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PREFACE

University of Malaya Book Series on Research in Musicology is a collection of
peer-reviewed papers by local and international scholars. This book aims to
disseminate currant research to both academicians and tertiary music students,
Articles ranging from historical musicology, music technology, performance
practice, music education, composition, sthnomusicology, music psychology and
so forth grace the pages of our book series.

In this series, our contributors are Sergio Camacho, Chan Cheong Jan, Ahmad
Faudzi Musib, Mohd Nasir Hashim, Loe Fung Ying, Sahar Sa'di Hashim and
Juan Montoya who are local and international researchers. Five articles featured
in this book are in the field of music technology and education:

I. A Daughter Who Went Astray: Re-Contextualising Romanlic Zarzuela as a
Global Local Scene
. The Changes of Timbre of Sapé and the use of Sound
Reinforeement Davices
Il The Transformation of Studio Recording Technolagy: Strength and
Weaknesses of “Backing Up" Digital Audio Files
IV.  Crisis of Academic Music in Modern Society: the 'Funne! Theory'
V. Malay Traditional Music Ensemble Gamelan Terengganu: History
and Background

Loa Fung Ying
Maohd Nasir Hashim
Loo Fung Chiat
Junmey 2011

Aviil

CHANGING APPROACHES TO MUSICAL
PRACTICES AND EDUCATION




A Daughter Who Went Astray:

Re-Contextualising Romantic Zarzuela

as a Global Local Genre

Sergio Camacho

Abstract
The development of romantic zarzuela as the idiomatic form
of Spanish light opera in the 198" century was directly
influenced by the coeval lyric genres of lonadilla in Spain,
Malian opera, Bouffes-Parisiens and opéra-comique in
France, and Viennese operetta. Similarly, zarzuela, in its
different sub-genres, was the origin of a number of
indigenous varieties in several Spanish regions, in Lafin
America and the Philippines, which developed into
anplogous vernacular traditions, transferring or adapting the
model o the local contexts. The aim of this research is to
contaxiualise the development of romantic zarzuela in Spain,
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refating it to its contemporary genres, and lo analyse the
implantation of zarzuela models outside Madrid, evaluating
to what extent such re~contextualisation reshaped the genre.

The development, success and posterior downfall of Spanish
zarzuela ran parallel to the definition, confrontation,
imposition and eveniual contestation of Spanish identity
throughout the 19" and 20" centuries. As this research will
argue, the different levels of implantation of Spanish zarzuela
models oulside Madnd were equally consistent to the

development of the respective national and regional identities.

Concurrently to its evolution in Spain, zarzuela became a
driving force to promote nafionalism in the countries where
the genre was imported. Along to the zarzuela genre, the new
markets adopted the social roles attached to it. Local
zarzuelas favoured the expansion of the teatro por horas
format, theatres by hours', and the establishment of local
companies and siages. Phenomena such as the bouffes
styles, the generochiguismo and the exaltation of express
sexuality or sficalipsis similarly emerged in the different
countries. The social and political changes of these new
nations ultimately caused an effect in their idiomatic
zarzuelas in similar ways as to in Spain, and, during the
course of the 20™ century, the validity of these autochthonous
genres also waned.

The analysis of zarzuela in ils generic context, the
contextualisation of the develop of indigenous forms of
zarzuela outside Madrid, and the study of their respective
social roles will help to define the dynamics that led to the
downfall of Spanish zarzuela, and (o substantiate the
polential viability of zarzuela as a global living genre.

b

A Daughter Who Went Astray

Zarzuela: Local and Global

Zarzuela is regarded as the quiniessential Spanish genre, with a repertoire
that encompasses more than 10,000 tittes, over three centuries,' It dominated
the late 19" and early 20" century box office, making an impact across the
Spanish-gpeaking world, with indigenous zarzuelas documented in more than
fiftleen countries throughout Latin America and the Philippines.? However,
Spanish zarzuela is largely unknown outside the Hispanic context®, with
scanty publications in English on the topic.*

Studies on Spanish zarzuela have traditionally approached it as an
isolated genre within a country isolated from Europ currents, relating its
development solely to its frictions with the Spanish Opera®. Nevertheless, as |
will argue in this research, zarzuela was a genre with clear connections to
Europe's coeval leading movements. In addition, the issues attending
zarzuela were close to the vicissitudes of other analogous genres, such as
operetta and opera. These genres have been thoroughly researched

