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There are a considerable number of operas based on Spanish subjects, 

many of them taken direct from Spanish literature and drama.. Very few 

of these operas have been compared with their literary sources, and 

hitherto no attempt has been made to present an overall account of the 

extent of Spanish influence on opera. The aims of this study are to 

indicate the extent of that influence, to examine the literary works 
chosen by composers and librettists with regard to their adaptability as . 

operatic material, and to compare the adaptations with the original 
works so as to assess the worth of the musical versions. 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, Don Quixote, and the legend of Don Juan. The latter 

subject exists in several literary versions, the most important ones in 
Spain being Tlrso de Molina's El burlador de Sevilla and Jose Zorrllla's

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

chapters. Most of the other Spanish works used belong to the Golden Age 
(lif-92-1700); 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 other works, as yet undiscovered, which are derived 

from that source.
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imRODUCTION

The extent to which Spain has inspired opera composers is not 

generally realised. Although Spanish literature has been widely read 

outside the Peninsula^ especially since^the nineteenth century, Spanish 

music, and in particular opera, has been neglected by non-Spanish music- 

ologists. Such neglect is not entirely unjustified; with the possible 

exception of the seventeenth-century zarzuela, indigenous opera in.Spain 

has never equalled that of Italy, Germany, Prance or even England. 

Nevertheless, Spanish literature, history and locales have been used 

frequently by composers and librettists from these and other countries. 

Including Britain and America, Russia, Hungary, Portugal, Argentina and 

Spain Itself.

Of the 380 operas with a Spanish background to which references 

have been found, 2^^ 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 Inferior art-form, the use of a well-known subject by a respected 

author would have had obvious advantages. A further 4$ 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 based on Golden-Age plays and novels, Calderon and 

Cervantes being the favourite authors. The Interest in Calderon's work 

shown by nineteenth-century writers, particularly in Germany, may well have 

Influenced some opera composers in their choice. In the twentieth century 

one Spanish writer predominates: Garcia Lorca. References have been 

found to 11 operatic adaptations of his plays, all written since his death 

in 1936. It is very significant that in Lorca'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 order to indicate the extent of Spanish influence on opera, 

references have been made to 150 works in which the setting is Spanish, 

although there is no traceable derivation from Spanish literature. These 

include 17 which depict the Spanish conquest of America, 13 based on the 

• legend of. El Cid, and 12 which treat the voyages of Columbus. All three 

subjects offer scope for spectacular effects in the form of battle scenes, 

with choruses of rival armies, and their remoteness of time and place 

would doubtless have gratified the audiences' love of the exotic during 

the period 1750-1850, when the majority of these operas were written.

Since, for the purposes of this study, it is impossible to dis­

tinguish satisfactorily between "pure" opera,, 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 muslco-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.
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Chapter 1

ITALY

There are many more operas on Spanish subjects by Italian composers

than by composers from any other country. The most obvious reason for

this is that in Italy opera, since its origin in Florence, has always been

a favourite musical genre, whereas in other countries its popularity has

been inconsistent. In the sixteenth, seventeenth and early eighteenth

centuries political and cultural ties between Italy and Spain were fairly
strong^ and this fact would no doubt have increased the popularity.of

Spanish subjects in opera. Several of Calderon’s plays were performed in

Italy during the seventeenth and eighteenth centuries. These performances

made extensive use of music and-some may have,approximated to operatic 
2adaptions. 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 conquest of America, and Don Carlos. It was not until the 

nineteenth century that originality of subject-matter appears to have been 

important for opera composers. One finds therefore that, with very few 
exceptions, the ’’Spanish” operas written before l800 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.

Milan and Naples belonged to Spain until the Treaty of Utrecht (1713); 
and the early writers of the Golden Age were influenced considerably 
by Italian literature.

See Arturo Farinelli, "Apuntes sobre Calderon y la musica en Alemania”, 
Cultura Espahola.I (1907), 119-1^0.
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The earliest known Italian opera on a Spanish subject is Sancio - un 
dramma per musica (1655).^ The next "Span.ish"opera is Alessandro Melani's

II empio punlto (1669).^ The title, "The Impious Man Punished", is

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

In 1710, an Italian opera was produced at the Haymarket Theatre, 

London, entitled Almahlde. It treats not one 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 Almahide, the second part of his The Conquest 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 

attributed to Giovanni Bononcini, Handel's rival in England, on the 

strength of a remark made by Burney that the music was "all of one style, 

and that style more like Bononcini*s than any other composer of the time" 

By this time Italian opera was firmly established in many cities outside 

Italy, and in 1719 another Quixote opera was produced, this time in 
Vienna: Don Chisciotte In Sierra Morena^ by Francesco Bartolomeo Conti.

During the eighteenth century a number of very important changes 

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

in the choice of subjects among Spanish-influenced works. The focal point 

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

1. See below, p. 2^8.

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.

4. Quoted in Sir. G. Grove, Dictionary of Music and Musicians 5th ed.
(londen, 1954), I, 807.

5. See Grout, op. cit., pp. 185-194.



city that, due to the reforms made in opera serla by Zeno and Metastasio,^
Ocomic opera became established as an independent genre, for Zeno had

purged serious opera of both comic and supernatural episodes. During the 
years 1719-71, at least seven Italian Quixote operas were performed, but 

reference has been found to only one opera on the Don Juan theme: ^ 

gravlta castlgata (Brdnn, 17^4), by Angelo Mlngottl. Don Quixote, 
although until the nineteenth century treated in opera merely as a comedy, 

would have had the advantage of being a very well-known story by a 

respected author - a point of considerable importance at a time when comic 

opera was regarded by many as an Inferior form of entertainment. On the 

other 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 

century, when Zeno's reforms hadgaierally-speaking been forgotten, that 

the Don Juan theme once again became popular amongst opera composers.

At least fourteen Italian operas based on Don Quixote were performed 
during the eighteenth century.^ The fact that the last three of these 

were performed during three successive years, 17^9, 1770 and 1771, gives 
some indication of the open rivalry which existed between Italian opera 

composers of the eighteenth century. Apart from Don Quixote, the 

favourite Spanish subjects amongst opera composers of this period (the 

eighteenth century) were those which lent themselves to heroic opera 

—treatment, such as El Old, of which six examples have been found, 
and the Spanish conquest of America, 6f which ten examples have been 
found. The latter subject was especially popular with composers of the

1.
2.

3.

4.

See Grout, op. cit., pp. I85-194.

During the first half of the century opera buffa was regarded as a 
rather low kind 01 entertainment; by 1750 it was as important as 
o£era_ser^, 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 dramrna giocoso.

The Quixote operas are discussed in Chapter 6.
See Appendix.



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 detailed description 

here, but Mayo's Montesuma may be taken as fairly representative of the 

subject-matter of these operas. The plot, shows how Montesuma, the old 

tyrannical Emperor of Mexico, Is finally defeated by Fernando Cortes and 
the Spaniards, There are battle scenes and love scenes, but very little 

really dramatic action. An opera with the same title, of which the 

music has been published, is Heinrich Graun's Montesuma, composed to a 

libretto by Frederick the Great of Prussia. The chief interest in this

work lies in the use made of the cavatina, which at that time was a new
2 •aria-form.

During the last quarter of the eighteenth 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

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 impossible to 
witness Don Juan's crimes enacted on the stage without making light of 

-them. They are therefore exaggerated to the point at which they are no 
longer embarrassing. On the other hand, moral propriety required the 

castigation of the libertine, so a serious ending was necessary. One has 

in the Don Juan story a good example of the comico-serlous plot for 

which audiences at this time were showing preference. An additional 

advantage was that the story was well-known and enjoyed. E. J. Dent
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1.

2.

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

For a description and bibliography of this opera see Grout, op. cit., 
pp. 211-215.



mentions that at least until I783 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 Gulseppe Calegarl's II convitato di pletra. performed in Venice in
2 '

1777. Possibly in the same year Vincenzo Righini's Don Giovanni ossia

il convitatQ di pietra was performed in Vienna.^ In I783 a Don Juan

opera was performed in Warsaw, entitled Don Juan albo Ukarany Llbertyn.

The librettq was by W. Boguslawski, and may have been a Polish translation

of .the one set by Righini. The music however was by an Italian,

Gioacchino Albertini, who, in 1782, became conductor of the Royal

Orchestra in Warsaw. Also in I783 Giacomo Tritto's II convitato di

£ietra., with a libretto by Giambattista Lorenzi, was performed in Naples

at the Teatro del Piorentini. Weinstein describes it as a "musical

farce . It is clear that the work has none of the seriousness which one

finds in Tlrso 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 punlto ossia 11 Don Giovanni. It.was preceded in

the same year by two other Don Juan operas: Giuseppe Gazzaniga's II Don

21°''^^™^^ossla 11 dissoluto and Francesco Gardi's II nuovo convitato di
Jgletra. There can be no doubt that Mozart and Da Ponte studied both the
music and the libretto of the former work.^ Gazzaniga's opera,^ with

words by Giovanni Bertat1, was performed in February at the Teatro San
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1,

2.

3.

h,

5.

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

The score of this work is apparently lost.

The work has an alternative title: II convitato di pietra ossia il 
dlssolujto. Other times and places for the first performance are 
suggested in Leo Weinstein, The Metamorphoses of Don Juan (Stanford.

' Calif., 1959), p. 207.' ^ ^ ;---------

Weinstein, op. clt., p. 208.

E. J. Dent, op. clt., pp. 129-14^, sets out in detail the relationship
between Gazzaniga's opera and iMozart's.
Gazz-aniga had studied under Piccinnl and Sacchini, both of whom wrote 
operas on Spanish subjects.



Moise, Venice. It was so successful that Gardi's rival opera, with words 

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

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

Prague. The following year yet another Don Giovanni appeared in Italy,
l' 'at Pano, with music by Pabrizi. If one includes the possible version by

2 ■Paisiello, there are at least nine known operatic versions of the Don
Juan theme written between 1775 and 1788.^

The changes which occurred in opera during the nineteenth century

were of greater significance than even the literary reforms of Zeno and

Metastasio or the musical reforms of Gluck. For the first half of the

century Paris was regarded as the European centre for opera, and even the

Italians regarded a success in that city as a climax in their careers.

Even Verdi was no exception in this respect. The atmosphere of unrest

during the years of the French Revolution gave rise to the so-called

"rescue" operas, in which danger, suspense and the ideals of human liberty
kand self-sacrifice played a major part. During the nineteenth century 

a changing attitude to the choice of subject-matter becomes apparent.

With regard to Spanish subjects, the plagiarism found in the eighteenth

century is less common, and the traditionally popular themes, Don Quixote,^"
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1.

2.

3.

h.

5.

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

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

In 1794 another Don Giovanni was produced, by Vincenzo Pederici in 
collaboration with Da Ponte, and with additional music by Gazzaniga,
Giuseppe Sartl and Pietro Alessandro Gugllelml.

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

See Chapter 7 and Appendix. It is known that at least two composers of 
Don Quixote operas spent some time in Spain, Generali from I817 to 
1820, and Mercadente from 1827 to I829. The latter wrote some of his
operas^for Spanish theatres in Madrid and Cadiz, and a work entitled 
Sinfonia de aires espafioles.



Don Juan, the discovery and conquest of America, and El Cid,^ are used 

less frequently. On the other hand, operas portraying other episodes 

from Spanish history, 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 eighteenth-century Italian 

operas on a particular subject with the number of nineteenth-century operas. 

The Spanish conquest of America had been a popular subject in the eight­

eenth century, whereas in the nineteenth century only two examples have 
2coite to light. The discovery of America by Columbus, however, gained in 

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

operas on this subject, Pranchetti's Cristoforo Columbo was commissioned 

by the town of Genoa to mark the ^OOth anniversary of Columbus's first 

voyage and is conceived on a vast scale; it attempts to span the whole of 

Columbusb adult life. A large cast and orchestra sire employed, and the 

work is divided into four acts and an epilogue. In the First Act we hear 

Columbusfe ideas derided by the crowds. Only Queen Isabella believes in 

him, and she provides him with the necessary aid to realise his ideal.

The Second Act takes place at sea. Columbus, at the mercy of the dis­

illusioned sailors, is saved only by the sight of land. 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 musically, 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
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1. See Appendix.

2. . Gasparo luigi Pacifico Spontini, Fernando Cortez ou la conquete du
Mexique (Paris, I809) and Pacini, Amazilia (Naples, I825). The 
former work looks back to the dramatic methods of Gluck rather than 
forwards 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.
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an anachronism, a relic of Meyerbeerian grand opera.

In most cases it is impossible to say with any certainty why a 

particular subject which had been popular in the eighteenth century was 

not so in the nineteenth. So many factors would have affected a composer's 

or a librettist's choice that it is impossible to generalise. One can, 

however, suggest a possible reason why the Don Juan legend, of which there 

were many eighteenth-^century versions, was. rarely used in opera during the 

nineteenth century. The conclusion of the story presents a problem. . For 

the Spanish dramatist, Tirso de Molina, the solution was clear, for he 

treated his theme from a religious view-point, which required that the 

protagonist be justly punished for his misdeeds. The eighteenth century 

took a lighter, not to say cynical, view of the Don's debilldades, and 

compromised with a closing moral for the sake of propriety. Neither of 

these attitudes was congenial to the majority of composers of the Romantic 

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 operatic subjects. It has already been noted that operas 

open to political interpretation were sometimes set in that country. As 

the emphasis shifted from the portrayal of stylised moods to the portrayal 

of individual persons and their often violent passions, so Spain, its 

history and its people, came to be regarded as the embodiment of violent 

emotions. There 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 history. These include five operas entitled Don Carlo,^ a subject 

which had been popularised by the publication of Schiller's Don Carlos.

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

1. See Appendix.



Istence, Costa's,^ Bona's and Verdi’s, all follow closely Schiller’s 

drama, which deviates from historical fact by making Don Carlos the 

champion of freedom in the Low Countries, guided by his friend, the fic­

titious Marquess of Posa, and by representing the cause of the Infante’s 
quarrel with Philip II as his adulterous love for the young queen,

Isabella of Valois. Costa’s work, which, like Schiller’s, is markedly 

biased-against the bigotry of Philip II and the cruelty of the-Inquisition, 

is representative of the English attitude in the nineteenth century towards

Spanish cruelty and fanaticism, such as one finds in Borrow and Blanco- 
2White. The libretto of Bona’s opera, by Giorgio Giachetti, is very 

similar to that written by Mery and Du Lode for Verdi, but in the earlier 

work the action proceeds at a faster pace, allowing less time for the de­

lineation of character in the music. This is particularly noticeable in 

the scenes between Don Carlos and Princess Eboli (Bona’s opera. III, 1),
in which the change in Eboli’s feelings for Carlos from love to revenge

%takes place too rapidly to be convincing.^ Verdi’s opera is of course 

superior musically to the other versions, in spite of the somewhat bomt 
bastic Meyerbeerian spectacle of the "auto da fe" scene and some rather 
trivial ballet movements. The characterisation in music of Eboli^ and

m, mm

.2t

1.

2.
3.

4.

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 
"span!sh"operas.

See Chapter 2.

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.
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 king^ are among Verdi's greatest achievements in his middle-period 

operas.

A Spanish historical subject which was as popular among Italian 

composers as was the life.of Don Carlos was the legend of Ines de Castro. 

This very macabre story, the final scene of which shows a young Portuguese

king crowning the head of his assassinated Spanish bride, is found in both
2 3Spanish and Portuguese literature, and it inspired six Italian operas.

— 10 "

1. ■ 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:

Ex. 1.

Voc. sc. (Paris, I867), p. 265, bars 3-7.

For details of versions of this legend in Spanish literature see 
German Bielberg and Julian Marias, Diccionario de la literatura 
espafiola (Madrid, 1964), pp. 4l0-4ll; Edward M. Wilson and Duncan 
Moir,'The Golden Age: Drama 1492-1700 (London, 1971), pp. 29-30 and 79-

See Appendix.
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None of these operas, however, shows sufficient resemblance to a Spanish 

literary work to justify a detailed, description here. Four Italian operas 

entitled Giovanna dl Castlglia and two entitled II duca d'Alba appeared 

during the nineteenth century, in addition to a considerable number of 

operas with a Spanish historical background, but with more or less 
fictional subject-matter.^ On the other hand, purely fictional operas 

with a.Spanish setting, corresponding to Carmen in French opera, are 

rare among Italian composers of the nineteenth century. Unlike French 

composers of that period, the Italians appear to have been attracted not 

so much by Spain as an exotic locale but by the dramatic possibilities 

seen in Spanish historical subjects. Consequently one finds very few

attempts among Italian composers to imitate the sound of Spanish folk
- 1|. . 

music, and very few non-historical operas .set in Spain.

