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Spanish Golden Age plays first appeared in Russia during the reign of 
Peter the Great (1689-1725) after passing through translations and adaptations 
in France and Germany. Two Spanish plays were performed on the Russian 
stage in the early eighteenth century, and one in 1785. That a work of 
literature should pass through two or even three languages before becoming 
known to a people is a considerable handicap. Notwithstanding this obstacle, 
Russia's intellectuals became acquainted with Spain's Golden Age drama in 
the eighteenth century, and her later playwrights and producers made use of 
Spanish plays to reflect Russia's social and intellectual interests at various 
periods in her history. 

Russia's sporadic contacts with Spain were, until the eighteenth century, 
commercial and political. These contacts date back at least to the tenth 
century, when for example the Arabic traveler Massudi speaks of Russians 
who journeyed to Spain on business;1 and many Russians had traveled to 
Spain before the end of the eighteenth century.2 The idea of trade and closer 
ties with Spain and her colonies had been proposed to Russia as early as 1651, 
when Jan de Gron, a doctor of theology and sea captain, on a sojourn in 
Moscow suggested that Russia build ships for sale abroad and to carry on 
trade with western Europe and South America.6 

The need for mutual aid against the Turks stimulated contacts between 
Spain and Russia. Diplomatic relations had been first established during the 
reign of Philip I,4 and again in 1521, when Vasilii III sent a diplomatic 
mission to treat with the Spanish throne.5 Diplomatic relations were renewed 
in 1667 when the Hetmán Doroshenko surrendered portions of Ukrainian 
territory to Megmet IV. 6 Seeing herself again threatened by the Turks, Rus­
sia sought alliances with several European powers; and a mission headed by 
Peter Ivanovich Potemkin, arrived in Madrid on March 8, 1668.7 

Potemkin's mission in Madrid was essentially military and economic,8 and 
it is unfortunate that his visit coincided with a period in which the Spanish 
theater suffered from the effects of a ban on public entertainment occasioned 
by the death of Philip IV in 1665.9 All available sources indicate that there 
were no performances of any play on the Madrid public stage during the 
Russian embassy's stay in the Spanish capital.10 This was particularly un­
fortunate in view of Tsar Alexis' apparent interest in the theater after 1660. 
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Potemkin left Madrid for Paris on June 17, 1668,11 and in Paris he at­
tended performances of Frangois Le Metel's Les coups de UAmour et de la 
Fortune, ou VHeureux infortuno, and Molieren Amphitrion,12 which he de­
scribed at great length. At least one of the plays, Moliere's Amphitrion, was 
performed in Russia before the end of the seventeenth century,13 

During the first quarter of the eighteenth century, Peter the Great aug­
mented diplomatic relations with Spain and commerce between the two 
countries became more firmly established.14 Commercial contacts between 
Spain and Russia figured largely in Peter's long-range plans for his country's 
progress, and ranged from shipbuilding to the importation of products from 
Spain and her colonies.15 After Peter's death, diplomatic and economic rela­
tions between Spain and Russia languished until the reign of Catherine the 
Great.16 

The increasing contacts with Spain paralleled the process of westernization 
in Russia, and a part of westernization was the establishment of a theater.17 

In the sixteenth century, mercantile interests opened the way for diplomatic 
and cultural relations between Russia and her western neighbors. German, 
Swiss, and Italian physicians, architects, engineers, and artisans formed a 
colony in Moscow, and these foreigners constructed many of her churches, 
palaces, and public buildings. Important influences from the west made them­
selves felt in all aspects of Russian life.1 8 The seventeenth century marked an 
intensification of this process, as Russia sought to establish arts and trades and 
adapt western ideas to Russian needs. l d By the end of the century a select 
group was receptive to cultural importations, including the theater. 

The beginning of the reign of Tsar Alexis Mikhailovich (1645-1676) was 
not propitious to the introduction of the theater, however, for by 1646, the 
second year of his reign, the tsar had fallen under the influence of the monk 
Nikon, who in 1652 became Patriarch of Moscow and the tsar's first minister. 
Alexis was a man of deep religious conviction who turned to his father con­
fessor for advice and guidance on temporal and spiritual matters, both public 
and private. As a result, the period is characterized by extreme asceticism and 
piety. In 1648, in the third year of his reign, Alexis issued a proclamation 
which forbade public entertainment of any kind, thereby converting the 
country into what one historian has described as an "enormous, silent mon­
astery."20 Twenty-four years later the tsar completely reversed his attitude 
toward public entertainment. In 1672 he permitted the first cycle of theatrical 
performances in Russia. 

