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_THE ..INFLIJENCE OF SPANISH LITERATURE ON OPERA
by Frederick James Woods
There are a considerable number of operas based on Spanioh subjects,
. many of them‘taken direct from Spanish 1iterature and drama. Very few
of these operas have been compered with their literary sourceo, and
hitherﬁo no atfempt hes been made to present an overall account of the
Vextent'of’Snanish ihfiuence on opera, The aims of thiss¢udy are to
indicate the extent of that influence, to examine the liferéry works
chosen by composers and librettists with regard to their adaptability as
'operatlc mater;al and to compare the adaptatlons with the orlglnal
works so as to assess the worth of the musical ;ersions. The operas
discussed have been grouped according to the nationality of the composer,
in order to show how Spanish influence has varied from one country to
another,
The two Spanish subjects used most frequently in opera are
Cervantes's'novel,iDon Quixote, and the legend of Dcn Juan. The latter

subject exists in several literary versions, the most important ones in

~ Spain being Tirso de Molina's El burlador de Sevilla and José Zorrilla's

&

Don Juan Tenorio. Operas based on these themes are discussed in separate

chapters, Most of the other Spanish works used belong to the Golden Age
(lh92-l700); a few are from the literature of the nineteenth and twentieth
centuries, but none is from the eighteenth., In addition, references have
been made to a number of operas set in Spain but not derived from Spanish

literature.



A study of this kind cannot be exhaustive. In a very few cases it
has proved impossible to trace either the score or the libretto of an
opera believed to be based on Spanish literature. On the other hand,

there may well be @ther works, as yet undiscovered, which are derived

from that source,
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INTRODUCTION

The extent to which Spain has Inspired opera composers is not
generally rcalised, Although Spanish literature has beén widely read
outside the‘PeninSula, especially since the nineteenth century, Spanish
music, and in particuiar opera, has been neglected by non~Sp§nisﬁ music~-
ologists. Such neglect is not entirely unjustified; with the possible
- exception of the seventeenthecentury zarzuela, indigenqus opera in.Spain -
has never equalled that of Italy; Germany, France or even England.
Nevertheless, Spanish literature, history and locales ha§e been used
frequently by compésers and librettists ffom thése andbothér céuﬁtries,'
including Britain and Ameriéa, Russia, Hungary, Portugal, Argentina and
Spain itself,

‘Qf thé‘jSO operas with a Spanish béékground to which referenées
have been Tound, 230 are inspired by Spanish prose and drama. 10% of
these are adaptations of Cervantes’'s Don Quixote. The large number of
Quixote versions performed in the eighteenth century attests to the
plagiarism and the fierce rivalry among composers of Italian opera during
that period. Also, at a time when opera buffa was regarded by many as a
very inferiér art-form, the usé of a well-known subject by a respected
author would have had obvious ad&antages. A further 49 works treat the
Don Juan legend, although several of these owe more to non-Spanish literary
versions than to either Tirso de Molina or Zorrilla. The majority of the
remaining 78 operas are basgd on Golden-Age plays and novels, Calderdon and
Cervantes being the favourite authors. The interest in Calderén's work
shown by nineteenth~century writers, particularly in Germany, may well have
.influenced some opera composers in their choice. In the twéntieth century
. one Spanish writer predominates: Garcia Lorca. References have been
found'té liioperatic adaptétions of his plays, all writien since his death

in 1936. It is very significant that in Lorea's drama, as in Calderon's,
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music is an integral part of the action, and furthermore, both dramatists
showed a profound interest in music,

In ordep to indicate the extent of Spanish influence on opera,
references have been made to 150 work; in which the setting is Spanish,
\although there is no traceable derivaﬁion from Spanish literaturé. These
include 17 which aepict the Spanish conquest of America, 13 5ased on the
plegend of El Cid, and 12 which tyeat the voyages of Columbus., All three
.subjecté of fer scopé for speétaeﬁlar effects in the form of battle scenes,

with choruses of rival armies, and thelr remoteness of time and place
would doubtiess have gratified'the audiences' love of the éxotié during
the period’l750~1850, when the majority of these operas were written.
Since, for the purposes of this study, it is impossible to dis~
 tingﬁi$h éaﬁiéfactoriiy between‘"pure" opéré,_that is opera which is
sung throughout, and drama in which only a proportion of the dialogue is
sung, the term "opera" has been used to denote all musico-dramatic works.
Unless otherwise stated, details of place and date refer to the
first staged performance for dramatic works and to publication for non-

dramatic works.,



-1l -
Chapter 1

ITALY

© There ére many more operas on Spanish subjects by Italian composers
- ﬁhan‘by compoéers from any‘bther‘couﬂtfy.v The mosf obvious feaéon.forx
this is that in Italy opera, since itshorigih in Florence, has always been
a Tavourite musical genre, whereas in other countries its popularity has
beéﬁ inconéisteﬁt. ‘in the Sixt;eﬁth; seveﬁteenth and early eiéhﬁeeﬂth .
canturies politicai and cultural ties between Italy and Spain were fairly
étrong% and this fact ﬁould.no doubt have increased the popularity.of
Spanish subjects in opera. Several of Calderbdn's plays were perfdrmed'in

' Italy during the seventeenth and eighteenth centuries. These performances
" made extensive use of music and some may>ha9e>approximated to operatic |
adaptions.2 The three most frequently used subjects, however, were Don
Quixote, the Don Juan story, and the legend of El Cid. Among the operas
with no connection with Spanish literature the favourite subjects were
Columbus, the conguest of America, and Don Carlos. It was not until the
nineteenth century that driginality of‘subject-matter aépears to have been
important for opera composeré. On¢ finds therefore that, with very'few
exceptions, the "Spanish"-operas written before 1800 are based on one of
the six subjects mentioned. With the rejuvenation of Spanish literature
in the nineteenth century, which followed a period of literary poverty,
and with an increasing desire on the part of composers and audiences for
originality of subject-matter, one finds contemporary or near-contemporary

Spanish literature being used as the source of opera libretti,

1. Milan and Naples belonged to Spain until the Treaty of Utrecht (1713),
and the early writers of the uolden Aoe were influenced cons¢derably
by Itallan literature,

2. See Arturo Farinelli, "Apuntes sobre Calderén y la misica en Alemania",
Cultura Espafiola,I (1907), 119-1€0.
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The earliest known Italian opera on a Spanish subject is Sancio - un

dramma per rusica (1655).1 The next "Spanish"opera is Alessandro Melani's
2

11 empio punito (1669).° The title, "The Impious Man Punished", is

typiéal of the moralising tone of Roman opera at that.time as‘opposed,to
Florentine and Venetian opera.3

| In 1710, an Italian opera was produced at the Haymarket Theatre,
London; entitled Almahide._ It treats not oﬁe of{the six most common

Spanish subjects but one which was to gain popularity amongst composers

of the nineteenth century: the reconquest of Moorish Spain. It is based .

on Dryden's Almanzor and Alhahide, theiéecond pért of his The Conqﬁest'of

Granada by the Spaniards (1672). Although neither the poet nor the com-

poser is mentioned in either the libretto or the score, the music is
attfibuted to Gio&aﬁnirBonqncini,vHandei'S'ri§al gn‘England, on thé
strength of a remark made by Burney that the musié was "all.of one style,
and that style more like Bononecini's than any other composer of the time".
By this time Italian opera was firmly estéblished in many cities outside
Italy, and in 1719 énother Quixote opera was produced, this time in

2 by Francesco Bartolomeo Conti.

Vienna: Don Chisciotte‘in‘Sigrra Morena
During'the eighteenth century a number of véry important changes

took place in the development of the opera, and their effect can be seen

in the choice of subjecté among Spanish~influenced works. The focal point

for Italian opera shifted from Venice to Naples, ahd it was in the latter

1. See below, p. 2k8.
2. See below, p. 270, n. 1,

3. See Donald Jay Grout, A Short History of Opera, 2nd ed., (Columbia,
1965), pp. 61-72, for a description of opera in Rome at that time.

L, Quoted in Sir, d. Grove, Dictionary of Music and Musicians 5th ed,
(London, 1954), I, 807.

5. See Grout, op. cit., pp. 185-194,
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city that, due to the reforms made in opera seria by Zeno and Metastasio,1
comic opera became established as an independént enre,2 for Zeno had
purged serious opera of both comic and supernatural episodes. During the
yea:é 1719-71, at least seven Italian‘Quixote opera;’were‘performed, put

reference has been found to only one qpera on the Don Juan theme: La

gravita castigata (Brinn, 1734), by Angelo Mingotti. Don Quixote,

although until the nineteenth century treated iq opera merglykas a comedy,
would ha&e had fhg advantage of being a yefy weil-known story by a |
respected author - a point of considerable importance at a time when cowic
opéra was fegarded by many as an inferibr férmyof entertainmené.f On ﬁhé
cthef hand, one of the greatest attractions of the Don Juan theme was its
supernatural ending, and so it was not until the last quarter of the
cenfﬁr&, When Zenb'é réforms-hédgéneraliy-spéakiﬁg been forgotten,vthét
the Don Juan theme once again became popular amoggst opera)composers.

At least fourteen Italian operas based on Don Quixote were performed
during the eighteenth century.3 The fac£ that the last three of these
were performed durihg‘three successive years, 17€9, 1770 and 1771, gives
some indication of thé open rivalry which existed between Italian opera
composers of the eighteenth century,.: Apartvfro&'Don Quixote, the
favourite Spanish subjects amongst opera composers of this period (the
eighteenth century) werenthose which lent themselves to heroic opera
seria treatment, such as El Cid, of which éix examples have been found;
and the Spanish conquest of America, of which ten examples have been

foxmd.)+ The latter subject was especially popular with composers of the

1. See Grout, op. cit., pp. 185-19k,

2. During the first half of the century opera buffa was regarded as a
" rather low kind of entertainment: by 1750 it was as important as
opera seria, and towards the end of the century the two types had
once again begun to be intermingled, so that in 1787 one finds
Mozart describing his Don Giovanni as a dramma giocoso,

3. The Quixote operas are discussed in Chapter 6.

L. See Appendix.
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eighteenth and early nineteenth centuries as it provided an opportunity
for lavish spectacle, battle scenes and local colour, which sometimes
took the form of a rather feeble attempt to create the sound of‘primitive
Indian music in the ‘ballet movements. None of these operas is based on
a Spanish literary work, and so they do not justify a detalled descrlptlon
here, but Mayo's Montesumal may be taken as falrly representative of the
. suogect~matter of these operas. The plot. shows how Montesuma, the old
tyrannlcal Emperor of Mex1co, is finally defeated by Fernando Cortés and
.the Spaniards, There are battle scenes and love scenes, but very little
really dramatlc action. An opera with the same title, of which the
music has been published, is Heinrich Graun's Montesuma, compesed to a
libretto by Frederick the Great of Pruss1a. The chief 1nterest in this
work 1185 in the use made of the cavatlna, which at that time was a new
axfia—form.2 ‘
During the last quarter of the eigﬁteenth century at least eight

Italian operas on the Don Juan legend were composed. It has already been

mentioned that towards the end. of the century the distinction between

opera seria and buffa was once again becoming blurred. In the Don Juan
story the comic and tragic elements are almost inextricably intermingled.
Eighteenth~century audiences might have found it virtually 1mposs1ble to
witness Don Juan S crimes enacted on the stage without maklng light of
“them. They are therefore exaggerated to the point at which they are no
longer embarrassing. On the other hand, moral‘proériety required the

tcastigation of the libertine, so a serious ending was necessary. One has
in the Don Juan story a good example of the comico~serious plot for

which audiences at this time were showing preference. An additional

advantage was- that the story was.well-knownAandvenjoyed. E. J. Dent

1. The libretto of this work may be seen in the Biblioteca Central,
Barcelona, Cat. no. C 400/253,

2. For a description and bibliography of this opera see Grout, op. cit.,
pp. 211-215. ' ”
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mentionsl that at least until 1783 an improvised version of the story was
regularly performed in Vienna during the octave of All Souls,

The first operatic version of the Don Juan story during this period

is Guiseppe Calegari's Il convitato di pietra, performed in Venice in

1777.2 Possibly in the same year Vincenzo Righini's Don Giovanni ossia

il éonvitato di pietra was performed in Vienna.3 In 1783 a Don Juan

opera was performed_in Warsaw, gnﬁit;ed Don Juan albo Ukarany_Libertyn._
Thé librefto was-by W. Boguglawski, and may‘havebbeen a Polish translgtion
of the one set by Righini. The music however was by an Italian,
Gioacchino Albertini, who, in 1782, beéamé céndubtor of the Royaiv'

Orchestra in Warsaw. Also in 1783 Giacomo Tritto's Il convitato di

ietra, with a libretto by Giambattista Lorenzi, was performed in Naples
" at the Teatro dei Fiorentini. Weinstein describes it as a "musical
fa.rc:e".l'L It is clear that the work has none of the seriousness which one

finds in Tirso's El burlador de Sevilla. The year 1787 saw the first

performance of the work which was to eclipse all other Don Juan versions:

Mozart's Il dissoluto punito ossia il Don Giovanni. It was preceded in
the same year by two other Don Juan operas: Giuseppe Gazzaniga's Il Don

Giovanni ossia il dissoluto and Francesco Gardi's Il nuovo convitato di

pietra. There can be no doubt that Mozart and Da Ponte studied both the
music and the libretto of the former work,> Gazzaniga's opera,6 with

words by Giovanni Bertati, was performed in February at the Teatro San |

1. Edward J. Dent, Mozart's Operas, 2nd ed. (London, 1947), p. 128,

2. The score of this work is apparently lost.

3. The work has anialternative title: Il convitato di pietra ossia il
dissoluto. Other times and places for the first performance are
suggested in Leo Weinstein, The Metamorphoses of Don Juan (Stanford,

" Calif., 1959), p. 207.
4. Weinstein, op. cit., p. 208.

5. E. J. Dent, op. cit., pp. 129-143, sets out in detail the relationship
between Gazzaniga's opera and Mozart's,

6. Gazzaniga had studied under Piccinni and Sacchini, both of whom wrote
operas on Spanish subjects.
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Moise, Venice. It was so successful that Gardi's rival opera, with words

by Giuseppe Foppa, was produced very soon after at another Venetian

theatre, San Samuele. Mozart's version was produced on October 29, at

Pragﬁe. The following year yet anotber Don Giovanni appeared in Italy,
at fano, witﬁ music by Fabrizi.l‘ Ifiéne includes the‘péssibie version‘by
Paisiello,2 there are at least nine known operatic vérsions of the Don
Juan theme written between 1775.‘and.1788.j

4 The changeé which océurred in opera dﬁring.the nineteenth centqrj
were of greater siénificance than even tﬁe literary reforms of Zeno and
Metastasio 6r the musical reforms of GlUCk. ‘For the first half)of'the |
centufy Paris was regarded as the Euroﬁean centre for opera, and even {he
Italians regarded a success in that city as a climax in their careers,
Eveﬁlvérdi Qas no'ekcéption iﬁ this respect. ‘The atmosphere of unrest
during the years of the Frénch Revolution gave rfse to the éo—called
"rescue” operas, in which danger, suspense and the ideals of human liberty
and self-sacrifice played a major part.h ‘During the nineteenth century
a changing attitude to the choice of subject-matter becomes apparent.
With regard to Spanishvsﬁbjects, the plagiarism found in the eightegnth

century is less common, and the traditionally popular themes, Doanuixote,5

1. The libretto is thought to have been either that used by Tritto, or
a new .one by Giuseppe Maria Diodati.

2. See Eugenio Faustini-Fasini, Opere teatrali, oratori e cantate di
Giovanni Paisiello (176L4-1808): Saggio storico-cronologico (Bari,
Laterza, 1940), p. 175.

3. In 179% another Don Giovanni was produced, by Vincénzo Federici in
collaboration with Da Ponte, and with additional music by Gazzaniga,
Giuseppe Sarti and Pietro Alessandro Guglielmi.

b, The most famous example is Beethoven's Fidelio. Like Beaumarchais's
controversial plays, this work is set in Spain, a country which, at
that time, appears to have been regarded as sufficiently remote to dis-
tract the audience's'attention from any political interpretations.

5. See Chapter 7 and Appendix. It is known that at least two composers of
Don Quixote operas spent some time in Spain, Generali from 1817 to
1820, and Mercadente from 1827 to 1829. The latter wrote some of his
operas for Spanish theatres in Madrid and Cadiz, and a work entitled
Sinfonia de aires espafioles.
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Don Juan, the discovery and conquest of America, and El Cid,l are used
less frequently. On the other hand, operas poftraying.other episodeé
from SpanishAhistory, purely fictional operas with a Spanish locale, and
operas based on near-contemporary Spanish literature are more numerous..

