How can a singer learn from the life of Placido Domingo and why during a period of great tenors did he rise to such prominence?


A personal view of a singer, past or present who shared a vocal register with the candidate
My personal view



Plácido Domingo has had one of the longest and most successful careers as an opera singer. He started performing professionally at the age of 16 in the Spanish operetta art form  Zarzuela. Domingo began his career singing baritone roles at his parents’ company in Mexico, later moving on to cover an array of tenor roles. Over the last sixty years, he has risen to prominence in an era filled with exceptional tenors such as Luciano Pavarotti and José Carreras. Alongside singing he has also become an artistic director, conductor and founder of the opera competition Operalia, that showcases future operatic talent. Now, at aged seventy eight, he has returned to the baritone repertoire and is still performing in the world’s most prominent opera houses.

Domingo unquestionably had to work hard for the level of success he achieved; however, his families passion for Zarzuela must have been a key factor for his success. Born in Madrid in 1941, he lived there until the age of eight when he moved with his family to Mexico in order to fulfil the musical ambitions of his parents who were professional singers. Though both having delved into opera, the motive of the move was to start their own touring Zarzuela company. The Domingo’s project was a resounding success and grew to such prominence that when Plácido Snr died, the Teatro de Zarzuela performed Torrobas “La chutapona” to his mother as a homage to her husband. 

Another example of their success can be seen in Domingo’s mother, Pepita Embil. Her prominence can be seen in her discography where she recorded with the composer Sorozábal[footnoteRef:1], there at least two examples of recordings of her singing main roles in his Zarzuelas. Alongside recording with Sorozábal they also toured with the composer Torroba. This emphasises their prominence as artists within the genre.  [1:  Pepita Embil (n.d). In Wikipedia. Retrieved January September, 2020, from https://en.wikipedia.org/wiki/Pepita_Embil
] 


At the age of 14 he studied piano and conducting at the National Conservatory of Music in Mexico City whilst he also attended classes with Morelli. It was here that Domingo transitioned from baritone to tenor repertoire though it was not with Morelli that he studied singing technique. Placido himself stated “I went to him for interpretation lessons and I learned from that man basically what is the whole meaning of my career”[footnoteRef:2] .  The importance of Morelli’s influence is evident in Domingo’s career as he is noted for his outstanding acting abilities.  [2:  Hines, J. (2006). Great singers on great singing. New York: Limelight Ed.] 

Morelli’s brother Renato Zarelli had a very similar career trajectory to Domingo. Similarly, he also performed the role of Otello at The Met and had also transitioned from baritone to tenor which I consider to be a factor in Morelli’s teaching approach to Domingo. This theory is impossible to prove, however it is reasonable to suggest that perhaps his brothers career inspired Morelli’s approach when instructing and inspiring Domingo.

Whilst this was the first half of his vocal education, he continued his studies in Israel. “I went to Tel Aviv, which was a fantastic school, because I sang 280 performances in two and a half years” [footnoteRef:3] .This was his first proper professional paid contract outside of Mexico and it was there that he studied 11 roles in their original languages. Later on in his career he frequently stepped in last minute at a number of major opera houses across the world and it is possible that his preparation in Tel Aviv was responsible for this. [3:  Hines, J. (2006). Great singers on great singing. New York: Limelight Ed] 


 Though with little understanding of vocal technique and only interpretive knowledge, natural instinct and advice from his parents, Domingo started to encounter problems with his voice. “He was constantly cracking on high notes, to a point where he was ready to give up singing”[footnoteRef:4]. Plácido testified that he solved this and other problems by being educated on breathing by Franco Iglesias who sang with him in Tel Aviv. “‘Plácido, the voice is there, but you don’t support’. It was the first time in my life that I hear the word support.”[footnoteRef:5] The fact that Domingo managed to get as far as singing roles on the stage in Tel Aviv without learning about support is extremely impressive and speaks volumes about his musicianship, intuition and natural instrument. As can be seen in the paragraph above, his knowledge on vocal technique was considerably lower compared to his peers. His method; “learning things by doing them rather than by mastering the theory behind them.”, may not work for every aspiring singer. On one hand it encourages us not to over complicate singing, but on the other hand it highlights the importance of breath control, support and overall technique.  [4:  Schonberg, H. C. (1985). The glorious ones: Classical music's legendary performers. New York: Times Books]  [5:  Hines, J. (2006). Great singers on great singing. New York: Limelight Ed
] 


 Domingo and his peers approach to the technique of tenor singing possibly started with Gilbert Duprez (1806-1896), it is probable that he was the first tenor to sing above the stave in chest voice. “Gilbert-Louis Duprez’s high C from the chest drove Nourrit from the Opéra and set a precedent for stentorian high notes followed by dramatic tenors ever since”[footnoteRef:6]. Here H. Pleasants emphasises the significance of Duprez’s approach. Domingo and arguably most tenors since Duprez have approached the top of their voice like this and embraced this new technique. This meant that the high notes were not immediately beautiful but exciting, which I believe to be relatable when discussing Domingo’s top part of the voice. [6:  Pleasants, H. (1983). The great singers: From the dawn of opera to our own time. London: Macmillan. Pg168
] 