A combination of factors appears to have contributed to Alexis' decision to 
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establish the theater. When he led his troops through occupied territory 
during the Polish War (1654-1667), many theater buildings were pointed out 
to him, for Poland had a long tradition of western theater. He was aware, too, 
that German comedies were regularly performed in the Nemets\aia Sloboda, 
Moscow's predominantly German foreign colony.2 1 In 1659, Alexis' ambas­
sador to Florence, Vasilii Bogdanovich Likhachev, brought back glowing re­
ports of stage performances in Italy.22 The tsar appears to have been im­
pressed, for the following year he commissioned an Englishman, John 
Gebdon, to get in touch with foreign theatrical groups for the purpose of 
establishing a theater in Moscow. 2 3 Whether by chance or as a result of 
Gebdon's efforts, in 1661 the Grand Duke of Tuscany sent to Moscow a 
troupe of actors who performed Italian plays before Tsar Alexis.24 

In 1671, Alexis married Natalia Naryshkin (who became the mother of 
Peter the Great), a ward of Artamon Sergeevich Matveev. Having lived 
abroad and married a Scotswoman, Lady Hamilton, Matveev had become 
staunchly pro-Western. He was a great admirer of the French theater and 
under the tutelage of Matveev and his wife, Natalia became acquainted with 
the traditions of Western theater and shared her guardians' enthusiasm. After 
her marriage to the tsar, she prevailed upon him to establish a theater at the 
Moscow court.2 6 

In 1669, Matveev replaced the Patriarch Nikon as the tsar's first minister. 
Church opinion augured well at this point for the establishment of the theater 
in Russia. When members of the church expressed their disapproval of the 
antics of the sbomorotyi (jesters), Alexis turned to his confessor, Father 
Andrei Savinov, for his opinion of the Western theater. Savinov replied that 
had such spectacles been sacrilegious and immoral, God-loving rulers of other 
lands would not have allowed them to be performed 2 6 

Having come to a decision as a result of these various influences, Alexis 
took definite steps in 1672 to implement his resolution. On May 15, 1672, he 
commissioned Colonel Nicholas von Staden, a German member of his court, 
to journey to the Baltic Duchy of Kurland, then under Polish suzerainty. 
Among other charges, he was to enlist the help of Duke Jacobus in bringing 
back to Russia a group of actors and directors, for Jacobus had been active in 
developing the Kurland theater2 7 

Matveev suggested to the tsar that there was already a man in Moscow 
who was capable of putting on theatrical productions, Johann Gottfried 
Gregory.2 8 Gregory was pastor of the Lutheran Church in Moscow and 
director of a free school for children, in which the German curriculum called 
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for the regular presentation of school plays. Within a few months, the Ger­
man pastor assembled and rehearsed a company, mostly foreigners living in 
Moscow. 2 9 At the same time Alexis had a special theater built at his residence 
in the village of Preobrazhenskoe, near Moscow, and on October 17, 1676, 
Gregory's group produced the Biblical story of Esther.30 

After Alexis' death in 1676 there was a general lull in theatrical activity 
partly because of recurrent Church and some conservative elements' oppo­
sition. Nevertheless the possibility of using the stage as a means of establish­
ing new patterns of thought was not wasted on Peter the Great, who came to 
the throne in 1689. His general program of westernization gave a new im­
petus to the theater.31 He brought a Danzig theatrical company, headed by 
Johann Christopher Kunst, to Moscow in 1701.32 Peter saw great value in the 
theater as a medium of spreading his own doctrines to the people, and he 
moved the theater from Preobrazhenskoe to a state theater constructed on 
Red Square.33 To encourage attendance, he lifted the evening curfew during 
the performances. Translators were engaged to render foreign plays into 
Russian, and Russians were trained and encouraged to become actors in 
them 3 4 