It is an important fact that, with one notable exception, Verdi, 

Italian composers found no inspiration in contemporary Spanish literature. 

The primary reason for this is that few contemporary Spanish works were 

available in Italy, and even less in translation. This, is exemplified by 

the fact that Verdi found great difficulty in obtaining a copy of El 

trovador by Antonio Garcia Gutierrez. 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 loca, 
elder daughter of the Catholic Monarchs. Although she was proclaimed 
Queen of Castile in 150k she was mentally incapacitated and unable
to rule.

2. See Appendix.

3. These include Luigi Cherubini's Les Abencerages .ou I'fetendard de 
Grenade (Paris, I8l3). 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 desdlcha, 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.

4. 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 which the locale only is Spanish. They are both 

adaptations of Le barbier de Seville (1788) by Beaumarchais, first made 
into an opera by Paisiello in 1782, and both were written in l8l6, the 
composers being Rossini (Rome) and Morlacchi (Dresden).
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discovered, even though some plays bear a superficial resemblance to 
1opera libretti. Spanish romantic drama, in spite of the powerful in­

fluence on it of French romanticists such as Dumas and Hugo, still 

followed closely the tradition of the Golden-Age dramatists, and this is 

seen in the perpetuation of pundonor themes and the episodical rather 

than developmental structure of the'plots. This drama was to prove a 

snare even for Verdi, ,
Verdi'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 II trovatore (Rome, 1853)^ 

Simon Boccanegra (Venice, 1857), and La forza del destlno (St. Petersburg, 
1862) are the only operas based on Spanish literary works which have 

remained in the operatic repertoire, and, with the possible exception of 

Avelino de Aguirre's Gli amanti di Teruel, 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,
3Emanl, Alzira and Don Carlo, in which the setting is Spanish, although 

these works are not based on Spanish literature. As Zenia Sacks suggests,^ 

it is unlikely that Verdi,had much contact with literature before his . 

middle twenties, 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

- 12 -

1. E.g. El trovador. See Enrique Pifieyro, El romanticismo en Espafia
(Paris, 1904), p. 101.

2. This work is referred to in Felix Clement and Pierre Larousse, 
Dictionnaire des Operas, rev. Arthur Pougin (Paris, 1905), p. ^0, 
but neither the score nor the libretto have been located. The 
libretto was by Rosario Zapater, and the opera was performed in 
Valencia in I865. 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.

4. 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 his ideas. It is not known how

he discovered the Spanish plays on which three of his operas are based.

Sacks's; suggestion-that he may have seen a performance of El trovador seems

improbable. Contemporary Spanish literature was not widely known in Italy

at that time, as is evidenced by Verdi's difficulty in obtaining a copy

of, .that work. Nor has any evidence appeared to show that Verdi met,Garcia

Gutierrez, despite the fact that the latter was Spanish consul in Gepoa,

a town for which the composer had great affection. Verdi's direct contact

with Spain and Spaniards is not very significant. Among his acquaintances

he would have numbered Signora Rossini, who was Spanish, and no doubt some

Spanish singers, but he did not visit Spain until I863, by which time he

had written the three operas in question. • It seems that by chance he must

have read the plays, either in Spanish or in a translation.
Verdi's three "Spanish" operas belong to the middle period of his

life, that is to the period in which his works show greater emphasis

on human emotions and individual situations and less on patriotism.

Although there would still be those who saw political significance in
1these more mature works, any parallels between operatic situations and

Italy s fight for freedom and unity are few in number and almost certainly 
2fortuitous. The three Spanish plays which Verdi chose, despite their 

politico-historical background, are essentially dramas of human emotions 

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

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

For a detailed account of Verdi's relationship with the Rlsorglmento
see George Martin, Verdi; His Music. Idfe and Times (London, I965).
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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
situations."^ Cammarano prepared a draft synopsis for the libretto,

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

9, 1851, he suggests that they abandon 11 trovatore if they find that

they are unable "to retain all the boldness and novelty of the Spanish

play". With, the requirements of the theatre always uppermost .in his

mind, Verdi was prepared to exchange the subject which had so fired his
3imagination for a more easily adaptable play, 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 II 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 Gutierrez’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, I836, and it was enthusiastically 

acclaimed by public and critics alike. Though not without a number of 

very original elements, notably the creation of Azucena, the work relies 

heavily on earlier romantic dramas by both Spanish and French authors.
Both Regensburger^ and Adams^ have shown how closely Garcia Gutierrez’s

1. Quoted from George Martin, op. cit., p. 217.

2. I Copialettere dl Guiseppe Verdi, ed. Gaetano Cesari and Alessandro 
Luzio (Milan, 1913, reissued Bologna, I968), p. II8.

3. ' Viz. La-dame aux camellas, which he did in fact use in La traviata.

k. C. A. Regensburger, Cber den Trovador des Garcia Gutierrez, die Quelle 
von Verdis Oner ’II trovatore (Berlin, I91I).

5. N. B. Adams, The Romantic Dramas of Garcia Gutierrez (New York, 1922),
pp. 68-80.



play resembles Mariano Jose de Larra’s Macias (l8^), which in turn is 

similar in several respects to Henri III et sa cour (l829) by Dumas. 

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

Nesle (1852) on El trovador, which Garcia Gutierrez was later (in l840) 

to translate as Margarita de Borgofia.

El trovador is in many ways a typical example of Spanish romantic 

drama.. The events follow one another in quick succession, but,often 

they seem to be dependent upon chance rather than to follow a logical 

cause-and-effect process. This produces an atmosphere of fatalism, of 

which the lovers Manrique and Leonor are the victims, and although el 

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
;' ‘ 1. ' -

fortune. Other romantic characteristics are seen in the use of a title
2 ' for each act, in the choice of locales - a convent, a prison - and the

predilection for night scenes, the emphasis on violence,^ and the dis­

regard for the classical unities. Regarding the unities,a year separates 

the First Act from the Second, and although the action is confined to 

Aragon, the precise locale 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’s example, Garcia Gutierrez 

alternates verse and prose, although in this he respects certain self-
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1. E.g. Leonora: ULorando, si;
yo para llorar nacl;
mi negra estrella enemiga,
mi suerte lo quiere asl. (I, iii).

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

3. The.play includes a duel, a beheading, a suicide by poisoning and 
several references to burning at the. stake. To this may be added 
the background of civil war.



Imposed rules, as Fernandez Gonzalez has pointed out;^ 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, 

including the lovers.

The First Act of El trovador falls into two sections. The first of 

these, which is in prose, opens in an atmosphere of suspense as Nuho's 

servants relate past,events, how their master’s father had had.a. witch , 

burnt at the stake and how, very soon after this event, Nuflo’s brother 

had mysteriously disappeared. Proceeding to more recent events, they 

tell of Nufio’s love for Leonor and of her mistaking him for her troubadour 

lover. The rest of the act is in verse and advances the action. We see 

Guillen, Leonor's tyrannical brother, scorning her for rejecting Nufio in 

favour of an unknown troubadour. The next scene shows Leonor confessing 

to her servant, Jimena, her sorrow that Manrique thinks her unfaithful, 

Manrique enters, and, on hearing Leonor's explanation, reassures her of 

his love. The First Act ends with the arrival of Nuho, who reproaches 

Manrique for his low birth 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. Outside the church the servants of the count are waiting to abduct 

her, but Manrique arrives, and, on seeing him, Leonor faints and Nufio's 

servants flee. In the Third Act the gypsy, Azucena, makes her first 

appearance. Though not the central character for Garcia Gutierrez 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

- l6 -

1. A, Garcia Gutierrez, El trovador, ed. A. Raimundo Fernandez Gonzalez 
(Salamanca, I965), p. 18. All quotations from El trovador are from 
this edition.



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 revelaclon and in fact the revelation is two-fold.
Nuho learns that, his rival is a gypsy's son,^ and, when the news of Azucena's

capture reaches Manrique, the troubadour confesses to Leonor that his

mother is a gypsy. The Pinal Act ends with horrific melodrama, worthy of

Dumas pere. Leonor dies poisoned; Azucena is forced to watch the beheading

of Manrique before finally dying herself. The play which had opened in

an atmosphere of gloom ends in unrelieved tragedy.

El trovador has a number of serious defects, but the construction

of the plot is not one of them. On the contrary, Garcia Gutierrez handles

with remarkable assurance what Larra described as the vast plot of a
2 'novel rather than a play. The action is fasu and at no point is the 

tension weakened by unnecessary dialogue or lengthy soliloquy. The end­

ings of the acts are especially good, for, having completed a particular

episode, each act ends on a note of suspense, leaving the audience in a
%mood of eager expectancy.^ The violent last act, which might easily have

been allowed to sink to the level of distasteful sensationalism, is well
compressed, and its lugubriousness, 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).
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1. On being captured by Nufio's men, Azucena exclaims;

... ;Manrique, hiJo,
ven a llbrarmel (IV, ill).

2. See M. J. de Larra, Obras de Figaro (Paris, 1857), II, 8O-83.

3. See N. B. Adams, op. cit., p. 92.
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"Die play's defects consist chiefly of entries such as Manrique's 

appearance at the convent (II, vli), or his visit to Leonor's cell (III, 

iv), and situations' such as Nuflo's allowing Leonor to visit her lover's 

cell and her admission to the cell without any note of authority from the 

count. For none 6f these incidents is adequate 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 outline rather 

than with subtle idiosyncrasies. Nevertheless they are perfectly credib­

le. Azucena is by far the most interesting figure in the drama, since
i

she is the only person in whom there is any conflict of emotions. Her

desire 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

shows considerable courage in her defiance of Guillen:

Que nunca sere del conde,
nunca: ^o ois Don Guillen? (I, ii).

She deserts the convent for Manrique, unable to forget him even there.

She rescues him from prison, offers him her life:

Si necesltas ml sangre, 
aqul la tlenes, '(IV, viii),

and in fact she commits suicide to ensure his freedom. Manrique, on the

other hand, is at first untrusting:

iQulen, perjura, te creyeral (I, iv).

In his opening words to Leonor his tone is coldly formal, and he ignores

tjje warmth of her greeting.
2 3Adams, quoting Pifieyro, concludes his discussion of El trovador

- l8 -

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

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

3. E. Piheyro, op. cit., p. 101.
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by saying: "One might say that Garcia Gutierrez 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 from the obvious suitability of the subject-matter, with its 

juxtaposition of revenge and love, horror and lyricism, physical violence 

and the peace of the convent, the play makes several references to music. 

Three times in the dialogue Manrique's singing and lute-playing ^e. 

mentioned, twice by the servants in the opening scene and once by Manrique 

himself, as he describes his dream to Leonor:

pulsaba yo el laud, y en dulce trova
tu belleza y ml amor tierno cantaba,
y, en triste melodia,
el viento que en las aguas murmuraba,
mi canto y tus suspiros repetla. (IV, vi).

In Act III, when Manrique has abducted Leonor from the convent, alarm

bells are heard, and in Act IV Manrique says: "El clarln llama al combate"

(TV, viii). Of greater importance are the four specific indications of

singing in the stage directions. These are the chanting of the nuns in
Act II,^ Azucena's song which opens the Third Act, and Manrique's two

songs with lute accompaniment, the first of which is sung as he approaches 
2Leonor s cell, a picturesque though hardly credible entry, and the second
3sung in prison.

For Verdi the play's greatest attraction was the character of 

Azucena, and one of his objections to Cammarano's scenario was that the 

contrasts in her character were portrayed less strongly than in the 

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

1. "Las religiosas cantar&i dentro un response; el canto no cesara 
hasta un momento despues de conclulda la Jornada." (II, viii).

2. "Una VOz, acompaftada .de un laud, canta las siguientes estrofas 
despues de un breve preludio." (ill, iv) .

3. "... se oye tocar un laud; un momento despues, canta dentro Manrique."
(V, li).

4. See Gaetano Cesari and Alessandro Luzio, op. cit., p. Il8.



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- 

phantly: 'Yes... he was your brother 1... Fool I... you are avenged, 

mother1’ The composer’s preoccupation with Azucena is clearly seen in 

the letter to Cammarano referred to above, in which he says: "l should 

like to have two feminine roles. First, the gypsy, a woman of.unusual . 

character after whom I want to name the opera. The other part for a _ 

secondary singer." One of the most significant deviations from the 

original play is the shift of emphasis from the lovers.as the central 

figures to the gypsy-woman. In the play the latter does not appear until 

Act II, and, compared with Manrique and Leonor, her part is a short one 
and one may justifiably regard her desire for vengeance as the theme of 

the subplot. In the opera, however, she appears earlier, at the begin­

ning of Act II, and she is given some of the most memorable arias in the 
work. Including "Stride la varapa". Both musically and dramatically her 

presence dominates the entire opera, so much so that one is forced to 

recognise her as the protagonist, 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

— 20 —

1. Quoted from George Martin, op. clt., p. 2k2.



corresponding words in the play/ but Verdi's music, notably the dotted 

rhythms, trills and sudden alternations of forte and pianissimo 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 

2.
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Voc. sc. (London, i960), p. 59, bars 12-19; p. 60, bars 5-12; p. 6I, bars 1-7, 

out in the music. One has only to compare the tremulous vocal line of 
"stride la vampa" with "A1 nostri monti", in which the repetition

1. Of. Bramando esta el pueblo indomito 
de la hoguera en derredor; 
al ver ya cerca la victima, 
gritos lanza de furor.
All! viene; el rostro palido, 
sus miradas de terror, 
brillan de la llama tremula 
al siniestro. resplandor. (Ill, i).
Stride la vampaI La folia 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 flamma che s'alza al ciell (II, i)



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. 3.
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B. 229, bars 1^-24.
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 she had tried to accept as a son, and her final

exclamation is one of triumph: "Sei vend!cata, oh madrel"

The libretto of II trovatore has been much maligned, and has often

been described as confused and absurd, yet, as Charles Osborne has
pointed out, "the plot is complicated, but it makes sense".^ Cammarano

already had some forty libretti to his credit when he started work on
II trovatore. The task of adapting Garcia Gutierrez's play was not an

easy one, for the play itself seems to be greatly compressed. Prom an

embarrassing plethora of incidents Cammarano chose those which most

readily invited musical treatment, while at the same time preserving a
2logical cause-and-effect process. Regensburger has.shown in detail how

1. Charles Osborne, The Complete Operas of Verdi (London, I969), p. 251.

2. Regensburger, op. cit.
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Camniarano 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 count's servants are condensed into one man, 
Ferrando, and both Don Lope and Leonor's brother, Don Guillen,^ are omit­

ted. With the exception of Azucena, whose importance in the opera has 

already been discussed, the characters are unchanged, though there are 

moments '^en the dignity of the count's music and the obvious sincerity 
of his love for Leonora make him appear less villainous than in the play.^

Regensburger has pointed out that although the Second Act of the 

play is entirely omitted, several scenes from the play are given complete 

in the libretto apart from some slight truncation of the dialogue. Even 

in the arias and ensembles the words are sometimes suggested by a passage 

in the play. Leonora's aria, "Tacea la notte placida", for example, bears 

a strong resemblance to Manrique's speech,

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

The three most famous scenes in II 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

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

This feeling is particularly strong in his aria "ll balen del suo" 
•(II, ii), and in his duet with Leonora, "Vivral contends 11 giubilo"
(IV, 1).
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alone, as in the play, but to a large crowd of gypsies, who interrupt 
their work and singing^ and group themselves around her. The locale is 

changed from Aragon to a mountain-side in Biscay; the fire, which reminds 

Azuceha of, her mother's death, is much larger than in the play, and the 

atmosphere is further intensified by the ever-increasing light, for in 

the opera this scene takes place at dawn.

• Although, the dramatic climax in both the opera and the play occurs 

in the closing lines, when Azucena reveals Manrico's identity, the 

musical.climax of the opera comes earlier, in the "Miserere" scene (IV, i) 

Manrico, true to his nature, will later doubt Leonora again and even 

curse her, as he thinks she has betrayed him, but at this -moment their
2love reaches its highest point and each is willing to sacrifice his life. 