"For an Englshfriendly approach 1o Zaruels history and main works, ses Christepher Webber, Zarzuels
Companian (London: Lanham-Scarecrow Press, 2002)

* Far the mplantation of Spanish zarzuels models abroad Spain see Emilic Cassres Bodicio (ed ], Adas e
Congresa Infrrmacional “La Zarzvela en Espaiia e Hispanoamerica, Centro y periferia, 1800-19%07, Cuageros de
hiica Iberoamericana, Vobs. 2-3 (Madrid: Fundacion Autor - ICCMLU, 1996-87),

! [Wether 2002: 7). Arguabily, Spanish Culusal Studies Is a disciphne that has ewolved dowly, due to the
raditional fragmentary appeach towards Spanish culture both in Sganish institutions and sbroad. This has
inhitized the development of a body of interdisciplinary research and limited the study of popular and mass
cultural farms {Graham and Lakanyi 1995: 1), Howewer, recont years have seen o widespread systematisation and
deepaning of these swudies, leading to a batter knowledge of the social, historical, political and cultursl
pecullarities of the country, Gne of the classic works is Hoban Graham and Jo Labanyi (eds,), Spanish Cultural
Studies, An introdection. The Struggle for Modernity {Cdord: Oxford University Fress, 1995,

"Some Intemational research include the extensive inalysis of sarzuck in the United States, and ity role
articislating Hispanic identity by Janet L Sturman, Zarzuelo: Sponish aperstta, Americon stage {Urbana: Univ. of
liinois Pross, 2000, the analysis of Zarzuela and Nationafism by Clinton D. Young, Zarzuefa ar lyrie theatre oy
rosiamer pationalism fn Spain, 1874-1930, Thesis (Ph. D0} (San Diego: Unbversity of California, 2006) and the
tHadsic work on baroque zarzuela by Loutse K. Stein, Songs af Mortals, Dimlogues of the Gods (Oxford: Oxford
iniversity Pross, 1993,

" Zarmela in Spain wis not studied spstematically until the 19905, when the Instiute Complitense de Ciencias
Musicalies, 1CCMLI, wias established by the Universidad Compl de Madrid in collab with the Spanish
Auithors Society, SGAE. Howeer, the acadomic reseasch in relstion to the gonre is fragmentasy. There arn studias
Aabout sarsueli history, about areiels composers and works, about zarzeela in Spanish regions. Arguably the
st compaehensive publicatson on the gonre, induding its history, social contest, styles, works, composars,
perrformany, sl gimres, fistorical contest and local varieties wan presented In the non-anabytical format of &
pary, twe PCOMIPS sncyelopsedic farcucka Dictionany, Emilo Casares Rodicio [vd.}, Dicclonario de o
cowguehias Exparfio o Wisponoamdric (Madric: institute Complistense de Clencias Musicales, 2006).
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internationally. However, even though the similarities with zarzuela are patent,
there are no published comparative studies. ©

The parallels with other genres can be traced back to the structural
similarities between fonadilla and Walian intermezzi, opéra-comigue and
zarzuela grande, the bufos madrilefios and the Bouffes-Parisiens, the sainete
lirico and French saynéte, the género chico and French operetta, and the
Spanish opereta and the Viennese operetta.” The interdependence of
zarzuela and these genres has been asserted from the onset. Capital figure of
Spanish zarzuela Francisco Asenjo Barbier affirmed:

the so-called zarzuelas are essentially the same thing as the Franch
opéra-comigue, with no othar dilferenoe than the language and the
musical dress, cul out in the Spanish style ®

In a yet clearer statement, researcher Serge Salaln argues that Bizet's
opéra-comique Carmen is probably a stylistic prototype for romantic zarzuela,
highlighting the influences of Berlioz, Gounod, Franck and Massenet upon
Spanish composers.?

Many of the libretti of the zarzuela grande were direct translations or
adaptations from French originals.'® European operettas were known in Spain
through translated performances, such as that of the HM.S. Pinafore in