Peter's niece, the Empress Anna loannovna (1730-1740), former Duchess 
of Kurland, and her German favorite, Biron, preferred the German theater, 
and during her reign many German plays were performed.35 In the reign of 
Elizabeth Petrovna (1741-1762), when Russia was at war with Germany, and 
allied with France, the German theater gave way to the French, which domi­
nated Russian taste well into the nineteenth century.36 

Under Catherine the Great (1762-1796), the Russian theater flourished. 
The empress constructed the Bolshoi Theater in 1773 and six years later es­
tablished the Imperial Theatrical School for the training of actors, singers, 
and dancers. She strengthened her control over the theater when she estab­
lished a special Administration of the Theater in 1783.37 All theaters, except 
those privately owned by the aristocracy, came under the direct control of the 
Crown, and those who worked in them became government employees.38 As 
a result of the French Revolution, Catherine established official theater 
censorship in 1791. 

Although there were some original plays in the eighteenth century, the 
Russian theatrical repertoire consisted mainly of foreign plays, or adaptations 
of them, and the theater depended heavily on performances by French, Ger­
man, and Italian troupes. By 1710, several important Spanish themes reached 
the Russian stage, marking the beginning of Hispano-Russian drama relations. 
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Some Spanish writers were known and translated in Russia early in the 
reign of Peter the Great. A foreigner, Andrei Dikenson, translated from a 
1655 German edition,39 the Empresas políticas, о Idea de un príncipe político­

cristiano of Diego de Saavedra Fajardo, one of seventeenth­century Spain's 
moralists and political philosophers. At the end of the seventeenth century, 
Feofan Prokopovich (1681­1736), one of Peter the Great's advisors, translated 
the same work of Saavedra Fajardo from the Latin,4 0 for he believed that 
Saavedra Fajardo's wisdom had much to offer a ruler interested in governing 
well. In 1739 a certain Sergei Volchkov translated Baltasar Gracián's Oráculo 
manual у arte de prudencia into the Russian from Amelot de la Houssaye's 
1702 French translation.41 Cervantes' name appears in Russia as early as 
1720,42 but the first work translated into Russian, from the French, Las dos 
doncellas, did not appear until 1763.43 In 1769, Don Quijote appeared in Rus­

sian for the first time, in an anonymous translation from the French 4 4 

During Catherine's reign the opinions of Voltaire and the French philos­

ophers were sacrosanct to Russia's intellectuals, all of whom, like their French 
counterparts, considered Spain a country of ignorance and religious fanati­

cism. Most eighteenth­century thinkers held that the Enlightenment never 
reached Spain at all, and the Russian writer Nikolai Ivanovich Novikov 
(1744­1818) expressed the opinion of many when he wrote that Spain was a 
country where the clergy, "gorge themselves on the best fruits and mystic 
celebrations dim the minds of the state. They build altars to superstition, 
calling it religion, in order to spread ignorance among the people."4 5 

Russian producers, avid imitators of the French, took a similar view of 
Spanish drama. Other genres of Spanish literature were highly regarded and 
were, in fact, much better known to the Russian reader. For example, al­

though the Russians were acquainted with Cervantes' prose fiction, he was 
unknown as a dramatist until the nineteenth century.46 There was but a very 
brief interval between the appearance of a Spanish work in France and its 
appearance in Russia. 

Despite this tendency to ignore the Spanish theater, Russian neoclassicists 
do mention Spanish playwrights. Lope de Vega appears in Russia for the first 
time in 1735. Vasilii Kirilovich Trediakovskii (1703­1769) includes Lope 
among the foremost poets of Europe.4 7 Alexander Petrovich Sumarokov 
(1718­1777) in his Epístola П, "Epistle," (1747) refers to Lope and rhymes his 
name with Pope, "There is Tasso and Ariosto and Camoens and Lope/ 
Fondel and Guinter and the clever Pope." Sumarokov then remarks, "Lope, 
a glorious Spanish dramatist, died on August 24, 1635, at the age of 72. He 
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was a knight of Malta and composed three hundred comedies."48 Other 
eighteenth-century men of letters in Russia refer to Lope and to Calderón, 
and one mentions that Sumarokov's Epístola was the only material available 
on them in Russian.49 