This new method of singing gave composers such as Donizetti new expectations. Therefore they composed roles for the ‘new’ tenor voice. After Duprez, many worthy tenors followed including the singer Enrico Caruso (1873 –1921). Like Duprez, Caruso’s influence was such that roles were written for him such as ‘Dick Johnson in Puccini’s La Fanciulla del West. Until his death he made over 800 performances at the Metropolitan opera house, New York. Whilst he also made over 200 recordings, his first being on the 11th of April 1902. 

Caruso’s importance to the world of Opera is no secret however his impact on Domingo may be less known. “It was my next step, hearing the Caruso recordings. And since then I have found the consistency in my column of sound, from bottom to top”[footnoteRef:7]. This quote is just a couple of sentences from a whole paragraph that mentioned how Caruso’s recordings helped Domingo realise what he needed to add to his singing. Though this artists way of singing helped Domingo, it is impossible to say that Caruso’s recordings in particular can help aspiring tenors. However I do think listening to artists that share your repertory will not only give you a wealth of ideas stylistically but will also show you how they approached the music technically, giving you notions of how to approach if or when one is stuck. [7:  Hines, J. (2006). Great singers on great singing. New York: Limelight Ed.
] 



In 1965 Domingo and his wife moved to New York, arguably the most important city in his career where he developed a connection with both the Metropolitan Opera house and the New York City Opera. It was with the latter that he made his debut in New York and it did not take long for Domingo’s talent to get noticed. [footnoteRef:8] [8:  International Beginnings(n.d). In Placidodomingo.com. Retrieved January, 2020, ] 


A review from the New York Times after his performance of Pinkerton in 1965 with New York Opera Company stated that Domingo was; “A young voice of great natural beauty and a fine acquisition to the company!”. [footnoteRef:9]It is this company that then hired him to perform, the role of Don José in Carmen and then later allowed him to show his diversity in performing in the premier of Alberto Ginestra’s contemporary opera: Don Rodrigo. This performance was the US premiere of the opera and the company’s first performance in their new space at the Lincoln Center. There is no doubt that the standing of this premiere gave Domingo the publicity which in turn led him to debut in the world’s biggest opera houses within 5 years of this performance. What I find even more impressive is that Domingo’s first ‘big break’ was one of a completely new role and a contemporary one at that, which in turn highlights other traits apart from his voice that would then help stand out from the rest. [9:  Domingo, P., & Matheopoulos, H. (2000). My operatic roles. London: Little, Brown and Co. P.g. xxxv
] 

“I had to make my debuts at both the Met and La Scala before I was 30”[footnoteRef:10], This is an example of his hunger to succeed in the art form. This drive for success continued throughout the span of his career, pushing him to learn over 60 roles. However there are three roles that Domingo has performed more than the rest. These being Cavaradossi in Tosca 225 times, Verdi’s Otello 213 times and Don José in Bizet’s Carmen for 182 appearances. Whilst he has succeeded in so many roles, there are specific reasons why he has performed these roles the most.  [10:  Domingo, P., & Matheopoulos, H. (2000). My operatic roles. London: Little, Brown and Co. P.g xxxvii] 


One key factor that supports this argument is the tessitura of the roles, “Mr. Domingo has never been a high-note singer, unlike the Giglis and Lauri-Volpis of the past, who doted on long-held high C's. Mr. Domingo stands for something else - sturdiness of voice, manly timbre, fine all- round musicianship and a depth and variety of repertory that leaves most present-day competition far behind.”[footnoteRef:11] Domingo’s top part of his voice was always a struggle for him therefore it is unsurprising that his three most prominent roles were lower in range. The role of Don José only contains one top C in Act 2, whilst the role of Otello has only one non optional C in an ossia whereas Cavaradossi does not contain any.  “One thing I have tried to do throughout is to preserve a freshness in my sound that enables me to sing so many of those roles today. There are some that I don’t sing any longer, but that’s because the tessitura starts to get difficult”[footnoteRef:12]. By doing this, Domingo certainly plays to his strengths vocally teaching aspiring singers the importance of playing to your strengths and prolonging your career by choosing the right repertoire.  [11:  Schonberg, H. C. (1983, Sep 26). DOMINGO, LIKE OTHER GREAT SINGERS, BECOMES WARY ABOUT HIS VOICE. New York Times, Retrieved from https://search.proquest.com/docview/424765130?accountid=130472
]  [12:  Domingo, P., & Matheopoulos, H. (2000). My operatic roles. London: Little, Brown and Co. P.g 22] 