The scene is based on Act V, scene ii of the play. Its construction is 

very simple; it consists of the juxtaposition of three elements which are 

spatially as well as musically contrasted. In the foreground stands 

Leonora, her vocal line, in Ab minor, accompanied by a tense rhythmic 

figure in the orchestra. Prom the tower Manrico is heard singing with 

harp accompaniment. 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 

Gutierrez's mysterious "Voz":

;Hagan 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..."



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 Gutierrez's drama than the spoken word.

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

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

by Garcia Gutierrez, but although in later life he expresses affection 

for this opera, there is no evidence to show that the composer felt as 

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

• El trovador. Unlike II trovatore, Simon Boccanegra was unsuccessful, 
partly on account of Piave's confused libretto.^ Not that Piave can be 

held entirely responsible. The play, which Verdi himself chose, is even 

more diffuse than Garcia Gutierrez's earlier work, and is not obviously 

Suggestive of operatic treatment. In l880, 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, l88l. In 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" in order to provide scenes which would "give life and 
variety to the drama's excessive gloom".^ In fact the opera is no more 

.gloomy and is certainly less horrific than II 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 
Gutierrez's drama. This contrast was found in Boito's most important 

contribution to the work, the entirely new Council Chamber scene. Rat 

although the revised version showed great improvement upon the original 

version, compared with Verdi's most famous operas Simon Boccanegra can 

only be said to have had a succes d'estime.
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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.



Garcia Gutierrez’s play, first performed in is based loosely
on historical fact.^ The protagonist is an amalgam of Simon Boccanegra,

2
the first Doge of Genoa, and his brother Egidio, a sailor. The plot is 

exceedingly complicated, and the characters are more complex and more 

credible than in the earlier work. The romantic hyperbole found in El 

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

important, and the theme of romantic love is subordinated to that of- 

political intrigue. The situations, though not always immediately com­

prehensible, are logically and ingeniously contrived. Dramatic conflict 

is used convincingly, and exists between groups of characters, between 

individuals and within some of the characters. The most important con­

flict lies between the two rival factions, the patricians and the pleblans, 

and to,this cause can be traced many of the characters' actions. It 

explains the mutual hatred and contempt between Paolo and Plesco, even 

when, in the Pinal Act, they unite to depose Bocanegra. It explains too 

Paolo’s desire that Bocanegra, who, like him, comes from "las masas del 

pueblo , should be elected Doge. Later, when Bocanegra shows that he is 

not biased in favour of the pleblans, as Paolo had hoped, Paolo changes 

his allegiance and joins forces with the patricians. ■

In his portrayal of character Garcia Gutierrez’s technique shows 

considerable advancement over that of his earlier play. In Simon 

■ Bocanegra the main characters are shown in several different situations 

in order to illustrate various aspects of their personalities. In the 

Prologue, Pietro refers to Simon as "ese corsario sangriento", but this 

description is contrasted with the protagonist’s grief and tenderness at
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1. Por a summary of the historical facts concerning Boccanegra, see
C. Osborne, op. clt., p. 299.

2. Garcia Gutierrez had served as Spanish consul in Genoa.



the death of his mistress, Mariana:

jlnocente
martlr leal, de mis amores tristesi

Simon Bocanegra (Madrid, 1843), Prol., v.

The recognition scene in Act II, in which Simon 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 III Simon's magnanimity in pardoning Gabriel-

' is juxtaposed with his harshness as a ruler, which he attempts to justify

in the following speech:

y si el rigor no sujeta 
sus impulses vengadores,
Genova pudiera ser 
mafiana sangriento lago

... donde entre ruina y estrago
se abismara mi poder. (Ill, vii).

Susana, too, is 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 convincing 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 Verdi * 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
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1. cf. Simon's words in III, xi: yo hare
que mi justicia conozcan.



unity in Italy. The construction of this scene was undertaken by Boito 
upon suggestions made by the composer.^ Both musically and dramatically 

this scene forms the climax to the opera. It is almost the only scene in 
which Simon's clemency and statesmanship are seen in action.^ In the 

play there is a certain disparity between the sea-faring man of action 

described in the Prologue and the inert, somewhat passive ruler of the 

rest of the dr-ama. This scene increases the stature of the hero as one 

sees him presiding over the senate, quelling the angry rioters and plead­
ing for peace and unity. And, to counterbalance his clemency in pardon­

ing Gabriele later, one is given a glimpse of his shrewdness as he commands 

Paolo, whom he already suspects, to join in cursing Amelia'abductor.

The scene also emphasises Amelia's fortitude and filial devotion, as she 

intervenes to prevent Gabriele from striking Simon.

• 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 in the play, and which 

is perhaps nowhere better Illustrated than in the Council Chamber scene, 

where he pleads for peace and love:
Ex. 1^.
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Voc. sc. (Milan, 1961), p. 13), bars 5-9.

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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Flesco's part, too, has great dignity, and his expression of grief at the

death of his daughter (”.11 lacerate spirito"), is one of the opera's

musical climaxes. By contrast, Amelia's music is innocent and light,

though never trivial. With .the exception of her maid, who has only a

minor part, she is the only female character in the opera. Furthermore,

with the exception of the captain, another minor character, there is only

one tenor, Gabriele, the remaining characters being either baritone or
bass. .Verdi's predilection for the lower tessiture contributes to the

sombre tone-colour of the work. Gabriele is the least effective

character in the opera. His relatively undistinguished music is typified

by his first aria, accompanied, like Manrico's in II trovatore, by a harp.

Paolo, on the other hand, becomes a much more fully developed character

in the opera. His lago-like soliloquy at the beginning of Act II, added
#

in the revised version and not found in the play, and his confession in 

Act III, make him no less villainous but much more human. Verdi had writ­
ten, "l will see to it that Paolo is no ordinary villain'',^ and he pro­

ceeded to create a character who inspires both horror and pity..

Boito's revision of the libretto was thorough, but Verdi's re­

vision of the music went 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 uneven. The chorus which ends 

the Prologue is characteristic of Verdi's early period,as are Gabriele's 

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 Paolo is made to join in the curse; the del­

iberate restraint which makes the climax of the recognition scene between

1. Verdi had already begun the composition of Otello by this time. 

2i Osborne, op. cit., p. 310.
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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 sounds depicting dawn breaking over the 

Mediterranean at the beginning of Act I. The atmosphere created by 

references to the sea is important in both play and opera, and its tran- 

qulilty is contrasted with the turmoil and passion of the human drama.- 

Cf;. Susana (Amelia):

Ven, Gabriel, y. bontempleraos 
los encantos de ese mar. 
Sobre su lecho espumoso, 
cuya inmensidad me espanta, 
Genova allt se levanta 
alto asiento de un coloso.

(I, ill).

Vieni a mirar la cerula 
marina tremolante; 
la Genova torreggia 
sul talamo spumante;

(pp. 52-53).

Act I begins with an orchestral introduction depicting the sea, the 

subtle- orchestration of which foreshadows Debussy. The extremely delicate

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

bruna":
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This mood returns in the Final Act, as Simon apostrophises the sea:

Oh refrigeriol la marina brezzal
II mare I quale in rimirarlo di glorie e di sublimi
raplmenti s'affacoian ricordil
II marl ah perche in suo grembo no trovai la tomba?

With regard to form, Simon Boccanegra shows a more advanced tech­

nique than the earlier operas. The various arias and ensembles are still 

distinct, despite a greater fluidity of form, but they, are no longer set 

out as separate movements. The musical and dramatic continuity is greater 

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

is replaced 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 II trovatore, its characterisation is as 

subtle as that in Don Carlo, and it lacks the inconstancies and improbable 

coincidences of La forza del destlno. 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 destlno, based on the Duke of Rivas's Don Alvaro o 

la fuerza del slno. It was written for the winter season I86I-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's play, as he had been to El trovador, 

and in a letter to Leon Escudier he wrote: "The play is powerful, un- 

usual and extremely vast. I like it immensely". His correspondence 

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

1. - Quotations from this play■are taken from the edition by Alberto Sanchez
(Salamanca, 1959).

2. Rivlsta Musicale Italiana.XXXV (1928), p. 22. Quoted from C. Osborne,
, op. cit., p. 352.
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composer no more than had the libretto of Simon Boccanegra, and despite 
the opera's undeniable success,^ Verdi revised the score and engaged the 

poet, Antonio Ghislanzoni, to revise, the text for the I869 production at 

La Scala, Milan.

Rivasfe position in Spanish literature is similar to that 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 Movement to Spain, and his works exerted a

profound influence on younger playwrights such as Garcia Gutierrez. In
2Spain, however, as Peers has shown, the Romantic Movement was as much a 

revival as a revolution, and Don Alvaro in particular has .its links with 

Golden-Age traditions, despite its romantic characteristics. Partly 

because of this, and partly because the Madrid public was unprepared for 

anything aa violent as Don Alvaro, the first performance of the play in 
1855 was not a sensational success.^ Twentieth-century critics, notably 
Azorln,^ have tended to give disparaging accounts of Rivas's work, but the 

undeniable defects of Don Alvaro 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 II
(1934), 69-70. '

■■ 4. Azorin, Rivas y Larra (Madrid, I916). Although many of Azorin's
objections are valid, his criticism of the play is weakened by ex­
aggeration and pettiness. For instance, it is not especially remark­
able that the canonigo 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 

■ Leonor in winter.



Don Alvaro has been described as "the typical romantic play of the
age".^ With complete disregard for the classical unities, Rivas mixes

melodrama and comedy, prose and verse, nobles and servants, and in his

portrayal of violence he is more extreme than most of his French prer

cursors, as well as his Spanish successors, Garcia Gutierrez and Zorilla.

The dramatis personae show a very wide cross-section of eighteenth-

century society, which includes nobles, servants, clerics, soldiers, ,

civic officials,, gypsies and townsfolk, whereas the locale shifts from

street comer to palace, from convent to battle-field, from inn to

mountainside, sometimes in Spain and sometimes in Italy. Nevertheless,

in spite of the romantic extravagance, Don Alvaro has some links with

Golden-Age literature. The names of two minor characters, Preciosilla
2and'MohipodiOj recall two of Cervantes s characters, while several

phrases in Don Alvaro's soliloquy (III, iii), are reminiscent of
■5 IfSegismundo s speeches in La vlda es suefio. In Sedwick s view the play 

is a variation of the traditional "mWlco 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 their unjust rejection of Don Alvaro, show little understanding of

-

1. Gerald Brenan, The Literature of the Spanish People (Cambridge, 1951),
P. 509.

2. Preciosilla, the gypsy girl, recalls Preciosa of La Gitanllla, and 
Monipodio was the name of a Sevillan picaro in Rlnconete y Cortadillo, 
both works by Cervantes.

3. Compare Don Alvaro's words: terrible cosa es nacerl" (III, iii), 
with Segismundo's: ...el delito mayor

del hombre es haber nacido (111-112), A. E.
Sloman's ed. (Manchester, I96I), and "y yo, que infelice soy" (III, 
iii), with ";Ay, mlsero de mil jY ay, infelicel" (78). Also there 
is a certain similarity between 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.

A. B. F. Sedwick, "Rivas's Don Alvaro and Verdi's La forza del destino". 
Modem Language Quarterly, XVI (1955), 124-129.



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 deteriorad'o. (I, v).

Alfonso's final words, "Conozco ml crimen y me arreplento", would have a 

deeper meaning, and the officers' condemnation of Don Carlos after the 

latter's death would be justifiable. This view of the play is not 

'entirely satisfactory, however', Don Alvaro is pursued by fate more per­

sistently than is any individual member of the Vargas family, yet his 

sense of honour is much more genuine than theirs. On closer scrutiny, 

the marquess is much less tyrannical than might be supposed, and the 

central action from which the entire tragedy evolves, the pistol shot, 

is performed, albeit accidentally, by Don Alvaro. He 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 not to agree with 

Peers when he says that "Rivas, whose works, like those of most Spanish 

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..."^ Pate 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 fe Anthonywritten four 

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

- -

1..

2.
E. A. Peers, op. cit., p..31-

In Act II, scene iii of Anthony, the protagonist says to Adele:
"Qu'important done les causes!... C'est le hasard seui dont vous 
devez vous plaindre", and a'little later: "Si vous ne la nommez pas 
hasard, comment done appellerez-vous cette suite d'infiment petits 
evenements qui, reunis, 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 lovers are unjustly pursued 

by a malignant force beyond their control.. This would make sense of Don 

Alvaro's otherwise, inexplicable words when discovered by the marquess:

"La /pistola/ erapleare en dar fin a ml desventurada vida" (I, vii),^ but 

.it would not explain his diabolical exclamation at the end of the play: 

"Yo soy un en.viado del infiemo, soy el demonio exterminador" (V, xi). 
Sedwick's Interpretation of the play as a development of the Golden-Age 

"medico de su honra" theme, in which the Vargas family is punished for 

its distorted sense of honour, leaves unanswered the question of Don 
Alvaro's terrible end. The third interpretation is that the lovers are 

justly though harshly punished for defects in their own characters: in 
Don Alvaro the impatience which causes him to abduct Leonor,^ 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. The 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, the marquessfe death and Don 

■ Carlosk discovery of Don Alvaro's identity, are amongst the weakest 
scenes in the play, both dramatically and psychologically. 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 .Seville a few weeks, and the marquess, 
once convinced of his daughter's happiness, in time "comenzara a 
templarse" and "empezara a consolarse", as Curra predicts in Act I, 
scene vi.



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. Indeed, his behaviour throughout this scene is surprising.-

Ignoring the marquess's insults he kneels before him and insists on his own

guilt and on the marquess'sright to kill him. The marquess's character,

too,is inconsistent. Only a few minutes earlier, in,scene y, he had

shown great love and tenderness towards his daughter;

Adios, mi amor, ml consuelo, 
ml esperanza, rni alegria.

- -

and

and

Sabes que el Idolo eres 
de tu padre.

(Con gran temura)
Yo te adoro, Leonorcita.

and

Tus carlhosos extremes
el cielo bendiga. Amen. (I, v).

These words, reinforced by Curra's predictions already mentioned, convey 

the impression of a devoted 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, immediately deduces that she is 

rguilty, and says

jHija infame. ... No soy tu padre... Aparta ... Quita, raujer inicua, 

■ ending with words which entirely contradict his earlier sentiments: 

iYo te maldlgol (I, v).

The monologue 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 attempted abduction.



(III, viii), is highly dramatic, as we see Don Carlos tom between the 

desire to know the truth concerning his friend and the desire to keep his 

promise. The events which lead up to this scene, however, leave too many 

questions unanswered, notably why neither Don Alvaro nor Don Carlos men-, 

tioned Leonor, in view of the depth of their friendship, and why Don 

Carlos, knowing Don Alvaro's identity, waited patiently for the latter to 

.recover before challenging him. In a play of this type a number of im­

probable coincidences are to be expected, but the inconsistencies in the 

characters of Don Alvaro and the marquess constitute a serious defect.

Notwithstanding its weaknesses, Don Alvaro has eonsiderable attract­
iveness , and this is most apparent in the cuadros de costumbres^ and in 

the scenes which include Leonor. The opening scenes of the play are 

particularly felicitous, in that they give very animated sketches of a 

wide cross-section of society, 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, although her character is not developed in depth, it is in her sol­

iloquies and in her conversations with her father and with the Padre 

Guardian that the lyrical climaxes of the work 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 canonigo of the First Act and with the comic Hermano Meliton.

Don Alvaro contains a number of "operatic" situations, including 

the scene 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 esoafiol (Madrid,
1962), pp. 217-258.
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certain scenes. Apart from the obvious suitability of the subject-

matter, Verdi was attracted by the character of the protagonist, who,

like the consumptive Violetta, the hunch-back Rigoletto, the harrassed

Simon and the jealous Otello, is a suffering hero who■ Inspires pity;

The patriotic sentiments of the military scenes, in which Italians are
2seen fighting Austrians, also appealed to Verdi, and in the opera these

scenes are considerably magnified. . In so doing, Verdi increases the ■

importance of the part played by Preciosilla who, in the play, had only
•5

a few lines in the opening scenes, and he makes her appear in the inn

scene and in one of the military scenes. Prom being a gay, dancing
kgypsy-girl she becomes an ominous prophetess and the chorus-leader in a

5group of patriotic songs, eulogising war and denouncing the enemy.