In 1792, a Moscow journal published a Russian translation of Francois 
Arnaud's essay, "Lettre sur le Theatre Espagnol"50 which had appeared in 
Varietés littéraires twenty-two years before. Arnaud's essay states the neo-
classicist opposition to the Spanish Golden Age theater, and helps to explain 
Russia's attitude toward, and limited knowledge of, the Spanish comedia: 

What amazes us most about Spanish playwrights is how prolific 
some of them are. One cannot but be overwhelmed when he learns 
that Lope de Vega wrote 1800 plays. But when he sees the quality and 
structure of these plays he can explain this phenomenon. The Spaniards 
possess many chronicles, hagiographies, songs, etc. In them there are 
historical anecdotes, entertaining adventures full of the folk super­
stitious situation: The writer selects one of these adventures, rewrites it 
any way he pleases, and composes a dialogue based on the tale. He calls 
his composition a comedia. In these comedias the writer depicts either 
a person's entire life, from birth to death, or some historical incident, 
which lasts forty to fifty years; there is no structure, care, or relationship 
to reality; the action, without rhyme or reason, suddenly shifts from 
one part of the world to another. A great number of Spanish plays are 
composed in this style.51 

Arnaud's essay contains a plot summary and analysis of two Spanish plays 
which he considered to be among Spain's best: Lope's Los Benavides and 
Moreto's El ricohombre de Alcalá. Arnaud's comments on Lope's ability to 
depict Spanish popular traditions and customs were of little interest to the 
eighteenth-century Russian, but these elements played an important role in 
the nineteenth-century revaluation of the Spanish theater.52 

The Russian editors added a comment which indicated that by the end o f 
the eighteenth century the Russian reader, with his limited knowledge about 
Spain, had not been interested in learning about her theater: 

We have heard much about Spanish customs and authors, but is 
much really known about them? We know little about that distant 
people, except that their pride and laziness have become legendary. But 
in general we know little about Spanish literature, and therefore hope, 
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especially for the friends of the theater, that our short work will not 
have been a waste of time. 6 3 

Long before Arnaud's essay appeared in Russia, however, some Russians 
had encountered Spanish Golden Age plays. Between 1702 and 1709, having 
undergone transformations in France and Germany, two plays of Spanish 
origin appeared in Russia: the first based on Tirso de Molina's El burlador de 
Sevilla, and the second on Calderón de la Barca's El alcaide de sí mismo.54 

Both plays were among the most popular productions of a group of strolling 
German actors managed by Johann Velthen. Not wishing to lose them to 
other troupes, as often happened, Velthen never wrote out the complete plays 
in manuscript form. Instead he distributed the individual parts to the actors, 
who performed them in a modification of the improvised style of the corn-
media delP arte.55 When Velthen died at the turn of the century and his 
company was disbanded, many of the players were invited to perform for 
Peter the Great. They brought with them the German versions of both 
Spanish Golden Age plays.56 

Tirso's El burlador de Sevilla first appeared in Spain around 1621. An 
Italian, Onofrio Giliberti da Solofora, made an adaptation of it entitled / / 
convitato de pietra.57 Having adapted the work to the needs of the commedia 
delP arte, wandering groups of players performed the play and brought it to 
France. In 1658, the French actor Dorimon translated it into the French play 
he Festin de Pierre, ou le Fils criminel. The error in the title may be ac­
counted for by his having mistaken convitato (guest) for convito (feast), and 
the word pietra (stone) for the name Pietro. Thus it was that Tirso's com­
mander became Pierre in France and Don Pedro in Russia. The success of 
this play in France caused still another Parisian actor, Claude Deschamps de 
Villiers, to rearrange the theme in 1659.68 This arrangement, with many 
changes and omissions, was the basis for the German version which made its 
way into the Russian theater. 

The central theme of Tirso's play is religious and moral. The play deals 
with man's responsibility for his sins, and with the struggle between good and 
evil, between the desires of the flesh, and the moral necessity of controlling 
these desires. Sooner or later man will die and God will judge him. But 
Tirso's hero, Don Juan Tenorio, is a believer whose answer to repentance is 
that he has much time left to pay for his sins, "Tan largo me lo fiáis!" 