" Unfortunately, Il zaruela has hardly been studied comparatively ta other gonres, the nverse case is
& rare, due to the di d esbiivion te tarsueks beyond the Hispanic warld. As an exarmpbs, in the
revived edition of Traubner's classic work on the operetta phenomenan worldwide, he scarcely dedicates two
papes out of 450 to zarzuels, even though he defines zarsuels as ‘the most developed of all the lorsgn varioties
of operetea’, whereas he devotes an entive chapter to the 14 joint warks of Gilbert and Sullivan. This is certainly
ari improvamant on the first edition, where sarzuela was barely mentioned. See Richard Traubner, Oparetta, o
memmmm:mrp Revizrd Edition (Mew York - London: Routledge, 2003), (430},
r-ur an accessible pverview on the Zarzugla form, ser Christopher Webber's wiliite wivw-rarzoekanet [1-2011]
"I Francisco Beenjo Barbderi, ‘La Farzuela Consideraclones sobte sate génorn de espectdcubos’, Lo Foreusl,
Peritgico de misico, teofros, M‘ermum dramdtics y mobles ortes 1/1-2 (Madnid, 4 (2/1856), 911 (Own
. This sarmiala with opdra-camigue in the 18505 led to & contioversy oa
the actisal demmlmlmnfﬂw new genre. Composer Rafael Hermando and music critic Pefla y Gofil (svourmed the
denaminations of dpera comico and operete. Bacbieri, in the aforementioned rarzusls manifesto, and eritic
Cotarsla y Mar, In the introduction of his classic zarzuela study, defended the denomination ‘zarmuela’ for its
conaections fo the barogue style, See Emilio Cotarelo y Mari, Historio de fo forzue, o seo el drama lirco en
Fmﬁu\. drsde st origren @ fines def sigio Xi¥ (Madrid: Tip, de Archivos, 1934),
sewge Sakabin, "La zarzucla, hibrida y castiza’, e Miisico i 2-3{1996-97), 241.
" Lucy D. Harpey, “Controlling #esistance, Resisting Contrel; the Genere Chico sod the Dynamics of Mass
Entertainment in Late Nineteenth-Century Spain’, Arizana Journal of Hésponic Cuttural Stidies, 10 (2006), 155,
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Madrid in 1885, and The Merry Widow."! These and other foreign works did
not fall 1o influence the thinking of zarzuela composers and librettists,

Opara and zarzuela ran a parallel way in Spain in the 19" century. The
lensions belwsen the supporters of zarzuela as the national opera'” and
those supporting the idea of an opera in Spanish as the national genre have
been argued as one of the reasons for the lack of projection of zarzuela
abroad the Spanish-speaking world."® However, the international development
of opera as a genre shares a number of connections with Spanish zarzuela.
Nineteenth-century opera underwent a process of elitisation in several
countries similar to that of the zarzuela grande fifty years later.' In the 1850s
in England, opera was similarly enjoyed as an entertainment form acrass the
social divide. The process of transition from commercial entertainment to
cultural product was progressive, coinciding with the ascent to power of the
bourgeoisie, who needed to reinforce their social status by means of cultural
tonsumption and the growth of aesthetics movements. As researcher John
Btorey illustrates, operas were progressively considered not spectacles but
warks of art, weakening their function as entertainment and as social events,
and transforming opera into an aesthetic experience. ' Zarzuela grande
experienced a similar process of elitisation in the context of the

! [Young 2006: 259).

" Far Spanish opera see Emilio Casares Rodicio and Alvaro Torrente, m; Lar dper en Espoiia e Hispmosméricn,
Midrid: Ediclones del ICCML, 20011,

"The had for the of both geares. The first and fundamental one is the
divfsian that it caused between popular and elite cufture in Spaim. The socond derived from the above; the
petception of zarrusla established within the elites. They despised and undervalued zarzucta for its
Conumprcialism, See Luls G, Foernl, ‘Controversias entre Gpora y zarzuels en la Espafia de la Restauracidn’,
ik e Musica 2.3 [1996-T], 157-164. The controversy hetween rarrueta and Spanish
e followes thwarted the aparatic aspirations and international diffusion of the former, and the popular
support of the latter, eroding both any attempt of creating an operatic Spanish e and the of
el grande 1o become that national genre. The effects are evident. Spanish operas never received audience
:jppur: and thie zarzuels outside Spain and the Hispanic world was virtually unknown.