It is of interest to compare the;number of eightegnth-century Italian
operas on a particular subject with the number of nineteenth-century operas.
The Spanish conqgest»of America had been a.popular subject in. the eight»
eenth cengury, whereas in the nineteenth century only two examples have
come to 1ight.2 The discovery of America by Columbus, however, gained in

popularity during the nineteenth century, and there are at least eight

) opefas on this subject.l Franchetti's Cristoforo Columbo was commissioned

by the ‘town of Genoa to mark the hOOth anniversary of Columbuss:flrst
voyage and is conceived on a vast scale~ it attempts to span the whole of
Columbus's adult life. A large cast and orchestra are employed, and the
work is divided into four acts and an epilogue. In the First Act we hear
Columbusk ideas derided by the crowds. Only Queen Isabella believes in
him, and she providés him with the necessary aid to realise his ideal.
The Second Act takes place at sea. Columbus, at the mercy of the dis-
illusioned séilors; is saved only by'the'siéht ofbland. The Third Act
results in Columbus'’s being dispatched to Spain in chains. ‘In the closing
scene we see Columbus kneeling beside the tomb of Isabella, who had made
possible his discovery. Dramatically, as well as ﬁusically, the opera is

very weak, action being sacrificed for spectacle. It is the antithesis

of the "verismo" opera which was fashionable at that time and is in fact

1. See Appendix,

2. . Gasparo Luigi Pacifico Spontini, Fernando Cortez ou la congu€te du
Mexigue (Paris, 1809) and Pacini, Amazilia (Naples, 1625). The
former work looks back to the dramatic methods of Gluck rather than
forvards to nineteenth-century practice, in spite of its occasional
use of mild exoticism, as in the "coro e danze barbare", and its
grandiose, Meyerbeerian choruses,




-8 -

an anachronism, a rellc of Meyerbeerian grand opera.

In most cases it is impossible to say wiﬁh any certainty why a
particular subject which had been popular in the eighteenth century was
notiéo in the nineteenth.  So many factors would have affected a composer's
or a librettist's choice that it is impossible to geperglise. One can,
thever, suggest a possible reason why the Don Juan legend, of which there
were many,eighteenth«century versions, was rarely used in opera duringlthe.
nineteenoh eentury. The conclusion of the story presents a problem. . For
the Spanish dramatist, Tirso de Molina, the solution was clear, for he
treoted his-theme from a reiigious viethoinf, ﬁhich required tﬁaﬁ thev
_ protogonist be Jjustly punished for his misdeeds. The eighteenth century
took a lighter, not to say cynlcal view of the Don's debllidades, and
compromised with a c1051ng moral for the sake of proprlety. Neither of
these attitudes was congenial to the majority of.composers of the Romantiec
period, and, apart from the works by Raimondi and Pacini (both written
fairly early in the century), the Don Juan theme was neglected by Italian
opera composers during the nineteenth century.

During the nineteenth century Spain became increasingly popular as
the locale for opefatic subjects. It has aiready»been noted that operas
open to political interpretation were sometimes set in that‘country. As
the emphasis shifted froo the portrayal of stylised moods to the portrayal
of individual persons and their offen violent passions, so Spain, its
history and its people, came to be regarded as the embodiment of violent
emotions, Thefe are very few examples of Spanish literature being used
as the basis for a libretto. There are, however, a large number of nine-
teenth-century Italian operas based on an episode or‘character from
Spanish histo:y. These include five operas entitled Don Carlo,1 a subject
which'had‘been popularised by the publicaﬁion of Schiller's Don Carlos.

The three Don Carlo operas of which the score or the libretto is in ex-

1. See Appendix.
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istence, Costa's,l Bona's and Verdi's, all follow closely Schiller's

drama, which deviates from historieal fact byvmaking Don Carlos the
champion of freedonm in the Low Countries, guided by his friend, the fic-
,titieus Harquess' of Posa, and by representing the ceqse_of the-Infante's
guarrel with Philip II as his adulterqﬁs love for the young queen,
Isebella of Valois. Costa's work, which, like Schiller's, is markedly
b;ased'against‘the bigotry of Philip II and the cruelty of»the»lnquisition,
is representative_of the English attitude in the nineteenth century towards
Spanish cruelty and fanaticism, such as one finds in Borrow and Blanco—_
White.2 The libretto of Bona s opera,‘by Jlorglo_Giachetti, is very

_ similar to that written by Méry and Du Locle for Verdi, but in the earlier
work the actlon proceeds at a faster pace, allowing less time for the de~ ‘
lineation of character in the music. Thls is particularly noticeable in
the scenes between Don Carlos and Prineess Eboli (Bona's opera, III, i),
in which the change in Eboli's feelings for Carlos from love to revenge
takes place too rapidly to be convincing.3 Verdi's opera is of course
superior musically fo‘the other versions, in spite of the somewhat bom=-
bastic Meyerbeerian spectacle of the "auto da fe" scene and some rather

trivial ballet movements. The characterisation in music of Ebolih and

1. Costa, whose father was of Spanish descent and a pupil of Leo, was
himself a pupil of Tritto and Zingarelli, both of whom had composed
"Spanish'operas.

2. See Chapter 2.

3. In the corresponding scene in Verdi's opera a great sense of dramatic
irony is felt as Eboli mistakes Carlo's gallant flattery for his
reciprocation of her love.

i, Eboli's vocal arabesques, with their use of the Phrygian cadence
found in Andalusian folk music, are the only example of "Spanish"
effects in this work.
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the kingl are among Verdi's greatest achievements in his middle-period

operas.

A Spanish historical subject which was as popular among Italian
v(pmpqéers-as was the life,of Don Carlgs was the lege;@ of Inés‘de Castyo.
This very macabre story, the final scgﬁe ofvwhich shows a young Portuguese

king crowning the head of his assassinated Spanish bride, is found in both

Spanish and Portuguese literature,gvand it inspired six Italian operas.?

l.. The scene between Philip and the Grand Inquisitor in Act IV, which
symbolises the conflict between church and state, is surely one of’
the finest scenes of any Spanish-influenced work. The oppressive
-atmosphere is intensified by the sombre orchestral chords with which
the scene opens: “

m.l.
>~ '>/"\ >~
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Voe, se. (Paris, 1867), p. 265, bars 3-7.

2. For detd-ls of versions of this legend in Spanish literature see
" Germén Bleiberg and Juliazn Marias, Diccionario de la literatura

espafiola (Madrid, 1964), pp. 410-411; Edward M. Wilson and Duncan

Moir, The Golden Age: Drama lh92~l7OO (London, 1971), pp. 29-30 and 79.

5. See Appendix,
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None of these operas, however, shows sufficient resemblance to a Spanish
literary work to Jjustify a detailed description here. Four Italian operas

2
entitled Giovanna di Castiglial‘and two entitled Il duca d'Alba appeared

durihg the nineteenth century, in addition to a conéiderable numbey of
operas with a Spanish historical background, but with more of less
fiétional subject-matter.B Cn the other hand, purel& fictional operas
with a Spanish setting, corresponding to Carmen in French opera, are
rére amoﬁg Italién composefs of the nineteénth century. Unlike Frenqhn
composers of that peripd, the Italians appear to have been attracted not
so much by Spain as an exotic locale but Ey‘ihe'dramatic possibilities |
seenhin Spanish historical subjects. Consequently one finds very few |
attempts among Italian composers to imitate the sound of Spanish folk
&usié,‘and &ery few non-historical operas.set'inﬁSpain.h

It is an important f;ct that, with one notable exception, Verdi,
Italian composers found no inspiration in contemporary Spanish literature.
The primary reason for this is that few éontemporary Spanish works were
available in Italy,'ahd even less in translation. This is exemplified by
the fact that Verdi foﬁnd.great difficulty in obtaining a copy of g;
trovador by Antonio Garcia Gutiérrez. Also Spanish drama of this period

would pose very difficult problems for the librettist, as Verdi himself

1. See Appendix. The central figure in these operas is Juana la locé,
elder daughter of the Catholic Monarchs, Although she was proclaimed
Queen of Castile in 1504 she was mentally incapacitated and unable
to rule,

2, See Appendix.

3. These include Luigi Cherubini's Les Abencérages ou 1'ftendard de
Grenade (Paris, 1813). This opera, based on Florian's novel, Gonsalve
de Cordove, is set in Moorish Spain, The plot is similar to that of
Lope de Vega's El remedio en la desdicha, but there is no evidence to
suggest that the opera is in any way directly influenced by a Spanish
work, .Other works in this category are listed in the Appendix.

L, Apart from operas with an historical background and operas based on

a Spanish literary work, there appear to be only two nineteenth-century
Italian operas in wnich the Iocale only is Spanish. They are both

adaptations of Le barbier de Seville (1788) by Beaumarchais, first made
into an opera by Paisiello in 1762, and both were written in 1816, the
composers being Rossini (Rome) and Morlacchi (Dresden).
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discovered, even though some plays bear a superficial resemblance to
opera libretti.l Spanish romantic drama, in Spite of the powerful in-
fluence on it of French romanticists such as Dumas and Hugo, still
follbwed-closelyrthe tradipion of thg Golden-Age dréqat;sts, and this_is
seen in the perpetuation of pundonor phemes}and the episodical rather
thén developmental structure of the plots. This draﬁa was 1o prove a
snare even for Verdi,

Vefdi?s use of Spanish subjects is unparallelled in the history of

opera. With the exception of Mozart's Don Giovanni, which in any case is

not taken directly from Tirso's play, Verdi's Il trovatore (Rome,'1853),'

Simon Boccanegra (Venice, 1857), and La forza del destino (St, Petersburg,

1862) are the only operas based on Spanish literary works which have
remained in the obefaﬁic repertoife, and, with the possible exception‘of

Avelino de Aguirre's Gli amanti di Teruel,2 they are the only pre-twentieth-

century examples of the use of contemporary Spanish literature in Italian

opera. In addition to these three operas, Verdi wrote three operas,

3

Ernani, Alzira” and Don Carlo, in which the setting is Spanish, although

these vworks are not bésed‘on Spanish literature. As Zenia Sacks suggests,
it is unlikely that Verdi had much contact with literature before his
middle twentiles, and even then his interest was not in drama per se but
as the source of opera libretti. Nevertheless his interest in dramatic

production was great and, as the lettersto his librettists show, he took

1. E.g. El trovador. See Enrique Pifieyro, El romanticismo en Espafia
(Paris, 1955), p. 101.

2. This work is referred to in Felix Clément and Pierre Larousse,
Dictionnaire des Opéras, rev. Arthur Pougin (Paris, 1905), p. 40,
but neither the score nor the libretto have been located. The
libretto was by Rosario Zapater, and the opera was performed in
Valencia in 1865, It is certainly possible that it was based on
Juan Eugenio Hartzenbusch's Los amantes de Teruel (1837).

3. Alzira (Naples, 1845), is based on Voltaire's Alzire and depicts the
Spaniards in Peru.

L. Zenia Sacks, "Verdi and Spanish Romantic Drama", Hispania, XXVII
(1944) , 451-465.
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a major part in the construction of his libretti, sometimes leaving the
librettist to do little more than versify hisvideas. It is not known how
he discovered the Spanish plays on which three of his operas are based.
Sacké%:suggestion>that he may haye Seen a performan;g of El ﬁroyadpr seems
improbable. Contemporary Spanish litgfature was not wi@ely known in Italy
at‘that time, as is evidenced by Verdi's difficulty in obtaining a copy
of that work., Nor has anyrevidence_appeared to ;how that Yérdi met. Garcia
Gutiérreé, despitg the fact that the lat;ef was Spanish consul in Genoé,
a town for which the composer had great affection. Verdi’s direct contact
with Spain.and Spaniards is not very signifiéant. Among his acéuaintapcés
he wéuld have numbered Signora Rossini, who was Spanish, and no doubt some
Spanish singers, but he did not visit Spain until 1863, by which time he
had:ﬁrittén the thrée‘éperas in.qﬁestioﬁ.» It‘seéms'that by chance-hebmustm
have read the plays, either in Spanish or in a téanslation;
Verdi's three "Spanish" operas belong to the middle period of his
life, that is to the period in which his Qorks show greater emphasis
on human emotions ahdbindividual situations and less on patriotism.
A;though there would étill bg those who saw political significance in
these more mature works,lAany parallels betheen operatic situations and
Italy's fight for freedom and unity are few in number and almost certainly
fortuitous.2 The three Spanish plays which Verdi chose, despite their
politico-historical background, aré essentially dramas of human emotioné
and conflicts, and Verdi probably had no political motive in choosing them.
‘The first mention by Verdi of El trovador occurs in a letter, dated

1850, which the composer wrote to his librettist, Salvatore Cammarano.

Clearly the play had made a deep impression on him, for he writes: "The

1. La forza del destino, for example, includes a scene in which Italians
appear fighting on the side of the Spaniards against the Austrians.

2. For a detailed account of Vé:di's relationship with the Risorgimento
see (George Martin, Verdi: His Music, Life and Times (London, 1965).
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subject I should like and which I suggest is El trovador, a Spanish drama

by Garcia Gutierrez. It seems to me very fine; rich in ideas and strong

1

~ situations."” Cammarano prepared a draft synopsis for the libretto,

which, however, did not satisfy the composer, and in a letter dated April

9, 1851, he suggests that they abandonBIl trovatore if they find that
they are unable "to retain all the boldness and noveity of the Spanish
play",g With the requirements Qf_the theatfe alway; uppermost in his
miﬁd, Verdi.was érepared to exchange the suﬁject which had so fired his'

imagination for a more easily adaptable play,3

yet not without reluctance,
for he enclosed a libretto sketch of his own which Cammarano used; though
not, it seems, with much enthusiasm., In July of the following year

Cammarano died, and the libretto was completed by Leone Emanuele Bardare.

' The music of Il trovatore was composed at a speed more characteristic of

Verdi's earlier years, but the finished work shows none of the haste
which mars his youthful works, The subject had been maturing in his mind

for over a year by the time he wrote down the notes.

Garcia Gutiérer’s‘play, El trovador, is one of the most important
works of the Romantic Movement in Spain. It was first performed at the
Teatro del Principe in Madrid on March 1, 1836, and it was enthusiastically
acclaimed by public and critics alike, Though not without a number of
very original elements, hotably the creation of Azucena, the work relies
heavily onvearlier romantic dramasvby both Spanish and French authors,

5

L ,
Both Regensburger and Adams” have shown how closely Garcia Gutiérrez's

l. Quoted from George Martin, op. eit., p. 217.

2. I Copialettere di Guiseppe Verdi, ed. Gaetano Cesari and Alessandro
Luzio (Milan, 1913, reissued Bologna, 1968), p. 118.

3. ~ Viz, La dame aux camelias, which he did in fact use in La traviata,.

L. C. A. Regensburger, iber den Trovador des Garcla Gutibrrez, die Quelle
von Verdis Oper 'Il trovatore' (Berlin, 1911).

5. N. B, Adams, The Romantic Dramas of Garcia Gutiérrez (New York, 1922),
pp . 68"80 -
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play resembles Mariano José de Larra's Macias (1834), which in turn is

similar in several respects to Henri III et sa cour (1829) by Dumas.