God has established a universal order which requires man to obey a code 
of behavior based on respect for religious, royal, and paternal authority. Don 
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Juan respects none. He offends God because of his sexual appetite, which 
leads him to dishonor woman and thereby defile the holy sacrament of matri­
mony. He defies royal authority by defiling the king's palace and betraying 
the king's confidence. He dishonors his own family name, thus showing dis­
respect for his father. His seduction by trickery of Isabela, Tisbea, and 
Aminta also shows his disrespect for the rules of hospitality; the king's as well 
as the peasant girls'. 

Perhaps Don Juan's greatest virtue, and at the same time his greatest vice, 
is heroic pride. It manifests itself in his defiance of death in the presence of 
the commander's statue. In his heroism, he assumes godlike proportions and 
God permits no one to be His equal. 

Yet in other ways Don Juan is a perfect caballero. With his male peers he 
is a man of honor, for otherwise he would not have accepted the statue's 
invitation. So great is Don Juan's trust in the statue's good intentions and 
personal honor that Don Juan accepts his handshake in good faith. He is also 
a generous host who cares for his guest's comfort and culinary pleasure. 

Don Juan serves another function in Tirso's play; that of punishing others 
who are guilty of unbecoming conduct: Doña Isabela, Doña Ana, Tisbea, and 
the Marqués de la Mota all receive their just deserts. 

Catalinón—a name which suggests the coward according to Américo 
Castro—is still a faithful and prudent servant who has his own virtues and 
vices.69 He constantly reminds his master that time is running out and that 
he must improve his ways. Catalinón's role is made even more important 
because it is he whose description of Don Juan's descent into Hell puts a 
lightning-like end to the polyphonic final scene. 

The Villiers play, which is the basis for the first Russian version on the 
Don Juan theme, differs in several respects from Tirso's El burlador de 
Sevilla. Villiers adapts the forms of the play to the rules of French neo-classic 
drama. The play consists of 1800 alexandrines divided into five acts, but dif­
fers from neo-classic rules in that it lasts two days instead of the prescribed 
twenty-four hour period. Both plays take place during the reign of Alfonso 
XI (1312-1350); Tirso's in Italy (Naples) and Spain (Tarragona and Seville), 
Villiers' in Seville and environs. Villiers also reduces the number of principal 
characters. For example, Amarille takes on the roles of both Isabela and Ana 
de Ulloa and the abducted peasant replaces Tisbea and Aminta. The plot is 
simple and has no secondary themes because Villiers reduced the importance 
of the Spanish theme of conjugal honor. In contrast to Tirso, Villiers gener­
ally avoids mixing comic and tragic elements, and with the exception of the 
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scene in which Dom Juan's servant Philipin (a name which Villiers gives to 
the servant in his other plays) 6 0 frightens away the pursuing palace guards 
(I, vii, 665-682), there is almost no humor. Tirso emphasizes the moral theme 
implicitly, although Don Juan's father, uncle, and servant do admonish him 
from time to time; Villiers makes the moral message explicit throughout the 
play in the form of constant admonition to Dom Juan from a majority of the 
characters. 

Whereas Tirso's Isabela and Ana permit certain liberties to their fiances, 
in Villiers' work the love between Amarille and Philippe is pure, romantic, 
and chaste, serving as a contrast to Dom Juan's perverse sensuality. Even 
when Amarille permits Philippe to visit her at night, he may not enter her 
room, but must stand outside her window. 

The Villiers' Dom Juan differs in many ways from Tirso's. From the out­
set Dom Juan manifests an uncontrollable violence and rebellious disrespect 
for any authority, be it divine, royal, or paternal. "Je ne veux plus souffrir de 
Pere, ny de Maístre; / Et si les Dieux vouloient m'imposer une Loy, / Je ne 
voudrois ny Dieux, Pere, Maístre, ny Roy" (307-310). Tenorio merely dis­
regards his father's admonition, (186-376) but Dom Juan actually strikes his 
father, who subsequently dies from this shame. (765-770) 

Dom Juan obtains his desires through violence and threats. He tries to 
rape Amarille and kills her father Dom Pierre, Seville's governor, when he 
intervenes. He later abducts and rapes a peasant bride on the eve of her wed­
ding. In attempting to escape capture, he forces a pilgrim to exchange clothes 
with him, thereby mistreating a servant of God. His pleasure comes not from 
possession of a woman, but from depriving someone else of the pleasure of 
honorable love. 

