy, which was petformed in Valencian theatres
but was published by the Orgas in 1768 (Sans@wa dramaticy. A third case is
Col-loqui del torn de les monches de Sent Chriktafdich partially recreates the
Castilian comedyLo que passa en un torno de monjasthree acts, starting from a
single-act version which was available as a sirggdé@ion, and alloa which was
available as a manuscript. The other case iihldoqui de col-loquis, o encisam de
totes herbesa popular work amongsbl-loquierswith various echoes, and which finds
its antecedent in the seriesrofmangosand short pieces which were arranged according
to the titles of other works, such as tBatremés de los romancédsy Miguel de
Cervantes, and its direct source is in ttoenances con titulos de comediaad
ensaladas All these texts have been edited recently by Msleéstre (1996), from a

point of view which is eminently that of the histaf the language.
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It is a different case faxacares pieces that recreate the adventures of a wrong-
doer or a brave soul from the world of crime: thdeenot have direct sources, but they
do follow a dramatic model. This is the caselofta secretdy Carles LeonParranda
i Bufalampolla vénen del Norte Raonament i col-loqui nou de Nelo el Tripdrp
Pasqual Martinez and nearly all the works thatsiredar characters.

Bearing in mind Javier Huerta’s considerations T73-we can even propose the
hypothesis ofmoixiganguesa genre belonging to the time of carnival or dasae
purely festive and scatological elements, with wsoduch asParlament curios y
entretengut per a desfrés de les Carnistoltes, e up llaurador va curruquechant a
una dama, explicant-li son amor.Paper molt graciés, discursiu, enfatic, alusiu y
sintencids, per a desfresar-se de llaurador y dialles Carnistoltes o en qualsevol atra
funcié particular andColoqui Nou dels Carafals, en el que es referigtesco que i
va pasar a un fadri del horta de Campanar anan¢arg els bous

Other cases are theol-loqui de l'escola i la viuda, que es casa adtant
Mataraca d’'un mossot i un estudiaamdidCol-loqui de la Loteria i chasco de Bolichas
version of the Castiliasainete El dia de Loteriafollowed byEl chasco del sillerp
both published by Piferrer in Barcelona and the @ritie eighteenth century.

These are only a few examples of the thirty-oridestthat can be put forward,
whilst trying to avoid better-known textstisteris del CorpusRosi alasala Molinera,
Pep de Quelpan so on. All these texts make it clear thatdheas regular stage
activity, although not during the period we arekiog at here.

If we are interested in a second title by Pasqualtiiez,Los aficionats a les
comedies(c. 1840), it is because it graphically separatbsit is a certain practice

belonging to the eighteenth century and rootechortstheatre, from what is already at
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that time a clearly nineteenth-century conceptarhb-grown comedies and theadre
de costumsdespite being linked to earlier authors suchaséh de la Cruz.

It must be said that apart from a theatrical sp¢etalled by the Baroquellpa,
first act,entreméssecond acfsainet etc.), it is difficult to create an aseptic tarory
for all short pieces, because this sort of perforreaalways varied according to
circumstances, the possibilities of the domesagetand the amateurs. What we mean
is that if we wish to differentiate betweenl@a entremesadand anentremeswe can
only really do so starting from the venue where pleeformance took place: and we
know nothing about that. Within the framework operformance made up exclusively
of short pieces, these differentiations are veegicl

Nevertheless, according to what we have said wot¥, we propose this first

typology of short pieces in the eighteenth century.