For a compate analysis on the ion of opers from to art, focusing on the English case, see
b Storey, ‘nventing opera as art in ity T, Jaurnpl af Cultural Stadies,
[2006], London, 43545,

! Hosce, thi transition of opera townrds aft wis & process of exclusion. The composars progressively ahanduned
Al existom of inchuding in thelr warks arias by ather composers, reinforcing the status of the composer as outeur.
Wrniliiely, tha operas startnd to be presented without any other show in the same program, in perpose-built
Weties, The habit of transiating the works was abandoned, and even that of providing a synopsis; it was assumed
thiat the audience was acquaintes with the foreign fanguage. All potential distractions that could debilitate he
annihetie et wera p the noises, the 2 the audience was sxprcted 1o know
whin 1o applaud, and the dirming of the house lights transferred the cendre of atantion fram thern ta the stage
[Stiseny 2006: 440), However, all the sociological changes need time. As late as 1876 Richard Wogner's decision 1o
Tiwwr the house Hghts during performances at his theatre in Bayreuth, and therefore diminish the possibility of
Wit interaction during the performance, was very polemic (Young: 2006, 71),
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Regenerationism that followed the loss of the last colonies in 1898." These
growing number of works with operalic aspirations falled to appeal to the
working classes, uprooting zarzuela from its traditional bases, and therefore
limiting the profitability and hence viability of a genre growingly expensive to
produce.’”

An even more illustrative parallel s shared by French operetta and
género chico. French operetta,' which Offenbach and Hervé popularised in
1850s Paris, arose as a response to the inflationary trend" of the grand opera
and the increasing operatic aspiration of the opéra-comigue, which had long
before stopped being comigue. It was aimed at popular consumption, with
cheaper prices, in an attempt to attract all the social classes and the widest
possible segment of the population.

From its inception, operetta had to face several problems that would be
virtually identical to those encountered by other forms of musical theatre,
including geénero chico. It was reviled for the same reasons that zarzuela was;
low quality of the fibretti®, commercial focus, musical levity, and even for its
popularity, In Camille Saint-Saéns's words, operelta was ‘a daughter of opéra-
comigue who went astray... not that daughters who went astray are always
without charm’ *!

Offenbach's Bouffes-Parisiens was the specific model for the bouffe
trend of zarzuela grande in the 1860s, after actor-entrepreneur Francisco

* For Regonarationism, see Sebastian Baffuur works The End of the Spanish Empire 1898-1923 (Oxford: Claredon
Press, 1997) ahd The Loss of Empire, Regenerationtsm, and the Forging of @ Myth of Mational idestity’, in
{Graham and Labanyi: 1995}, 25-31,

" The equivalent transition in 2azruels fram a market performar ta @ work of art has been statod as one of the
reuons of the loet of viability of 7arzueds In Spain. See Chnten . Young, Theatrical reform and the emergence of
mm-l:lir.\lr in Spaim’ in Spert i Sockty, Routledge, 11/6 (11/2008], £30-642,

" fiptated 1o Getiman singsprel, English boliod opern, French veudevitle and Italian comic opera buffa, operetia
hass been traditionally stuied as a capitalist and bourgeis phenomenon, it was not subsidized by the state, in
contrast o opera; hence, it had to be oriented, from the libretto to the music, to the masimum scomomic
profitability and to achieving rapid sucoess. The most comprehensive stuty on operetta internationally (excspt
Spain, as dncussed) Is Richard Traubner, Operetto, A Thentricol History. Rewised Edithon [Nesw York - Longdon:
Routferlge, 2003).

Th: tendency towards bigger and il ; 10 attract andi Sow Young Z006: 9

"™ This traditional axitigue to the majarity of the musical theatre genres was accentusted in the operetta for the
scanty maﬂm n{ the libretists, often Juurnalrws or vandevilistes, and the haste in which the works wers

bas b by term (Hamey 2006: 152).
1» Trautsnar 2003: 2|
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Arderius imported the style (o establish his bufos madrilefios™. With the dawn
ol the twentielh contury, operetta sulfered a transformation leading to the
fradual abandonment of comical and satirical subject matters, which gave
way to exotic and romantic stories,” The Second World War (1939-1945) was
1o oparelta what the Spanish Civil War (1936-1932) was to zarzuela, with a
widespread dispersion of composers, musicians, audiences and the loss of
cultural infrastructures. The arrival of a new popular commercial music,
dasigned explicitly for the young market, displaced the musical theatre genres
lowards an older audience.*

However, in recent years, in a process akin to that of zarzuela, a
change of tendency has been obvious in opereita. The revival of some
companies, such as D'Oyly Carte, paralleled an ir d demic interest
in operetta and other musical genres hitherto labelled ‘minor’.”® The recavery
ol historical recordings and scores has led o some revivals of the chief
works.?” The composers and librettists’ foundations established for writers
including Kurt Weill, Rodgers and Hammerstein (and Hart), Leonard Bernstein,
Gole Porter and Victor Herbert, support the dissemination of the work of their
respective founders.”