Not only is Villier's Dom Juan capricious, egotistical,61 and more danger­
ous than Tenorio, he is treacherous as well and has no concept of honor. 
While dressed in the pilgrim's garments he meets Dom Philippe, who has 
sworn to avenge Dom Pierre's death. Convincing Dom Philippe that it is 
sinful to pray to God when armed, Dom Juan kills him as he kneels, unarmed, 
to pray. Dom Juan's vices and immoralities are so numerous that Georges 
Gendarme de Bévotte calls him "une sorte de monstre ou de caricature."62 

Yet Amarille, unlike Tenorio's conquests, is still attracted to her father's 
murderer. 

Another significant difference between the two protagonists is that Dom 
Juan is introspective and seeks self knowledge. One such dialogue between 
Dom Juan and his servant Philipin is found in verses 1020-1097. Tenorio 
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"does not analyze himself at length in intimate soliloquies or in confidential 
dialogue (as Moliere's Don Juan is wont to do) . " 6 8 

The first play on the Don Juan theme performed in Russia was Don 
Pedro, pochitannyi shlia\hta i Amarillis, dock' ego Hi \omediia о Done lane 
i Done Pedro, "Don Pedro the Honorable Nobleman and Amarillis, his 
Daughter, or a Comedy about Don Juan and Don Pedro." 6 4 Only a sketchy 
fifth act of this play has survived, but it is almost the same in theme, plot, and 
character as the fifth act of Villiers' play. The act consists of six short scenes. 
In Scene i Don Ian and his servant Filipin anxiously await the arrival of Don 
Pedro's ghost. In Scene ii Don Pedro's ghost comes and extends an invitation 
to Don Ian, to visit his tomb at midnight. Scene iii depicts a wedding feast. 
In Scene iv Don Ian abducts the bride. In Scene v he forces the frightened 
Filipin at swordpoint to accompany him to the tomb of the ghost. Scene vi 
depicts Don Ian's death and condemnation to Hell. 

All three protagonists—Spanish, French, and Russian—search for sexual 
satisfaction. They bear no social or class prejudice toward woman, for woman, 
regardless of her social standing, is desirable, and to be enjoyed to the utmost. 
Isabela, Ana, and Amarille are equal in Don Juan's opinion to the peasants 
Tisbea, Aminta, and the abducted peasant bride. The Russian protagonist 
resembles his French counterpart in that he does not achieve his goals through 
cunning and trickery, but rather through force and rape. Both, by the ab­

duction and rape of a peasant bride on her wedding night, violate the laws of 
hospitality and the holy sacrament of marriage. 

Like his Western counterparts, Don Ian is defiant of death, and his atti­

tude toward the commander's ghost reflects this. When Don Pedro tells Don 
Ian not to fear, Don Ian answers, "I did not fear you when you were alive and 
I do not fear you now that you are dead" (p. 243). 

Another characteristic of Don Ian and Dom Juan, but not of Tirso's Don 
Juan, is the desire to eat, drink, and be merry. In Tirso's play neither Juan 
nor the commander eats earthly food, and the snakes and scorpions served at 
the commander's table are symbolic of the horrors of hell. Don Ian is a 
splendid host and takes great care in preparing a fine table of meat and wine 
for his guest. 

Although the three plays differ in important aspects, the Russian work 
maintains the moral atmosphere and religious message of the French and 
Spanish plays. The Russian Don Juan is aware that he should give up his 
evil ways. Don Pedro asks, "Don't you want to repent before heaven, or are 
you ready to be condemned to hell ? For the sake of this, take care. Time is 
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growing short." Don Ian answers, "If you want to preach go to your tomb. 
We have gotten together to make merry. Listen, Filipin, serve us a glass of 
Rhine wine!" (p. 244) 

When time does run out, Don Pedro says, "Repent, cursed man. Heaven 
has long been watching your evil doings." And Don Ian in his last moments 
on earth shouts, "Stop preaching, I ask neither heaven, nor hell, nor the Devil, 
nor his mother for anything." Don Pedro answers, "Fine. When no teaching 
is useful, then take the award which you deserve. (Both descend.)" (p. 248). 