Lord Olivier comments on Domingo’s acting which may be a reason for his dominance as a tenor, showing that he has risen to the challenge of interpreting so many roles at such a high standard. “‘The bastard acts it every bit as well as I do and on top of that he has to sing it!’ remarked the late Lord Olivier after seeing his Otello’”[footnoteRef:13]Not only had Domingo performed this role on stage but also for film, he also performed both Alfredo and Cavaradossi in Zeffirelli’s film adaptations of La Traviata and Tosca. He was cast as the leading tenor in both films emphasising his superiority. “The acting is superb. Mr. Domingo and Miss Stratas are extraordinarily convincing’’[footnoteRef:14] This review from the New York Times singles out his acting and does not mention his singing during his performance in, Zeffirelli’s production of Il Pagliacci. There are many reviews of his singing however it possible to suggest that his acting made him first choice in regard to being cast in the filmed roles over his peers. Though it was clear that Zeffirelli held Domingo in high esteem, Plácido certainly felt the same regarding Zeffirelli. “I could say that my portrayal of Otello is based largely on Zeffirelli’s ideas”[footnoteRef:15]. [13:  Domingo, P., & Matheopoulos, H. (2000). My operatic roles. London: Little, Brown and Co P.g.]  [14:  O'Connor, J.,J. (1984, Nov 09). TV WEEKEND; ZEFFIRELLI'S 'PAGLIACCI' FROM LA SCALA IN 1982: [REVIEW]. New York Times, Retrieved from https://search.proquest.com/docview/425253469?accountid=130472
]  [15:  Domingo, P., & Matheopoulos, H. (2000). My operatic roles. London: Little, Brown and Co. P.g181)] 


The audience are arguably the most important reviewers as they are the people paying the wages. “Yet what was unique about this ovation- something I had never witnessed anywhere in all my opera-going years- was after god knows how many curtain calls, (I wasn’t counting), I noticed that the cheering crowds were no longer shouting DO-MIN-GO but O-TEL-LO. They knew they had not just seen Domingo as Otello. They had seen Otello.”[footnoteRef:16]  This offers just a small insight into how his portrayals affected the audience members and how it was the whole package that made the impact, not just his singing. [16:  Domingo, P., & Matheopoulos, H. (2000). My operatic roles. London: Little, Brown and Co. P.g179)] 

	
“'' Plácido Domingo is atypical. He defies the laws. Plácido can do so much and last so long with less signs of wear because of his musicality.”[footnoteRef:17]  James Levine who was the Musical Director of The Metropolitan Opera house in New York worked with Domingo on countless productions. The fact that as an artist he has interpreted many more roles may be down to, as Levine says, his innate musicality. “Plácido, you have the brain of a conductor, ‘remarked James Levine”, another remark regarding his musicality. Levine’s observation was correct as Domingo then proved his musical abilities by conducting at many opera houses and also becoming the Music Director of Los Angeles Opera. [17:  Holland, B. (1982, Jan 17). JAMES LEVINE'S UPBEAT LIBRETTO FOR THE MET: [INTERVIEW]. New York Times, Retrieved from https://search.proquest.com/docview/424271191?accountid=130472
] 


From the years 1990 to 2003, Domingo teamed up with Carreras and Pavarotti to provide a concert series which would lead them to becoming extremely famous outside the operatic world. These concerts contained numerous solo operatic arias, medleys and famous Neapolitan art songs. Though these concerts suggested that the three of them were considered to be on the same level to the public, within the industry it was a different story, “The artistically suspect mega business known as the Three Tenors may still get the occasional gig, but there's no denying that it's really down to the One Tenor now. Luciano Pavarotti and, especially, Jose Carreras, started losing vocal ground a while ago.”[footnoteRef:18] [18:  Smith, T. (2003, Feb 02). The tenor's three ; placido domingo: Singer, conductor, artistic director; PLACIDO IN HIS PRIME; the opera star's vibrant and versatile tenor voice seems unaffected by the passage of time.; cover story: [FINAL edition]. The Sun, pp. 6F. Retrieved from https://search.proquest.com/docview/406532196?accountid=130472
] 



Whilst Domingo was always committed to delivering outstanding performances himself, he later on used his standing to create a unique opportunity for up and coming opera singers to be heard. “Domingo's interest in young, new talent led him some six years ago to organize the Placido Domingo Operalia, a competition for singers with a $50,000 first prize. "Competitions are important," he says. ‘Some artists are discovered too late’”[footnoteRef:19] The competition is still running and is one of the most influential operatic competitions in the world in which many of the winners have gone on to perform on the leading stages around the world. This highlights Domingo’s humble character and provides a lesson in humility for any singer.  [19:  Modi, S. (1997, Sep). Placido domingo: Master of the whole score. Americas, 49, 22-27. Retrieved from https://search.proquest.com/docview/235258676?accountid=13047
] 


