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JOSÉ DE CAÑIZARES, Acis y Galatea. Edición, prólogo y notas de María del Rosario Leal

Bonmati. Madrid: Iberoamericana-V
Iberoamericana-Vervuert/Consejo Superior de Investigaciones Científicas.
2011. 251 pp.
In the Metropolitan Museum of Art in New York, there is a wall painting taken from the
imperial villa at Boscotrecase, dated late 1st century BC. The scene depicts the cyclops
Polyphemus sitting on a rocky outcrop, tending his herd of goats, holding a panpipe, perhaps
distracted by the sea nymph Galatea seated on a dolphin below him. In Ovid’s version of the
story Galatea was listening to Polyphemus’ song professing his love for her while she hid with
her lover Acis, the son of Faunus and the river nymph Symaethis. The story tells us that the
enraged and spurned Polyphemus killed his rival Acis with a boulder. Galatea, distraught,
turned the blood of her slain lover into the river Acis. While the story does not appear in
writing before Ovid’s Metamorphosis, completed in 8 AD, it is repeated, transformed and
metamorphosed repeatedly thereafter, in story, poetry, music, art and—the amalgamation of
the four—in opera.
Perhaps the most familiar musical treatment of the story of Acis and Galatea for Englishspeakers will be Handel’s scoring of John Gay’s libretto. Their first version of the ‘pastoral
opera’ premiered in 1718, ten years after Antonio de Literes put to music José de Cañizares’
libretto, Acis y Galatea. This Spanish zarzuela, which enjoyed repeated performances at palace
and in public corrales—from its premiere in Madrid in 1708 until 1727 (as well as twenty-two
performances in Valencia and several in Lisbon)—until relatively recently has been unedited,
and unperformed. While the early twentieth-century scholar of the zarzuela, Emilio Cotarelo y
Mori, laid the groundwork for future editors, there seemed to be scant attention paid to either
Literes’ music or Cañizares’ texts until late in the twentieth century, when the Spanish
classical music group Al Ayre Español recorded Acis y Galatea (1999) and the Spanish scholar
and musicologist, Luis Antonio González Marín, produced the first modern edition of both the
music and text of Acis y Galatea in 2002. It might be surprising that, not even ten years later,
María del Rosario Leal Bonmati would publish another critical edition of the work. But the
two editions have quite different aims and purposes. González Marín provides both book and
score, whereas Leal Bonmati concentrates only on the former. While González Marín stripped
the libretto of scenographic apparatus in order to provide an overall idea of the drama, it is
precisely the performative aspects of the work that Leal Bonmati strives to highlight.
One might well ask why anyone would study this particular work. Why Acis y Galatea?
Simply answered, it is the example of this genre—a palace entertainment that was
subsequently brought to the popular theatres—of which we possess the greatest number of
manuscripts available for study and comparison.
In her introduction, Leal sets out her agenda. She begins with a review of the author and
his times, and in particular the theatrical context of the first quarter of the eighteenth century in
Spain, a most interesting and surprisingly under-studied period of dynastic and cultural change.
Leal starts with 1700 and asks the question: How did political change affect theatre (and for that
matter, aesthetics)? She ends with Felipe V’s abdication in 1724. She then proceeds to review
the subject of Acis and Galatea in antiquity, from Hessiod and Homer to Virgil and Ovid, moving
on to the Spanish tradition: Cristóbal de Castillejo, Carrillo y Sotomayor, Góngora, Lope, Pérez
de Montalbán, Sánchez Portolés and José de Cañizares. Leal painstakingly documents and
traces the evolution and influence from one iteration to another, highlighting how Cañizares
borrows but, more importantly, how he invents new elements that bring to the story a flavour of
the old Spanish theatrical tradition while, at the same time, giving a nod to the new notions of
what we now call Neo-classical tenets of unities and decorum.
Despite the comprehensiveness of this historical tour, Leal maintains that her greatest
contribution is her focus on the performance elements of the dramatic text in the context of
palace theatre at the beginning of the Bourbon dynasty in Spain (1700–1724). She examines
stage directions and speculates as to how the production might have been mounted, cognizant