The roles of Philipin and Filipin are similar but at times are different from 
Catalinon's, Tirso's servant, despite his fear in the presence of the statue, is a 
moral and honest friend who does his utmost to lead Don Juan along the 
straight path. Both Philipin and Filipin are gluttons and faithless cowards 
who place their stomachs and safety before duty and loyalty to their masters. 

Filipin feels no sorrow when he loses his master, and his final comments 
do not reflect the play's religious and moral message: 

What a nice trip they are having. They obviously are going to live 
in peace kwith everyone. If someone strikes me on one cheek, I'll give 
him the second. And if he strikes it I'll give him the third cheek. And 
if someone approaches my wife I shall lock them up in a room and not 
let them out until he pays two grivnas [an old Russian unit of money 
equivalent to the old English pound] for my patience, (pp. 248-249) 

Villiers' work ends on a very moral note: 

Enfans, qui maudissez souvent et Pere, et Mere, Regardez ce que 
с'est de bien vivre, et bien faire; N'imitez pas Dom Juan, nous vous en 
prions tous, Car voicy, sans mentir, un beau miroir pour vous. (1797-

1800) 

Although the chief source for the Russian Don Juan play is Villiers' work, 
other sources undoubtedly provided material. Several expressions appear in 
the Russian play which are not in the French. The words of the ghost to Don 
Ian, "I do not require mortal food, I only came to see whether you wish to put 
aside your evil and immoral deeds" (p. 244), are found in a German puppet 
show from the early eighteenth century entitled, Don Juan and Don Pietro 
oder das Steinerne-Todten-Gastmahl: "Jüngling, ich bin nicht gekommen, 
irdische Speisen zu essen, sonder um Dich mit den ewigen zu erquicken."65 

The same expression also appears in a work attributed to Cicognini, i7 con-
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vitato de pietra: "Non ha bisogno di cibi terreni. . . . " 6 6 These words do not 
appear in Tirso's original play on Don Juan. 

In both the Russian play 6 7 and the German puppet show 6 8 the time is set 
at midnight for Don lan's rendezvous with the ghost, whereas no specific 
time is given in either the Spanish or the French play. The only actual allu­
sion to Germany, however, is the mention of Rhine wine (p. 240). While no 
particular locale is named in the closing act of the Russian play, nor any 
Spanish color provided, neither does it appear to have Russian details. The 
title of Don has not been converted to its Russian equivalent nor have the 
names Ian and Pedro. Actually the name Dom Pierre in the Villiers play 
appears only once, in the list of characters.69 In the text, Amarille's father is 
Dom Pedre. Nevertheless in the Russian Dom Pedre becomes Don Pedro, 
the Spanish form. 

The Polish words in the title are enigmatic despite the absence of 
Polonisms in the text. Shlia\hta is the Polish word for nobleman and perhaps 
equivalent to the Spanish word don, which (to the best of my knowledge) 
had no equivalent in the Russian language early in the eighteenth century. 
Also difficult to explain is the word "Ian," the Polish name for Juan, where 
one might expect Ivan or loann to be used. A Polish translation of the Vil­
liers work is plausible, though no such work has been found. 

Within a few years the second play of Spanish origin appeared on Peter's 
stage, the Russian version of Calderon's El alcaide de sí mismo, called Prints 
Pi\el-Giaring, Hi Zhodelet, Komediia, samyi svoi tiurmovyi zahliuchni\, 
"Prince Pickelhering, or Jodelet, His Own Jailer, a Comedy." The title itself 
reveals its provenance, for in France the name Jodelet was added and in 
Germany, the name Pickelhering. Jodelet was the stage name of one of the 
most popular comic actors of the seventeenth-century French theater, Julien 
Bedeau. The success of many plays was attributed to his talent alone, and 
French playwrights wrote works especially for him. The inclusion of the 
actor's name in the title virtually assured success to such plays as Scarron's 
Jodelet, ou le Maitre-Valet, and D'Ouville's Jodelet Astrologue. In 1655, 
Thomas Corneille adapted the Calderón play to Jodelet's talents, calling it 
Jodelet Prince, ou le Géolier de soymesme.70 In 1680, Corneille's play was 
presented in Hamburg as a German opera entitled Sein Selbst Gefangener, 
oder der narrische Prinz Jodelet. In adapting the opera to his play, Velthen 
included the popular German comic figure Pickelhering and added his name 
to the title. The Russian adaptation retained both the French and German 



I: Genesis and Development (1672-1801) 13 

names in the title.71 Both Jodelet and Pickelhering correspond to Calderón's 
comic figure Benito. 