As well as creating a competition he has also invested and created educational programmes that again are creating opportunities for young singers, “now, as well as the competition, we have three groups of young singers who we are helping in Washington, Los Angeles and Valencia. It’s important to me to pass something on to the younger generations, to transfer what I have learned from all my experiences in my long career.”[footnoteRef:20]. Part of the audition process for these institutions includes presenting an aria from a zarzuela. This dedication to the art form that proved to be an important part of his education can now be seen as he promotes this art form to his new generation of opera singers. [20:  Operalia: how Plácido Domingo put the x factor into opera. Retrieved 30 January 2020, from https://www.theguardian.com/music/2015/jun/27/operalia-how-placido-domingo-put-the-x-factor-into-opera
] 


The Metropolitan Opera House celebrated Plácido Domingo performing there for 50 years in 2018. “Fifty years later, thumbing his nose at the many who said he would and should have retired by now, he is still there.”[footnoteRef:21] It certainly is impressive that he could perform at such a high standard for an extensive period of his life, though his peers felt that some of his repertoire choices were premature, Otello at 34 years old. However his intuition and drive can prove to be a lesson for me as an aspiring singer as his career outlasted his peers. [21:  WOOLFE, Z., Nov 25, 2018-last update, Review: Plácido Domingo Reaches 50 Years at the Met Opera [Homepage of New York Times Company], [Online].
] 


As an aspiring young tenor, I believe that I have learned a lot from Domingo’s career trajectory which most would consider unorthodox as he didn’t study singing following the traditional method and proves that perseverance is rewarded. The improvement to his singing following instruction on vocal technique highlights the importance of focusing on this subject as a young singer. It can be argued that Domingo would not of had the career he achieved if it wasn’t for the technique advice from Iglesias. 

“He was the world’s greatest tenor and, among professionals, generally accepted as such”[footnoteRef:22]. While it is impossible to single out one man to be the greatest tenor of all time, I believe that Plácido Domingo was the most complete tenor of his generation due to his attention to detail in singing, acting, musicianship. The way in which he was respected by his peers within and outside opera is something to be greatly admired.  "He is a consummate professional. You have to leave aside that he is a great artist. Many great artists are not so professional. Placido comes in; he knows exactly what he wants. In Domingo you are looking at a supreme individual who has brought grace and style and elegance to a profession where we do not see so much of that.”[footnoteRef:23] This quote taken from Slatkin is for me the most important for any young singer, however simple it may sound, to act professional is essential. [22:  Schonberg, H. C. (1985). The glorious ones: Classical music's legendary performers. New York: Times Books
]  [23:  WOOLFE, Z., Nov 25, 2018-last update, Review: Plácido Domingo Reaches 50 Years at the Met Opera [Homepage of New York Times Company], [Online].] 








Andrew Rawlings, Tenor & Jane Samuel, Pianist: 

Present an evening recital in dedication to Placido Domingo.
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Good Evening,
I am delighted to invite you to this evenings recital. The repertoire chosen for this programme is just a fragment of the music that Plácido would have sung up until he transitioned to a baritone. You will at first recognise that the first half of the programme is made up of pieces from Zarzuelas, (thar-thweh-las) and Spanish song. Some insinuate that the word was created when music and drama were combined for performances for the Spanish King Phillipe IV and his court during the 17th century. Coincidentally this took place in a palace constructed in the surroundings of an old hunting lodge surrounded by Brambles which in Spanish are called zarzas. The palace was named El palacio de la Zarzuela and subsequently the genre of music took the name. Since then the word now represents the Spanish form of operetta though is usually thought of being more dramatic vocally when compared to English and German operetta.
	Zarzuela was a massive part of Domingo’s upbringing as his whole family moved to Mexico to start a zarzuela touring company. Placido Domingo Snr and Pepita Embill, his parents, gained great acclaim for their performances, so much that they worked with leading composers of the genre.
[bookmark: _GoBack]At the age of 16, Plácido Domingo junior, made his debut within his parents company singing in Manuel Fernández Caballero's ‘Gigantes y cabezudos’. Arguably this was his first operatic debut though his affiliation with Zarzuela didn’t stop there. More recently Domingo performed a recital dedicated to Zarzuela alongside soprano Ana María Martinez in 2007 whilst last year he hosted another evening devoted to Spanish music in Rome. His more public association with the genre however can be heard in his recordings of Pablo Sorozábal’s ‘No puede ser’, during the famous three tenor concerts.

	During his vast career Domingo has performed over 60 roles at the world’s leading opera houses.. All arias that feature in the programme this evening are arias that Plácido with had performed within the role. The unique timbre he possessed alongside his innate musicianship skills meant that he excelled in when portraying many roles. 