All of these characleristics are analogous to the vicissitudes attending
parzuela, Arguably, zarzuela and operetta had a parallel development, and
shared significant characteristics and a similar status. Both genres seem to
Identify themselves now with a fixed repertoire.®

i further reading on gémera bufo, see Arderius memories, Antonio de San Martin, Lonfidencios de Arderius.
Mistaria de wn Bufo (Madrid: Imprents Espafiola, 1670); alo Emilio Casares, ‘Histaria del teatro de los Bufas,
{v“. -18E1. Crénica y dramaturgia’, Cundemes de Misico lbheroamericans, 2-3 (1995-7), 73-118.

Thatse phenomena were akin 1o géners chico and sarzuels grande in kate ninetesnth coitiy, Sus 1 the dred

Nisence of Viennese operatta,

bl the 13604, it was common 10 have songs from Droadway's missicals lesding the salling charts. The
=IIMNadwnt of the rock and pop provoked the steatification of the genres by age [Traubner 2003: xv),

T Zarzusla in the context of comemporary Spain sess Sergio Camacho, Beyond the Miestone: Beating Paths
W o Contermparaty Zaerueks, PhD, Thesls (Newcasthe: Uniersity of Newcastle, 201), 64-83.

1 Illistrated by Harmiy, opsrettas and masical comedes reached a status, and a treatment, of ‘clissics’, very

it fraem th i those wh heem [Harney 2006: 160),

{II Spnin, this task has been pursued by ICOMLUL

ilm 10 Inocencin and lacinto Guerrero Foundation.

|n France, the operetts genre (s still alive through the offorts of amateur groups, the instruction on ogeretta in

b conservatoires, contests, and festivals, such as Lamalou-les-Bains, The lebour of the renovated Opéra

(inili e theatre, or the Opdra Frangais of Mew York, help to keep French musical theatre alive, producing some
Vi 1Tl and rescuing successes of the: past In Amorican musical cinemi remakes of musical comedies, operas
Wil pperetas have arisen o the lasg few years with 3 new post-moden language, dose to the musical video
Rlips, Works such @s Mowlin Aouge (2000) or the Broadway version of Pugcini's Lo Boheme (2002), both by Bax
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Zarzuela beyond the Villa™: an identity struggle

Similarly to the influence of pan-European operatic models in zarzuela, the
Spanish genre had an impact across the Spanish-speaking world. However,
unlike the discussed process in Spain, zarzuela formats not only influenced
but were also transferred to the new markets, leading fo the implantation of
indigenous forms of zarzuela in several Latin American countries and the
then-Spanish Philippine Islands.

The first offspring of the zarzuela genre can be found in the Iberian
Peninsula, together with a number of regional varieties conternporaries to the
style then prominent in the capital. *' New works by established composers
were customarily premiéred in Madrid, being many of these libretti adapted to
the reality of the capital. ™ The successful works used to reach the Spanish
provinces soon after, by means of touring and local companies. ™ The
zarzuela scene outside Madrid was active, with 37 theatres performing
zarzuela across Spain as soon as 1856, * Zarzuela, as a market-oriented
genre, favoured librelli, topics, language, and music style adapted to the
respective local realities, to maximise audience response. ® These
adaptations led to a process of indigenisation of the genre, and fo the
progressive establishment of a number of distinct regional zarzuela styles.

One of the most decumented cases of regional varieties is the Catalan
sarsuela.” Zarzuela was already established in Barcelona when the Catalan

Luhrmane, together with the cnama verskin of the musical i
P i e Chicaga (2002], by Rob Masshall, exemplify this new
" The city of Madiid has been traditionally refer to s Vills de Modrid.

umhacmuulurmuea i Spain indude Valenda, in language,

Rumerows exceptions of this ruls include mastespiscss as £ nifle fudio, Bohemios, Lo del Soto del Parral
Malinos de Viento and Los de Aragan. Maiy of thess works refate to the guest for exoticism, under the h-l!unm;
f‘.[ Viennese operatta, and the regionalist reconfiguration under Primo de Rivera dictatorship [Young 2006 335)

Madrid theatres’ companies customarily touted the Peninsula over the summer, disseminating the genre
weross Spain and Latin America.