Regensburger has also shown the influence of the latter's La tour de

Nesle (18%2) on El trovador, which Garcia Gutiérrez was later (in l8hQ)

to translate as Margarita de Borgofia. J _

Fl trovador is in many ways a typical example §f Spanish romantic
drama.. The events follow one another in qpick succession, but often
tﬁey seem to be aependent ﬁpon chance rathér than to follow a logical
cause-and-effect process. This produces an atmosphere of fatalism, of
which the iovers Manrique and Leonor are ihe'vidtims, and althoﬁgh'g;
destino is not felt to be the motivating force as it is in Rivas's Don |
Alvaro, there are several references in the play to the inevitability of
forfﬁné.l' Cther fomanﬁic charaétéristics.are'seén in the use of a title
for each act,2 in the choiée of locales - a convént, a prisﬁn - and the

> and the dis-

predilection for night scenes, the emphasis on violence,
regard for the classical unities. Regarding the unities, a year separates
the First Act from the Sgcond, and although the action is confined to
Aragon, the precise ldcale varies from act to act. Also there are two
distinct themes: the love between Manrique and Leonor and Azucena's

desire for vengeance. And, following Rivas'sexample, Garcia Gutiérrez

alternates verse and prose, although in this he respects certain self-

1. E.g. Leonora: Llorando, si;
yo para llorar naci;
mi negra estrella enemiga,
mi suerte lo quiere asi. (I, iii).

2. This device was more prevalent in French romantic drama than in
Spanish, e,g. Victor Hugo's Hernani.

5. The play includes a duel, a beheading, a sulcide by poisoning and
- several references to burning at the stake. To this may be added
the background of c¢ivil war.
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imposed rules, as Fernandez Gonzalez has pointed out;1 he uses prose for
dialogues between Manrique and Azucena and betWeen the‘servants, reserving
the use of verse for dialogues between the characters of noble birth,
incloding tho lovers. | . ) ) ‘
The First Act of El trovador falls into two sections. The first of
theée, which is in prose, opens in an atmosphere of ouspense as Nufio's
servants relate. past events how their master's father haa had .a witch |
burnt at the suake and how, very soon axter thls event, Nufio's orobher‘
had mysteriously disappeared. Proceeding to more recent events, they
tell of Nuﬁo's love for Leonor and of her miétaking him for herytroubadouf
lovef. The rest of the act is in verse and advances the action. We see
Gulllen, Leonor s tyrannical brother, scorning her for rejecting Nuffo in
favour of an unknown troubadour. The next scene shows Leonor confe551ng
to her servant, Jimena, her sorrow that Manrique %hinks hervunfaithful.
Manrique enters, and, on hearing Leonor's explanation, reassures her of
his love, The First Act ends with the afrival of Nufio, who reproaches
Manrique for his low birﬁh and is provoked to a duel, The title of the
Second Act, El convento, serves as an antithesis to that of the first.
Leonor, believing Manrique to be dead, is about to take her vows as a
nun, tside the church the servants of the eount are waiting to abduct
her, but Manrique arriveé, and, on seéing him, Leonor faints and Nufio's
servants fiee. In the Third Act the gypsy; Azucena, makes her first
appearance, Though not the central character for Garcia Gutiérrez as

she was for Verdi, she is without doubt the most forceful and the most

original character. She relates the story of her mother's death and how

1. A. Garcla Gutitrrez, El trovador, ed. A. Raimundo Fernéndez Gonzalez
" (Salamanca, 1965), p. 18. All quotations$ from El trovador are from
this editlon.
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X
she burnt her own son in mistake for the count's., The second half of this
act deals with Manrique's successful attempt to abduct Leonor. The Fourth

Act is entitled La revelacidn and in fact the revelation is two-fold.

Nufio learns that his rival is a gypsy's son,l and, when the news of Azucena's
capﬁure reacﬁes Manrique, ghe tréuba&éur confesses té Léoﬁor'fhét ﬁis‘
mother is a gypsy. The Final Act ends withvhorrific.meiodrama, worthy of
Dumas Eégg. ~Le‘onor'dies poisoned; Azuceng is forced to watch phg beheaqing
of Manridue'befdre finallyvdying herself. The piay which had opened.iﬁ
an atmosphere of éloomvends in unrelieved tragedy.

E1l tfovador has a number of serious.defects, but the consﬁrUction‘
of the plot is not one of them, On'thé contrary, Garcia Gutiérrez hanales
with remarkable assurance what Larra described as the vast plot of a
ﬁovéi rather than'a"pi‘ay.2 The action is fast and at no point is the
tension weakened by unneceésary dialogue or lengéhy soliloduy. The end~-
ings of the acts are especially good, for, having completed a particular
episode, each act ends on a note of suspénse, leaving the audience in a

>3

mood of eager expectancy. The violent last act, which might easily have
been allowed to sink to the level of distasteful sensationalism, is well
comnressed ‘and its lugubrlousness is lightened momentarily by Manrique's
concise yet lyrical lament over Leonor:

A morir dispuesto estoy...

Mas no, esperad un instante;

a contemplar su semblante,
a adorarla otra vez voy. (V, vii),

1. On being captured by Nufio's men, Azucena exclaims:

vee jManrique, hijo,
ven a librarme. (IV, iii),

2. See M. J. de Larra, Obras de Figaro (Paris, 1857), II, 80-83.

3. See N. B, Adams, op. cit., p. 92;



- 18 -

The play's defects consist chiefly of entries such as Manrique's
appearance at the convent (II, vii), or his viéit to Leonor's cell (III,
iv), and situations such as Nufio's allowing Leonor to visit her lover's
cell and her}admission to the cell without any notelof guthority from.the
count, For none of these incidents is;adeqqate explanation given. Nor
is it easy to accept Azucena's explanation of the killing of her own son.

‘The characters .in El‘trovador are depicted'in broad Qutline rather
than witﬁ subile i@iosyncrasies. Neverzbeléss they are perfectly cradib-
le. Azucena is by far the most interesting figure in the drama, since
she is the iny person in whom there is'any éonflict of emotiong.;' Her
‘ desiré to avenge her mother's death is mitigated only be her maternal
love for Manrique. Of the two lovers, Leonor is the more constant. She
showé écnéiderablé éoufage in her defiaﬁce-of'Guiilén:

Que nunca seré del conde...,
nunca: jlo ois Don Guillén? (I, ii).

She deserts the convent for Manrique, unable to forget him even there,
She rescues him from prison, offers him her life:

Si necesitas mi sangre,
aqui la tienes, " (IV, viii),

and in fact she commits suicide to ensure his freedom. Manrique, on. the
other hand, is at first untrusting:

;Qﬁién, perjura, te creyera. (I, iv).
In his opening words to Leonor his'tone is‘coldly formal, and he ignoreé
tlie warmth of her greeting.

)

Adams,2 quoting Pifieyro,” concludes his discussion of El trovador

1. It is difficult to see any confliect in Leonor between her religious
vows and her love for Manrique, since the former is only a substitute
for the latter, Wnhen abducted (III, vii), her only concern is for
Manrique's safety. ' : ' : :

2. N. B, Adams, op. cit;, p. 98.

3. E. Pifieyro, op. cit., p. 101,
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by saying: "One might say that Garcia Gutiérrez wrote his poem foreseeing
that it would be set to music and facilitating beforehand the task of the
composer," Certainly there is much in the play to suggest operatic treat-
ment; Apart.fromAthe obvious suitability of the sugjecp-matter? with its
Juxtaposition of revenge and love, hor?or agd lyricism, physical violence
and the peace of the convent, the play makes severalrreferences to music.
Three times in the dialogue Manrique's singing apd lute—plgying are, |
mentioned, twicé by the servants in the opéning‘scene and once by Manrique
himself, as he describes his dream to Leonor:
| pulsaba yo el lald, ¥y en dulce trova
tu belleza y mi amor tierno cantaba,
¥, en triste melodia,
el viento que en las aguas murmuraba,
mi canto y tus suspiros repetia., (IV, vi).
In Aét‘IIi, when Mahridue has a5dﬁcted Leonor from the convent, alarm
bells are heard, and in Act IV Manrique says: "Ei clarin liama al combate"
(Iv, viii). Of greater importance are the four specific indications of
singing in the stage directions. These ére the chanting of the nuns in
Act II,l Azucena's song which opens the Third Act, and Manrique's two
songs with lute accombaniment, the first of which is sung as he approaches
Leonor's cellfaa picturesque though hardly credible entry, and the second
sung in prison.5
For Verdi the play}s greatest aﬁtraction was the character of
Azucena, éﬁd one of his objections-to Cammérano's'scenario was that the

contrasts in her character were portrayed less strongly than in the

original.k In a letter to the librettist Verdi says: "You must preserve

1. "Las religiosas cantaran dentro un responso; el canto no cesara
hasta un momento después de concluida la jornada." (II, viii),

2. "Una voz, acompafiada de un lalid, canta las siguientes estrofas
después de un breve preludio." (III, iv) .

3. "... se oye tocar un lalid; un momento después, canta dentro Manrique."
(V, 1i). '

, See Gaetano Cesari and Alessandro luzio, op. cit., p. 118,
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to the very end the two great passions of this woman: her love for
Manrico and her ferocious thirst to avenge her'mother.‘ When Manrico is
~dead, her feeling of vengeance becomes overwhelming and she cries trium-
| phanﬁly: ?Yesf..-he was your brotherl,.. _Fooll...,iﬁu are avenged;.
motherl'"1 The composer's preoccupatign with Azucena is ¢learly seen in
the letter to Cammarano referred to above, in which ﬁe says: "I should
like to have two feminine roles., First, the gypsy, a woman of unusual
character.after Qhom I want to name the opefa. The other part for a
secondary singer." One of the most significant deviations from the
oriéinal pléy is the shift of emphasis from the lovers.as the cehtral
figurés to the gypsy-woman. In the play the latter does not appear unfil
Act II, and, compared with Manrique and Leogor, her part is a short one
' and'éne‘méy Justifiébi& regard her>desiré for’venéeance as the theﬁe of
the subplot. In the opera, however, she appears Earlier, af the begin-
ning of Act II, and she is given some of the most memorable arias in the
work, including "Stride la vampa". Both husically and dramatically her
presence dominates the egtire opera, so much so that one is forced to
rgcognise her as the pfotagonist, and Leonora and Manrico as secondary
characters, In Act II, scene i, Azucena -is the focal point, and it is to
her story, vividly expressed in "Stride la vampa", that the gypsies

listen. Manrico in this scene has a passive role, that of an attentive

and horrified listener. The words of this aria are fairly close to the.

1. Quoted from George Martin, op. eit., p. 2k2,
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corresponding words in the play,1 but Verdi's music, notably the dotted

rhythms, trills and sudden alternations of forte and piaﬁissimo in the

vocal line, causes Azucena's voice literally to tremble with emotion, and
it adds a dimension of horror to her story impossible to realise through

~words alone. The contrasts in her character are very effectively brought

Ex. 2.
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Voc. sc. (London, 1960), p. 59, bars 12-19; p. €0, bars 5-12; p. 61, bars 1-7.
out in the music. One has only to compare the tremulous vocal line of

"Stride la vampa" with "Ai nostri monti", in which the repetition

1. Cf. Bramando esti el pueblo inddmito
de la hoguera en derredor;
al ver ya cerca la victima,
gritos lanza de furor,
A11%1 viene; el rostro palido,
sus miradas de terror,
brillan de la llama trémula
- 2l siniestro resplandor. (111, 1i).

.Strﬂde la vampa! La folla indomita
Corre a quel fuoco Lieta in sembianza:
Urli di gioia D'intorno eccheggiano,
Cinta di sgheri Donna s'avanzal
- Sinistra splende, Sul volti orribili,
La tetra fiamma che s'alza al ciell (II, i).
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of an extremely simple two-bar phrase produces an atmosphere of great

calm which serves as an antithesis to the emotional upheaval of the

final scenes:

EX. 30
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n. 229, bars 13-2k4.
This is also the last scene in which Azucena's maternal tenderness towards
Manrico is seen, for, when she awakes and is forced to watch Manrico's
execution, vengeance on behalf of her own mother precludes any feeling of
pity for the man whom shée had tried to accept as a son,'and her final

exclamation is one of triumph: "Sei vendicata, oh madre!"

The libretto of Il ﬁrovatore.hés been much maligned, and haé often
been described as confused and absurd, yet, as Charles Osborne has
pointed out, "the plot is complicated, but it makes sense".l Cammarano
already had some forty libretti to his credit when he started work on

Il trovatore. The task of adapting Garcia Gutierrez's play was not an

easy one, for the play itself seems to be greatly compressed. From an
embarrassing plethora of incidents Cammarano chose those which most
readily invited musical treatment, while at the same time preserving a

logical causeeand-effeét‘prbcess. Regensburgerz has shown in detail how

l.

~ Charles Osborne, The Complete Operas of Verdi (London, 1969), p. 251.

2. Regensburger, op. cit.
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Cammarano adapted the five acts or thirty-nine scenes of the play into the
four acts or twenty scenes of the opera. There are fewer named charac-
ters in the opera. The copnt's servants are condensed into one man,
Ferrando, and both Don Lope‘andyLeonoris brother, Don Ggillén,l are omit-
ted, With.the exception of Azucena,\whose.importance in the opera has
already been diséussed, the characters are unchanged, thougﬁ there are
. moments when the dignity of the péunt's music and the obvious sincerity
of his'love for Leohora maké him‘appear less villainous than in the play.2

Regensburger has pointed out that although the Second Act of the
play is,enfirely omittea, sevéfal scenes from the play are givén'complete
in the libfetto apart from some slight truncation of the dialogue. Even
in the arias and ensembles the words are sometimes suggested by a passage
in iﬁe‘bléyk‘ Leonora's aria, "faceé la ﬁotﬁe placida", for exahpie, béars
a strong resemblance to Manrique's speech, .

"En una noche placida y tranquila..." (III, v).

The three most famous scenes in Il trovatore, the opening scenes of

Acts II, III and IV, have no exact counterpart in the play. The soldiers'
scene which opens Act II has no place in the play and is merely an inter-
lude. There are several similar scenes in Verdi's earlier operas .and

also one in La forza del destino, The gypsy scene (II, i), is based on

the opening scene of Act III of the play. At times the words of the
libretto follow closely the Spanish text, but the scene is completely
transformed by the addition of a chorus of gypsies. Azucena's importance

is magnified by the fact that she tells her horrific tale not to Manrico

1. The tyrannical brother is a fairly common figure in Spanish liter-
ature, A parallel can be found in Rivask Don Alvaro.

2. This feeling is particularly strong in his aria "Il balen del suo"
(II, ii), and in his duet with Leonora, "Vivra! cdntende il giubilo"
(1v, 1).
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aloné, as in the play, but to a large crowd of gypsies, who interrupt
their work and singingl and group themselves around her, The locale is
changed from Aragonvto a mountain-side in Biscay; the fire, whieh reminds
Azucena of‘her‘hother's death; is much larger than in the play, and the
atmosphere is further intensified by the ever;increasing ;ight, for ip
| the opera this scene takes place at dawn,
'_Although,the;dramatic‘cl;ma#;in»both the opera-and‘the‘play oceurs
in the‘closinghliﬁee,‘when Azucena reveals Manrico's identity, theb
.musical. climax ef the opera comes earlier, in the "Miserere" scene (IV, 1i).
‘Menrico; tfue to his’neture, will later doubt Leonora egain and even
curse her, as he thinks she has betrayed him, but at thislmoﬁent their
love reaches its hlghest point and each is W1lllng to sacrlfice his llfe.a-
The scene is based on Act’ V, scene 11 of the play. Its construction is
very simple; it consists of the juxtaposition of three elements which are
spatially as well as musically contrasteé. In the foreground stands
Leonora, her vocal line, in Ab minor, accompanied by a tense .rhythmic
figure in the orchestra. From the tower Manrico is heard singing with
harp aceombaniment.( His music is in Ab major, and the sudden change from
the minor key is particularly effective. In the background a chorus of
monks chant the "Miserere", their part no doubt suggested by Garcia
)Gutiérrez's mysterious "Voz"

iHagan bien para hacer bien
por el alma de este hombrel - (V, ii),

- Finally all three elements are brought together.
Cammarano solves no problems with regard to the play's weaknesses.

No satisfactory explanation is given for Manrico's entry into the convent,

1. The "Anvil Chorus".

2. Leonora sings: "conte sempre unita nella tomba..."
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or for Leonora's admission to Manrico's cell, or for Azucena's killing
of her own son. In opera, however, these defects are less noticeable,
and one is left with the impression that opera is a more suitable medium
for Garcia Gutiérrez's drama than the spoken word.

' The second of Verdi's "Spanish" operas, Simon Boccanegra, was begun

© three years after the premiere of Il trovatore. Again Verdi chose a play

by Garcia Gutlerrez, but although in later life he expresses affectlon
'for thls opera, there is no ev1dence to show that the composer felt as

enthusiastic about the Spaniard's Simbn Bocanegra as he had felt about

"El trovador., Unlike Il trovatore, Simon Boccanegra was unsuccessful,

partly on accouht of Piave's confused libretto.l Not thét Piave can be
held entirely responsible. The play, which Verdi himself chose, is even
" more diffuse thzn Garcia Gutiérrez'siearlier'work; and is not obviously
suggestive of operatic treatment. In 1880, at the suggestion of Guilio
Ricordi, Verdi collaborated with Arrigo Boito in a revised version of

Simon Boccanegra, which was successfully produced at La Scala, Milan, on

March 2k, 1881, 1In a letter to Ricordi, Verdi states that the original
version is "too sad; too desolate" and that "the whole of the second act
must be revised" iniorder to provide scenes which would "give life and |
variety to the drama's excessive gloom".2 In fact the opera is no more

-gloomy and is certainly less horrific than T1 trovatore, but the fact that

. it failed with the general public whereas the earlier work succeeded
prompted Verdi to find some contrast to the unrelieved gloom of Garcia
- Gutiéerrez's drama. This contrast was found in Boito's most important
contribution to the work, the entirely new Council Coamber scene. But
although the revised version showed great improvement upon the original

versmon, compared with Verdi's most famous operas Simon Boccanedra can

only. be said to have had a succes d estlme.