In general, the action of the opera follows closely that of the 

play, 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 Neapolitans, led by 
Charles the Bourbon.

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

4. Preziosilla to Student; 0 tu raiserrime
Vicende avrai.
Non mente
II labbro mai. (II, i) .

5. Preziosilla: Correte allor soldati
In Italia, dov’e rotta la guerra 
Contro ai tedeschi.

Student, Alcalde, Chorus: Morte ai tedeschiI (II, i), and
Preziosilla: Inseguite chi le terga, fuggehdo, volto. (Ill, ill).



published in Milan in l850.^ 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 clan, but Verdi does not appear to have been interested 

in the vendetta aspect of the drama. For him the principal motifs were 

the love of Don Alvaro and Leonora, patriotism and, to a lesser extent 

than for Rivas, fate. In the libretto the sequence of coincidental 

events, is less apparent than in the play,and consequently one is less 

aware of the force of fate than in Rivas's work. However, this is more 

than adequately compensated for by the persistence of a recurrent theme 

first heard in the overture, consisting of repeated unison notes followed 

by a restless melody played by the violins:
Ek.'6.\

- ^9-

Voc. sc. (New York, 1944), p. 1, bars I-I3.

This theme, which reappears a number of times, expresses the feeling of

1. Compare, for example, the opening scene of the opera with the corres­
ponding scene of the play:
Buona notte, mia figlia... Buenas noches, hlja mia;
addio, diletta.
Aperto ancora e quel verbn^' Adlos, ml amor.

Estan abiertos estos baleones...
Nulla^dice 11 tuo amor?... ■ ^ada me dice tu amor?
Perche si triste? (I, i) . ^Por que tan triste te pones? (I, v),
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Impending tragedy far more eloquently than do the somewhat perfunctory 

allusions to el destine and the chain of often improbable coincidences 
in the play.

• In the opera several attempts are made to relieve the tragic 

atmosphere which pervades the work. Possibly Verdi wished to avoid the 

almost excessive gloom of his two earlier "Spanish" operas, although 
Rival's play, with its costumbrista scenes and its opmic figure, Hermano 

Meliton, is in any case much less lugubrious than Garcia Gutierrez's 

works. In addition to Preziosilla's part, the parts played by Trabuco 

and Melitone are enlarged in the opera. Trabuco now appears 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 

enliven the scene by trading with the soldiers. Fra Melitone, in addi­

tion to his original part, in the opera also appears in the military 

scene (III, ill). The latter part of this scene, which includes Melitone's 

comical sermon, does not derive from Rivas but, as Osborne has shown,^ is 

closely modelled on a scene from Schiller's Wallensteins Lager. In the 
final version of the opera^ the tragic denouement is lightened by the 

omission of two deaths, 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 Pinal Act. And 

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

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

2. C. Osborne, op. clt., pp. .

This is the revised Milan version of I869. In the original St. 
Petersburg version the opera ends as does the play, with Don Alvaro's 
suicide.



Padre Guardlano, falls at Leonora's feet crying, "Leonora, lo son redento".^

This ending contributes even more to the relegation of Don Alvaro to the

role 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 is felt, either by references to him - direct in the opening

scenes, disguised in the inn scene - or by his effect on the other charac- ■

ters, notably Leonor. In the opera, however, he is only one of at least.
three important characters, and the air of mystery which surrounds his 

2
origin is largely lost by the omission of the opening scenes of the play. 

His language, too, is considerably moderated; his sacrilegious outburst,

"Mi bien, ml Dios, mi todo" (I, vii) is not included, and his cursing in 
the final scene is very mild when compared with the original version.^ 

Deprived of his aura of mystery and his Byronic. Imprecations, he inspires 

sympathy but he no longer dominates the stage.
Verdi's love of operatic spectacle is gratified in Rivas's 

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

adds a chorus of pilgrims, and he justifies this dramatically Irrelevant 

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

— 4l -

1.

2.

3.

The accumulation of corpses in the final scene caused Verdi much 
anxiety, as his letter to Piave of October, I863 shows. The final 
solution was suggested by Ghislanzoni.

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

Compare: [Infiemo, abre tu boca y 
tragamel iHundase el cielo, 
perezca la raza huraana; 
exterminio, destruccion...I (V, xi).

E tu paga non eri,
0 vendetta di DioI... 
MaledizioneI MaledizioneI

(p. 359).
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situation:

Pilgrims: Ne salvl tua bonta. Signori 
Leonora: Salvami dal fratello ... che anela 11

sangue mlo... (pp. 77-8l).

As Osborne has.said, Verdi recognised the contrast in Rivas's play • 

between the contemplative life and the life of action, and in the Pinal 

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

which takes place while Don .Alvaro .and Don Carlo are. fitting.

Much has been written concerning the music of La forza del destine, 
favourably and adversely. One thing, however, is certain; Rivas's play, 

unlike Garcia Gutierrez's, gave Verdi an opportunity to develop his 

technique, and the opera in several respects anticipates bis later works.

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

the play. The crowds no longer form a merely scenic background to the 

principal characters, as had the gypsies in II trovatore; they now have 

life of their own, and they are often-:broken down into small groups 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 writing, too, shows 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 more austere and derive their 

expression from their melodic shape and their intervallic structure 
rather than from ornamentation or melismas, as in the following example

1

1. C. Osborne, op. cit., p.



from Act II:

Ex. 7.

-

M ere R=f,

In-fe - li-ce^ d^lustK, rei- e^ f'w.. ctaiio.

-f-er - roe <I«J cicl male. -

p. 133, bars 1-4.

In contrast to the melodic contours of the principal characters^ Melitone's 

vocal line, -with its frequent repetitions of one or two notes, gives 
musical life to Rivas's creation.^ A particularly deft stroke is seen in 

the sermon in Act III where sliding chromatic chords perfectly capture 

the sanctimonious tone of the words:

Ex. 8.

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.



Although the plot of La forza del destino and sometimes the text 
itself approximate to Rivas's play, the overall impression is quite distinct. 

The opera is constructed episodically and many of the scenes are tableau- 

like, whereas in the play the cumulative effect of the scenes is greater, 
as they follow logically, if somewhat improbably, and thus hasten the 

drama to its end. The climaxes of the opera are lyrical - the opening 
■scene, the scene between Leonora and the Padre Guardiano, Leonora's 

serene death - whereas in the play the climaxes occur in the violently 

dramatic scenes. The opera is altogether more lyrical than the play, its 
harshness is subdued, and the audience's attention 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. The essentially Spanish "honour" theme is of much less signifi­

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 Lopez de Ayala,^ Jose 

Zorilla y Moral's El zapatero y el rey (l840-4l), Calderon's A secreto 

agravlo, secreta venganza (I636), and Garcia Gutierrez's El tesorero del 
rey (1864). Verdi worked for several months on this last play,^ 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 il is not Spanish in sound.
'

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

>. 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.



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.,
Verdi's interest in Spanish literature does not appear to have been

1shared by other Italian composers of the nineteenth century. During the

present century, however, a number of Italian operas based on Spanish

literature have been written, in addition to a few in which the setting
2and characters only are Spanish. Of the operas based on Spanish liter­

ature there are only two versions of the Don Juan theme^ and one adap- ■

4 Rtation of Don Quixote. The remainder, with two exceptions,"^ use

Spanish works not previously treated by composers.

in 1921 Anima Allegra, a three-act opera by Franco Vittadini, was

produced in Rome. The libretto, by G. Adami and L. Motta, was based on

the play, El genio alegre (I906), by the brothers Joaquin and Seraftn
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
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1. Antonio Smareglla'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 Gitanllla. 
No acknowledgement of the connection is made, however, and it is 
probable that the resemblance is coincidental.

2. This latter category includes Lorenzo Filiasi's Manuel Menendez 
(Milan, 1904), based on E. de Amici's novel of the same title, and 
set in Seville in the year I6OO.

5. See Appendix and p. 278.
4. Viz., Vito Frazzl's Don Chisciotte (Florence, 1952).

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



conflict between, on the one hand, the elderly marchioness, Doha 

Sacramento, and her servant, Don Eligio, and, on the other, her son, 

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

found in-Lorca's La casa de Bernarda Alba, but here it is treated in a 

fairly light-hearted manner, and the play ends not in tragedy but in the 

rapprochement of the older and the younger generations. The costumbrista 

element in this work is important, as it was in Rivas's Don, Alvaro, and , 

here it is seen in the references to a gypsy wedding, in the Andalusian

accent with which most of the characters speak, and in the Andalusian
• ■ 1song with which the play ends. On a symbolic level, as Bueno has sug- 

2gested, the marchioness's house may represent the Spanish nation as a
3whole, and the symbolic value of some of the names would support this 

view. But the play is in no way didactic, and must finally be judged 

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 Doha 

Sacramento first appears and begins to scold the servant, Ambrosio, the 

atmosphere immediately becomes gloomy. As Lucio enters, singing, the 

scene once again becomes cheerful, until he is cut short by the marchion­

ess's words: "Esta casa, Lucio, no es una casa como las demas: es una 
casa seria".^ When Julio appears he brings an air of gaiety to the

- hS ~

1. See A. Gonzalez Climent, Andalucla en los Quintero (Madrid, 1956),
pp. 1^9-152.

2. Manuel Hieno, Teatro espahol contemporaneo (Madrid, 1909), p. 227.

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

4. S. y J. Alvarez Quintero, Obras Completas (Madrid, 195^), II, p. I65A,



"Angelus" scene. He is no more affected by his mother's admonitions than 

she is by his philosophy, which he expresses thus: "Si la vida es alegre, 

como creo, 2Por que entristecerla? Y si es triste, comb piensas tu, ^no 
es humano alegrarla un poco?"^ The climax of the First Act is the arrival 

of Consolacion, "como el sol por las claraboyas de un castillo eh ruinas". 

She is the central figure in the play and the only one whose presence is 

able to change the attitudes of the marchioness and Don Eligio.

In the Second Act we see the reaction of Doha Sacramento and Don 

Eligio to Consolacion's gaiety and worldliness. They are scandalised 

to learn that she has attended a gypsy wedding and that it was she and 

her friends who set the church bells ringing. Then follows a delicately 

handled conversation between the cousins in which they cautiously reveal 

their affection for each other. The act ends with Consolacion helping 

the servants to decorate the patio with flowers, watched by Doha Sacramento 

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 Consolacion has won the marchioness's approval, and could 

guess that the cousins will declare their mutual love. Only Don Eligio*s 

approval remains to be won, and although'the scene in which this is 

achieved contains some humourous dialogue, the outcome of this, too, is 

predictable.

As a play El genlo alegre must stand or fall on the strength of its
pdialogue, for there are few incidents in it which one could call dramatic 

and no significant development takes place in any of the characters. Also 

the conflict between age and youth is weakened by the fact that neither 

Doha Sacramento nor Don Eligio is portrayed as villainous. They do not 

condemn or curse the younger characters; they merely censure them. The
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1. Op. cit., p. l64l.

2. This is particularly true of the Second Act, in which almost all the 
important incidents, including Consolacion'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 audienceacceptance of Consolacion as a convincing character.

The authors therefore make her initial entry a memorable one. She is 

given a very enthusiastic reception by the servants, and she is described 

in the stage directions as "fuerte, agil, Inquieta, revoltosa, llena de 
salud, de alegria”; /ella/ "lleva el sol en el alma y en los ojos".^ A 

■.clear distinction is made between her attitude to the marchioness and 

Julio's attitude in order to indicate why she succeeded where her cousin 

failed. Julio shows no affection for Doha Sacramento; his attitude is 

deliberately provocative, notably in the scene in which he denigrates the 

portraits of his ancestors. Consolacion, 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 difficulties, the. librettists made one important departure from the 

Spanish play by setting the Second Act in the gypsy camp and thus dramas 

tising the incidents which, in the play, are merely narrated by Consolacion. 

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

Consuelo (Consolacion) 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 opportunity for some 

pseudo-Spanish music, including a gypsy choruspunctuated by exclamations

1. Op. clt., p. 1644.

2. This chorus has a rather unusual syncopated rhythm:
f J J i J A A J J



of jandal jay1 and ;ole 1, 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 p/4 measures, is more 

authentic in sound than the Panderos; it uses guitars, mandolins, drums

and castanets, begins thus:

Ex. 9.

— i)-9 —

Voc. sc. (Milan, 1920), p. 168, bars 8-17.

jApart 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 

translation of the Spanish dialogue. Of the minor changes made, only two 

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 is made



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 Third Act, in order to avoid a change 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
flections of Andalusian folk music, notably in Lucio’s first few bars 

(Ex. 10), and in the gypsy’s arabesque in the Second Act (Ex. 11).

Ex. 10.
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• « Sof-» <'oi - pc c I'o^pe. Jove

( At this point Lucio stops abruptly as he sees the marchioness).

p. 17, bars 5-11.
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Ex. 11.

p. 98, bars 1-6.

The music of the opera is through-composed and there are no recurring
themes.. It is light, but only rarely does it become trivial.^ 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.'

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 Alarcon's novel EL sombrero de 
tres picos (18?^) which had previously been made into an opera by Hugo 
Wolf (1896), and into the famous ballet by Falla (1919).^ There is some 

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

1.

2.

3.

k.

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

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

Zandonal wrote an earlier "Spanish" opera; Conchlta (Milan, 1911),
based on La femme et le pontin by Pierre Louys. The action takes 
place in.Seville.

In addition to these works, it is possible that there are two oper­
ettas derived from the same source, both written during Alarcon's 
lifetime^ one by a French composer, the other by a Belgian. See P. A, 
de Alarcon, El sombrero de tres plcos. trans. H. F. Turner (London, 
1959), P. 1.



of Fallals ballet. Alarcon's story, which has its origins in Spanish 
folk-lore,^ shows how a miller succeeds in publicly humiliating the 

local corregldor, or chief magistrate, who had been paying court to the 

miller's wife. In El sombrero, as Mazzora has said,^ Alarcon shows a 

reaction against the prosaic realism of his day. The novel is a combin­

ation of realism and poetry, and in it Alarcon tries to achieve veri­

similitude with regard to the-characters' actions rather than an exact 

reproduction of detail. The novel lacks psychological penetration, but 

the characters, though not developed in depth, speak and act in a manner 

that is entirely credible. The three main personages each represent an 

idea: Lucas - ugliness, Prasquita - beauty, the Corregidor - decrepit 

sensuality, yet each has another side to his or her character. Lucas, 

though ugly, has good moral qualities and shrewd intelligence. Prasquita'a 

beauty is to some extent offset by her unusually large body: "tenia mas 

de dos varas de estatura, y era recia a proporcibn"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 Prasquita at one point. Yet even 

he is not wholly grotesque;,in his youth, he had been "muy agradable y 

acepto a las mujeres". The characters are those of pure, not satirical, 

comedy.
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1. '-c: For a detailed account of Alarcon's sources, see: A. Bonilla y San
Martin, "Los orlgines de El sombrero de tres picos". Revue Hisnanioue. 
XIII (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. ----------------- ---^----

5. 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 esplritu festive, de saber arcaico, y de 
costumbrismo pintoresco. Rste es un realismo selective cuyo fin es 
lograr un verisimilisrao mas bien que un verisrao en la representacion 
del ambiente". Edmund de Chasca, "La forma comica en El sombrero de ■ 
tres picos", Hispania. XXXVI (1955), 284.

El sombrero de tres picos. ed. Chasca (Boston, 1952), p. l4.
5. El sombrero. p. 25.



The costumbrlsta element in El sombrero is very important and,

particularly in the early chapters, much space is given to descriptions

of the appearance and customs of the inhabitants of Alarcon's patria

chica. These descriptions, despite their appeal, especially to non-

Spanish readers, are not essential to the dramatic action of the novel.

Moreover, with regard to the peasants, these descriptions are idealised
and, as Gaos has pointed out,^ there is a certain "menosprecio de corte

y alabanza de aldea" in the novel. This comparison of village life with

the court life, of which the Corregidor is a representative, and the

numerous allusions to political events, give the novel a traditional

character. The main theme, too, is the traditional Spanish theme of

honour, but in this work it is given comic treatment. Nevertheless, the

theme itself is a serious one, and much of the tension is derived from

an apparent vacillation between comedy and tragedy. Twice Lucas is com- 
2pared to Othello, In order to avoid a tragic ending, however, it is 

essential that Lucas's dishonour should not be real,^ and also that hh-: 

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 which 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 Prasquita is 

innocent, and can therefore appreciate the absurdity of the situation.
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1. Vicente Gaos, Temas y problemas de la literatura espafiola (Madrid,
1959), P. 197n.