" {Barbier 1856; 11).
: {Harney 2006: 153-155)

Sarsuela had to fice the intense competition embodied by the Spanish rarzuela, and the Wagnerian and
verdsta taste of the public, with the ensuing contemot for the Catalan genre. Some restrictions wara imposad by
the government to- the expansion of 3 rarzuela in Catalan, such as the law enforcad in 1867, which made vy
pluy in Catalan to include at least one character in Spanish [Roger Alier, Lo zarzuelo {Barcelona: Coleccién Ma non
troppe - Edicones Rebinbook, 2002}, 63), However, not every production of zarzuela in the RN was written in
Catalan, as the works carried out by Gabrie| Balart, Nicolau Manent, Urbi Fando, or the Valencians Salvador
Gines und Vicerte Diez Peydrd prove. A largn number of authors also chase to work alimost exclisively In Spanish,
Enchuding Catalan Amaden Vives, Balear Margués and Valencians Ruperto Chapl, Josi Serrano and Vieente Lied,
amongst others. For further reading i Catalan sorsueh, see Xost Avifios, ‘Zaruels catalana o mrzuela en
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Renaixongs ook place, in the late 18508, In this renaissance, the Calalan
poople recovered and championed its indigenous language and culture. ™ The
first zarzusla written in Catalan, Sefze julges, by Josep Pujadas and Joan
Sariols, was premiéred at the Liceo theatre in 1858, The most popular work
In the Gatalan lyric tradition™ was composed by the Valencian Rafael
Martinez Valls, with a libretto by Capdevila y Mora, and was entitied Cangd
damor i de Guerra (1926). " After the Spanish Civil War (1936-1939),
Gatalan production of zarzuelas ground to a halt and no more sarsuefas in
Calalan language were presented until the fifies, when productions were
almost wholly limited to infrequent revivals."'

It is not surprising that the two strongest zarzuela fraditions outside
Spain held fast in Cuba*and the Philippines,* both Spanish colonies until
1898, when Spain was at the height of the storm of género chico. Cuban
sarzuela and Filipino sarswela reached their peak after their respective

Catilny In Ramdn Barce (ed. |, Actualidad y Futuro de o Zorsuelo. Actas de fos fornodos celebrodas on Moadrid
el 7 aif % e novierive die 2991 (Maslrid: Alpusrto, 1994], 331-344 and Francesc Cortes, ‘La rarcuels en Catalufin
p fa on catalan’, Cusdernos de Miksica i 3.3 {1096-97), 289-318.

r [or Catatan Reingsenca, and language, see David D, Laltin, ‘Linguistic Revival: Politics and Culture in Catalonia’,
umiparative Studies in Sockety and Histary, 31/2 (Aprl, 1989), 297-317.

M ranadillas and soinetes had been greviously composed in Catalan [Casares 1996-97: 983). The following year
Ny Anelm Clavé, presentod at the Liceo Caplec del Remei. In the early twentioth century, Enrie Morera
fiinded the Teatrs Lie Cétala i the theatre Tivol, introducing Catalan operas and sorsvefas. After several
pennamic Faileres, some of the pieces composed by Morera met with success, sich as £l cornte Arnau, by bowp
Caener, or Lo Santa Esping, written by Ange] Guimesd, from which the fameus. sordamg was taken,

" v Cotalan sarsuels produced, in its tum, its own subgentes, such & the comic gatadas. Simiarky to the
dirvelopment of the zarzuela in Madrid, the transmatation of the genre into the bouffe variety, the maturadistic
st or the operetta influences occurmed in sersuela,

Witiyis piece was recorded in the 1970s with Motserat Caballé; see Aalael Martiner Valls, Cangd d'amar [ de
Guerrn, conducted by Ros Marbi, perfarmed by Caballé, Carmaras, Decamp, Sardiners (Alhambira, WD71466,
1074),

I e new institutions that sprung from the political redistribution of 1978 Constitution fuelled the fabul resa
10 the close past ard Spanksh nationatism, and affected thwe fate of zarzuels and its offspring. Authadity over
sennamic, education, and cultural lssues was transferred to the Autongmous Communities, They openly
promated particularism as a way of reinforcing thelr regional identitios, even when the delimitatian of gome of
Usssis regions was political rather th clal or historical. In th miew flags, anthoms and festivities were
linsm; history and were fei d, and lang: mre 4 into political tools. The practics of
Jsh pmhancement of the reglonsl identities a5 oppesed w the other natlonal and regional identities (the
dnvelopment of an 'us' versus "them'] led 1o a disdain of the symbols of Spanish nationalierm, Zarmuela, as 3
Wponish nationalist genre, was caught in the midie of that confrontation. |t became o foreign genne evin in
figions where the eatsblichment of the genre had been deep, like Catalonia and Valencia, and sven the marueles

camposad in the region, in the very own they wers i, WETE . {See ‘Zarzucla and

Dnmocaey’, in Camacho 2010: 51-64), As an illustrative example, since the reconsruction in 1999 of the
lemy Theatre in | no Catalan been performed in it