1. - Verdi was dissatisfied with parts of Piave's libretto, and asked a
certain Guiseppe Montanelli to rewrite some of the scenes.,

2. See Gaetano Cesari and Alessandro Luzio, op. cit., pp. 559-560;



- 26 -

Garcia Gutiérrez's play, first performed ih 1843, is based loosely
on historical fact.l The protagonist is an amalgam of Simon Boccanegra,
the first Doge of Genoa,g and his brother Egidio, a sailor. The plot is
exceedingly qompliéated, and the cha;aqters are more cqmplex and more
credible than in the earlier work. The romantic hyperbole found in El

trovador is restrained in Simdn Bocanegra, the element of horror is less

important, and the theme of romantlc love is subordinated to that of.
-polltlcal intrlgue."The 51tuat10ns, though not always 1mmed1ately com=
‘ prehensible, éré logically and ingeniously contrived. Dramatic conflict
is used convineingly, and exists between groups of chafaqters, between
individuals and within some of the characters. The most impértant con-
flict lies between the two rival factions, the patricians and the plebians,
‘ and'tdgfhié.cauée~één be tréced‘many'of the characters' actions. It ’
eipiains the mutual hatred and contempt between éaolo and Fiesco, even
when, in the Final Act, they unite to depose Bocanegra. It explaiﬁs too
Paolo's desire that Bocanegra, who, like‘him, comes from "las masas del
pueblo", should be e}ected Doge. Later, when Bocanegra shows that he is
not biased in favour of the plebians, as Paolo had hoped, Paolo changes
his allegianée and joins forces with the patricians.
In his portrayal of character Garcia Gutierrez's technigue shows
‘considerable advancement over that of his earlier play. In §;é§g
- Bocanegra the main characters are showh in several different situationsv.
in order to illustrate various aspects of their pefsonalities. In the
- Prologue, Pietro refers to Simbén as "ese corsario sangriento", but this

description is contrasted with the protagonist's grief and tenderness at

l.  For a summary of the his orlcal facts concernlno Boccanegra, see
C Osborne, op, cit., p. 299

2. Garcia Gutiérrez had served as Spanish consul in Genoa.
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the death of his mistress, Mariana:

iInocente
martir leal, de mis amores tristes!

Simbn Bocanegra (Madrid, 1843), Prbél., v.

The recognition scene in Act II, in which Simbn reveals his deep affec- -

. tion for his illegitimate daughter, Susana, is preceded by a scene in

which the Doge puts Paolo to torture in order to discover the whereabouts

" of his daughter. And in Act IIT Simbn's magnanimity in pardoning Gabriel

is juitaposed»with his harshness as a ruler, which he attempts to justify

~in the following speech:

¥y si el rigor no sujeta

sus impulsos vengadores,

Genova pudiera ser

mafiana sangriento lago

donde entre ruina y estrago 1

se abismara mi poder. (III, vii)™
Suséna, too, 1s more individualised than is the heroine of El trovador.
Less overtly passionate than Leonor, she'is always dignified and reserved,
astute and fearless in dealing with complicated situations, and prudent
in keeping her father's secrets. In comparison Gabriel appears irresolute,
and his hurried shift of allegiance at the end of Act III is one of the

least convinecing incidents of the play.

In its plot structure Verdi's opera does not depart substantially

‘from the play, and even in the revised version the sequence of events

: remains the same., The idea of the Council Chamber scene in the later

-

version was initially Vérdi's, who wished to alleviate the gloom of the

- Second Act, and who saw immediately the contemporary relevance of

Petrarch's letter to Boccanegra and of the Doge's appeal for peace and

1., .~ cf. Simdn's words in III, xi: yo hare _
‘que mi justicia conozecan,
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unity in Italy. The construction of this scene was undertaken by Boito
upon suggestlions made by the composer.l Both musically and dramatically
this scene forms the climax to the opera. It is almost the only scene in
which.Simon’s clemency and statesmanghip are seen in acfion.2 In tbe
.play there‘ié é céréain dispafity befwéen the sea—fariﬁg man of.action
: deécribed in the Prologue and the ine?t, somewhat passive ruler of the
rest of the drama. This scene increases the stature of the hero as one
 séesfhiﬁ bfésidiné.overvthe.senab%:qﬁelling the angr& ridtefs.and plead- -
ing f&r peace and unity. And, to counterbalance his clemency in pardon-
"ing Gabfiele later, one is given a glimpse of his slrewdness as he commands
Paolo, whom he élready suspects, to join in cursing Amelia’é?abductor.
The scene also emphasises Amelia's fortitude and filial dévotion, as she
- ;nterienes to prevent Gabriele from striking Simoﬁ. |

More than in his earlier operas Verdi emphasises dramatic character-
isation rather than lyrical melody for its own sake. The Doge's music
gives that character a grandeur which was lacking iﬁ the play, and which
is perhéps nowhere better illustrated than in the Council Chamber scene,

where he pleads for ?eace and love:
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1. See C. Osborne, op. cit., pp. 296-297.

2. By this time Verdi had gained first-hand experience of political life.
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Fiesco's part, too, has great dignity, and his expression of grief at the
death of his daughter ("Il lacerato spirito"), is one of the opera's
musical climaxes. By contrast, Amelia's music is innocent and 1ight,
though never triviai. Withzthe excegtipn of her‘maid, Who has qnly a
minor part, she is the only female character in the opera. Furthermore,
'with the exception of the captain, another minor charactef there is énly
. one temor, Gabriele, the renalnlng characters being eitlier barltone or
.bass. ~Verdi's predllectlon for the lower tessiture contrlbutes to the
_sombre ?one-colour of the work., Gabriele is the least effective
character in the opefa; His relatively undistingﬁished music is typified

by his first aria, accompanied, like Manrico's in Il trovaioré, by a harp.

Paolo, on the other hand, becomes a much more fully developed character
in the opera. His Iago-like soliloquy at the beginning of Act I , added
iﬁ ﬁhe revised version and not found in the play; and his confession in
Act III, make him no less villainous but‘much more human. Verdi héd writ-

ten, "I will see to it that Paolo is no érdinary villain",2 and he pro-
ceeded to create a cbaracter who inspires both horror and pity..

Boito's revision of the libretto was thorough, but Verdi's re-
vision of thé musiciwent even deeper, in an attempt to create a homo-
geneous work., The score, though it contains some of Verdi's finest
music of his mature period, is somewhat une&en. The chorus which ends
+ the Prologué is characteristic of Vérdi's early periad;as are Gabriele'é‘
aubade and some of the orchestration. Yet there are moments which show
- the composer at the height of his powers. One thinks of the dramatic

use of a bass clarinet as Paclo is made to join in the curse; the del-

iberate restraint which makes the climax of the recognition scene between.

1.' Vérdi had already begun the comp051tlon of Otello by thls time.
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Simon and Amelia all the more effective: the use of a wordless chorus to
represent the approaching rioters in the Council Chamber scene; the
impressionistic orchestral sound; depicting dawn breaking over the
Medite?ranean at the beginning of Ac£ I. The atﬁosphere'created by
feferénces.to>tﬁe SQa is imporiant in both play and opera, and its tfan-‘
’quiiity is contrasted with the turmoil and passion of the human drama.

Cf;. Susana (Amelia):

Ven, Gabriel, y contemplemos - Vieni a mirar la cerula
los encantos de ese mar, marina tremolante;
Sobre su lecho espumoso, 14 Genova torreggia
cuya inmensidad me espanta, sul talamo spumante;
Genova allh se levanta : . (pp. 52-53).
alto asiento de un coloso,

(1, 111).

Act I begins with an orchestral introduction depicting the sea, the
"subtle orchestration of which foreshadows Debussy. The extremely deliqatel

texture of this music is continued in Amelia's aria, "Come in quest' ora

bruna" :
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This mood returns in the Final Act, as Simon apostrophises the sea:
Oh refrigerio. la marina brezzal
I1 mare! qpale in rimirarlo di glorie e di sublimi
rapimenti mi s'affaccian ricordi!
I1 mar! ah perche in suo grembo no trovai la tomba?
With regardvto form;VSimon Bdceaﬁegra shows a more advanced tech-
: niéue than the earlier operas. The various arias and ensembles are still
distlnct desplte a greater fluldlty of form, but they are no longer set

'out as separate movements. The mus1ca1 and dramatic contlnulty is greater

here than in, for example, Il trovatore, and in general arid recitative

is repleced by arioso.. In spite of the work's merits, however, it has
never been as successful as Verdi's other "Spanish" operas. Its plot is

more credible than that of Il trovatore, its characterisation is as

' subtle as that in Don Carlo, and it lacks theeincenstancies and improbable-

coincidences of La forza del destino. Its lack of popularity must be due,
at least in part, to its subject~-matter.- The protagonist is a statesman
and a dreamer, and it is the qualities of statesmanship which Verdi em-
phasises in this work,

The third and last of Verdi's operas based on a Spanish literary

work was La forza del destino, based on the Duke of Rivas:sDon Alvaro o

la fuerza del 51no.l t was written for the winter season 1861-62 of the

.Imperial Theatre at St. Petersburg but, due to illness amongst the singers,
‘it was not produced until November 1862, when it met with great success. -
Verdi was strongly attracted to Rivas%;play, as he had been to El trovador,
-~ and in a letter to Lebn Escudier he wrote: "The play is powerful, un-
usual and extremely vast. I like it immensely".2 His correspondence

with Piave at that time shows that the latter's libretto satisfied the

1. .Quotatlons from this play are taken from the edltlon by Alberto Sanchez
(Salamanca, 1959).

2. Rivista Musicale Ttaliana XXXV (1928), p. 22. Quoted from C. Osborne,
. op. cit., p. 332.
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composer no more than had the libretto of Simon Boccanegra, and despite

the opera's undeniable success,l Verdi revised the score and engaged the
poet, Antonio Ghislanzoni, to revise the text for the 1869 prodﬁction at
La Scala, Milan. |

Rivas's position in Spanish literature is similar to thap of Victor

- Hugo in French, by whom he was influenced and to whose Hernani Don Alvaro

. bears a,strong.resemblance.. Rivas was responsible for introducing the
ideas of the French Romantic Mo?eﬁent to Spaiﬁ, and his works exerted a
_profound influeﬁce on &ounger playwrights such as Garcia Gutiérrez. In
'Spain, however, as Peers has shown,2 the Romantic.Movehent was as mueh a :
revival as a revolution, and Don Alvaro in particular has its links with
Golden-Age traditions, despite its romantiec characteristics. Partly
,because of this, and partly because the Madrld public was unprepared for
anything as violent as Don Alvaro, the first performance of the play in
1835 was not a sensational success.3 Twentieth-cenpury critics, netably
Azorin,h have tended to give disparaging.accounts of Rivas'swork, but the
undeniable defects of Don flvaro have sometimes blinded critics to the

play's merits.

1. La forza was produced in Rome, Madrid, New York, Vienna, Buenos Aires
and London. Rivas himself attended a performance in Madrid.

2. E. A, Peers, Rivas and Romanticism in Spain (London, 1923).

3. See E. A. Peers, "The Reception of Don Alvaro", Hispanic Review, IT

(1934), 69-70.

4, Azorin, Rivas y Larra (Madrid, 1916). Although many of Azorin's
objections are valid, his criticism of the play is weakened by ex-
aggeration and pettlness. For instance, it is not especially remark-
able that the canonlao should go to the Triana bridge "todas las
tardes de verano”, and it seems irrelevant to conjecture, as does
Azorin, what would have happened had Don Alvaro decided to abduct

- Lecnor in winter, ‘ : .
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Don Alvaro has been described as "the typical romamntic play of the
age".l With complete disregard for the classical unities, Rivas mixes
melodrama and comedy, prose and verse, nobles and servants, and in his
portrayal of v1olence he is more extreme than most of hlS French pre-~
cursofs, as well as his Spanlsh successors, Garcia Gutiérrez and Zorllla;

' The dramatis personae show a very wide cross-section of elghteenth—

ceptury_sqc;ety, which includes nobles, servants, cleries, soldiers,
‘civic)official§;4g&péies éﬁd tbwnéfolk, whereas the locaie sﬁifts from
street corner id palace, from convent to battle-field, from imn to
'mountaiﬁside, sometimes in Spain and sometimes in Italy. Nevertheless,
in spite of the romantic extravagance, Don Alvaro has somé‘links with
Golden—Age literature. The names of two minor characters, Preciosilla
"and Moﬁipodio,~fecail two .of CerVantesischaraCters,2 while several
phrases in Don Alvaro's soliloquy (III, iii), are reminiscent of

Segismundo's speeches in La vida es sueﬁé.3 In Sedwick's viewh thé play

is a variation of the traditional "médico de su honra" theme, and fate
thus pursues not so much Don Alvaro as the Vargas family, who cling to
the tokens of lineage but who, in their tyrannical attitude to Leonor and

in theiryunjdst rejection of Don Alvaro, show little understanding of

1. Gerald Brenan, The Literature of the Spanish People (Cambrldge, 1951)
p. 309.

T2, Preciosilla, the gypsy girl, recalls Preciosa of la Gitanilla, and
Monipodio was the name of a Sevillan picaro in Rinconete y Cortadillo,
both works by Cervantes.

3. Compare Don Alvaro's words: "iterrible cosa es nacer!" (III, iii),
with Segismundo's: ...el delito mayor
del hombre es haber nacido (111-112), A. E.

Sloman's ed. (Manchester, 1961), and "y yo, que infelice soy" (III,
iii), with ";Ay, misero de mi! ;Y ay, infelicel!" (78). Also there
~is a certain similarity ovetwesen Leonor's situation in Act II, scene
iii, and Rosaura's = a point emphasised by the fact that both hero-
ines disguise themselves in male attire. ‘

4. B. F. Sedwick, "Rivas's Don Alvaro and Verdi's La forza del destino",
Modern Language Quarterly, XVI (1955), 12k-129,
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true honour, The stage directions describing the marquess’s house would
then symbolise moral deterioration:

El teatro representa una sala colgada de damasco, con retratos de
familia, escudos de armas ... pero todo deteriorado. (I, v).

Alfonso's final wdr&s, "Conozco mi crimen y me arrepiento", would have a
. deéper meaning, and the officers' condemnation of Don Carlos after the
latter's death would be Justifiable. This view of the play is not
Jeﬁtifélj ééﬁisfactbry, hoWéQer;» D&n ﬁlvéro is pursuéd by fétérmore per-
sistenfly‘than is any individual member of the Vargas family, yet his
isense of honour is much more genuine than theirs,  On closer scrutiny,
the marquess is much less tyrannical than might be supposéd,_and the
central action from which the entire tragedy evolves, the‘pistol shot,

- is' performed, albeit accidentally, by Don Alvaro.“Hé is the central
figure‘in the drama and, whether one‘chooses to regard him as innocent
or guilty,‘he is the chief victim of fate, though not necessarily the
only one.

The part played in the drama by fate has been one of the chief
debating points taken up by critics of the play. With regard to the play-
wright's own attitude to this theme, it is difficult pot to agree with
Peers wﬁen he sayé ﬁhat "Rivas, whose works, like those of most Spanishl
Romantics, were never distinguished by depth of thought, gave very little

attention to the matter at all. His object was to create a certain atmos-
phere and impression..."l Fate as the motivating force behind the action
: of a literary work was common enough in the nineteenth century, and in
this Rivas may well have been influenced by Dumas§ Anthony, written four

years earlier.2 In Don Alvaro "la fuerza del sino" is seen in the chain

1. E. A, Peers, op. cit., p..3l.

2. In‘Act II, scene iii of Anthony, the protagonist says to Adele:
"Qu'importent donc les causes.... C'est 1é hasard seul dont vous
~devez vous plaindre”, and a'little later: "Si vous ne la nommez pas
hasard, comment donc appellerez-vous cette suite d'infiment petits
événements qui, réunis, composent une vie de douleur ou de joie..."

-
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of coincidences, sometimes improbable but never impossible, which
finally bring about the deaths of the protagonist and of the Vargas
family. |

"It seems.that-there,are-three possible Interpretations of the play.
The more romantic interpretation is that the iovers are unjustly pursued
by a malignant force beyond their control.. This would make sense of Don
: Alvaro s otherwise 1nexpllcable words when discovered by the marquess~
"La éplstol_/ empleare en dar fin a mi desventurada vida" (I, v11), but
. it would not explain hlS diabolical exclamatlon at the end of the play:
My soy un enviado del infierno, soy el demonio extermlnador (v, x1).
Sedwick's interpretation of the play as a development of the'Golden~Age
"médico de su honra" theme, in which the Vargas family is punished for
its'distoried SéBSe'of honoﬁr, ieaveé unanswefed‘the question of Don
Aivéro's terrible end. The third interpretation is that the lovers are
Justly though harshly punished for defec£s in their own characters: in
Don Alvaro the impatience which causes him to abduct Leonor,2 and in
the heroine herself, indecision. This view, however, is confused by the
repeated allusions to fate, a force which is unrelated to the characters'
defects. Thé fact that no interpretation is wholly satisfactory or con-
sistent is one of the play's most serious faults.