2. In Chapter 7 he is described as "un Otelo raurciano 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.

9. As Gaos has said, adultery would be for a Spaniard too serious a 
subject for comedy.(V. Gaos, op. cit., p. 192).



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 convincing plot and comprises a number of both comic and

dramatic situations. Although music does not play any part in the novel,
reference is made to the musical quality of two of the characters’ voices.^

Zandonal's librettist, Antonio Rossato, while remaining fairly close to

Alarcon’s plot, avoids the sometimes excessive speed of the action in the
2German opera,caused by the frequency of scene changes. Zandonai makes 

a number of alterations to the Spanish tale. The names are changed, and 
also the time and place, from Andalusia in I805 to Lombardy in 1650,^ 

though there are no apparent reasons for these changes. The opera consists 

of three acts, the first and last being divided into two quadrl 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 II Podesta. The men bow in mock homage to the absent mayor, 

singing:

Ex. 12.
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Voc. sc. (Milan, 1933)} P. 33} bars 5-9.

1. Frasquita's voice "tenia los tones del mas extenso y melodioso 
. instrumentp", and her laughter was "tan alegre y argentine que
parecia un repique de Sabado.de Gloria" (Chapter 1). In contrast, 
■the Corregidor's toothless mouth emitted "un sonido flojo y 
sibilahte" (Chapter 11).

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

3. In 1650 Lombardy was under Spanish rule.



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 Ferrante 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 quadro ends with a repetition of the winemakers' 

song and the peasants' love-duet. The intermezzo consists of a torch-dance 

for the winemakers, and is followed by a comic scene in Don Ferrante's 

office, in which the latter rehe.arses before his subordinates the tech­

niques by which he hopes to seduce Lucia.

In the Second Act Zandonai tries to produce the atmosphere of 

domestic felicity which Wolf achieved in Per Corregidor. Renzo and Lucia 

sing a popular song - a melody which, though simple and tonal, does not 

conflict with Zandonai's dissonant harmony elsewhere:

Ex. 13.
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p. l46, bars 3-20.



Spingarda^ one of Don Perrante’s subordinates, arrives to arrest Renzo.

The latter bravely retorts: "La giustizia del Re? Toma domanil", and

the opening bars of the above 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 I'onore mio, ti do parola che a qualcuno domani io,

proprio Ip,planto un falcetto in gola". For a moment Lucia remains

alone, while the orchestra is heard playing in an ominous undertone the
Xtheme associated with Don Perrante.

Ex. 11^.
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Tt It: r ILljrcon

P. l64, bar 15.

This theme, with its characteristic harmonisation in parallel seconds and 

sixths, was heard previously at the beginning of Act I and at Don Ferrante's 

first appearance. It is the only character-theme 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", and expresses her delight in the simple

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

There is a suggestion of the sentiment of Wozzeck's "wie arme Leute" 
in her words.



life in one of the few continuous melodies in the opera.^ Its un- 

equivocable E-maJor tonality and its chromatic harmony are faintly 

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

The chromatic orchestral accompaniment to Lucia's^song contrasts markedly 

with the diatonic dissonance which characterises the larger part of 

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

parison shows: . .

Ek. 15 (a).

4 57 -

First appearance of Don Ferrante's theme, p. 17, bar 1.

1. Wolf, too, had used unbroken melodies in this scene, viz. songs 
taken from his Spanisches Liederbuch.

! r
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Ex. 15 (b)

Beginning of Lucia's aria:

im:
4-

fz: r\ n
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-e /iix dove i'(K - mo e bene - deH'o do ^;_<j so~

-m.jbo (ompadiK cbe bfJl — me if- luoMoo /o^tena.

Lucia’s aria is followed by a bolero - the only specific example of 

"Spanish" music in the opera, in which Don Ferrante, in a frenzy of 

passion, attempts to win Lucia’s affection. At the climax of this 

movement he loses his balance, falls and remains motionless.^ Lucia 

calls his servant, Prulla, 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. I3).

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 corresponding scene in

1. This incident 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,^ and, while Renzo is enumerating them, Don Perrante's

2theme is heard in the orchestra, gradually becoming more insistent;

Ex. 16.

Renzo puts on Don Perrante'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 atmosphere of tense anticipation, which 

is heightened by the quiet reiteration of Don Perrante's theme in the 
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 e bella". During the scenic

1. See V. Gaos, op. cit., p. 18?.

2. In Wolf's opera, too, the Corregidor's theme ends with an augmented 
triad.
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Intermezzo which follows, Don Perrante arrives, calls to his servants to 

unlock the door and is given the reply that their master has gone to bed 

with his-wife. Meanwhile an offstage chorus derides Don Perrante in 

music which recalls the mock homage of Act I (Ex. 12). The final quadro 

is treated as a fairly conventional opera buffa finale, consisting of 

ensembles for the principal characters alternating with choral passages.
;■ Although .this scene serves the same purpose as the Pinal Act of Wolf's 

opera - that of clearing up the misunderstanding between Renzo and Lucia - 
Zandonai's finale is less perfunctory than Wolf's, and in the later work 

the audience is spared much of the tedious explanatory narrative.

Mercedes, whose serene presence dominates this scene, humiliates her hus­

band by letting him believe that Renzo has dishonoured him. Again the 

opera seems to veer towards a tragic 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 dl planto!" 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 Perrante's house.^

This confirms for her the truth of Renzo's explanation, and with the 

couple once again united, the opera ends with general rejoicing.^

The libretto of La farsa amorosa is imxrs 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

centrates 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 opera begins and ends in C major, as does Wolf's Per Corregldor.
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presents more faithfully than Wolf the spirit of Alarcon’s novel. There 

is a degree of patronising sentimentality in Alarcon's attitude to the 

miller and his wife, which finds a counterpart in the somewhat contrived 

simplicity of the song, "Disse fl padre" (Ex. 13). Also Zandonai's opera, 

like the novel, never comes as close to. a tragic denouement as does Per 

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 Italian opera based on El sombrero was 

performed: Marino Creraesini's II cappello a tre punte, with libretto by 

Raffaello Melani. Melani has 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 the scene in which the miller and his wife ride past during the night 

without recognising each other. He does, however, invent a scene between 

Lucas and the Corregidora which develops the latter's character. She 

shows anger at Lucas's insolent remarks, striking him when he sings "Pente 

per dente e il monito, 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.

Praschita: A me place moltissimo.

Inca: PavveroI...
Allora quella del cor ti piacera anche piu, perche e 
piu grande.

Fraschita: Ne saresti geloso?

Inca: Pio ne liberil (Libretto (Florence, n. d.), I, Ij).

Luca and Praschita (duet): Amor fido e giocondo e il nostro
amoreI

Voglimi bene e ridil
Ridi di tutto 11 mondol (I, viii).

Il cappello reproduces faithfully the tone of Alarcon's novel, but it



lacks the subtle characterisation and the dramatic power of Per Corregidor.

In 1958, five years after the first performance of La farsa amorosa, 
an,opera-by Felice Lattuada entitled La caverna dl Salamanca^ was pro­

duced at-Genoa. The libretto, by Valentino Piccoli, is an adaptation of

an entremes (interlude) by Cervantes. The following year Ermanno Wolf-
2Ferrari wrote an opera entitled La dama boba, the libretto, by Ghisalberti-, 

.being an adaptation of the play of tha± name by Lope de \^^^(l6l^)., The choice 
of play does not appear to indicate an Interest in Spanish literature on 
the part of Wolf-Ferrari; Lope's play, with its natural characterisation 

and humorous, 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 

other plays of the period , a fairly simple one, and there is no impor­

tant sub-plot. The central characters are two sisters: Nise, an intel­

lectual somewhat reminiscent of Moreto's Doha Diana, and Finea, the dama 
boha of the title. The former is courted by Laurencio, the latter by 

Llseo. Before long, however, their affections change; Liseo, disillusioned 
by Pinea's low intelligence, turns his attention to Nise, while Laurencio 

is attracted by Pinea's large dowry. Prom this situation are derived 

numerous complications caused by mistaken intentions, some resulting in 
comic scenes, others in lyrical scenes.

The male characters in the play are unremarkable, but the two sisters 

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 Pinea's innocent credulity with regard to 
Laurencio's scheming. The contrast between the sisters is one of the
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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, is the transition in Pinea from boba to discreta, brought about by 

her love for Laurencio, and the ingenuity-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, Pinea scandalises 

- her sister by spying:

. Ml cama plenso que sobra para los dos /T^e. herself and Liseo/.

Wise: ^ no ves
que no estan hechas las bodas? .

Flnea: Pbes Importa? (Obras de Lope de Vega (Madrid, 1929), XI, 601%

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

•Yo. doy palabra 
de ser esposa y mujer 

.de Laurencio, (p. 615)

having been persuaded by Laurencio that this is a remedy for jealousy. 

There is an attractive quality in her naivety, and, although she is a 

comic figure, nowhere does Lope treat her unsympathetically.

Of the other characters little need be said. Miseno, a friend of 

Pinea s father, and Leandro, Duardo and Feniso, Caballeros. are sub­

ordinate in the plot, as are the servants. Pinea's reading-master and 

dancing-master, though they provide good comic scenes, are also minor 

figures.

Pinea 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 could also be given to Nise's jealousy, and 

to the many comic scenes. The plot of Wolf-Perrarl's ogera is almost 

identical 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.



Neither is there any change in the dramatis personae, except for the 

omission of two minor characters, Leandro and Feniso. The first three

scenes of the play are omitted, and, after the Sinfonia, the opera com­

mences with Nise weeping as she wtites a letter to Lorenzo. By contrast, 
this is followed by Pinea's reading lesson. The simplicity of the lesson 

is emphasised by the accompaniment figure, consisting of five notes:
Ex. 17.
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Voc. sc. (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 possiede, chnnni 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 Pinea's awkward movement, ”il maestro suona indiavolata- 

mente il suo violino”;

Ex. 18.

-gfe5/-o
J i H
Q c!

p. 132, bars 1-7.



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 Pedro’s words, "Amor? 

Pazzia, furore", spoken in reply to-Clara’s "Ch’e amore?", are an ex- 

aggeration,- in pseudo-Verdian style, of'Lorenzo’s reply to the same ques­

tion. At times the dialogue is in itself comic and requires, no musical 

enhancement, as in the following quotation:

, Pinea; Questa del matrimonio ml quadra.

Lorenzo: (E importa a me.)

Finea: E mi portera a casa sua? E miterra con se? 

Lorenzo: Sisslgnora /sic/.

Pinea: E do e ben fatto?

. Lorenzo: Molto ben fatto, anche vostro padre face
cosi con vostra madre.

Pinea: Si?

Lorenzo: E da loro nasceste.

Finea: lo? Cosi'? (pp. 74-75).

The quality of the music is uneven. The characterisation of the two 

sisters in music is good., Nise’s passionate arias^ contrast well with 

Finea s rapid recltatiye-like passages, of which the following quotation,

sung when she is punished by her reading-master, is a good example:

Ek. 19.
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I, t-

cHe m, fcruc*®. cemiH pepe! geHov jcicntA!

p. 5), bars 12-15,

1. e.g. "No, tradltorl Lasciamil" from Act II.



A recurrent motif associated with Pinea’s love for Lorenzo emphasises 

the simplicity of her character:

Ex. 20. .
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^3
Cort

jper&f - t. to- renzo VtJtrmi m<M pm .

. p. l60, 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 chorus, 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-Perrari.

Of much greater interest is Gian Francesco Malipiero's^ La vita e 

■§■9^.° (Breslau, 1943), based on Calderon’s great play. La vida es suefio 

(1635). Despite 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 Menendez y Pelayo,^ who objected

1. Mallplero also wrote an opera set in Spain at the time of Velazquez:
Donna Urraca. based on Merlmee's Le del et I'enfer.

2. , Marcelino Menendez y Pelayo, Calderon y su teatro (Madrid, I91O).
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to the sub-plot and to what he considered to be the excessively rapid
1conversion of the prince, Segisraundo. Arturo Farinelli also saw a

contradiction between the sceptical thesis, "Life is a dream", and the

religious thesis that good works are necessary for salvation. These
2criticisms have been confuted by Edward M. Wilson, who has shown that

the title does not mean that all life is a dream and hence man has no

power to choose the good, but that worldly values have only a dreamlike

reality. "The word 'sueflo* applies, not to the'fact that one but to 
*2

what one is." Par from implying that life is meaningless, Calderon 

shows that virtue and vice earn their rewards. ' Pride comes before a 

fall; confusion, as in a dream, between what is permanent and what is 

transient, brings a rude awakening. This is seen in Clarin, King Basilic, 

Astolfo, the rebel soldier, and a servant, 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 Seglsmundo who

1.

2.

Arturo Parlnelli, La vita e un sogno. Parte seconda (Torino, 1916), 
pp. 283-284.

Edward M. Wilson, "On La vlda es sueho". In Critical Essays on the 
Theatre of Calderon, ed. B. W. Wardropper (New York, 1965), pp. 63-89,

3. Wilson, art. cit., p. 75.

4, , The theological ideas implicit in this play are discussed by Everett
W. Hesse in "Calderon’s Concept of the Perfect Prince in La vlda es 
suehb". In Wardropper, op. clt., 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. Sloman^^ has shown that 

the fortunes of Segismundo and Rosaura are inextricably linked throughout 

the play. When Segismundo 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 he refuses to beleve that his en­

counter there with Rosaura was unreal:

De todos era seAor, 
y de todos me vengaba.
Solo a una mujer amaba; 
que fue verdad, creo yo, 
en que todo se acabo
y esto solo no se acaba. (ll, 21}2-^7)T 

Rosaura alone can convince 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 Calderon 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 sentldo? (1625-26).

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

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

1.

2.

5.

A. E. Sloman, "The Structure of Calderon's La vida es sueho". in 
Wardropper, op. cit., pp. 90-100. ~

from A, E, Sloman*s edition of the play (Manchester,
.)•

The letters of her name, rearranged, spell auroras; dawns. William
M. Whitby, 'Rosaura's Role in the Structure of La vida es sueflo",
p. 107, n., in Wardropper, op. cit., pp. IOI-II5.



symbolising the disorder in society. In the First Act Rosaura, a woman, 

is seen dressed as a man, while Segisraundo, a prince, is dressed in 

animal skins. Rosaura’s internal confusion is expressed in her words:

Inmovil bulto soy de fuego y hielo. (74)
The violence of nature reaches a climax 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 Second Act this is parallelled 

by the human violence of Segismundo's actions/ Only in the Pinal Act is 

order restored, after Segismundo has been acknowledged as a prince and 
Rosaura, now without a sword and dressed as a woman, has been accepted 

by Astolfo.

Malipiero's opera shows a great respect for Calderon's play, even 

though the composer has found it necessary tq make a number of alterations. 

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,^ and 

in keeping with this neither the king nor the prince is named. A 

chorus of courtiers and townsfolk is included,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 recurs many times throughout the opera, emphasises the Prince's 

seemingly hopeless situation by itsJhltlal falling phrase followed by a 
risecfadimlnished fourth, and by the subsequent diminution of the theme

1. "Sensa luogo ne tempo in un mundo di fantasia."
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as if thrown away in despair:

Ex. 21.

1
S' •
r r (. o

Vbc. sc.(Milan, 19^2^, 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 l4.
After this brief orchestral introduction the curtain rises, showing the 

E^iiice in chains outside the fortress. The scene is described exactly 

as in:-the 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 
rapido come il vento, 
perche lampo senza fiamma.

Hipogrifo violento
que corriste parejas con el viento,
2donde 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- 

Joyed by a bird, a wild beast and a fish, representing three of the 

elements - air, earth and water - respectively (123-152). In setting 

these words Malipiero shows bis characteristic fidelity to the Spanish 

text and his economic use of. thematic material, and the result is a . 

cohesive musical paragraph which unobtrusively emphasises the significance 

of the words. The music is unified by the development of a simple theme 

which includes three descending notes followed by a fall of a third, in­

dicated thus I I. The first stanza begins "L'uccello nasce" ("Nace el 

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

Ex. 23.

Ex. 2k.