 Bella Enamorada 			Sortullo & Vert’s ‘El Ultimo Romantico’

Bésame Mucho,			C. Velázquez


Pastorcito Santo			Joaquín Rodrigo


Tres Canciones Españolas:	Joaquín Rodrigo

I-En Jerez de la frontera

II-De Ronda

III-Adela


.								 
No puede ser			P. Sorozábal’s  ‘La Taberna del Puerto’                       




Interval




La Fleur que tu m’avais jetee  		G. Bizet’ ‘Carmen’


Pourquoi me réveiller?			 J.Massenet’s‘Werther’


Kuda Kuda 					P . Tchaikovsky's ‘Eugen Onegin’


				 

E Lucevan le stelle				G. Puccini’s ‘Tosca’.



The aria ‘Bella Enamorada’, features at the end of Act 1 of ‘ El Ultimo Romantico’, which translates to us as, ‘the last romantic’. The first half introduces the character Enrique, who is on his way with friends to a bar in one of Madrid’s many squares. Though his friends think he is there to socialise, he is in fact hoping to bump into an old lover of his. Being part of a revolutionary circle, Enrique receives an anonymous letter warning him of peril, by an unknown admirer.  Here, Enrique explains his longing for love and also his longing to meet this mysterious admirer, hopeful that this could be the woman he has been dreaming of.
The mysterious nature of this aria can be felt heavily by the constant us of quavers in the right hand of the piano part whilst the lyrical melody, in particular the descending phrases of sentences such as, ‘Suave placer ver lo que soñamos’,(sweet pleasure that I dream of), illustrates the romantic intensity of Enrique’s emotions.[footnoteRef:24] [24:  Translation by Andrew Rawlings 2020] 


Bella enamorada, con tu imagen sueño		Beautiful lover, I dream of you
y un amor dichoso, busco para mí.			I am searching for a happy love.
Bella enamorada, eres mi consuelo,	          		Beautiful lover, you are my solace
ya sin tu cariño, ya sin tu cariño,			Oh without your affection,
no podré vivir.						I will not be able to live
Noche de amor, noche misteriosa,			Night of love, night of mystery
ven hacia mí, sombra de mujer,			Come to me, shadow of a woman
suave placer, ver lo que soñamos,			Sweet pleasures, we dream of  
quiero vivir por volverla a ver,			I want to live to see her again
ilusión perdida, quiero recordar,			Lost hope, I want to remember
un amor lejano, que no volverá.			A distant love that won’t return.
Dama misteriosa, que en la sombra vives,	Mysterious woman, who lives in the shadows

Dime ya quién eres, 					Tell me now, who you are
y sabrás mi amor,					And you’ll know my love
linda enamorada, bella entre las bellas,		Most beautiful of all beauties
tú eres mi tormento, tú eres mi tormento,		You are my torment
yo tu esclavo soy.					I am your slave
Noche de amor, noche misteriosa,			Night of love and mystery
ven hacia mí, sombra de mujer,			Come to me, shadow of women
suave placer, ver lo que soñamos,			Sweet pleasures, we dream of  
quiero vivir por volverla a ver,			I want to live to see her again
ilusión perdida, quiero recordar,			Lost hopes I want to remember
un amor lejano, que no volverá.			A distant love that won’t return.
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Bésame Mucho, was composed by the Mexican singer songwriter Consuelo Velázquez in 1940. The song itself has been performed by a variety of performers, including Plácido Domingo though originally performed by the Bolero band ,’Trio Los Panchos’.   Though typically known as a popular Latin American song, Velzaquez herself admitted that she was inspired by Granados’s aria, "Quejas, o la Maja y el Ruiseñor" ,from
his opera "Goyescas,", as described in M. Fox’s Obituary of the late Velázquez, New York times, 2003.[footnoteRef:25] [footnoteRef:26] [25:  "Consuelo Velázquez Dies; Wrote 'Bésame Mucho'", 2020
Your Bibliography: Consuelo Velázquez Dies; Wrote 'Bésame Mucho'. (2020). Retrieved 31 January 2020, from https://www.nytimes.com/2005/01/30/obituaries/consuelo-velazquez-dies-wrote-besame-mucho.html
]  [26:  Translation by Andrew Rawlings 2020] 



Bèsame, Bèsame mucho 			Kiss me, Kiss me strongly
Como si fuera esta noche			As though tonight
La ultima vez					Were the last time
Bèsame, Bèsame mucho 			Kiss me, Kiss me strongly
Que tengo miedo a perderte 			Because I am scared 										of losing you
Perderte después				of losing you afterwards.