Two of the climaxes in Don Alvaro, thé marquess § death and Don

*Carlos’s discovery of Don Alvaro's identity, are amongst the weakest
scenes in the play, both dramatically and psycholoéically. It is very

‘unfortunate, in more than one sense, that the event which causes the

1. Hitherto there has been no reason why he should consider his life
unfortunate,

2. .Don Alvaro had only been in Sev1lle a few weeks, and the marquess,
once conv1nced OI his daughter s happ*ness, in time "comenzara a
templarse” and "empezara a consolarse", as Curra predicts in Act I,
scene vi,
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entire tragedy should be as unpoetic as the accidental firing of a

pistol. And it is hardly in keeping with Don Alvaro's bold plan to ab-
duct Leonor that, at the first set-back, he should consider committing
suicide. Indged,.his behaviour throgghout this scene i; surprising;
Ignoring the marquess's insults he kneels before him and insis@s on his own
‘ guilt and on the marquess'sright to kill him.l The marquéss’s characﬁer,
too, is inconsistent., Only a few minutes_eaflier, in scene v, he had.
.Shown-great love-and‘%ehdefnesé>t§wards his daughter: |

Adibs, mi amor, mi consuelo,
mi esperanza, mi alegria,

and
Sabes que el idolo eres
de tu padre,
and
(Con gran ternura)
Yo te adoro, Leonorcita,
and

Tus carifiosos extremos
el cielo bendiga. Amén., (I, v)

These words, reinforced by Curra's predictions already mentioned, convey
the impressién of aidevoted father whoj; though he may have objected to
Don Alvaro, would scarcely have prevented Leonor's happiness. Yet, on
entering her room, he sees Don Alvaro, imme&iately deduces that she is
rguilty, and>says |
iHija infame! ... No soy tu padre... Aparté .. Quita, mujer inicua,
iending with words which entirely contradict his earlier sentiments:
iYo te maldigo! (I, v).

The monclogue in which Don Carlos discovers Don Alvaro's identity

1. Although his words, "yo soy el culpado", may be out of character,
they are not, as Azorin implies, erroneous. ' He is guilty both of
breaking into the marquess's house and of agttempted abduction.
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(III, viii), is highly dramatic, as we see Don Carlos torn between the
desire to know the truth concerning his friend and the desire to keep his
promise. The events which lead dp t6 this scene, however, leave too many
questions unansﬁered, notably why neither Don Alvaro nor Don Carlos men-
‘tioned Leonor, in view of the depth of their friendship, gnd why Don
Carlos, knowing Don Alvaro's identity, waited patiently for the latter to
" recover béfore.challenging‘him, »In'a‘play of this typé ébnumbgr of im=
ﬁrobabie coincidénéés-are to be expected, but the inconsistencies in the
‘characters of Don Alvaro and the marquess constitqte a serious defect,
| N&twithstanding its weaknesses, Don Alvaro has eonsiderable ;ttractf.

iveness, and this is most apparent in the cuadros de costumbres1 and in

“the scenes which include Leonor.‘ The»qpening scenes of the play are
pérticularly féliéitous, in that the§ give véry animated sketches of a.
wide cross-section of soclety, while at the same time they introduce,
through the conversation, the character of Don Alvaro, his love for
Leonor and the opposition of the marquess , and help to create an atmos-
phere of mystery and anticipation. Most of Leonor's part is in verse,
and, althoﬁgh her character is not developed in depth, it is in her sol-
iloquies and in her'conversatiéns with her father and)with the Padre
Guardian that the lyrical climaxes of the wprk are reached, The Padre
Guardian, who in Leonor's mind becomes a substitute for her own father,
:is very sympathetically portrayed, and he provides a marked contrast with
the pompous canénigo of the First Act and with the comic Hermano Melitbdn.
Don Alvaro contains a number of "operatic" situations, including
the sceae between Leonor and the marquess, the inn scene and the convent

scenes., As in El trovador, music is used to enhance the atmosphere of

1. Casalduero has shown how these scenes serve a moralistic purpose,
See Joaquin Casalduero, Estudios sobre el teatro espafiol (Madrid,

1962), pp. 217-258.
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certain scenes.l Apart from the obvious suitability of the subject-
matter, Verdl was attracted By the character of the protagonist, who,
like the consumptive Viocletta, the hunch-back Rigoletto,.the hafrassed
Simon "and the'jéalous Otello, .is a suffering hero who'inspires pity.

The patriotic sentiments of the military sceneé, in which Italians are
Aseen fighting Austrians,2 also appealed to Verdi, and in~the opera tﬁese
. Scenes are considerably magnified.v‘ln SO déing, Verdi increases the-
importance of the’péri blayed bj ?reciosilla who, in the play,.had'only

> and he makes her appear in the inn

_a few lines in fhe opeﬁing scenes,
.séene and in one of ihé military scenes. From being abgay, danciné
gypsy-~girl she becomes an ominous prophetessh and the choﬁuséleader in a
group of patriotiec songs, eulogising war and denouncing the enemy.5
| in génerai,"fﬁe actioﬁ of fhe 6péra fdliows ¢losely that 6f the
pia&, and at times Piave's verse is no more than a truncated version of

F. Sanseverino's Italian translation of Rivas's play, which had been

1. Reference is made to an Andalusian dance, La corralera, in the open-
ing scene; monks, accompanied by an organ, are heard singing matins
in Act II, scene iii; drums are heard in the military scenes, and
the final scenes are enhanced by the sound of the convent bells and
the singing of the "Miserere"

2. These scenes are based on actual events, hence their appeal to
Verdi's patriotic fervour. In 1744 the forces of the Austrian
Empire were destroyed by the Spaniards and the Neapolltans led by
Charles the Bourbon.

3. These first four scenes of the play, in which.Don flvaro is intro-
duced through the conversation of the habitués of the Triana bridge,
are omitted in the opera.

k., Preziosilla to Student: O tu miserrime
Vicende avrai.
Non mente
I1 labbro mai. (II, i).

5. ' Preziosilla: Correte allor .soldati
In Italia, dov'e rotta la guerra
Contro ai tedeschi, ‘ )
Student, Alcalde, Chorus: Morte ai tedeschi! (II, i), and
Pre21osilla- Inseguite chi le terga, fuggendo, volto. (111, 4ii),
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published in Milan in 1850.l A number of the minor characters are omitted,
and the two brothers are fused into the one character, Don Carlo. The
omission of Don Alfonso weakens the idea of fate's systematically killing
the entire Vargas cian, but Verdi does not appear to havé been interested
in the vendetta aspect of the drama. For him the principal motifs were

' thé love of Don Alvaro and Leonora, patriotism and, to a iessér exten€=
than}fot Riyas, fate. In the libretto the éequence Qf’coinci@ental
'eventé,is less appéféht'thén iﬁ thé play, and consequently oné is less
aware of the f&foe of fate than in Rivas's work. However, this is more
than adequately compensated for by the persistencé of a recurrent theme
first heard in the overture, consisting of repeated unisoh’notes followed

by a restless melody played by the violins:
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"This theme, which reappears a number of times, expresses the feeling of

1. Coinpare, for example, the opening scene of the opera with the corres-
ponding scene-of the play:

Buona notte, mia figlia... Buenas noches, hija mia:
. addio, diletta. _

Aperto ancora e quel veron! Adids, mi amor, ~

: ' Estan abiertos estos baleones...
Nulla-dice il tuo amor?... - Nada me dice tu amor?

Perche si triste? (I, i). - ¢Por qué tan triste te pones? (I, v).
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impending tragedy far more eloquently than do the somewhat perfunctory
allusions to el destino and the chain of often improbable coincidences
in the play.

- In therpere>several attempts are made to relieve the tragic
atmosphere which pervades the work. Possiblybverdi wished tovavoid the

. almost excessive gloom of his two earlier "Spanish" operas, although

Rlvas s play, w1th its costumbrlsta scenes and its comic flvure, Hermano
-Melluon, is in any cese much less lugubrlous than Garcia Gutlerrez S

, works, In addiiion to.Preziosilla’s part, the parts played by TPrabuco
‘and Melitone are enlarged in the opera. Trabuco now aﬁpeers in the
military scene in Act III as well as in the inn scene, and from being a
sullen muleteer he becomes a jovial street—pedlar'and, as such, helps to
" enlivén the scene by trading with the soldiers. Fra Melitone, in addi-
tion to his orlginal part, in the opera also appears in the mllltary
scene (III, 111) The latter part of this scene, which includes Melitone’s
comical sermon, does not derive from Rives but, as Osborne has shown,2 is
closely modelled on a scene from Schiller's Wallensteins Lager. In the

final version of the operaj the tragic denouement is lightened by the

omilssion of ﬁwo dea£hs, and by the fact that the deaths of Don Carlo and
Leonora take place off stage. The exclusion of Don Alfonso. necessitates
‘the arrest of the duel between Don Alvaro and Don Carlo in Act III, as

: the latter is needed to challenge the protagonist in the Final Act. Ana.

Don Alvaro does not commit suicide but, restrained in his cursing by the

1. No explanation is given as to why Fra Melitone and Preziosilla appear
in Velletri, Italy, in Act III, while in Acts II and IV they are in .
Hornachuelos, Spain.

2.  C. Osborne, op. cit., pp. 336-337.
3. This is the revised Milan version of ‘1869, In the orlﬂinal St.

Petersburg version the opera ends as does the play, with Don Alvarc's
suicide,
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Padre Guardiano, falls at Leonora's feet crying, "Leonora, io son redento'. L

This ending contributes even more to the relegation of Don Alvaro to the
r8le of conventional operatic hero. In the play he alone remains in the
foreground, and even in the scenes in which he does not appear his
- presence ig felt, either by referencés to him - direct in the opening
scenes, disguised in the inn scene - or by his effect on thé other charac- -
,ters, notably Leonor. In the opera, however, he is only one of at least.
’ Lhree 1mportant characters, and the air of mystery which surrounds his
prigin2 is largely lost by the omission of the opening scenes of the play.
His lénguage, too, is considerably moderated; his sacrilegious outburst,
"Mi bien, mi Dios, mi todo™ (I, vii) is not included, and his cursing in
the final scene is very mild when compared with the original version.3
“kDeprivéd of his aura of mystery.and‘his Byrénic.imprecations,'hé inspires
sympatﬁy but he no longer dominates the stage.

Verdi's love of operatic spectacle 1s gratified in Rivas's

costumbrista episodes which the composer enlarges. In the inn scene he

adds a chorus of pilgrims, and he Jjustifies this dramatically irrelevant

innovation by making Leonora apply the pilgrims' prayer to her own

1. The accumulation of corpses in the final scene caused Verdi much
anxiety, as his letter to Piave of October, 1863 shows. The final
solution was suggested by Ghislanzoni,

2. Sedwick has shown that there is some confusion in the libretto
regarding Don Alvaro's country of origin. Piave renders "La regibn
indiana" simply by "India", which is ambiguous if not mistaken. See
B, F. Sedwick op. cit., pp. 124-126,

5 Compare: ;Infierno, abre tu boca y E tu paga non eri,
tragame! ;HGundase el cielo, 0 vendetta di Diol...
perezca la raza humana; Maledizionei Maledizione!
exterminio, destruccidn...! (V, xi), (p. 359).
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situation:
Pilgrims: Ne salvi tua bonta, Signor!
Leonora: Salvam1 dal fratello ... che anela il
sangue mio... (pp. 77-81).
As Osborne’has,éaid,l Verdi recognised the contrast in Rivas's play -
between the contemplative life and the life of action, and 1n the Final

' Act he emphasises this contrast by adding a sollloquy for Leonora (IV ii),

>‘wh1ch takes place whlle Don Alvaro and Don Carlo are. flghtlng.

Mueh has been wrltten concernlng the music of La forza del destino,
' favouraply and édverseiy. One thing, however, is certain; Rivas's play,
‘unlike Garcia Gutiérfei’s, gave Verdi an opportunity to develop his

technique, and the opera in several respects anticipates his"later works,

The costumbrista scenes are as indispensable to the opera as they are to

thehpiay.‘ The crowds no loﬁger form a mereiy'scenic background to the

pfiﬁcipal characters, as had the gypsies in Il trovatore; they now have
life of their own, and they are oftentbréken down into small groupé and
individual characters. The music of the."Rataplan" chorus, for example,

may not be of the same quality as Leonora's arias, but it represents Verdi's
attempt to reproduce faithfully Rivas's panoramic view of society. The
vocal writiné, too,ishows an advancement on the earlier operas., A flex-
ible arioso style often takes the place of recitative, notably in the
’opening scene., The vocal lines are now mofe austere and derive their

> expression from their melodic shape and their intervaliic structure

rather than from ornamentation or melismas, as in the following example

1. C. Osborne, op. cit., p. 336.
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from Act II:
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p. 133, bars 1-k,
.In contrast to the melodic contours of the principal characters, Melitone's
voca; line, with its frequent repetitions of bné or two notes, gives
musical life to Rivas's creation.1 A particularly deft stroke is seen in
the sermon in Act III where sliding chromatic chords perfectly capture

the sanctimonious tone of the words:
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p. 274, bars 12-13,

-

1. Although there are similar figures in opera buffa, Melitone was a
new character~type for Verdi, and one which he was to use later in
Falstaff,
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Although the plot of La forza del destino and sometimes the text

#self approximate to Rivas's pléy, the overall impression is quite distinct.
The opera is constructed episodically and many of the séenes are tableau-
like, whereas in the play the cumulative effect of the scenes is greater,

‘ as they follow logicaily, if somewhat improbably, and thus hasteh the
drama to its end. The climaxes of the opera are lyrical - the opening

.- scene, the scene Detween Leonora and the Padre Guardiano, Leonora's .

vserene Aeath - wheréas in tﬁe pléy the climaxeé oceur in the violently
dramatic sbenes. The opera is altogether more lyrical than the play, its
harshness is subdued and the audlence s attentlon is turned towards the
human reactions to destiny rather than to the force of destiny itself.
Finally, no attempt is made to reproduce the Spanish atmosphere of the

' play.l The essentlally Spanish "honour theme is of much less signif1~
cance in the opera, and Verdi's music at no point suggests Andalusian
folk music.

After supervising the Madrid production of La forza del destino,

Verdi toured Andalusia, but he was to write no more operas based on
Spanish literature. He did, however, consider at least four other Spanish

plays as sources of operas: a play by Adelardo -Lbdpez de Ayala,2 Joseé

Zorilla y Moral's El zapatero y el rey (1840-41), Caldertn's A secreto

agravio, secreta venganza (1636), and Garcia Gutiérrez's El tesorero del
rey (186k4), Verdi worked for several months on this last play,3 which
depicts the love of a Jewish girl for a Christian man. The child-parent
relationship in conflict with romantic love - a theme common to all Verdi's

"Spanish" operas - and a certain amount of patriotic fervour are aspects

. 1. -The Seguidilla in Act II is not Spanish in sound.

2. Mentioned by B, F. Sedwick, op. cit., p. 129. It is not known which
play Verdi had in mind, : ,

3. In a letter to Vincenzo Torelli, dated September 9, 1857, Verdi
mentions his plans for this opera. See Franz Werfel and Paul Stefan,
Verdi, the Man in his Letters (New York, 1942), p. 211.
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of the drama which would have commended the work to the composer.
Although he does not appear to have been interested in other fields of
Spanish culture, no composer of operas has made greater use of Spanish
drama than Verdi.‘. |

N Véfdi}ﬁ interest in‘Séaﬁish lifer;tﬁre doés not abpear to have been
shared by other italian composers of-the nineteenth century;l During the
_present century, however, a number of Italian operas based on Spanish
’ 1iterétﬁre ha&e beeh)writteh, injéddition to a few in ﬁhich the setting
and characters only are Spanishtg Of the operas based on Spanish liter-

3

ature there are oniy two versions of the Don Juan theme” and one adap-

tation of Don guixote.}+ The remainder, with two exceptions,5 use

Spanish works not previously treated by composers.

' In 1921 Anima Allegra, a fhreé-act'bpépa by Franco Vittadini, was
produced in Rome. The libretto, by G. Adami and L. Motta, was based on

the play, El genio alegre (1906), by the brothers Joaquin and Serafin
play, g g » OY q

Alvarez Quintero. The play depicts the conflict between the past, with
its inflexible pride and its religiosity bordering on the Pharisaical,

and the present, which is shown as generous, youthful and gay. It is the

1. Antonio Smareglia's opera, Preziosa, (Milan, 1879), which depicts a
gypsy girl and her two admirers, a student-and a fellow~-gypsy, bears
a certain superficial resemblance to Cervantes's novel, La Gitanilla.
No acknowledgement of the connection is made, however, and it is
probable that the resemblance is cocincidental.