This is based on the Spanish words:

gy 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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con ^

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 tone higher, 
as his grief is now more intense. In the final stanza^ the theme suggests 

the motion of a fish (Ex. 26), and the refrain is heard for the last time, 

a semi-tone higher than before.
Ex. 26.

p. 12, bar l46.
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 background of unequivocal 

A-flat major tonality. Then, as in the play, Clotaldo appears and arrests 

Diana and her servant. In the orchestral interlude which follows the 

theme associated with the Prince (Ex. 21), is developed. The second 

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

who makes his entry to a fairly tonal march. Malipiero, wishing to avoid 

any semblance of a grandiose operatic procession, specifies that the 
King's acompahamlento referred to in the play should not exceed ten per­

sons. 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 took.

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 Calderon'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 "musicos, cantando", who attend the Prince. He appears to be 

anxious to avoid the idea of a hidden "atmospheric" chorus, such as is 

found in many nineteenth-century operas. This chorus consists of court 

musicians, whose presence is justified by the text of the play. They 

enter with their music copies in their hands and group themselves around 

the Prince. Since Calderon 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 and between the madrigals. Rhythmic chordal passages alternate 

with simple imitative counterpoint to create an authentic madrigalian 

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

Ex. 27.

\ P''ojj.«.n«(3rembo <i,cdeihf,v.- len^sc

p. 39, bars 4-5.

The remainder of the Second Act follows fairly closely the action 

of the play. The Prince, on learning his identity, becomes violently 

angry, first with Clotaldo, then with Arias and finally with the 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 cio 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 raia collera": '

Ex. 28.

p. 79, bars 821-824.



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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IZ2

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 heard, su^g 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 'desire" motif is used in the vocal 

line, its rising notes suggesting hope and contrasting with the gloomy 

descent of the main theme:

EX^ 30.

5©^ u«ol tion/tA »rtt<h>ro

p. 104, bars lllk-15.

An effective solution is found to the problem of representing the battle 

between the Prince's followers and the King's^ A crowd of soldiers and



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 progress of the battle, the Prince sings: "Nd, non vogllo

dipendere dal capricci del destine", ending triumphantly with the words:

"ora so questa mla vita e un sogno", sung to the principal theme of the

opera. This is the climax of the work, for at this point the Prince’s
1conversion is seen. When Clotaldo appears, proof is given, of the con­

version as the Prince controls his anger with the words; "Ma no - forse 

e ancora un sogno". A shortened version of the Prince's concluding 

speech then follows:

Se e detto, 'una fiera ti abranerajp 
riveglieresti un leone che dorme? (pp. 129-150).

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

Venti, benign!, venti
del sol temperate i raggi ardenti
spargete un odorato nembo
che se la vita e sogno,
sogno puo esser vita. (pp. 152-154).

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 Calderon's play. All our

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

recognition as the rightful heir. The most important deviation from the
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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 cualquler hombre dijesen:
'Alguna fiera inhumana
te dara muerte’, ^escoglera
buen remedio en despertallas
cuando.estuviesen durmiendo? (Ill, 5187-90).



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 role is much less important, since she is no longer 

instrumental in effecting the Prince’s conversion, neither does she pro­

vide proof of it. Also the theme of poetic justice is not emphasised in 

• the opera. . Musically the work is consistent and is unified by the, use 

of recurrent themes. There is no overall tonality, but individual pas­

sages tend to gravitate towards a temporary key centre.

In May I949, Goffredo Petrassi's opera, II cordovano, was performed 

at La Scala, Milan. Like Lattuada’s La cavema di Salamanca, performed 

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

case the Entremes del vieJo celoso (I615), the plot of which closely 

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

play begins Doha Lorenza is seen complaining of her unhappy life. Her 

husband, Cahizares, 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 novel.^ 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
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1. See p. 93.
2, Lorenza: "No me clauara el las ventanas, cerrara las puertas, 

visltara a todas horas la casa, desterrara della los gates y los
. perros, solamente porque tlenen nombre de varon." The Interludes
of.Cervantes, ed. S. Griswold Morley (Prlncetown, New Jersey^ 1948), 

• p. 196.



Hortigosa^ increase the tension of the plot during this scene. Hortigosa 

arrives and tries to persuade Caflizares 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 between husband and wife, which ends in 
Lorenza's locking herself in her room. After a while she calls to her 

husband, telling him of the pleasure which her lover is giving her. 

Cristina, who appears to derive vicarious enjoyment from her aunt’s 

pleasure, facetiously tells Cahizares to scold his wife. His increasing 

anger is gently mocked by her words: Jesus, y que locuras, y que

nifleriasl" Cafiizares, who cannot believe that his wife is in fact de­

ceiving him, at last forces the door open. Lorenza throws water in his 

face, allowing her lover to escape unseen. Further quarrelling brings 

the constable on to the scene, but husband and wife are finally reconciled, 

and a group of musicians arrive and sing:

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

The theme of the play is deception, and the work is amusing in its
frivolous treatment of adultery. Caflizares takes his wife's trick as a 

poor joke and does not realise that he has in fact been deceived. Al­

though the structure of this work is similar to 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
p

crime, goes unpunished. As Morley has said, she is weaker in character 

than her husband, and her weakness allows her to be tempted by her
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1. CaRizares: "^Ehrtlgosa, y vezina? ;Dlos sea conmigol" and: "El 
nombre de vezina me turba y sobresalta" and: ";No^bre fatal para mi
es el de vezinal"

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



cynical neighbour.^ As the play progresses, however, her submission to 

her husband decreases, and this comes to a climax when, having deceived 

him, she'throws water in his face. In a play such as this moral judg­

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 despotico".

The humour avoids verbal subtleties, bordering on farce at the 
lover's entry and even on slap-stick at the point where Lorenza throws 

water at her husband. Also, since the function of the entremeses was to 

provide light entertainment between the acts of a longer and more serious 
drama, the emphasis is on character-types rather than on individualisation. 

The character of Cristina merits closer scrutiny, however, for she is more 

clearly defined than the other characters. More complex than the con­

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 Lorenza in her condemnation of Caflizares 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. 2l6)

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

Eugenio Moritale, is a verbatim translation of Cervantes’s play. Petrassi
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1. The neighbour is the .counterpart of the "dueha" in El celoso ex- 
'tremefio, who was severely criticised by Cervantes.

2. J. Casalduero, Sentido y forma del teatro de Cervantes (Madrid, 1951),
P. 225.



has merely divided the text into six scenes. The music is mainly 

through-composed, but there are a few repeated passages and also a motto 

theme, which appears in numerous melodic and rhythmic transformations. 

This motto theme, consisting of six notes, is used to open the work:

EK. 31.

— 80 —

con S- $3
...

Voc. sc. (Milan, 1949), bars 1-2.

It is not, an illustrative Leitmotiv; its use is similar to that of the 

motto theme in Malipiero’s La vita e sogno. It appears again at the end 

of the first scene, where, sung fortissimo and in unison by Lorenza and 

Cristina to the words "e un malvagio, uno stregone, e un vecchio infine", 

it appears several times in Cafiizares’s part, notably when he quotes the 

Latin proverb "Amicus usque ad aras", and in its inverted form it is used 

to open this scene. The opera ends with a combination of the two ver­

sions; the original version on the trombones and the inverted form on 

the trumpets.
As Weissmann has shown,^ II cordovano is a compromise between the 

continuity of Wagnerian music-drama and the more static "number-opera". 

For the most part the music, is continuous, but a few concerted passages 

are to be found, especially in the latter half of the work, such as the 

trio in scene v. The harmonic language is dissonant, but serial tech­

nique is not used, and there are passages in which, for a short period, a

1. John Weissman, Goffredo Petrassi (Milan, 1957), pp. 30-52.
John Weissman, "uoffredo Petrassi", The Score, III (June, 1950),
49-62.



key centre is suggested. For the vocal lines a flexible declamatory 

style is used, which is transformed into expressive coloratura for the 
lyrical lines and into animated recitative secco for conversation. 
Cervantes's character-types Petrassi matches by stylisation of the vocal 

parts. A clear distinction is made in the music between the three women. 

The low-pitched contralto notes of Hortigosa, as she sings of the delights 
offered by a young lover, produce a sinister effect. The rapid patter of 
Cristina's part emphasises her youthful vivacity, and contrasts markedly 

with Lorenza's serio-comic complaints.

Compare the following examples:

(a).

“ 8l —

■ 6 libero ^

-L J Jr—--
—I ~

^2 (b).
bars 26-27.

IZl

10 r)onxor>cU« pQr - - (a So ckzj^<xre.i J-»iio .

(bars 126-129.
A sympathetic view of Cahizares in the play is possible,^ but Petrassi

1. See S. Griswold Morley, op. .cit., p. x.
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does not take this view, treating him as an object of ridicule. His

absurdity is emphasised in his vocal line, which Includes the frequent
1 2 ■use of falsetto notes and rapid coloratura passages. Cristina, in scene 

1, mimics his voice.

Despite the textual fidelity to Cervantes's play, the opera lacks

the quasi-improvlsatory deftness of the Spanish work. Music inevitably

slows the pace of the drama, and this is particularly noticeable in.the

first scene, in which there is no action, merely conversation. The

differentiation in the music between the main characters is apt, but the

sometimes quite complex contrapuntal texture of the music does not really

seem appropriate to the subject-matter.

No Spanish writer since Calderon has had as great an Influence on
opera as Federico Garcia Lorca. Since his death in 1936 at least nine

koperas based on his plays have been composed, in addition to numerous
5

musical settings of some of his poems. One of the chief reasons for 
the attraction of Lorca's plays for opera composers is that, like 

Calderon, he made extensive use of music in his theatre. Don Perlimplin

1.
2.

3.

h.

5-

For example, as he sings "Amicus usque ad-aras".

A notable example of this is the descending chromatic scale spanning 
two octaves at the end of his outburst, "al tiraore ml dispero, e a 
disperarmi vivo in gran disgusto" (bar k07).

Towards the end of the first scene there is a strict canon at one 
bar's distance between Lorenza and Cristina, and a canon at the half 
bar between Hortlgosa and the orchestra in scene iv, beginning 
"Signora del’ anima raia".

See Appendix and pp. 8?, 159-173 and 2k0-2k6.
The scores of two Lorcan operas by the Spanish composer, Federico 
Elizalde, have not been located. The works are Don Perlimplin and 
Titeres de Cachlporra^

e.g. by Hermann Reutter and Luigi Mono. A setting by Juan Jose 
Castro of the poem. La casada infiel. may be seen in the Hispanic 
Council Library, London (M I687 ^11 178/). Nono has also composed 
a ballet based on Don Perlimolin.



(1952), by Vittorio Rieti, is possibly the earliest opera inspired by 

Lorca's drama.

Lorca's El amor de Don Perllmplln con Belisa en su .lardln was com- 

pleted in 1928 but, owing to censorship, was not performed until 1935- 

The central theme of the play is "the conflict of the flesh and the 

spirit, with the soul triumphant over the body through sacrifice and
death".^ has similarities of theme and [Situation to La zapatera
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prodigiosa, Don Perlimplin

is more highly stylised than La.zapatera, however, as the subtitle, 

"Aleluya erotica", suggests, and in it the real world of Don Perlimplin 

and Belisa and the fantastic world of sprites overlap. This stylisation 

is emphasised by the repetition, during the prologue and first scene, of 
the opening lines of the play, quasi refrain;

81.
iPor que si? etc.

It is emphasised visually, too, by the paper birds, the six doors in the 

bedroom, the sprites, Perlimplln's gilded horns, and by the "perspectivas., 

equlvocadas dellclosamente" in the second scene. Against this backgound 

of unreality the action of the play is set: Don Perlimplin's self-sac­

rifice in order to make Belisa capable of love.

Francisco Garcia Lorca, the dramatist's brother, has referred to the 
importance of music in Don Perlimplin.^ With the exception of Bodas de

1. Federico Garcia Lorca, Five Plays, Comedies and Tragicomedies, 
trans. J. Graham-Lujan and R. L. O'Connell (London, I965), Intro- 
ductlon by Francisco Garcia Lorca, p. 8.

2. Castro has written an opera based on this play. See Sir G. Grove,
' Dictionary. II, II7.

' ' ' .
3. ' loc. cit. "The cast is reduced to four characters, who interweave

their voices in a kind of concerto grosso for four instruments. May­
be none of Lorca's plays shows with more poetic evidence the musical 
influence in his theatre."
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sangre, in no other play by Lorca does music play so integral a part. 

Piano music, presumably by an" eighteenth-century composer, is required 
at the beginning and end of the Pbologue, and Belisa's song is sung to 

piano accompaniment. Guitars introduce the first scene, and later, as 

the sprites appear, "con dulce tono de suefio, suenan flautas". Bells 

are heard as day breaks and again at the end of the play, and in the 

final scene a sweet and sensual serenade is heard. The use of flutes 
to accompany the appearance of the sprites, as the action passes from 

the real to the unreal world, is comparable with the use of violins in 

the woodcutter scene in.Sodas de sangre. . In that work, however,.Lorca 

states that the violins represent the forest, that is they have a 
symbolic significance, as the beggar-woman also has. In Don Perllmplin 

the music is used solely to enhance the atmosphere; it has no explicit 

symbolic purpose.

Rieti’s opera is a rather disappointing work. It attempts to do 

more than merely provide incidental music for the Spanish play, yet Rieti 
appears to lack Fortner's and Madema's ability to transform literary 

ideas into appropriate musical idiom. The music is for the most part 

tonal, and the harmony is unimaginative, as the following example shows: 

Ex. ^3.

3;
4- 1«—d j*- 1 w -F-

t STjj-i

%
m
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At climaxesj notably at the end of the second scene, the harmony becomes 

more dissonant. Some of the dialogue is sung as recitativo secco, doubt- 

less to suggest the eighteenth-century setting of the play^ and a number 

of phrases end •sith the orthodox perfect cadence. Rieti attempts to ex­

press in music Belisa's sensual exuberance (Ex. jh), as in her opening 

arabesque, though some of her most poetic lines are made ineffective 

through trivial and inappropriately "operatic" melody (Ex. 55).

Ek. 54.

rwus - lojfnr ______ # »Ct<'r o. - doS

p. 42, bars 6-10.

More effective is the extreme delicacy of scoring in the sprites' scene, 

and this contrasts well with the mock-heroic march, marked "grandiose, 

marcatissimo e fanfarone", which accompanies the appearance of Perlimplin, 

wearing gilded horns.

The final scene of Rieti's opera is the most successful, perhaps 

because the action of this scene approximated more to conventional melo­



drama than in the earlier scenes. Rieti builds this scene on two dis­

tinct elements: Belisa’s love and Perlimplin's death. The first of these 

is expressed in Belisa's aria^ sung offstage^ which begins thus: "Por las 

brillas del rlo se esta la noche mojando". The unexpected key-change in 

the second bar saves from banality what is a very simple melodic line.
Ex. ^6.
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• • . p. 15*^-, bars 14-17.

A three-part female chorus, also offstage, repeats her lines. This 

section is brought to a climax with the words: ";Noche mla de menta y 
lapislazulll" At this point a menacing tune over an agitated rhythm is 

heard in the orchestra, preparing the audience for Perlimplin's death.

The opera ends with a repetition of Belisa's theme, played quietly and 

slowly.

Rieti's Don Perllmplin has been performed in the United States and 

in Paris. Eaton sees the work as an example of "modernisation of the 
traditional Italian opera".^ Rieti has in fact taken elements from Italian 

opera of several periods: eighteenth-century recitative secco, nlneteenth-

oentury operetta (Ex. ^5), and particularly in the final scene, fin de 

siecle techniques as used by Puccini. Such diversity of styles does not 

make for a unified work, nor is it in keeping with the refined lyricism 
of Lorca's play.

1. Quaintaince Ehton, Opera Production (Minneapolis, 196l), p. 179.



A much more imaginative treatment of Lorca's play is found in Bruno 
Madema’s Don Perlimplin owero il trionfo dell* amore e dell' immagina- 

zlone (Milan^ 1961). In his subsitution.of musical for literary ideas 

he goes further than either Rieti or Fortner. Maderna's work is a radio 

opera; it is not intended for dramatic performance. A male speaker "in 

funzione di coro" is therefore included, and he describes the scene and 

action where necessary. Apart from Belisa's three short songs, all the 

dialogue involving her, Marcolfa and the Sprites is spoken. The words 
of Don Perlimplino and Belisa's mother are not uttered at all. They are 

represented musically by a solo flute and a saxophone quartet respectively. 