“-ytran 2arzuela has received 3 special research focus from the United States. See Henry W. MacCartiy, Cuban

s ond the | ingtion o suboltern I ¥ of music theater i the  Coribbean

Filkpine sarswela has boen ¥ in the One of the mamn voices of this study was

Diorewn Fermindez, For an approach to her work ste Doreen G, Fernandes, Zarzuela to Sarswela: Indigenisation
il Transfarmation’, Philippine studies, 11/3 (1993), 320-343,
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independences. They developed distinctive zarzuela genres, with an
extensive corpus of works, having a key role in the reinforcement of their
respective national identities. The presence of zarzuela in Puerto Rico
constitutes a particular case. The island was also part of Spain until 1898,
being directly seized by the United States and hence maintaining its neo-
colonial status until the present time. Arguably, zarzuela in Puerto Rico did not
consolidate as an indigenous genre, due to the lack of the nationalistic
substrate®,

Zarzuela also made an impact in the rest of America,*® By the 1850s,
the decade that marked the consolidation of romantic zarzuela, most Latin
American colonies had already declared their independences. *® In these
societies, the introduction of zarzuela was therefore not part of a cultural
identity-building strategy by the Spanish state, but rather was a response to
consumer demand. ¥’ Latin American countries such as Argentina, *
Venezuela, ** Colombia, ® Chile *' and Mexico, * became the main
international market for the Spanish genre, scon adopting and adapting the
genre to their respective societies.

“Many of the Pusrto Rican rarzuetas extodled local identity, in their cultural struggle against Unlted States neo-
cokonialism. For a perpective on zarzuela in Pusrto Rico, see Antonio 1, Malina, 150 afios de sarrueks on Prerto
Rico y Cuba, AL, Moling, San Juan, P.R, 1998,

" The fiest documented zarzuelas compased in the American continent are baroque colderonian works a5 (
plrpurg de I rosa, by Tomas de Tarmion y Velasco, premired in Poru in 1701 This type of zarzuela, an alitis
genre in 3 highly stratified society liko the colanial ane, had vory ittle repercussion into the native missicsl penres,
Howeser, the baroque zarzuelas first, and the: etillies later, had iom on the
majerity of Latin Amerscan countties, Towards the last third of the eighteenth century, the cities of Mesico and

Lirma had presented opera srasens, and some of the plays were wiitten by kcal composers or Spanish authors
Settled in the Americas, such as Fray Esteban Ponce de Ledn.

* For Nationalism in Latin Amarican Music, sse Thoma Turima, "Nationalism and Latin American Misk: Selected
Case Studies and Theorotical Considerations’, Lotin Americon Music Review, 24/2 (2003), 1659-200.

' Spanish zarrunta was demanded by the Craole elites and the growing communlty of Spanish emigrants bn the

continent, (Thamas notes that in the fiest thiety years of the twentieth century more emigrants arrived to Cuba

from: Spain than i the previows four bundred years of colonisation (i MacCarthy 2007- 100)). This demand
brought along a jreat number of Spanish companies. that would often hire loeal performers; 3 droumstancs that

eventually browught about the creation of natve companies. They would usually prepare a5 well the wo-caflod

adaptocionss af criplia, ‘adaptutions. to the Creole’ of the librettes to belg thiir success, which consequently had

an «ffect an the local genres, and faalitated the bisth of national lyric traditions in several countries, wsch as

autechthonpus sarpuelas, sainetes liricos, and national operas.

* See Alborto Giménes, ‘Presencia y arraigo de la marruela en Argenting', Cundernas de Musia iberoamarieann,

-3 (1996-57), 475485,

™ See Jond: Piefin, 'L vida de L zarzuels en la prensa venezolana’ (Ibid, AE7-514),

' Bjamin Yépez, ‘Noticias y zarunlas on Colomiia, 1850- 18807 [Ibid, 515-530),

* Agustin fluiz Zamara, "Antecedentes tel cuplet en la misica rural de Chile” (Ibid, 531542},

¥ Ricardo Miranda, "La zarzuels en México: "lardin de senderos que se bifurcan,.” {ibid, A51-474),
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Thise communities imported not only the genanc models of zarzuela, but also
the social function attached (o them. Along with the genre, lhe featro por
horas ™ formals and lhe sicalipsis appeared, local companies were
patablished and new stages were buill. The social and political changes in
these new nations affected their zarzuelas in an analogous way as in Spain,
and at different points in time during the course of the twentieth century, the
validity of these autochthonous genres also waned.