2. This latter category includes Lorenzo Filiasi's Manuel Menéndez
(Milan, 1904), based on E. fle Amici's novel of the same title, and
set in Seville in the year 1500.

3. See Appendix and p. 278,

L. Viz., Vito Frazzi's Don Chisciotte (Florence, 1952).

5. Viz., Zandonai's La farsa amorosa and Cremesini's Il capello a tre
' punte. See below, pp.51 and6l .

@
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conflict between, on the one hand, the elderly marchioness, Dofia
Sacramento, and her servant, Don Eligio, and, on the other, her son,

Julio, and his cousin, Consolacidn. The conflict is similar to that

found in‘LorQa's La casa de Bernarda Alba, but here it is treated in a
' fairly llght-hearted manner, and the play ends not in tragedy but in the

rapprochement of the older and the younger generdtlons. The costumbrista

_l,element in this work is 1mportant, as it was in Rlvas s Don Alvaro, and
' here it is seen in the references to a gypsy weddlng, in the Andalusian
accent with whieh most of the characters speak, and in the Andalusian
song with which the pla& ends;l On a symbolic ievel, as BUeno‘hés sug~'
gested,2 the marchioness's house may represent the Spanish nation as a

3

whole, and the symbolic value of some of the names” would support this
\'Aview. But the play is in no way diiactie; end must‘finally be judéed j
solely as an entertainment. . As such it is successful, despite a degree
of sentimentality and a rather weak Third Act.

The personages in El genio alegre are not detailed character-

studies but strongly contrasted character-sketches, They act not so
much upon each other as upon the scene itself, their entries casting
light or shadow according to their personalities, Thus when Dofia
Sacramento first appears and begins to scold the servant, Ambrosio, the
atmosphere immediately becomes gloomy. As ILucio enters, singing, the
scene once egain becomes cheerful, until he is cut short by the marchion-
ess's words: "Esta casa, Lucio, no es una casa como las demhs: es una

casa seria".h When Julio appears he brings an air of gaiety to the

1. See A. Gonzalez Climent, Andalucia en los Guintero (Madrld 1956),
‘ pp. 149-152,

2. Manuel Bueho, Teatro espafiol contemporaneo (Madrid, 1909), p. 227.

3. Apart from the obviously symbolic names, Sacramento and Consolacibdn,.
the names of several other characters suggest summer, brightness and
gaiety: e.g., Rosita, Julio, Lucio, Pandereta and Salud,

L, 8.y J. Alvarez Quintero, Obras Completas (Madrid, 1954), II, p. 163k,
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"Angelus" scene. He is no more affected by his mother's admonitions than
;hé is by his philosophy, which he expresses thus: "Si la vida es alegre,
como creo, por qué entristecerla? Y si es triste, como piensas tl, o
es humano alegrarla un pocé?”l The élimax of the PFirst Act is the arrival
" of Consolaéién, "como el soi ﬁor las'claréboyas.de un éastillo en ruinas";
She is the centrél figure in the pla& and {he only one whosé presence is
.. able to change the attitudes of the marchioness and Don Eligio.

.in the Second Act we see tﬁe reaction of Dofia Saéramento and Don
Eligio to Consolacion's galety and worldliness. They are scandalised
to leérn that she has attended a gypsy wedding and that it was she and -
her friendé who set the church bells ringing. Then follows a delicatély
handled conversation between the cousins in which they cautiously reveal
" their affection for each other. The act“ends with Consolacibn helping
the sefvants)to decorate the patio with flowers, watched by Dofia Sacraﬁenfo
who slowly begins to smile. The Last Act is weak because it is too pre-
dictable and contains no important development in the plot. The audience
now knows that Consolacidn has won the marchioness's approval, and could
guess that the cousins wil; declare their mutual love. Only Don‘Eligio's
approval remains to beHWOn, and although;the scene in which this is
achieved contains some humourous dialogue, the outcome of this, too, is
predictable, |

As a play El genio alegre must stand or fall on the strength of its

dialogue, for there are few incidents in it which one could call dramatic2
and no significant developmént takes place in any of the characters. Also
the conflict between age and youth is ﬁeakened by the fact that neither
Dofia Sacramento nor Don Eligio is portrayed as villainous. They do not

condemn or curse the younger characters; they merely censure them, The

1. Op. cit., p. 1641,

2. This is particularly true of the Second Act, in which almost all the
important incidents, including Consolacidn's visit to the gypsy camp
and her bell-ringing, are reported in conversation and not seen on
the stage.
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credibility of the change which takes place in them is largely dependent
upon the audience's-acceptance of Consolacibn as a convinecing character.
The authors therefore make her initial entry a memorable one. She is
givep a very enthusiastic reception by the servants, and she is describedn
in the stage directiohs as "fuerte, agll inquieta, revoltosa, llena de
salud, de alegrla /ella/ "lleva el sol en el alma ¥ en los ojos nlog
1.clear distinetion is made between her attltude to the marchloness and
bJullo,s attitude in order to indicate why she succeeded where her cousin
failed. Julio shows no affection for Dofia Sacramento; his attitude is
delibefatel& pfovoeative, notebly in the scene in which he‘denigfates_the
portraits ef his ancestors. Consolacién, on the other hand, is respect-
ful and affectionate towards her, even to the extent of flattering her by
 ‘saying that she looks younger. . |

" El genio alegre is not. obviously suitable material for an opera.

The play is lacking in both dramatic and comic incidents. The wit lies

in the dialogue rather than in the situations or in the characters them~
selves, No great depth of emotion is shown, and there seem to be few
opportunities for music to enhance the atmosphere of the play. Aware of
these diffiéulties, the.librettists made one important departure from the
Spanish play by setting the Second Act in the gypsy camp and thus drama-
tlsing the incidents which, in the play, are merely narrated by Consolacibn.

This act becomes a colourful, animated costumbrista scene, in which

Consuelo (Consolacidn) persuades Pedro (Julio) to give away all his money
as a present for the gypsy bride. The act is, however, inessential to
the development of the play, but it provides an cpportunity for some

pseudo~Spanish music, including a gypsy chor-us,2 punctuated>by exclamations

1.  ©p. cit., p. 16h2+. o R ’

2. This chorus has a rather unusual syncopated rhythm:

WSddd rD I
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of janda! jay. and iole!, and two Spanish dances: a Panderos and a
Malaguefia. The latter dance, with its suggestion of the Phrygian mode
at cadences and its alternation of 6/8 and 3/k4 measures; is more
authentic in sound than the Panderos; it uses gultars, mandolins, drums

and castanets. It begins thus:
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Voc. sc. (Milan, 1920), p. 168, bars 8-17.

Apart from the alterations made in the Second Act, the action of the opera
"is very similar to that of the play, and the libretto is often a direct
. translatioﬁ of the Spanish dialogue. Of the minor chapges made, only~tw6

need be mentioned. The first occurs at the end of the First Act, when

Consuelo overhears Lucio singing in the garden. In the opera she i1s made



- 50 -

to comment: "Credevo fosse Pedro", and these words suggest that even at
this stage her affection for her cousin is deepening. The other change
is the delaying of the decoration of the patio until the beginning of
the ?hird Act, in.order to avoid a éhange of scene at the end of Act II.
In addition to the "Spanish" music of Act II, there are several
instances where the vocal line includes some of the characteristic in-
_;,flectlons of Andalus1an folk music, notablydln Lucio's flrst few bars

" (Ex. lO), and in ‘the gypsy's arabeoque in the Second Act (Ex. 11).
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( At this point Iucio stops abruptly as he sees the marchioness),

p. 17, bars 5-11.
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p. 98, bars 1-6,
The music of the opera is through-composed and there are no recurring
,.Athemes.v It.is‘light, but only rarely does it become trivial.l Usually
it is appropriate to the character or situation; although there are
occasions when the music is at variance with the significance of the words.2

The opera suffers most from its undramatic plot.

In 1933 Riccardo Zandonai's opera La farsa amorosa was produced in

3

Rome. It is based on Pedro Antonio de Alarcdn's novel El sombrero de

tres Eicoé (187k) which had previously been made into an opera by‘Hugo
Wolf (1896), and into the famous ballet by Falla (].9].9).)Jr There is some

similarity between Wolf's opera and Zandonai's, but no apparent influence

1. Perhaps the weakest bars are the mawkish tune given to the violins
and cellos in the "Angelus" scene.

2. The light accompaniment in triplets detracts from the gquasi-Biblical
tone of Sacramento's words to Lucio: "Questa casa, Luclio, non lo
scordare, € una casa tranquilla., E tu, per contro, passi il tuo
glorno a ridere e cantare". (p. 21).

5.  Zandonai wrote an earlier "Spanish" opera: Conchita (Milan, 1911),
- based on La femme et le pontin by Pierre Iouys. The action takes
place in Seville.

-

Iy, In addition to these works, it 1s possible that there are two oper-
ettas derived from the same source, both written during Alarchbn's
lifetime, one by a French composer, the other by a Belgian., See P, A,
de Alarcdn, El sombrero de tres picos, trans. H. F, Turner (Londen,
1959), p. 1.
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of Falla’s ballet. Alarcdn's story, which has its origins in Spanish
folk-—lore,l shows how a miller Succeeds in publicly humiliating the

local corregidor, or chief‘magistraﬁe, who had been paying court to the
miller's wife., In El sombrero, as Mazzora has said,2 Alarcdn shows a
V reaction against the prosaic realism Qf his day. The novel js a‘combin—
ation of realism and poetry, and in it Alarcbén tries to achieve veri-
;-similitude with regard to thg;chqracters' actions rather than an exact
'reprodu;tion of detéil.3 The no?el lacks psychological penetration, put
the characters,‘though not developed in depth, speak and‘act in a manner
that is,entirely cfedibie. Thé three maih persénages éach‘représént an'
idea: Lucaé ~ ugliness, Fraéquita - beauty, the Corregidor - decrepit
sensuality, yet each has another side to his or her character. Lucas,
 thoug£‘pély;>ﬁés good moral qualitieé and>shrewd intélligence. -Frésquitahs
beauty is to some extent offset by her unusually large body: "tenia mas
de dos varas de estatura, y era recia a proporcién".h Indeed, her size
and strength add to the comedy, for the Corregidor is depicted as old
and weak and is in fact pushed over by Frasquita at one point., Yet even
he is not wholly grotesque; in his youth, he had been "muy agradable y

"5

acepto a las mujeres",”- The characters are those of pure,‘not satirical,

comedy.

1,72 For a detailed account of Alarcén's sources, see: A, Bonilla y San
Martin, "Los origines de El sombrero de tres picos", Revue Hispanigue,
XIIT (1905), 5-17.

2. R. A. Mazzora, "Dramatic variations on the themes of El sombrero de
tres picos, La zapatera prodigiosa and Una viuda dificil", Hispania,

XLI (1958), 186-189.

3. Chasca summarises Alarcon's treatment of reality thus: "El autor si
' ha utilizado ciertos elementos de la realidad, alterado otros, para
-crear una realidad ideal de espiritu festivo, de sabor arcaico, y de
costumbrismo pintoresco., E£ste es un realismo selectivo cuyo fin es
lograr un verisimilismo mas bien que un verismo en la representacién
del ambiente". PBdmund de Chasca, "La forma cbmica en El sombrero de -
tres picos", Hispania, XXXVI (1953), 28k,

4. EL sombrero de tres picos, ed. Chasca (Boston, 1952), p. 1k,

5. El sombrero, p. 23.



- 53 -

The costumbrista element in El sombrero is very important and,

particularly in the early chaptérs, much space is given to descriptions
of the appearance and customs of thg inhabitants of Alafcbn's patria
chica. Thgsg descriptions, despite their appeal, especially to non-

‘ Spanish readers, are not essential to the dramatic action ofthe ﬁovel.
Moreover, with regard to the peasants, these descriptions are idealised
. and, as Gaos has poipted out,l there is a certain "menqsprecio de corte
¥y alabanza de aldeah in the.novel. This compérison of village 1life with
the cqurt'life,of which the Corregidor is a representati&e,and the
numerous aliusions.to péliticai events, give the novel a tfadifiénal
éharacter.. The main theme,.too, is the traditional Spanish theme of
honour, but in this work it is given comic treatment. Nevertheless, the
‘hthem; ifself‘ié a serious one, and ﬁuch éf the tension is derivéd fromb
an apparent vacillation between comedy and tragedy. Twice Lucas is com~
pared to O‘chello.2 In order to avoid a tragic ending, however, it is
essential that Lucas's dishonour should not be real,3 and also that h&a-
should not be blinded by his passion when he seeks revenge. His dis-
covery of- the Corregidor's clothes is in‘fact the climax of the novel,
because the‘method of revenge thch he then chooses will decide whether
or not the denouement will be a tragic one, since if he kills the
Corregidor he will bring disaster upon himself, The comedy lies in the
fact that the reader, unlike the protagonist, knows that Frasquita is

innocent, and can therefore appreciate the absurdity of the situation.

1. Vicente Gaos, Temas y problemas de la literatura espafiola (Madrid,
1959), p. 197n.

2. In Chapter 7 he is described as "un Otelo murciano con alpargatas y
- montera, en el primer acto de una tragedia posible". When he returns
to the mill (Chapter 20), he is again compared to Othello. '

3. As Gaos has sald, adultery would be for a Spaniard too serious a
subject for comedy.(V., Gaos, op. cit., p. 192).
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The fact that there‘have been as many as six musical versions of
El sombrero is indicative of the appeal of that work to composers. The
novel has a convineing plot and comprises. a number of both comic and
dramgtiC»situations. Although musié does not play any part in the novel,»
- reference ig made to the musical quaiity of two of the characters’ voices.l
Zandonai's libreﬁtist, Antonio Rossato, while remaining faifly close to
l.Alarcén’; plot, avoids the sometimes gxcessi&e speed of the action in the
‘ German.épera,caused 5y the frequéncy of scene'changes.2 Zandonai makes
a number of alterations to ithe Spanish tale. The names ére changed, and
also £he time and ﬁlace; from Andalusia in 1805 to Lombardy in 1630,”
though thefe are no apparent reasons for these changes. The opera consists

of three acts, the first and last being divided into two quadri which are

' separated by an intermezzo scenico.
" In the First Act a crowd of winemakers, guests of Renzo (Lucas) and
Lucia (Frasquita), ridicule the age and deformity of Don Ferrante, who is

known as Il Podesta. The men bow in mock homage to the absent mayor,

singing:
Ex, 12,
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Voc., sc. (Milan, 1933), p. 35, bars 5-9,

1, Frasquita's voice "tenia los tonos del mas extenso y melodioso
_ instrumento", and her laughter was "tan alegre y argentina que
parecia un repique de Sibado de Gloria" (Chapter L4). 1In contrast,
the Corregidor's toothless mouth emitted "un sonido flojo y
sibilante" (Chapter 11).

2. Wolf's opera is discussed in Chapter 3.

3, In 1630 Lombardy was under Spanish rule.
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When the guests have departed, Renzo and Lucia exchange endearments, to
the accompaniment of a wordless‘chorus offstage, They see the familiar
figure of Don Fer:ante approaching, wearing his three-cornered hat.
While Renzo is hiding, Don Ferrante declares his love to Lucia, but he
is interrupted by the braying of Renzo's ass. He leaves,‘swearing ven-
geance, and the first guadro ends with a repetition of the wlnemakers'
. song and the peasants lovefduet. The inteooezzo consists of a torch-dance
' for the winemakers, and is followed by a comic scene in Don Ferrante's
office, in'which the latter rehearses before his subordinates the tech-
niques by wﬁich he:hopes to seduce Lucia.

In tﬁe Second Act Zandonai tries to produce the atmosphere of

domestic fellclty which Wolf achleved in Der Corregidor. Renzo and Lucia

' sing a popular song ~ a melody whlch though s1mp1e and tonal, does not

conflict with Zandonai's dissonant harmony elsewhere:
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p. 146, bars 3-20,
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Spingarda, one of Don Ferrante's subordinates, arrives to arrest Renzo.
The latter bravely retorts: "La giustizia del Re? Torna domanil!", and

the opening bars of the aboye song are heard in the orchestra, emphasising
Renzo's defiance._~As in the novel, the\action at this point takes a
'tragic turn, and there is menace in Renzo s words as he is led away: "Ma
se si gioca sul l onore mio, ti do parola che a qualcuno domanl io,
3proprio io, pianto un falcetto in gola". For a moment Lucia remains
Palone, thlé the bréhestra ié heérd playing in an ominous undertone the

theme associated with Don Ferran.te.l

Ex, 1k,
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P, 164, bar 13.