Quiero tenerte muy cerca			I want to have you close by
Mirarme en tus ojos				To see myself in your eyes
Verte junto a mi			          	To see you together with me
Piensa que tal vez mañana 			Just think that perhaps tomorrow
Yo ya estaré lejos,				I will be far from here
Muy lejos de ti				Far from you

Bèsame, Bèsame mucho 			Kiss me, Kiss me strongly
Como si fuera esta noche			As though tonight
La ultima vez					Were the last time
Bèsame, Bèsame mucho 			Kiss me, Kiss me strongly
Que tengo miedo a perderte 			Because I am scared 										of losing you
Perderte después				of losing you afterwards



































J. Rodrigo’s, ‘Pastorcito Santo’, written in 1951, is a sweet song written about a holy shepherd boy,(Pastorcito Santo) . Catholicism was a massive part of Franco’s Spain and also of Plácido’s life. During Franco’s era, it was very common for composers to be writing secular music, such as ,‘Pastorcito Santo’. Rodrigo’s accompaniment, Originally written for guitar, compliments the tender emotions of the narrator, the guitar part gives the impression of the conversation being held between the narrator and the shepherd boy. Its upper parts, are immediately ‘answered ‘by the lower parts.[footnoteRef:27] [27:  Translation by Martin Rawlings 2020] 


Zagalejo de perlas 				Petticoat of pearls
hijo del alba, 				Son of dawn
¿dónde vais que hace frío 			Where are you going, on
tan de mañana? 				such a cold morning?

Como sois lucero 				As you are the morning star
del alba mía 				of mine
a traer el día 				at the start of the day
nacéis primero; 				you were born first;	
pastor y cordero, 				shepherd and lamb,
sin choza ni lana, 				with neither stable nor fleece

¿dónde vais que hace frío 			Where are you going, on  
tan de mañana? 				such a cold morning?
Perlas en los ojos, 				Pearls in your eyes,
risa en la boca, 				Laughter on your mouth,
a placer y enojos 				In pleasure and in anger
las almas provocan;  			your soul is provoking,
cabellitos rojos, 				little red hairs,
boca de grana, 				the mouth a deep red,
¿dónde vais que hace frío 			Where are you going, on
tan de mañana? 				such a cold morning?

¿Qué tenéis que hacer 			What have you to do,
pastorcito Santo, 				Little saintly shepherd,
madrugando tanto? 			In these early hours of the morning?
Lo dais a entender                                       	Oh you imply
aunque vais a ver                                        	although you’re off to see
disfrazado el alma.                                      	your soul in disguise
¿Dónde vais que hace frío			Where are you going, on 
tan de mañana?				such a cold morning?
















































J. Rodrigo’s, ‘Tres Canciones Españolas’, were composed in 1951, 12 years after the composition of Rodrigo’s famous ‘Conceirto de Aranjuez’. The jocular songs, ‘En Jerez de la Frontera’, and ,‘da ronda’, certainly fit together with their staccato rhythms and vocal melisma’s that Introduce the listener to that particular Spanish/ flamenco feel that is ever present in  Spanish 20th Century music.  However, ‘Adela’, a haunting tale of a loved one dying, seems to be very oddly placed alongside these light hearted songs.[footnoteRef:28] [28:  Translation by Andrew Rawlings 2020] 


In Jerez de la Frontera,
there was an honest Miller
who earnt his way,
using a rented mill,
but he is married,
to a girl,	
who’s like a rose,
because she is so beautiful,
the new mayor,
fell in love with her

In Jerez de la Frontera,
the miller’s wife laughed,
to the mayor, she’d reply,
to his requests of love ,
“Ah, you’re very funny,
very generous,
a flatterer,
as well as a gentleman,
but I love my husband
he has my heart.


En Jerez de la Frontera,
había un molinero honrado,
que ganaba su sustento
con un molino alquilado;	
pero es Casado
con una moza
como una rosa,
como es tan bella
el corregidor nuevo
prendó de ella.

En Jerez de la Frontera,
ríese la molinera,
y al corregidor decía,	
que amores le pedía:
"Ay, sois gracioso,
muy generoso,
muy lisonjero,	
también caballero,
mas quiero a mi molinero	
es mi dueño"

I















Oh my little red apple,
Why can nobody have you?
All my life I’ve tried,
lovely girl,
To reach you, and I can’t!

In my bosom, I have,
two glass stairways
Through one, rises the love
lovely girl,
down another, descends the affection.

Manzanita colorada,
¿cómo no te caza el suelo?
¡Toda la vida he andado,
la resalada,
por alcanzarte y no puedo!

Dentro de mi pecho tengo
dos escaleras de vidrio:
Por una sube el querer,
la resalada,
por otra baja el cariño.












A beautiful young girl,
Called Adela
Juan’s lovers	
are making her sick,
and she knew
that her friend Dolores
was keeping him entertained.

(The) time went by
and the poor Adela
paler, she became,
and sicker,
and she knew,
because of all his lovers,
She would die.
Una muchacha guapa,
llamada Adela,
los amores de Juan
la llevan enferma,
y ella sabía,
que su amiga Dolores
lo entretenía.


El tiempo iba pasando,
y la pobre Adela,
más blanca se ponía
y más enferma,
y ella sabía,
que de sus amores
se moriría.