The gentle, questioning phrases of the flute (Ex. 37), and the somewhat 
grotesque sound of four saxophones,^ playing in "Tempo di Rag”, depict 

most aptly Lorca's two characters.

Ek. 37.
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i^arcolj^a.. S)

3:^
j[ fr 'J 
" A ? J

_________ J----- -
[E se io n dicejst di ? J &

fV)arc«f|<x. fo5pra.) No?

Vbc. sc. (Milan, I96I), p. 12, bars 51-5^.

1. In the play the Mother wears a grotesque wig,
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Madema’s music is fragmentary, and his orchestration, like Fortner's, 

is exceedingly delicate. Both composers make occasional use of serial 

technique, but unlike Fortner, Maderna includes improvisation, and 

several sections consist of. a.montage of fragments selected by the players 
from the music of the introduction. The composed instrumental movements 

include three "Blues", the last of which is subtitled "Dark rapture crawl".' 

An impassioned climax is reached at the end of this movement, during which 

rhythmic chords are played by strings, col legno, combined with mandolin, 

•electric guitar, marimba and vibraphone. Over this Belisa recites her 

final soliloquy:

Notte mia, notte di menta e di lapislazzuli...
Belisa's sung passages consist of her opening "Amore", (Ex. 38), 

first heard unaccompanied and then with a light instrumental background, 

and a canzone in the third quadro .

Ex . 58 . r. . .  - - - - - - - - - -le<v^pO <ii .

! J /\ -^ -'| A _ _A - — rvio

— mo ~ ee

--uL-J—L y , ' 1 \ . . p L yj 1 pi Y:

0
----- fi — mo - (o'

—1
( 0 ) - re -

p. 15, bars 1t16.

Rieti at this point had written a vocal cadenza strongly influenced by 

nineteenth-century operetta. Fortner's "Amore" is a languorous phrase, 

embellished with eighteenth-century ornaments, in keeping with the letter 

of Lorca's play. Maderna's "Tempo di Rag" is stylistically less incon­

gruous than it might at first seem. The sustained notes and the synco­

pated rhythm express admirably Belisa's abandonment to sexual passion.
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And there is a parallel between Maderna's somewhat arch use of Rag-time 

in the nineteen sixties and Lorca's evocation of the eighteenth century.

The canzone consists of three superimposed melodic strands, all sung by 

the same voice. The form provides for some imitative counterpoint, 

but Madema wisely avoids writing in stbict canon. The subtlety of the 

musical effect may be compared with Rieti's setting of the same words ('Ex. 36),
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Madema's Don Perllmplin shows far greater originality than Rieti’s, 

but it lacks the coherent structure of Fortner's opera.
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Chapter 2

BRITAIN and AMERICA

Operas In English based on Spanish literary works are considerably 

less numerous than those with the same basis written to Italian, French ' 

and German texts. The reason for this is not that there has been less 

interest in Spanish culture in England than in other countries, but that 

■ native opera has never established itself in England to the extent to 

which it has in. Italy,. Prance and Germany. It is perhaps surprising that 

in a country which, during the Elizabethan Era, excelled in both drama 
and music, opera - the fusion of these two arts - should have failed to 

establish Itself. Dent suggests that the reason for this is that spoken 

drama was already far too highly developed for its musical counterpart, to • 

be accepted as an equivalent. With a few notable exceptions,^ early 

English essays in music-drama therefore tend to approximate to drama with 

extended incidental music rather than to true opera.

The taste for exotic plots can be seen very early in the history 
of English music-drama, and plots which had a Spanish or South American 

setting were popular. In 1658 an entertainment called an "opera" was 
given at the Drury Lane Theatre in London, entitled The Cruelty of the 

Spaniards in Peru, with words by Sir William Davenant and music by 

Matthew Locke. This work, which almost certainly would have had political 
motivation,^ was not so much an opera as an informative "lecture-recital",^

1.
2.

3.

4.

E. J. Dent, The Foundations of English Opera (Cambridge, 1928), p.

e.g. Blow's Venus and Adonis (1684) and Purcell's Dido and Aeneas
(1689). -------------------------

Prom 1655 to 1659 Admiral Robert Blake was conducting naval, war 
against Spain. , '

E. JV Dent, op. cit., p. 74.



consisting of six scenes, each comprising an instrumental movement, an 

explanatory speech in verse,and a song. Of greater significance are the 
four lyric dramas with a Spanish setting for which Purcell composed some 

of the incidental music. They are The Libertine (Thomas Shadwell), The 

Spanish Fryer or the Double Discovery (John Dryden), The Conquest of 

Granada and The Comical History of Don Quixote (both plays by Thomas 

D'Urfey).. These works come closer to genuine opera than doDavenant's 

dramas, but they still maintain for the most part a distinction between 

actors and singers. They also show what was then the characteristic 
reluctance of the English to concede much importance to the musical 

element, but rather to regard it as a diversion or addition to the play, 

not a means of enhancing the dramatic expression and the characterisation. 
Of these four works only The Comical History of Don Quixote^ is based on 

a Spanish literary work.
After Purcell's death in 1695 there was no-one in England to 

succeed him in the field of lyric drama, and, even if there had been, it 

is unlikely that English opera would have established itself, for, in 

eighteenth-century England just as in. eighteenth-century Spain, the lyric 
stage was to be dominated by Italian opera.^ The effect of foreign

domination on the abortive attempts to create English opera were so de­

vastating that in 1711 Joseph Addison could write: "... our English Musick 

is quite rooted out, and nothing yet planted in its stead".^ Italian
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1,

2,
See below, pp. 250-251.

The history of opera in England is, in several respects, similar to 
that in Spain. Both countries had excelled in music and in drama in 
the sixteenth and early seventeenth centuries, and in both countries 
during that period the leading dramatists had made great use of 
music in their plays. But during the first half of the eighteenth . 
century the musical scene-in England and Spain was dominated by 
Italian opera, and native opera remained dormant until the musical 
revival which came about in both countries in the last quarter of the 
nineteenth century.

The Spectator. No. 18, Wednesday, March 21, 1711.



opera, however, came under much fiercer attack in England than in Spain, 

notably by Addison himself, and its popularity in England experienced a 

swifter decline. By the second quarter of the century ballad op^ra had 

appeared, which both,ridiculed Italian opera and also originated a 

national brand of comic opera. In its comic and usually amorous plots 

and its attractive but often trivial musical 'humbers", ballad opera re­
sembled its Spanish counterpart, the zarzuela.^

As this new-English opera increased in popularity, so its subject- 

matter was expanded, notably by Stephen Storace, William Shield and

Charles Dibdin, to include tales of adventure, popularised supernatural 
2elements and tales set in foreign countries. Charles Dibdin is deser­

vedly the best-known Ehglxsh composer of operas of his time. Bom in 

Southampton, he later settled in London, where his versatility as composer, 

poet, playwright, novelist and actor-singer secured his fame. Some of 

his comic operas retain the strong penchant for parody which had charac­

terised the earlier ballad operas. His best works show a sure instinct 
for dramatic and comic effect, and an attempt to use music to heighten 

the effect at climaxes and to add depth in the characterisation.

Among Dlbdln's best works is his comic opera The Padlock (London, 

1768). The libretto, by Isaac Bickerstaffe, is based on Cervantes's 

Exemplary Novel, El celoso extremeAo (I6I3). The novel tells of an 

hidalgo from Extremadura, called Felipe de Carrizales, who, having 

squandered his Inheritance, embarks for the Indies' and there makes his 

fortune, returning to Seville years later, an old man now but wealthy and 

somewhat wiser than before. He determines to marry so as to have an heir 

but is fearful because he knows that he is a very Jealous man. The
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1. For a detailed description of English opera at this time see D. J.
Grout, A Short History of Cpera (Columbia, 196$), pp. 1^5-1^8, 26l-26)u

2. e.g^.Storace's The Haunted Tower (1789) and three Don Giovanni operas 
all written in I817, including one by Dibdin (see Chapter 7).



greater part of the story shows how he takes absurd precautions to 

safeguard his wife's chastity, but how, in spite of these precautions, a 

young man named Loaysa gains entry into the house by prevailing upon 

the servants,, appealing to the music-loving black eunuch and to the 

sexually frustrated duefla. He succeeds finally in placing Leonora in a 

compromising situation but is discovered by Carrizales. The denouement 

is unexpected, for. Carrizales,instead of taking revenge, blames himself 

and the age-gap between himself and his very young wife, and he recommends 

her to marry Loaysa after his death. She is grief-stricken, however, and 

decides to enter a convent.

The novel has disadvantages as well as advantages for the librettist, 

Certainly the plot is well constructed, and the tension is sustained 

throughout as one sees Loaysa's cunning bringing him nearer and nearer to 

success. Only at the very end, with Carrizales's unexpected clemency, is 

the tension relaxed. There is a strong dramatic conflict, not only on 

the physical plane between Loaysa's cunning manoeuvres to gain entry and 

Carrizales's precautions, but also, on a symbolic level, between the evil 

force of adulterous passion (Loaysa) and the constancy of marital fid­

elity (Leonora). The latter conflict adds force to the moral content of 

the work, more explicit here than in some other of Cervantes's Novelas 

EJemplares. Moral and social criticism - part of the "exemplary" aspect 
of this novel?"- is for the most part undisguised. The author dwells at

some length on the practice of embarking for the Indies to make one's 
2fortune, and on the moral laxity of Loaysa and the duefia. And at the 

end of the novel he points the moral that one cannot trust locks and 

walls because the will remains free. Laying aside the moralising reflec-

— 9^ -

The novels were intended to be exemplary both morally and stylistic­
ally.’ See J. Casalduero, Sentldo y forma de las Novelas EJemplanes 
(Buenos Aires, 19^3).

Used variously in Cervantes's time to illustrate national greed and 
indolence.



tions, the novel has much to recommend it as the basis for an opera. 

Incidents such as the guitar lesson given to the eunuch by Loaysa, the 

dancing scene inside the house and the moving death-bed scene are eminen­

tly suitable for operatic treatment. There are only a few elements .in 

Cervantes’s novel, however, to suggest a comic treatment of the story, 

and the sad, though not tragic ending,seems to preclude a light-hearted 

approach.

Nevertheless,' it was a light-hearted approach which Bickerstaffe

and Dibdin chose, and by changing some aspects of the story they produced

a comic opera which, while remaining surprisingly faithful to the original 
1

in some details, creates a totally different atmosphere from that of 
Cervantes's novel. First there are a few minor changes. The slave-girls 

and" Leonora's parents are. not included in Bickerstaffe's dramatis personae, 

but he does include two scholars, friends of Leonora's young admirer.

The black eunuch is given a name - Mungo - and the duefia and the other 

two men are called by different names in the opera: Marialonso is called 

Ursula, Carrizales is called Don Diego, and Loaysa, Leander. As one would 

expect, the moralising sections are omitted and also the introductory sec­

tions dealing with Carrizales's early life and his stay in the .Indies.

The latter omission does mean that in the opera the central figure is 

less developed, for Cervantes had used the early part of the novel to 

show the reader Carrizales's folly and weakness even as a young man.

The action of the opera begins with Don Diego deliberating whether 

or not to marry. His Jealous nature and the precautions he takes to 

safeguard his honour are summed up in his first song, the light-hearted 
tone of which is typical of the whole work:

- 95-

1. Compare for example Don Diego's reference to the age-gap (II, 11) 
with the corresponding speech of Carrizales. Novelas EJemplares.
ed. Francisco Rodriguez Marin (Madrid, 1962), II, 166-167.
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Thoughts to council - let me see - 
Hum, to be or not to be 
A husband, is the question.
A cuckold I Must that follow?

Say what men will.
Wedlock's a pill

Bitter .to swallow, and hard of digestion.

But fear makes the danger seem double:
Say, Hymen, what mischief can trouble 
My peace, should I venture to try you?

My doors shall be lock'd.
My windows b$ block'd;

No male in my house.
Not so much as a mouse;
Then horns,^ horns, I defy you.

It is important to note that Don Diego is not yet married to Leonora, and 

in fact does not marry her. This deviation from the original story com­

pletely changes the moral situation, and it puts the character of Leander 

in .a better light. Cervantps's attitude to Loaysa's adulterous scheme, 

is unequivocal; there.is no question of his being regarded as a hero. 
Leander in the opera is a much more sympathetic character. It is not

impossible to regard him as a forerunner of the nineteenth-century trou- 
2badour-lover, a parallel emphasised by the fact that he courts Leonora 

by singing and playing the guitar. This view would tend to cast Don 

Diego in the. rdle of the rival whose love is unrequited, instead of that 

of a husband whose honour is threatened, and this idea is strengthened 

first by Leonora's reluctance to marry Don Diego, as to do so means 

confinement and loss of freedom, and second by the fact that the only 

love-duet is between herself and Leander. Thus Don Diego is portrayed 

as a rather foolish old man who is finally brought to realise that his 
affection for a young girl is impossible, and who therefore gives in 

graciously and without too much heart-ache to a more suitable candidate. .

1. The voice part is here echoed by French horns, surely an intentional 
musical pun, for the horns had not been used before in this passage.

2. There is a superficial similarity between his situation and that of
Manrico in II trovatore.



Having made Leander's schemes no longer immoral, and having 

avoided the dramatic necessity for Don Diego's death, Bickerstaffe then 

proceeds to change slightly the character of Leonora and the dueha. As 
there^ls now no strong force of evil in the drama, Leonora's role as 

the upholder of virtue is unnecessary. Consequently she shows less re­

serve in the opera, and although she makes Leander swear that he will 

retire at her command, as in the novel, she is eager,to'be alone with 

him a,little while later. It must be admitted, however, that the re­

moval of the conflict between good and evil weakens the dramatic impetus 
1 . .

of the opera. The duefia in Cervantes's novel is criticised no less 

forcibly than Loaysa. She is portrayed as a frustrated spinster who 

agrees to persuade Leonora to yield to Loaysa's advances on the con­
dition, that he in return gratifies her own amorous desire. What was a 

rather sordid arrangement in the novel is turned to comic effect in the

opera. Ursula is a widow, not a spinster, and although she is obviously
2attracted to Leander, her relationship with him is regarded as no more 

than harmless flirtation. Her unwanted presence when the lovers meet in 

Act II, scene ii, suggests that she is rather envious of her young mis­
tress's conquest.

It Is through the character of Mungo that most of the humorous 
effects are achieved. This part was played by Dlbdin himself at the

first performance. He makes his first appearance in Act I, scene ill, 

when his grumbling about hard work is quickly changed to praise for his 

master when the latter comes within hearing. The humorous conversation 

which follows between Mungo and Ursula gives us, in very few words, a 

vivid impression of the bantering relationship which exists between them:

- ^ -

1. Even if we view Don Diego as an obtrusive rival, there is nothing 
to suggest that he can be regarded as an evil element in the opera,

2. Ursula (to Leander) ... for I ■ love you, I assure you.

Leander (aside) The old beldam grows amorous. (I, ill).
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Ursula (from window, overhearing the guitar): What lewd noise
' Is that?

Mungo: Lewd you self, no lewd here; play away, never mind herl 

And in Act II, scene li, in a scene which is a delightful mixture of 

comedy and suspense, Mungo, totally drunk and unaware of what he is say- 

tng, reveals to his irate master all that has happened in his absence
regarding Leonora.

The plot construction shows a sensible compression of incidents 
to suit the theatrical medium. Loaysa's preliminary visits and gradual 

, persuasion of the eunuch are condensed into a conversation between 

Leander and the two scholars. But other alterations produce a less 

dramatic effect than in the original plot. The fact that Don Diego is 

away from home Instead of being asleep inside the house weakens the 

tension in the scene in which the lovers meet. It also cuts out the 

dramatic false alarm, caused in the novel when a servant, who is left on 

guard, suddenly thinks Carrizales is stirring. And Don Diego's discovery 

of the lovers is far less dramatic than the corresponding incident in 

the novel, in which Carrizales discovers them asleep and is so overcome 

with shock and grief that he creeps back to his room, unable to take any 
further action. That scene, however, could hardly have been used to 

effect a happy ending. The Padlock, though a fairly free adaptation of 

Cervantes's El celoso extremefio, is a well constructed work of consider- 

able charm.