The interchange between Spanish zarzuela and Latin American
pountries had alsao its influence on the Spanish works. Latin American folklore
find imagery was soon adopted by Spanish composers.™ However, only a few
non-Spanish zarzuelas have entered the repertoire in Spain, almost limited to
the chief works of Cubans Emesto Lecuona®™ and Gonzalo Roig, such as
Maria fa O (1930) and Cecilia Valdés (1932), respectively.™

Arguably, the level of such implantation of zarzuela models in the
different countries relates directly to the role of zarzuela as a driving force for
Iheir national identities. In a highly stratified cultural context where opera was
the entertainment of the elites, zarzuela catered the need of a consumer-
linked naticnalism for the growing middle classes, in their respective struggles
for cultural reappraisal (such was the case of sarsuela in Catalonia), for
political action against neo-colonialism (in the Philippines and, mildly, in
Puerto Rico), for nation-building (in Cuba) and against social unrest in pre-
tevolutionary Mexico. Similarly, in those countries where zarzuela was the
antertainment for the Creole elites in their identification with their peninsular
roats, zarzuela failed to establish a solid indigenous tradition. Local works

b w5 American theatres adopted the system of fandas, an equivalent to the Spanish feafras por Foras
ﬂ";;;;-?, S35}, For fentro par horss son Maria P. Espin Temglado, El teabro por horas en Maded, 1870-1920
Mardtic: Instituto de Extudios Madrilefos - Fundacion facinte e Inocenco Guerrers, 1995, Nancy 1. Membrez,
e reatra par haras: history, o i i o Mirdrid industry, 18671922 (genara
hirs, geniero dnfime an early cinema), Bh.D. Thesls [Santa Barbara: Univarsity of Cafifornla, 1990} and Benito
;ﬁ‘u Galdds, Nuestre Teatro (Madrid: Renacimiento, 1923, 113-216, ) I
Numeroiss zarzuelas, both grondes and chicas, were set in the colonies, using native characters and
sutochthonous rhiythims to dispiet the scena, Works il Maring, by Arrleta, quot Cuba by means of tanges or
Nabignaros: athers, as Barbieri’s Bl reldnpoge, are directly set in Cuba, Mataneas, a_nd uses Cuban rhythms to
{aitray the istand, This way, Spanish zarzuelas soon adopted guojiras, rumbias, tanguitis, guarachis, tanges and
habaneras See Amimes Guerrers, 'Géneros t;‘ulnm on f rarmuelas espodiola [1850-1866), Clowe, Instituto
(isica, Segunda & 743 (2005), 24-37.
E‘f:tml.e':::n:‘:‘m AuS:Uu dee l:o\::ga, ‘Lecuona, a Century Later', tatin American Music Review, 19/1(5aring -
i 106-108,
E‘m?m O wnd Crcilisr Verldids are intimately refated to the anti-slawry novel Cecllio wldés o L foma del
inet, by Cirila Valverde in 1839, one of the main works of the nineteenth century Latin American literature.

1
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were reduced to the light entertainment for the working classes (géneros
infimos), losing their validity when lower-cost mass genres, such as cinema,
radio and sporling events, displaced and uprooted zarzuela from ils social
bases. Mevertheless, zarzuela, as a repertoire genre, found in Latin America a
solid market since the 1940s, supported by a new generation of Spanish
immigrants, being nowadays a cultural asset to the pan-Hispanic community,
with a growing importance for the construction of a shared identity, relating to
their real or imagined peninsular roots.

Zarzugla has been frequently approached as an isolated genre,
centred in the Spanish capital. However, as this research argues, the
implantation of zarzuela models outside Madrid and the interconnections of
zarzuela with its contemporary genres suggest an analysis of zarzuela as a
wider movement, coherent with the pan-European operatic schools of the 18"
and 20" centuries, which helped to shape the national identities across the
Spanish-speaking countries, bacoming a potential cultural asset to weigh in
an extended context.

" For the construction of this identity in the United States, see the alorsmentioned lanet L Sturman, Zorziela:
Spanizh aperetta, Americon stage {Urbana: Univ. of illinots Press, 2000).
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