II





The Zarzuela, ‘La Taberna del Puerto’,(The tavern of the Port) ,which premiered in Barcelona, 1936, features the well-known aria, ‘No Puede Ser’,( It cannot be).  The Zarzuela is a tale of love and betrayal.  Marola, a beautiful tavern girl works alongside her older lover; the tavern keeper Juan and his son, Leonardo. Juan being in contact with many sailors, has the opportunity to smuggle in a large amount of drugs, however rather than do it himself, instructs Marola to convince Leonardo who is completely in love with her to prove his love and dedicate this voyage for her love.  Leonardo, completely unaware that this a drug operation, agrees. Luckily a friend ruins Juan’s plot and informs Leonardo, though leaving him heartbroken and distraught by Marola’s lies.

The switch between Minor and Major in the piece display both the characters anger and also naivety of being completely manipulated.  The tessitura of the aria, especially the ascending phrases up to the A natural embody the raw emotion of being heartbroken and deceived for the very first time, in turn giving the audience member an intense experience. [footnoteRef:29] [29:  Translation by Andrew Rawlings 2020] 



No Puede Ser,						It cannot be,
esa mujer es buena.					this woman is good
No Puede Ser, una mujer malvada.			It cannot be,  an evil woman
En su mirar, 						In her gaze, 
como una luz singular,				like a remarkable light			
he visto que esa mujer					I’ve seen that this women
no es una desventurada.				Is not wretched
No Puede Ser 						It cannot be
una vulgar sirena					A vulgar mermaid
que envenenó las horas de mi vida.			Who has poisoned the hours of my day
No Puede Ser 						It cannot be,
porque la vi rezar,					As I have seen her pray
porque la vi querer,					As I have seen her love
porque la vi llorar.					As I have seen her cry 

Los ojos que lloran 					The eyes that cry
no saben mentir					Don’t know how to lie
las malas mujeres no miran así.			Bad women don’t gaze in this way
Tremblando en sus ojos dos lágrimas vi		I saw two tears in her eyes
y a mí me ilusiona					And I delude myself
que tiemblen por mí.					that she cries for me.
Viva luz de mi ilusión,				Let my hope flourish
sé piadosa con mi amor.				Have mercy on my love

Porque no sé fingir,					Because I don’t know how to									Pretend
porque no sé callar,					Because I,don’t know how to keep								silent
porque no sé vivir.					Because I don’t know how to									Live


















Translation by Andrew Rawlings, 2019
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Plácido Domingo performed Don José in Bizet’s ‘Carmen’ 182 times. The aria comes towards the end of Act 2. After being scorned by Carmen for wanting to report back to the army, Don José then shows that throughout his time in prison, he has kept the flower that she gave me and then confesses his love for her.[footnoteRef:30] [30:  Green, A. (2020). Do You Know "The Flower Song" From "Carmen"?. Retrieved 31 January 2020, from https://www.liveabout.com/la-fleur-que-tu-mavais-jetee-lyrics-and-text-translation-724017
] 



La Fleur que tu m’avais jetee – Carmen- Bizet

The flower that you had thrown me,
I kept with me in prison.
Withered and dry, the flower
Still kept its sweet smell;
And for hours,
On my eyes, my eyelids closed,
I became intoxicated by its fragrance
And in the night I saw you!
I began to curse you,
and hating you, I began to tell myself:
Why should fate
put you on my path?
Then I accused myself of blasphemy,
And I felt within myself,
I only felt but one desire,
One desire, one hope:
To see you again, Carmen, oh,
you again!
For all you needed was to be there,
to share one glance with you
To long for you with all my being,
O my Carmen
And I was yours
Carmen, I love you!

La fleur que tu m'avais jetée,
Dans ma prison m'était restée.
Flétrie et séche, cette fleur
Gardait toujours sa douce odeur;
Et pendant des heures entiéres,
Sur mes yeux, fermant mes paupières,
De cette odeur je m'enivrais
Et dans la nuit je te voyais!
Je me prenais à te maudire,
À te détester, à me dire :
Pourquoi faut-il que le destin
L'ait mise là sur mon chemin?
Puis je m'accusais de blasphème,
Et je ne sentais en moi-même,
Je ne sentais qu'un seul déisr,
Un seul désir, un seul espoir:
Te revoir, ô Carmen, ou,
te revoir!
Car tu n'avais eu qu'à paraître,
Qu'a jeter un regard sur moin
Pour t'emperer de tout mon être,
Ô ma Carmen!
Et j'étais une chose à toi
Carmen, je t'aime!














































Though Domingo only played the title role of Werther a few times, this aria would frequently appear In his concert repertoire. This aria features towards the end of Act 3, where after reading poetry to Charlotte, he realises that she does not love him.[footnoteRef:31] [31:  Garrou, R. (2020). Aria Database - Search the Database. Retrieved 31 January 2020, from http://www.aria-database.com/search.php?individualAria=657
] 



Pourquoi me réveiller,			Why do you awaken me?
ô souffle du printemps?			o breath of Spring?
Pourquoi me réveiller?			Why do you awaken me?
Sur mon front je sens tes caresses,		On my forehead I feel your caresses,
et pourtant bien proche est le temps		and yet very near is the time
des orages et des tristesses!			of storms and sorrows!
Pourquoi me réveiller,			Why do you awaken me,
ô souffle du printemps?			o breath of Spring?