This theme, with its characteristic harmonisation in parallel seconds and
sixths, wés.heard previously at the begiqning of Act I and at Don‘Ferrante’s
fifst appearance, It ié the only chéracter;théme in the opera, and it is
used in the manner of Verdi rather than in that of Wagner, that is to say
it does not undergo any subtle transformation. Here, as at the correspon-
ding point in Wolf's opera, the Corregidor's theme announces that charac-
ter's arrival. Lucia complains of the fate of the "povera gente che

lavora e che, soffrendo, tace",2 and expresses her delight in the simple

1. In Wolf's opera this moment is expanded into a very fine scene in
. which Frasquita expresses her love for Lucas and her fear of the
(Corregidor.

2. There is a suggestion of the sentiment of Wozzeck's "wie arme Leute"
in her words.
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life in one of the few continuous melodies in the opera.l Its un~

equivocable E-major tonality and its chromatic harmony are faintly

reminiscent of the love duet in Wolf's opera which is alsc in E major.

The chromatic orchestral accompaniment to Lucia s:song qonﬂrasts markedly

with the diatonic dissonance which characterises the larger part of

Zandonal's opera, including Don Ferrante's theme, as the following com-

- parison shows: .

Ex. 15 (a).
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First appearance of Don Ferrante's theme, p. 17, bar 1.

l. Wolf, too, had used unbroken melodies in this scene, viz, songs

taken from his Spanisches Liederbuch.
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Beginning of Lucia's aria:

] ) ) N i\l\ » > # .:n."'
dre e e
oy
Pas -~ - s0i miei ds f‘rnncbud~ la. inquesha casa limpidaeser-
_ 4 A~ 4 )
i F FHA S
7 PO AL N =N VN A T
[N 2 FTN P The B2 ola 9 1@ & @
N X e I ol ) e ta ~
/ ! —L 1]t T
# E[}'— . l‘. S \_/ J__- N
| Eterete sy e e E
,\': s _ i l'l V r
< N — i
A T N Lo
N
i —————
i ; - ? = e X
7 = — LA N A W T
P > 3 i3
J ~ .
~€ = na dove t'a - mo e bene- dettoda Di-0 so-
—Te——
- # & P Y r‘ BN
] —— - L T i . S 2
- e S M. 1
~ _.m.:)ln; aquelia 'ompado\ che beill —aetl- lumina Jla cena.

Lucia's aria is folléwed by a bolero - tﬁe only specific example of
"Spanish" music in the opera, in which Don Ferrante, in a frenzy of
passion, attempts to win Iucia's affection. At the ciimax of this
movement he‘loses his balance, falls and remains motionless.l Lucia
calls his servant, Frulla, who carries his master up to bed. The stage
is empty for a short while,‘during which the orchestra takes up the
"folk tune" again (Ex. 13).

The climatic scene in which Renzo discovers Don Ferrante's clothes
and decides to avenge himself is the most dramatic moment in La farsa

amorosa, although it is less powerful than the 'correspo'nding scene in

1. This insident takes the place of the Corregidor falling into the

mill-pond, since in the opera there is no mention of the fact that
Renzo and his wife are millers.
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Wolf's opera, in which the Corregidor's theme conflicts with the miller's.
As in the novel, one's attention is focused on each article of the
Corregidor's clothing,l and, while Renzo is enumerating them, Don Ferrante's

. o e 2
theme is heard in the orchestra, gradually becoming more insistent:
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p. 200, bars 10-20.
Renzo puts on Don Ferrante's clothes and departs, the act ending with the
latter, now dressed as a peasant and accompanied by his servants and
Lucia, setting off in the direction of his house.

The‘Third Act opens in an}atmosphege of tense anticipation,‘which
is heightened by the.quiet reiteration of an ﬁerrante's theme in ﬁhe
orchestra. The Corregidor's servants inform Donna Mercedes that the
house is locked up for the night. Renzo appears, but the servants take
him for their master, and when they have gone, Renzo sets off for Donna

Mercedes's room, singing "La Podestessa ¢ bella". During the scenic

1. See V. Gaos, op. cit., p. 187.

2. In Wolf's opera, too, the Corregidor's theme ends with an augmented
~triad. :
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intermezzo which follows, Don Ferrante arrives, calls to his servants to
unlock the door and is given thé reply that their master has gone to bed
with his-wife. Meanwhile an offstage chorus derides Don Ferrante in
music which recalls the mock homage of Act I (Ex. 12),  The final quadro
| is treated as a fairly conventional opera buffa finale, eon§istihg of
ensembles for the principal characters alternating with choral passages.
;7Although.this scene serves the same purpose as the Final Act of WOlf's
opera -.that of cleéring up‘the misunderstandihg between Renzo and Iucia -
Zandonai's finale is less perfunctory than Wolf's, and iﬁ the later work
the audiencé is spéred ﬁuch of.the tedioué explénatory narfati&e;
Mercedes, Qhose serene presénce dominates this scene, humiliates her hus-
band by lettlng him believe that Renzo has dlshonoured him, Agaln the
"opera seems to veer towards a traglc ending, as’ Renzo and Lucia lament
what appears to be the end of their happiness together, while the chorus,
in Verdian style, sing "Notte inferno! Notte di pianto!" At this point
the two asses rush in, and Lucia recalls that she had heard one of them
braying while she was riding in the direction of Don Ferrante's house.l
This confirms for her the truth of Renzofs explanation, and with the
couple once'again united, the 6pera ends with general rejdicing.2

The libretto of La farsa amorosa is more skilfully constructed than

is the libretto of Wolf's opera., The Italian opera, unlike the German, does
not attempt to include all the incidents narrated in the novel, but con-
centirates on those scenes which are most adaptable to opera. But although

Zandonai makes a number of minor deviations from the Spanish work, he

1. See El sombrero, chapter 19,

2. - The dpera begins and énds in C major, as does Wolf's Der Corregidor,



- 61 ~

presents more faithfully than Wolf the spirit of Alarcon's novel. There
is a degree of patronising sentimentality in Alarcdn's attitude to the
miller and his wife, which finds a counterpart in the somewhat contrived
simplicity of the'song, "Disse il padre" (Ex. 13). Also Zandonai's opera,
like the novel, never comes as close to. a tragic denouement.as dées Der
Corregidor. Musically, however, Wolf's opera is very much superior, and

. its use of Leitmotive gives its characters greater individuality and

makes the opera a more unified work than La farsa amorosa.
At Bergamo in 1959 another Itallian opera based on El sombrero was

performed: Marino Cremesini's Il cappello‘a tre punte, with libretto by'

Raffaello Melani., Melani hés followed the plot of the Spanish novel very
closely, but, unlike Wolf's librettist, he wisely omits some of the minor
incidents such as the drinking scene after the alcalde has arrested Lucas,
and ﬁhe scene in which the miller and his wife ride past during the night
without recognising each other. He does, however, invent a scene between
Lueas and the Corregidora which develops the latter's character. She
shows anger at Lucas's insolent remarks, striking him when he sings "Dente
per dente e il monitq, cosi letto per letto", and she is compassionate
towards Fraschita. The relationship between the miller and his wife is
unchanged, as the following quotations show:
Luca: Son molto brutto; e un uomo con la gobba,
Fraschita: A me piace moltissimo.
Luca: Davvero!...
Allora quella del cor ti piacera anche piu, perché é
piu grande.
Fraschita: Ne saresti geloso?
Luca: Dio ne liberi. (Libretto (Florence, n. d.), I, ii.
Luca and Fraschita (duet): Amor fido e giocondo e il nostro
1
: ‘ i amore.
Voglimi bene e ridi!
Ridi di tutto il mondo! (I, viii),

Il cappello reproduces faithfully the tone of Alarcbdn's novel, but it
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lacks the subtle characterisation and the dramatic power of Der Corregidor.

In 1938, five years after the first performance of La farsa amorosa,

an-opera .by Felice Lattuada entitled La caverna di Salamanca  was pro-
duced at-Genoa. The libretto, by Valentino Piccoli, is an adaptation of
" an entremés (interlude) by Cervantes. The following year Ermanno Wolf-

Ferrari wrote an opera entitled La dama boba,2 the libretto, by Ghisalberti,

.. being an adaptation of the play of that namé by Lope de Vega (1613). The choice
’ of p;ay.does not appéar to indicéte an interest in Spanish literature on

the part of Wolf-Ferrari; Lope's play, with its natural éharacterisation

and hﬁmeroué, tender, even sentimental plot, is not unlike the-adaptatiOns

and imitations of Goldoni's'commedie which the composer frequently used

in other operas. The plot of La dama boba is, in comparison with many

 >othéf big&quf:the periocd , a féirly‘simbie\one, andlthere is no iﬁpor;
tant sub-plot. The central characters are two sisters: Nise, an intel=
lectual somewhat reminiscent of Moreto's Dofia Diana, and Finea, the dama
boba of the title. The former is courted by Laurencio, the latter by
Liseo. Before long, however, their affections change; Liseo, disillusioned
by Finea's low intelligence, turns his attention to Nise, while Laurencio
is attracted by Finea's large dowry.. Frdﬁ this situation are derived
numerous complications caused by mistaken intentions, some resulting in
comlc scenes, éthers in lyrical scenes. |

The méle characters inthe play are unremarkable,‘but the two sisteré
are admirably portrayed and form a strong contrast one with the other,
Nise's discourse on poetry,-for example, is immediately followed by Finea's
elementary reading lesson. And, in the Second Act, Nise's Jealousy of
her sister is juxtaposed with Finea's innocent credulity with regard to

~ Laurencio's scheming, The contrast between the sisters is one of the

-

1. This work has apparently not been published,

2. The Italian title, La ragazza sciocca, is seldom used.
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chief sources of dramatic conflict in the play. Of considerable interest,
too, 1s the transition in Finea from boba to discreta, brought about by
her love for Laurencio, and the inggnuity»with which' she pretends to
relapse into ignorance in order to discourage Liseo's attentions, Indeed,
the question of the exact nature and extent of Finea's simplicity is a
source of comedy.‘ Referring to Liseo, her first suitor, Finea scandalises
~.her sister by saying:'

. Mi cama piensd que sobra péra los dos [E;e. herself and Liseg7.

Nise: i no ves
gue no estan hechas las bodas‘7 , ) o

Finea: Pues ;qué importa? (Obras de Lope de Vega (Madrid, 1929), XI, 601).

And in the Second Act, she says in fromt of witnesses:

-Yo. doy palabra .

de ser esposa y mujer

_de Laurencio, (p. 615)
having been persuaded by Laufencio that this is a remedy for Jjealousy.
There is an attractive quality in her naivety, and, although she 1s a
comic figure, nowhere does Lope treat her unsympathetically,

Of the other characters little need be said. Miseno, a friend of
Finea's father, and Leandro, Duardo and Fenlso, caballeros, are sub—
ordinate in the plot, as are the servants. Finea's readlng-master‘and
dancing-master, though they provide good comic scenes, are also minor
figures,

Finea's dancing-lesson..and a scene in the Last Act are the only
instances where music is used., This is not to suggest that the play is
unsuited to operatic treatment, The characterisation of the two sisters
might well be enhanced by music, particularly Finea's amusingly naive
remarks. Musical expression c;uld also be given to Nise's Jjealousy, and
'té tﬁe many comié scenes, The plot of Wolf-Ferrari's opera 1is almost
ideﬁtiaal to that of Lope de Vega's play, even in unimportant details,

and the libretto is at times a verbatim translation of the Spanish text.
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Neither is there any change in the dramatis personae, except for the

omlssion of two minor charactefs, Leandro and Feniso. The first three
scenes of the play are omitted, and, after the Sinfonia, the opera com-
mences W1th lee weeping as she wirites a letter to Lorenzo. By contrast,
this is followed by Finea's reading lesson. The simplicity of the lesson

is emphasised by the accompaniment figure, consisting of flve notes:
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Voe. sec. (Milan, 1938), p. 30, bars 10-15,

This figure increases in speed as the maestro becomes more and more
exasperated, and it reaches a climax at  his presto outburst: "Dunque,
signora: se vostro padre mi regalasse quanto pos51ede, chrnn! piu lezione
no vidaro" (p. 34). A similar comic effect is obtained through music in
the dancing-lesson scene in the Second Act where, after a fairly rigid

6/8 tune depicting Finea's awkward movement, "il maestro suona indiavolata-

mente il suo violino"

Ex. 18.
—p ID presto r o 1 L_]] ]._j‘ .
N ) S o | - i e g
L 11 1= —~ T .
A e T ey
o OﬂfmoAndo pPOto & poce J‘Qm‘—)fQ P-‘:" Prq;bo

p. 132, bars 1-7.
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Music is used to enhance the comedy also in the scene in which Pedro
courts Clara. The situation and the words are parallel to Lorenzo's
courting of Finea. The music, too, is similar, and Ped?o’s words, "Amor?
Pazzia, furore", spoken in reply to. Clara's "Ch'e amore?", are an ex-
‘ aggeratién,.in pséudo-Vérdian‘style,-of*Lorenzo’s reply to the same ques- -
tion., At times the dialogue is in itself comic and reguires. no musical
enhancement, as in the following quotation:
: Fineai'Questa del matrimonio mi-quadfa.

Lorenzo: (E importa a me.)

Finea: Evmi portera a casa sua? E miterré)con se?

Lorenzo: Sissignora /sic/.

Finea: E cio € ben fatto?

Lorenzo: Molto ben fatto, anche vostro padre fece
o cosi con vostra madre,

Finea: 81?

Lorenzo: E da loro nasceste.

Finea: Io? Cosi? (pp. 74-75),
The quality of the music is uneven. The characterisation of the two
sisters in music is good.. Nise's passionate ariasl contrast well with
Finea's rapid recitative-like passages, of which the following quotation,

sung when she is punished by her reading-master, is a good example:
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p. 33, bars 12-15,

1. e.g. "No, traditor! Lasciami!" from Act II.
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A recurrent motif associated with Finea's love for Lorenzo emphasises

the simplicity of her character:
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p. 160, bars 1-3.
Much of the music, however, is mediocre. Wolf-Ferrari's harmonic vocab-
ulary is limited in this work. He relies heavily on conventional dim-
- inished-seventh chords at climaxes, notably when Nise accuses Lorenzo of
perfidy in the Second Act. His use of the cﬁofus, too, is unimaginative,-
and the melodramatic curse in the same act is both unoriginal and in-
appropriate. Despite some good musical characterisation and some felic~

itous comic scenes, La dama boba did not equal the fame of other operas

by Wolf-Ferrari.
of mugh greater intefest.is Gian Francesco Malipiero'sl La'vita e

sogno (Breslau, 19h3),ubased on Calderén's great play, La vida es suefio

(1635)., Desgpite the poetic beauty of this work and its long familiarity
outside Spain, Malipiero's opera is the only Italian musical version of
it. The play has deeply impressed most readers, but it has been mis-

understood by some, notably Marcelino Menéndez y Pelayo,2 who objected

1. Malipiero also wrote an opera set in Spain at the time of Velazquez:
Donna Urraca, based on Merimée's Le ciel et 1'enfer.

- 2. | Marcelino Menéndez y Pelayo, Calderbn y su teatro (Madrid, 1910).

-
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to the sub-plot and to what he considered to be the excessively rapid
conversion of the prince, Segismundo. Arturo Farinellil also saw a
contradiction between the sceptical thesis, "Life is a dream", and the
religiqus‘thesis that good works aré necessary for salvgtion. These
criticisms have been confuted by Edward M. Wilson,e who has shown that
the title does nét mean that all life is a dream and hence mén has no
.. power to choose the good, but that worldly values have only a dreamlike
a reality; "The word"égggg'.applies,not to the fact thét one is, but to

n3 Far from implying that life is meaningleés, Calderdn

what one is.
shows £hat virtue and vice eafn their rewards.h' Pride comes before a
fall; confﬁsion, as in a dream, between what is permanent and what is
transient, brings a rude awakening. This is seen in Clarin, King Basilio,
 'Ast§1f6; ﬁhé_fébel soldier, and‘a sefvanﬁ; in all of‘whom Segismundo's.
adventures are in some way reflected. In contrast, Rosaura and her
father, Clotaldo, recognise that worldly values are confusing and un-
trustworthy; they act prudently and virtuously and do not fall like the
others.

The action of the play is two-fold; the main plot shows a man's
conversion from uncontrolled violence and pride to generosity and self-

domination, the sub-plot the clearing of a woman's honour. These two

issues are shown by Wilson to be interdependent. It is Segismundo who

1. Arturo Farinelli, La vita € un sogno. _Parte seconda (Torino, 1916),
pp. 283-284,

2. Edward M. Wilson, "On La vida es suefio", in Critical Essays on the
Theatre of Calderdn, ed. B. W, Wardropper (New York, 1965), pp. 63-89.