When considering the extent to which the music enhances the drama 

it must be remembered that even as late as this (1768), the music was 

regarded as an addition, not as a means of dramatic expression. There 

are sixteen musical numbers in The Padlock, including an Italian-style 

overture. Most of the songs are fast and gay with figured-bass accom­
paniment, in a style appropriate enough for Leander and Leonora, but 
perhaps less well-suited to the jealous sexagenarian, Don Diego. Leonora's
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rapid coloratura passages emphasise her youthful vivacity, while

Leander is given two rather sentimental love songs. No attempt is made

to characterise Don Diego in the'music, but one of his songs is a delight-

,ful parody of the Handelian rage-aria, .in a minor key and marked presto;

Oh, wherefore this terrible flurry?
My spirits are all in a hurry.
And above and below 
Prom my top to my toe,

‘ - 'Are running about hurry scurry.

It ends with a reiteration of the words: "bumping and jumping and thump­

ing" :

Ex. 40.
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Voc. sc. (London, 1768), p. 34, bars 15-22.

The music is simple and light-hearted, but, unlike much English comic 

opera of the nineteenth century, it is never banal or precious.

Seven years after the first performance of The Padlock a book was 

published in London which was to do much to arouse interest in Spain and 
Spanish culture: Richard Twiss’s Travels through Portugal and Spain in 

1772 and 1773 (London, 1775). This book was followed in the first half 

of the nineteenth century by a number of similar books, all written in 
English by people who had travelled much in Spain, and many of the
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attitudes adopted by Twiss to the things he saw and heard in Spain are 

very similar to those of later authors. In particular one notices the 

strong anti-Cathollc sentiment, the .horror expressed at Spanish cruelty, 

seen in bullfighting, the treatment of criminals and above all in any­

thing reminiscent of the Inquisition, and the references to dangers from 

bandits. On the positive side Twiss shows an appreciation of Spanish 

literature, and he helps to.acquaint his readers with contemporary lit­
erary works. He refers to "the fury and ardour for dancing with which 

the Spaniards are possessed", and his book contains what must be one of 

the earliest eye-witness accounts in English of Spanish dancing.
Two years after the publication of Twiss's book, Samuel Arnold 

composed music for the opera The Spanish Barber (London, 1777), believed 
to be the earliest musical version of The Barber of Seville.^ He follow­

ed it in 1782 by another opera set in Spain, The Castle of Andalusia, and 
in 1790 by an opera set in Spanish America: New Spain.^ One cannot of 

course assume that these operas were in any way connected with the pub- 

lication of Twiss's Travels, but together with that book they Indicate a 

growing interest in England in Spanish culture which was to continue 

until the middle of the nineteenth century.

During the first half of the nineteenth century the British public 

were made Increasingly aware of Spain and her culture. In addition to 
political involvement,^ these fifty years saw the publication of four 

important books in English on Spain, an influx of Spanish refugees, in­

cluding some notable musicians and men of letters, but unlike Prance and 

Italy during that period, very few operas with a Spanish setting. It was

1.

h.

2.
Richard Twiss, op. cit., p.. I56.

It predates Paisiello's opera by five years and Rossini^'s by thirty- 
nine . ■

None of these operas are based on Spanish literature.

See W. C. Atkinson, A History of Spain and Portugal (London, i960).PP. 257-318. ------------ -



undoubtedly the darkest period in the history of English lyric drama.

The fact that in the year l8l7 three operas on the Don Juan legend 

were performed in London - all three burlesques or adaptations of Mozart's 

Don Giovanni, which had its first London performance that year - attests 
to the lack of originality among opera composers at that time.^

In 1822 Blanco-White, a former Spanish priest then residing in 

England, published his Letters from ^ Spain Like Twiss's Travels they 

present a first-hand account of Spanish life, but what was merely scep­

ticism in Twiss with regard to Catholic Church practice is bitter in­

vective and scorn in Blanco-lAiite. In spite of his patriotism where 

Spain's sovereignty is threatened, the picture he paints of his native 

country is basically an unattractive one. There is none of the "romantic" 

fascination for Spain found in descriptions by Merimee, Hans Andersen and 

Ford, nor does he show much interest in literature or music. But if 

Blanco-White did nothing to encourage interest in Spanish music and 

literature, there were a considerable number of his compatriots who came 

to England during the years 1823-183^ who did help to arouse interest in 
Spanish culture.^' Among them was Jose Melchor Gomls, the composer of 

several,operas with a Spanish setting, some to libretti by fellow- 

emigrados. Gomls came to London in I826 where he gave music lessons and 

published a large number of short Spanish pieces such as boleros, but his 

influence on opera was felt more in Paris, where most of his dramatic 

works were produced. There were also several Spanish guitarists who 

settled in England at this time who, like Sors a generation earlier, 

helped to popularise the guitar in England.
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1. The composers of these operas were Dlbdln, Bishop and Moncrieff.
See below. Chapter 6, Bishop also wrote an opera called "Cortez 
or the Conquest of Mexico" (I823).

The majority of these emigres were refugees from the anti-liberal 
persecutions in Spain during Ferdinand VIl's reign. See Vicente 
Llorens Castillo, Liberales y romanticos (Mexico, 1954).
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By the middle of the nineteenth century, when travel in Spain had 

become more popular, there was a changing attitude to Spain on the part 

of writers. Still the anti-catholiclsm persisted, though, with the ex­
ception of George Borrow,^ this was less virulent than before. But there 

was a more sympathetic appreciation of Spanish customs and also a greater 
interest in the Spaniards themselves.■ Sorrow's study of Spanish gypsies

is an obvious example, and Beckford, who was particularly interested-in
' ' ■ ’ ■ 2 ■

Spanish music, wrote: "no music is more Inspiring than the Spanish".
%

Richard Ford's Handbook, which for many years was the standard guide to 

Spain, gives a much more conventionally "romantic" portrait of Spain, and 

its quasi-oriental customs and its wild music and dancing. It is Ford’s 

image of Spain which one finds most often in operas with a Spanish setting.

There do not appear to have been any Spanish-influenced operas in 
English after the three Don Giovanni pastiches of I817 until 18^5.^ But 

in the same year that Ford published his Handbook (1845), two operas on 

Spanish subjects were performed, both by Irish composers. Vincent 

Wallace's Marltana"a grand opera in three acts", with libretto by 

Edward Pitzball, is set in the Madrid of Charles II and contains operatic

1. See George Borrow, The Zincali (London, l84l) and The Bible in Spain 
(London, 184-5).

2. William Beckford, Italy with Sketches of Spain and Portugal (London, 
1854), p. 575.

5. Richard Ford: A Handbook for Travellers in Spain and Readers at 
Home (London, 184-5).

4. Weber's Preclosa, based on Cervantes's La Gitanllla, however, was 
performed in London in 1825, and in 1844 Michael Costa's Italian 
opera, Don Carlos was performed there.

5. It is based, like Massenet's Don Cezar de Bazan (l872), not on a 
Spanish work, but on a French play of that name by d'Ennery.and 
Pinel Dumanoir. ,



cliches such as a gypsy chorus and a church scene in which the "Angelus" 

is sung. Of greater significance, since it is based on Spanish literature, 

is Balfe's opera, lletoile de Seville (London, 18^5), with libretto by 

Hippollte Lucas, based on Lope de Vega's play. La estrella de Sevilla.

The play is a combination of the historical drama with the comedia 
de capa y espada. The action takes place during the reign of Sancho IV 

of Castile (1284-1295), but the social conventions, particularly those 

■ related to the code of honour, belong to the author's own time, the first 

half of the seventeenth century. The play is one of action rather than 

of subtle characterisation. It portrays a strong, conflict of loyalties 

and contains some highly dramatic scenes. It is in fact very suitable 

material for an opera. The plot - a fairly simple one - shows how the 
king, having tried by direct and indirect means to seduce Estrella, the 

"star of Seville", eventually gains entry to her house, but he is dis­

covered and threatened by Busto Tabera, who is her brother and guardian.

The king then employs Sancho Ortiz, who is secretly betrothed to Estrella, 

to kill Busto, which he does with much misgiving, but, when apprehended 

for his crime, he refuses to reveal the king's guilt. The king finally 

confesses that he instigated Busto's death. The lovers, although now 

free to marry, feel unable to do so and part.

Like so many Golden-Age plays, the chief theme is that of honour.

The author sets out to condemn the cruel aspects of the traditional code 

of honour and also to uphold the belief that it is. incumbent upon all 

men to act honourably, and particularly upon the king, who should set an
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According to W. A. Barrett, Ealfe's The Bohemian Girl is also based . 
on a Spanish work, Cervantes's La Gltanllla. The story, however,
was a common one then, and there is nothing in the opera to merit a
comparison between these two works. See W. A. Barrett, Balfe: His 
Life and Work (London, l882), p. 155. '

It is doubtful whether the play Is in fact by Lope. For an account 
of its authorship, see the introduction to H. Thomas's edition of 
the play (Oxford, 1950). See also J. L. Brooks, "La estrella de Sevilla: 
'admirable y famosa tragedia'", Bulletin of Hispanic Studies, XXXII 

(1955), 8-20, and S. Griswold Morley and Courtney Bruerton, Cronologia 
de las comedias de Lope de Vega (Madrid, I968), pp. 465-465.



example. Criticism of the code of honour is most explicit in the 

allegorical scene in Act III in which Sancho imagines he is in hell, 

where "el tirano honor" is juxtaposed with the more obvious vices, pride 

and ambition. It is out of this sense of honour that the dramatic con- 
flicts in the play arise; tfte obligations of honour are seen to be at 

variance with natural inclinations. And so Sancho is torn between love 
for Estrella and friendship with Busto on the one hand, and duty to the 

king; on the other. Estrella,despite her feelings for Sancho as a lover/ 

is honour-bound to reject him as her brother's murderer. Even the king 

is divided between amorous passion and the duty which he recognises but 

finds hard to fulfil. Only Busto finds a satisfactory yla media, for 

although he shows great respect and submission before the king in Act I, 

when his own personal honour is at stake he is prepared to challenge the 

king and, by pretending not to recognise him, he cleverly contrives to 
teach the king a lesson in honour (Act II).^ So important is this theme 

of honour that, to play it down by attributing each character's actions 

to his natural inclinations instead of to his sense of honour would be 

to make those actions appear ludicrous and unreasonable.

The opera shows a romantic treatment of the play, with several 

sentimental additions which weaken the dramatic structure of the plot by 

creating incidents which are Inessential to the central action and which 

relax the tension of the drama. For Instance Zalda, Busto's Moorish 

slave-girl, is provided with a lover, and consequently love?duets which 

only slacken the pace of the drana. Sancho in the opera gains Estrella's 

hand by victory in a tournament, an event which gives opportunity for 

chorus and ballet movements but which is dramatically less convincing 

than the clandestine betrothal in the play. The change in relationship
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One is reminded of a similar situation in Lope's Perlbahez. in which
a peasant in defence of true honour defies the accepted conventions 
of honour by killing his lawful master, the Comendador.

A telling stroke of dramatic irony is also lost by this change for, 
in the play, Sancho asks that his only reward for his action might 
be the king's permission to marry the girl he loves.



between Busto and Estrelle from brother to that of father may be seen as 

an attempt to bring up to date the idea of honour. It was perhaps more 

understandable to the nineteenth-century listener for the father to be 

the defender of the family honour rather than the brother. Also, in the 
play, Sancho's crime was committed solely out of a sense of duty to the 

king, whereas in the opera the librettist gives him an additional motive - 

friendship - by making him and the,king former comrades'in battle. There 

are many references to honour in the opera, particularly in dialogues 

between Sancho and the king, but as the motivating force behind the 

action it is less strong than in the play.

The opera differs widely from the play in its construction. In

the play the physical climax comes early, at the point where Sancho kills .

Busto in the Second Act. ■ This is preceded by a chain of events which

includes the king’s attempt to bribe Busto with a higher rank and Busto's

opposition to the king when he discovers him in his house. The Third

Act is less tense than the other two since the main action is over, but

it is necessary for the restoration of social order, achieved by the
king’s admission of his part in the crime and by Sancho’s release from 

1prison.. In the early part of the opera the librettist and composer are 

concerned with making a visual rather than a dramatic impact. Consequently 

much of the music consists of a triumphal march heralding the king's 

approach and chorus and ballet movements representing the fete during 
which Sancho’s tournament takes place. The first genuinely dramatic 

scene is the one In which Busto challenges the king. The second is the 

scene of Busto's murder. The remaining scenes are dramatically very 

weak, action being replaced by sentimental lyricism. Most of the Final 

Act of the play is omitted, including the prison scene, and the opera 

ends with Estrelle and Sancho joining hands, united, in Tristan-like
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1. H, Thomas (op. cit.. Introduction), describes this as the "spiritual 
climax" of the play.
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fashion, only in death. The music of the opera is unremarkable. It 

does not add any emotional depth but tends rather to transform the not 

very subtle characters of the pldy huto Ure far.less subtle stereotyped 

figures to be found in many nineteenth-century operas.
Despite the fact that many foreign operas were performed in London 

during the nineteenth century, British composers showed very little in­

terest in that medium, preferring to write choral and symphonic works. 

Most composers who did turn their attention to the stage preferred 

operetta to grand opera. Unlike their contemporaries in Europe, British 

composers were not, generally speaking, attracted to exotic subjects, and 

compared with French composers, they produced very few operas with a 

Spanish background. Even if one includes the twentieth century, the 

number.of English operas based on Spanish literature is still small.
These include Macfarren's An adventure of Don Quixote (1846), Robert 

Reece's operatic extravaganza, Don Giovanni in Venice, (i860?), Frederick 

Clay's Don Quichotte (I876), Eugene Goossens's Don Juan de Mafiara^ (1937)., 

all performed in London, and an unperformed opera by an American com-

poser. Hale Smith, entitled Blood Wedding, based on Garcia Lorca's Bodas 
3 ■de sangre.

When Dr. Johnson called an opera an "exotic and irrational enter­

tainment" he was unconsciously speaking for a great number of his com­

patriots in future generations as well as in his own. The majority of 

British and American composers have not found opera the most natural 

medium of expression, nor has the exotic appeal of Spain been as strong 

in them as in composers of other countries.

1. See below, pp. 257-258.
2. See below, pp. 278-279.

3- In addition to these operas there are two works in which the setting 
only is Spanish: Lavenu’s Loretta, a Tale from Seville (London, l846), 
and Escorial by the American composer, Marvin Levy (New York, 1958). 
There is also an opera with a libretto by Federico Garcia Lorca's 
brother, Francisco, entitled The Wind Remains (1943), with music by 
the American composer, Paul F, Bowles.
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3

. . GEMWU^AND

Generally speaking, opera has been a less popular genre amongst 

German composers than amongst Italian and therefore it is not surprising 

that there are far fewer Spanish-influenced works by German composers than by 

Italian. Native opera in Germany was late in developing and lacked even 

that short-lived glory in the seventeenth century which England and Spain had 

known. Schutz's Dafne (1627) is thought to be the first German opera, but 

this work had few immediate successors. With the opening of a public theatre 

in Brunswick in 1690 came the demand for foreign opera, above all Italian, which 

was to stifle attempts to produce serious German opera for over a century.

In the same year the first known Spanish-influenced work was produced in 

Hamburg: Philipp Johann FOrtsch's Per irrende Ritter, Don Quixote de la Mancia. 

The next two "Spanish" operas also take Don Quixote as their subject. The 

first of these is by Daniel Gottlieb Treu (1727), the second by Ignaz Jacob 

Holzbauer (c.l755). Both Treu and Holzbauer were conductors of Italian 

opera and almost certainly their operas would have been in the Italian style.

At least two more Quixote operas were produced in Germany during the eighteenth 

century. They are by Hubatschek (1790), and Karl Ditters von Dittersdorf

(1795). Other "Spanish" operas produced in Germany during that century

"include Karl Heinrich Graun’s Montezuma (Berlin, 1775), J. Kaffka’s Die 
Zigeuner (Breslau, 1778) which, according to Espinos,^ is based on Cervantes's 

La Gitanilla, and Bernhard Anselm Weber’s Ines de Castro (1790).

1. See D. J. Grout, op.cit., p.l49.

2. Victor Espinos, El "Quijote" en la musica (Barcelona, 1947), p.67.






























































































































































































































































































































































































