Demain dans le vallon			Tomorrow, into the valley
viendra le voyageur			will come the traveller
se souvenant de ma gloire première.		remembering my early glory
Et ses yeux vainement			And his eyes in vain
chercheront ma splendeur.			will look for my splendor.
Ils ne trouveront plus que deuil		They will find no more than grief
et que misère! Hélas! 			and misery.  Alas!
Pourquoi me réveiller,			Why do you awaken me,
ô souffle du printemps!			o breath of Spring!





























In Act 2, Lensky challenges Onegin to a duel out of his love for Tatyana. Here Lensky contemplates his life minutes before the duel that would go on to take his life.



Куда, куда, куда вы удалились,			Where, where, where have you gone,
весны моей златые дни?				spring of my golden days?
Что день грядущий мне готовит?			What day coming to me prepare?
Его мой взор напрасно ловит:			His my eye in vain catches
в глубокой тьме таится он!			in the deep darkness, he lies!
Нет нужды; прав судьбы закон!			No need; human destiny (is) the law!
Паду ли я, стрелой пронзённый,			Padua (a cemetery?) whether  I, 
иль мимо пролетит она, - 			with) arrow pierced, or past fly it,
всё благо; бдения и сна				All good; vigil and sleep
приходит час определённый!			comes (at an) hour appointed!
Благословен и день забот,			Blessed be the day of worries
благословен и тьмы приход!			Blessed be darkness coming!

Блеснёт за утра луч денницы,			Flash for morning ray morning-star,
и заиграет яркий день,				and sparkle a bright day,
а я, быть может, я гробницы			and I, maybe, I (will be in) tomb
сойду в таинственную сень!			I will go down in a mysterious shadow!
И память юного поэта				And the memory of the young poet
поглотит медленная Лета.			swallow(ed by the) slow Lethe.
Забудет мир меня; но ты, ты, Ольга...		The world will forget me but you, you, Olga ...

Скажи, придёшь ли, дева красоты,		Tell me, if you (will) come, maiden fair
слезу пролить над ранней урной			a tear to shed  over the untimely urn
и думать: он меня любил!			and think: he loved me!
Он мне единой посвятил				He told me (he was) single dedicated
рассвет печальный жизни бурной!			Dawn (of a) sad stormy life!
Ах, Ольга, я тебя любил!			Oh, Olga, I love you!
Тебе единой посвятил				You have a single dedicated (lover)
рассвет печальный жизни бурной!			Dawn (of a) sad stormy life!
Ах, Ольга, я тебя любил!			Oh, Olga, I love you!

Сердечный друг, желанный друг,			Much-loved friend, welcome friend
приди, приди! 					Come, come!
Желанный друг, приди, я твой супруг,		Welcome friend , come, I'm your husband,
приди, я твой супруг!				Come, I’m your husband!
Приди, приди!					Come, come!
Я жду тебя, желанный друг,			I'm waiting for you, welcome  friend
приди, приди, я твой супруг!			Come, come, I’m your husband!

Куда, куда, куда вы удалились,			Where, where, where are you gone,
златые дни, златые дни моей весны?		golden days, days of my spring?[footnoteRef:32] [32:  Ettinger, S. (2020). Aria Database - Search the Database. Retrieved 31 January 2020, from http://www.aria-database.com/search.php?individualAria=1222
] 














E lucevan le stele- Tosca- Puccini

Plácido Domingo performed the role of Cavaradossi 225 times. Cavaradossi sings this powerful aria on top of the Castel Sant’ Angelo whilst he waits to be executed. [footnoteRef:33] [33:  Lin, K. (2020). Giacomo Puccini – E Lucevan Le Stelle. Retrieved 31 January 2020, from https://genius.com/Giacomo-puccini-e-lucevan-le-stelle-lyrics
] 




E lucevan le stelle...
ed olezzava la terra...
stridea l'uscio dell'orto...
e un passo sfiorava la rena...
Entrava ella, fragrante,
mi cadea fra le braccia...
Oh! dolci baci, o languide carezze,
mentr'io fremente
le belle forme disciogliea dai veli!
And the stars were shining
And the earth was smelling
The orchard gate creaked
And a footstep grazed the sand
She entered, fragrant
She fell into my arms
Oh, sweet kisses, oh, languid caresses
While trembling, I stripped the beautiful form of its veils!
My dream of love has vanished forever
The hour has passed and I die in despair!
And I have never loved life so much before!


Svanì per sempre il sogno mio d'amore...

L'ora è fuggita...
E muoio disperato!
E non ho amato mai tanto la vita!...

.
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