5. Wilson, art. cit., p. 75.

} L,  The theological ideas implicit in this play are discussed by Everett
W. Hesse in "Calderdn's Concept of the Perfect Prince in La vida es
suefic", in Wardropper, op. cit., pp. 114-133, -
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redeems Rosaura's honour by uniting her in marriage to her former suitor,
Astolfo, and it is this sacrificial act of the prince which provides
proof of his conversion., In greater detail A. E. Slomari1 has shown that
the fortunes of Segismundo and Rosaura are Inextricably linked throughout‘
" the play. When Segisiundo is returned to his prison after his violent
behaviour in the palace, he is taught by Clotaldo to believe that his
..visit to the palace was unreal. But Qe refuses to belleve that hisien»
" counter there with Rosaura was uﬁreal:

De todos era sefior,

y de todos me vengaba.

S0lo a una mujer amaba;

que fge verdad, creo yo,

en que todo se acabd -

y esto solo no se acaba., (II, 213%2-37)%
'..Rosaura alone .can convinee him of the reality of his palace experiences,
She is therefore the means as well as the proof of his conversion, and’
the prominence given to her by Calderbn is fully justified.

Much of the play's beauty derives from the dramatic effect to which

its imagery is put. The symbolic use of light and darkness is a good
example. Attention is drawn to the darkness of the prison in the opening

scene, and in the Second Act Segismundo associates Rosaura with light:

Como quieres dejar desa manera
a escuras mi sentido? (1625-26),

Anagrammatically, too, she is associated with light, as William M, Whitby
has pointed out.3 The second chain of linked imagery is less common oute

side Golden-Age literature, It concerns the confusion of the elements,

1. A, E. Sloman, "The Structure of Caldertn's La vida es suefio", in
Wardropper, op. cit., pp. 90-100,

2. Quotations are from A. E.-Sloman's edition of the play (Manchester,
1961).

3. . The letters of her name, rearfanged, spell>auroras; dawns., William
M. Whitby, "Resaura's Role in the Structure of La vida es suefio",
p. 107, n., in Wardropper, op. cit., pp., 101-113,
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symbolising the disorder in society. In the First Act Rosaura, a woman,
is seen dressed as a man, while Segismundo, a prince, is dressed in
animal skins. Rosaura’s internal confusion is expressed in her words :
Inmbvil bulto soy de fuego y hielo. (7h)
" The violen;e of nature reaches a cllmax in the king's description of the
portents which heralded his son's birth; the clouds rained stones and
,there was an eclipse of the. sun. In the Se;ond Act thls is parallelled
A by the human Vlolence of Seglsmundo s actions. Only in the Final Act is
order restored, after Segismundo has been acknowlédged aé a prince and
Rosaufa, now withoﬁt a éword.éhd dressed as a woman, has been écéepted '
by Astolfo;

Malipiero's opera shows a great respect for Calderbn's play, even
.'~thoﬁéh‘£hé éphposer has found i£ neéessafy fo hake é number of éltérations.
The libretto is for the most part a translation of the Spanish words, but
the dialogue and speeches are very much reduced in length. The names of
two characters are changed: Astolfo to Arias and Rosaura to Diana. The
opera is more vague than the play with regard to time and place,l and
in keeping with this neither the king nor the prince is named., A
chorus of courtiers and townsfolk is inciuded,.and a group of dancers
are added to the cast. The First Act opens in an atmosphere of desola-
tlon. The first theme, which is the most important of the Leitmotive
and which récurs many times throughout the opera, emphasises the Prince's
seemingly hopeless situation by its.hitial falling phrase followed by a

rised adiminished fourth, and by the subsequent diminution of the theme

1. "Senza luogo né tempo in un mundo di fantasia."
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as if thrown away in despair:
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Voc. sc. (Milan, 19%3), p. 1, bars 1-8.
This theme is followed by an agitated rhythmic figure, which is developed
both rhythmically and melodically during this scene:

Ex. 22.

p. 1, bar 1k,
After this brief orchestral introduction the curtain rises, showing the
Prince in chains outside the fortress. The scene is described exactly
as invthe play, but with one important deviation: Diana in the opera is

‘not dressed as a man. Her opening words, sung in arioso style, are very

close to the Spanish text: » »
Impetuoso ippogrifo Hipogrifo violento
rapido come il vento, que corriste parejas con el viento,

perche lampo senza fiamma, ;donde rayo sin llama, (I, 1-3),
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She hears the Prince lamenting his lack of freedom, while the orchestra
repeats music heard in the introduction. This lament includes a very
moving speech in which he compares his captivity with the freedom en-
joyedhby a bird, a wild beasﬁ and a f;sh, representing three of the
‘elements - atr, earth and water - respectively (123-152), 1In setﬁing
these words Malipiero shows his characteristic fidelity to the Spanish
text apd his economic use of>themgtic materi;l, and the result is a .
-cohesivé musical parégraph wﬁich unobtrusively'emphasises the significance
of the words. The music is unified by the development of a simple theme
which includes three deséending'notes followed by a fall of a thifd, in-

dicated thus F 1, The first stanza begins "L'uccello nasce" ("Nace el

ave"), and the bird is represented by the following orchestral passage:

‘Ex. 23,
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p. 10, bars 12k-127,

The stanza ends with the following quasi-refrain:

Ex. 2k,
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p. 11, bars 133-135.
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This 1is based on the Spanish words:

iy teniendo yo mas alma,
tengo menos libertad? (I, 131-2).

In the next stanza, "La fiera nasce", the theme is transformed by a

dotted rhythm, representing the wild beast:

Ex. 25.
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p. 11, bars 136-137.
The refrain, "ed io che ho ben altri instinti, sono prigioniero", is
sung.to the same music as the first refrain, but transposed a tome higher,

as his grief is now more intense. In the final stanzal the theme suggests

the motion of a fish (Ex. 26), and the refrain is heard for the last time,
& semi-tone higher than before,.

Ex. 26,
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p. 12, bar 146,

After the Prince's lament, the first two themes are heard again,

1. The final stanza in the play, "Nace el arroyo" (153), is omitted.
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as he becomes angry at being overheard., Diana's presence, however,

begins to have a tranquilising effect on him, and he sings "tu sola che
hai dominata la mia collera" against a chordal backgrouhd of unequivocal
A-flat major_tonality. Thep,‘as in thq p}ay, Qlotaldo.appears and arrest§
 Diana and ﬁer servant, In the orchestral ;nterlude which follows the
theme‘associated‘with the Prince (Ex. 21), is developed. Tﬁe second

. scene takes place in the palace. Trumpets ;nd drums announce the King, .

' who‘maﬁes his enﬁry‘to a fairly tonal march, 'Malipiero, wishing to avoid

any semblance of a grandiose operatic procession, specifies that the

King's acoﬁpaﬁamiehto réferred‘to in the play should not exceed ten per-
s0Nns. The'King tells the court of the portents which heralded his son's
birth and of his doubts concerning the wisdom of the precautionary actions
.he f&ok;_v | | | |
" The Second Act shows a room in the palace., The Prince is asleep,

guarded by Clotaldo and the King. In the early part of this act
Malipiero sensibly manipulates Calderén's play to meet the different re-
quirements of music-drama. The dialogue in which Clotaldo tells the
King how he has brought the Prince drugged to the palace is omitted as
being inessential and unoperatic. Instead the composer turns his atten-
tion to the "mhsicos, cantando", who attend the Prince. He appears to be
anxlous to avoid the idea of a hidden "atmospheric" chorus, such as is
found in maﬁy nineteenth~eentury operas. This chorus consists of court
musicians, whose presence is Jjustified by the text of the play. They
enter with their music copiés in their hands and group themselves around
the Prince. Since Calderdn does not specify what they sing, Malipiero
has composed three madrigali, the first pastoral, the second amorous and
the .third heroic, which are linked by a short phrase which occurs both
during énd bétWeen the madfigals.‘ Rhythmic chordal passages alternate
with simple imitagive counterpoint to create an authentic madriéalian

sound which avolds deliberate archaism, in the following example by
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doubling the tune in the bass part:

Ex. 27.
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b. 59, bars b-5.

The remainder of the Second Act follows fairly closely the action
of the play. The Prince, on lgarning his identity, becomes violently
vangry;_firsﬁ ﬁitb Clbtaldo, then with Arias and finally with thé King.
The main theme of the opera (Ex, 21), is frequently heard in the orchestra,
and at one point is worked into the vocal line, as the King says to his
son: "E pensa, che tutto cic che vedi forse non e che un sogno". When
Diana enters one is reminded of her effect on the Prince, for the orches-
tra repeats the calm A-flat music which had accompanied his words in Act

I, "tu sola che hai dominata la mia collera":
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p. 79, bars 821-824,
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The Prince recognises Diana and is overwhelmed by her beauty. His ever-
increasing desire is represented by a rising phrase reiterated almost
incessantly by the orchestra:

Ex, 29. "
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p. 80, bar 830.
Unable to control his passion, the Prince threatens both Clotaldo and
" the King when they try to intervene to save Diana.

After a long introduction to the Third.Act, during which the second’
and third madrigals are heafd, sung off-stage, the Prince is seen out-
side his prison, once again in chains. In a dream he speaks of his
eventual triumph. Later he tells Clotaldo of his "dream" of being a
Prince. As he mentions Diana, the '8esire” motif is used in the vocal
line, ité rising notes sugéesting hope and contrasting with the éloomy
descent of the main théme: | o |

Ex. 30.
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p. 10k, bars 1114-15,
An~effective solution is found to the problem of repregenting the battle

between the Prince's followers and the King's; A crowd of soldiers and
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civilians enter to proclaim the Prince as their heir to the throne. Over
their chorus, consisting of vowel sounds interspersed with solo cries to
suggest the progrgss‘of the battle, the Prince sings: "No, non voglio
dipepdere dai capricci del de;tino“, ep@iqg tripmphant;y with the words:
"ora so quésta mia vita € un sogno", sung to the principal theme of the
opera, This is fhe climax of the work, for at this point tﬁe Prince's

. conversion is seen.l When Clotaldo appears: proof is given of the con-
~versioﬁ as the Prinéé contréls his anger with ‘the wordé: "Ma no - forse

€ ancora un sogno". A shortened version of the Prince'sbconcluding
speecﬂ theﬂ foiloﬁé:

Se e detto, 'una fiera ti abranera;.,
riveglieresti un leone che dorme? (pp. 129-130),

- - Then,.as the Prince kneels before his father, the chorus sing:

Ventl, benigni, venti '

del sol temperate i raggi ardenti

spargete un odorato nembo

che se la vita e 508N0 ,

sogno puo esser vita., (pp. 132-134),

Although the plot of the opera approximates closely to that of the

play, and even textually the two works are very similar, yet Malipiero
has found it necessary greatly to simplify Calderbén's play. All our

attention is focused on the Prince and his struggle for freedom aﬁd for

recognition as the rightful heir. The most important deviation from the

1. The main climax in the play does not occur until the very end of the
Final Act, when the demands of poetic justice are met and Segismundo
gives conclusive proof of his conversion by marrying Rosaura to
Astolfo,

2, Cf, Si a cualquier hombre dijesen:
'Alguna fiera inhumana
te dara muerte', ;escogiera
buen remedic en despertallas
cuando estuviesen durmiendo? (III, 3187-90).

-
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original is the omission of the subplot dealing with Rosaura's honour.
In the opera Diana does not appear dressed as a man, neither is there
any suggestion that she is»related to Clotaldo or in love with Arias.
Consequently her rGle is much less important, since she 1s no longer
 instrumental in effecting the Princefs conversion, neither does she pro~
vide proof of it; Also the theme of poetic Jjustice is not emphasised in
- the opera. . Musically the work i; consistenf and is unified-by the use

” of recu?rent themes; There.is né overall tonaiity, but individual pas-
sages tend to gravitate towards a temporary key centre, |

In May l9u9,‘Gofffedo Peﬁrassi's opéra, 11 cordovano; was ﬁerforméd

at La Scala, Milan., Like Lattuada's La caverna di Salamanca, performed

eleven years earlier, it is based on an interlude by Cervantes, in this

 case thé Eniremés del viéjo celoso (16155, the plot of which clésely

resembles that of a later Cervantine work, El celoso extremeﬁo.l As the

play begins Doffa Lorenza is seen complaining of her unhappy life. Her
husband, Cafiizares, her senior by many years, though generous to her in
material things, allows her no freedom as he suffers from an extremely
Jealous temperament.‘ The absurd precautions which he takes to safeguard
his honour are parallelled in the later riovel.2 Hortigosa, a neighbour,
persuades her to allow a young man to be secreted into}her bedroom,
Cristina, Lorenza's niece, also encourages her in this deception. In
the next scene Cafiizares appears, telling a friend of his unhappiness

caused by his Jealous fears, The repeated references to his fear of

l.. See p. 93.

2. Lorenza: "No me clauara el las ventanas, cerrara las puertas,

| visitara a todas horas la casa, desterrara della los gatos y los
. perros, solamente porque tienen nombre de varon," The Interludes
of,CeEVantes, ed. S, Griswold Morley (Princetown, New Jersey, 1948),
p. 196.
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Hortigosal increase the tension of the plot during this scene, Hortigosa
arrives and tries to persuade Cafiizares to buy a tapestry. She holds it
up for him to examine it, thereby enabling a young man to enter unnoticed.
A quarrel then takes place betwgen.husband and wife, which ends in
Lorenza's iocking herself in her rooﬁ. After a while she calls to her
husband, tellinglhim of the pleasure.which her lover is giving her,

o Qristina? who appears to derive vica;ious eﬁjoyment from her auntfs
plegsﬁfe, facetiousl& tellleaﬁ¥zares to scoldkhis wife. His increasing
anger is gently mocked by her words: ";JesQs, y que 1ocufas, vy que
niﬂeriasf"' Caﬁizéres, who cahnot believe that his wife is in fact de-
ceiving hiﬁ, at last forces the door open. Lorenza throws water in his
face, allowing her lover to escape unseen, Further quarrelling brings

‘the‘éoh5§éb1é on to the scene, Eut husband énd.wife are finally)rebonciled,
and a éroup of musicians arrive and sing:

las rifias de por San Juan,
todo el afio paz nos dan. (p. 216).

The theme of the play is deception, and the work is amusing in its
frivolous treatment of adultery. Cafiizares takes his wife's trick as a
poor joké and does not realise.that he has in fact been deceived. Al-

though the structure of this work is similar tb that of El celoso ex-

tremefio, there are two important differences. In the novel adultery is
not committed and there is a serious moralistic tone. In the play,
although it may be argued that Cafiizares is punished for his excessive
Jealousy, Lorenza, who by Golden-Age standards, is guilty of a worse
crime, goes unpunished. As Morley has said,2 she is weaker in character

than her husband, and her weakness allows her to be tempted by her

1. Cafiizares: " Hortigosa, y vezina? ;Dios sea conmigo!"™ and: "EL

nombre de vezina me turba y sobresalta" and: ";Nowbre fatal para mi

es el de vezina'"

2. S. Griswold Morley, op. cit., p. Xx.



- 79 -

cynical neighbour.1 As the play progresses, however, her submission to
her husband decreases, and thié comes to a climax when, having deceived
him, she throws water in his face._ In a play such as this moral Jjudg-
ments are not pertinent, and the concluding dance may, as Casalduero
suggests, be intended to celebrate the triumph of youth over old‘age,
and "la victoria del ingenio sobre el espiritu receloso y despético".2

. The humour avoids verbal subtleties, bordering on farce at the
lover's entry and e&en on slap—sfick at the péint where Lorenza throws
water at her husband. Also, since the function of the eﬁtremeses was to
provide light énteftainﬁent béfween the écts of a 1ongér énd méré serioﬁs
drama, the'emphasis is on character—types rather than on individualisation.
The character of Cristina merits closer scrutiny, however, for she is more
clea?ly'defingd than the other charécteré. More coﬁplex than tﬁe éonf
ventional soubrette, she shows an adolescent curiosity about sex during
the scene in which Lorenza is in her room with her lover, but in the
opening scene she appears to be considerably more worldly than her aunt,
as she persuades the latter to accept a lover and also asks Hortigosa
to bring her a "frailecico.con quien yo me huelgue". She is also harsher
than Lorenzé in her COndemnatién of Caffizares and even suggests killing
him. Although her part is inessential to the working out of the plot,
she makes an important contribution to the comedy, and it is in fact she
who has the final word

Mas, si mi vezina me huviera traydo mi fraylezico,
yo la tuuiera por mejor vezina. (p. 216)

Apart from the text of the trio in the fifth scene, the libretto, by

Bugenio Moritale, is a verbatim translation of Cervantes's play. Petrassi

1. The neighbour is the counterpart of the "duefia" in El celoso ex-
‘tremefio, who was severely criticised by Cervantes.

2. J. Casalduero, Sentido y forma del teatr