1384

BSS, XC (2013)

REVIEWS OF BOOKS

of the complexity of the problem. Compiling information from manuscripts and well-known
sources such as John Varey’s ‘Fuentes’ series as well as previous studies by Cotarelo and
others, Leal reconstructs the company of actors who would have performed the zarzuela, offers
plausible options for set design and staging, as well as possible variations between
performances in the palace and subsequent offerings in the corrales.
Leal’s study is complemented by a rich bibliography of primary sources (manuscript and
printed as well as online), by a thorough bibliography of general criticism, as well as specific
works on José de Cañizares. Any scholar of the period will welcome this careful and thorough
study, with a well-documented edition, enhanced with generous notes.
SUSAN PAUN DE GARCÍA

Denison University, Ohio.
LEANDRO FERNÁNDEZ DE MORATÍN, ‘The Little Woman’. A Liberal Translation of ‘El sí

de las niñas’ (1806) by Edward H. Friedman. Newark: Juan de la Cuesta. 2010. 126 pp.
It is always good to see the work of Spanish eighteenth-century authors being brought to the
attention of a potential new audience and such is the aim with Friedman’s liberal translation
of Leandro Moratín’s El sí de las niñas. Aspiring to write ‘a performable script’ (21), Friedman
has taken some interesting decisions that see him diverge from the original script in a number
of ways, including additional comic asides for Francisca’s servant Rita and the decision to
change three of the characters’ names, Doña Irene, Simón and Calamocha, for Doña Sofía,
Manolo and Pablo respectively, ‘for ease of pronunciation’ (21). For reasons that are not stated,
however, rather than do the same for Don Félix, he instead provides guidance on
pronunciation. I find this decision baffling as I cannot see how the names chosen are any
easier to pronounce than the originals, which could simply have been given the same
explanatory treatment as Félix. It is also a rather inconsistent approach as nowhere is the
matter of how to pronounce the ‘ñ’ in ‘Doña’ explained, surely a more obvious area of concern
to an English-speaking audience, as would be the unchanged names of Circuncisión, Jerónima
and Serapión (42–43). More significantly however, changing the names of the characters
creates an obvious problem when it comes to thinking about the readership of this text which,
given the presence of a useful bibliography and bibliographical note, clearly includes an
academic audience of students. As is the case with Friedman’s own introduction, all published
work on the play in Spanish, French or English discusses the characters using their original
names so using The Little Woman as a study text for non-Spanish speakers would lead to
much confusion about exactly who was being referred to, and for me would tend to rule the
text out as an impractical choice in that context.
This is a real shame as Friedman has created a vibrant and engaging version of the play,
accompanied by a thoughtful, pithy introduction that highlights a number of key aspects of the
work, including its ‘superb blending of theory and praxis’ (11) and its status as ‘a paean to
rational behavior’ (12). He sets the play in its literary context of neoclassical social
commentary and within Moratín’s theatrical output, with succinct accounts of his four other
original plays that capture the spirit of each and whet the appetite of the reader to find out
more. There is an incisive account of the plot and of ways in which historical circumstance
impacted on its success and interpretation by contemporary commentators. Friedman’s
summation of its social commentaries is helpful although he has overstated Moratín’s
support for women’s education to be ‘substantial’, given that all evidence from his five plays
tends towards it being merely sufficient to enable a woman to fulfil the role of wife and mother,
as Doña Mariquita neatly summarizes in La comedia nueva (II, ii) as she describes her many
practical skills and concludes ‘Pues, señor, ¿no sé bastante?’ His summation of Doña Sofía
(Irene) as ‘a good soul [whose] opinions and […] way of acting with others are over-the-top’
(22), leading to advice to the actor not to exaggerate her further, is sound and accords with the