A typology according to sources (eighteenth — nineénth century)

A. Lloes

1. Coloqui del torn de les monches de Sant Christofol

2. Coloqui per a la Festa de Nostra Senyora de la
Esperanza en lo any 1730 que es féu dins lo Cordent
Senta Ursula en Valenciady José Vicente Orti Mayor

3. Paset de Toni y Manena, tret del <Desdén con sléle

4. Pasillo del Princip y Margarita, tret del en casél
<Mudanzas de la fortuna y firmezas del amor>

5. Coloqui de coloquis 0 Encisam de totes herbes

B. Entremesos

6. El Coloquio que se sigue hablan sus personajes en
nuestra lengua materna y es el siguiente al romapaes
habla de las rifias, que hubo, que es lo Ultimo &|qu
llegaron las competencias. Dice asi: Coloqui nou’dey
1729

7. Coloqui entretengut, hon se reciten algunes de les
moltes rinyes que solen passar entre les Sogreggshby
Carles Ros. 1758

8. Entremés de la Sogra y Nora

C. Xacares

9. Chunta secreta, 0 arenga critica y divertida, qae $is
personats de distinguit caracter en la ciutat ddéviaia,
gueixan-se agriament de la mala estacio del temisy
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Carlos Leon, 1788

10. Parranda y Bufalampolla vénen del Norte, cridaty de
Cento y Tito. El quatre formen un platico ensoniiat] 1

11. Rahonament y Coloqui Nou de Nelo el Tripeby
Pasqual Martinez Garcia

D.
Moixigangues ?

12. Parlament curiés y entretengut per a desfrés de les
Carnistoltes, en que un llaurador va curruquechanina
dama, explicant-li son amor...

13. Paper molt graciés, discursiu, enfatic, alusiu y
sintencids, per a desfresar-se de llaurador y diral leg
Carnistoltes o en qualsevol atra funcio particular

14.Coloqui Nou dels Carafals, en el que es referix el
chasco que li va pasar a un fadri del horta de Canap...
[c. 1780]

E. Other forms

15.Matraca de un Mossot y un Estudiant

16.Coloqui del Escola y la Viuda, que es casa al insta

17. Coloqui Nou del Dia de la Loteria i chasco (de
Bolichos

18. Los aficionats a les comedjeby Pasqual Martinez
Garcia

7. Conclusions

When all is taken into account, it seems clear thahome-grown theatre
survived in these domestic, urban and rural an{gitsmis inns, squares, warehouses,
private houses), where because of an anniversey)dad of gremi or a harvest, with
scarce resources they put together “una cuina #alaadora del millor modo
composta”, as Branchart says in the stage directdihis “peca xiqueta”, or any other
simple andcostumistascene, as simple as the stage directions of gtes¢ pieces and
as basic as the actors.

Various works show that there were people who whtdestage and see staged
in their own language works that others saw atBhlelaor read in single editions, and
there were amateurs and occasional actors whoerhlgums and themes from Baroque

Castilian theatre to satisfy this demand. The dtemtexts, which went under the name
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of col-loquisandraonamentswere performed by actors, both good and bad, venoe
from the community itself. It is clear that bothetlactors and the audience bore the
original Baroque models in mind.

We do not think it is an exaggeration, then, toesthat we have here a coherent
short theatre, and that it is about time to begiddsignate these texts as short theatre,
or short comic theatre as Antoni Serra does whikimgaabout Majorcarentremesas
However, we must be aware that some of these piandsothers from the seventeenth
century, were not always comic in character.

Nevertheless, it is too soon to make an evaluabenause first we must analyse
the dramatic and comic mechanisms which articulzaeh text and prepare real
theatrical editions. Furthermore, research must continue b@dvbrks must be situated
in line with the festive calendar, especially i ttase omoixiganguesbecause then
perhaps we would obtain complementary informat@mmake a global evaluation.

Finally, this proposed typology, on the one hanohsato work towards putting
order to thecol-loquisragbag, which philological tradition had developeam all those
pieces in Romance that they did not know how tesifg nor how to read. On the other
hand, this vision of the works can stimulate resledrecause it proposes a different
approach which we can use to talk, debate and be¢her we are able to elaborate a

coherent panorama of what Catalan theatre actwalyduring the modern age.

Gabriel Sansano

University of Alacant/lIFV

Translated by Richard Mansell, 2006
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