The setting for Calderón's play is Naples. Federico, a prince of Sicily, has 
killed Pedro, the nephew of the King of Naples, in a tournament and has fled 
into the countryside. T o avoid capture he discards his armor in the woods, 
and eventually finds himself at Belflor, the country estate of the king's niece, 
Elena. Here he passes himself off for a Catalan merchant who was robbed of 
his clothes and other possessions. At Belflor he is given food and shelter, and 
subsequently becomes chatelain of the castle. Meanwhile, Benito, a peasant, 
chances upon Federico's armor in the forest and puts it on. Thereupon the 
king's guards take him for Federico and arrest him. The guards have also 
captured Federico's loyal servant Roberto, who, in order to protect his master, 
acts as if Benito really were Federico. Benito is imprisoned in Belflor Castle, 
where Federico becomes his jailer. At the end all true identities are revealed, 
Benito is freed, Federico is forgiven, and marries the king's daughter Marga­
rita, with whom he has been in love from the play's beginning.7 2 

The theme of Calderón's play is the love triangle between Margarita, 
Federico, and Elena. Margarita's love for Federico conflicts with her sense of 
duty and obligation toward her father, her slain cousin Pedro, and her home­
land. The kingdoms of Sicily and Naples have long been enemies and 
Federico has killed a possible pretender to her hand and her country's throne. 
Fortunately Margarita's father learns of her love for Federico and relents in 
his hatred for him. Elena, unaware that Federico has killed her brother, falls 
madly in love with Federico. Federico is in love with Margarita, but feels a 
great responsibility and gratitude to Elena for her warm and generous 
hospitality. 

Calderón set this love theme in a somber and melancholy atmosphere of 
knighthood with its tournaments and pageantry. The tone is courtly, refined, 
and distant from reality. It is a play in which Calderón's Italian noblemen 
are very Spanish in their sense of honor, love, and passion. The work contains 
no social or class strife. On the other hand it does contain many elements of 
Spanish folklore centered mainly around the peasant Benito's speech and 
songs. Benito's inability to pronounce erudite words provides a humorous 
contrast to the somber atmosphere. He confuses, "Nerón, Sardanápalo, and 
Matusalén" with "enerón, sardina de palo, and Mateo de Alien" (p. 808). He 
mistakes Federico de Sicilia for Fueborrico de Cecilia (p. 817) and Fraile-rico 
de Cecina (p. 818). Nevertheless, Benito principally serves as a contrast for 
Federico. Spanish audiences doubtless laughed at anyone who could take 
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Benito for a prince. Calderón was laughing at a king (in this case not a 
Spaniard) who would not see immediately that Benito is not a nobleman. 

Thomas Corneille's version greatly resembles the Calderón original. The 
principal theme still centers around Frederic's predicament following the 
tournament and his love entanglement with Laure (Margarita) and Isabelle 
(Elena). And as in the Spanish, Corneille's work is characterized by a 
lachrymose and melancholy atmosphere.73 

Although the theme of chivalrous love is the principal one, almost equal 
importance is accorded the role of Jodelet, for whom Corneille added several 
scenes and augmented others. Jodelet is no longer the simple fun-loving 
peasant of the Spanish original. He is cunning and clever enough to take 
advantage of his new surroundings at the Belflor castle. Even before his im­
prisonment he tells friends that he is a marquis (p. 23), and at Belflor he plays 
the role of a prince enjoying the pleasant food and surroundings (p. 66). 
Jodelet also considers himself a lady-killer and does not refrain from courting 
any lady who comes by (p. 57). While at Belflor he tests his ability on Isa­
belle, but without success. 

In contrast to Benito, Jodelet does not want to relinquish his role of 
Frederic. When Edouard, Infante of Sicily, seeks his brother's release, the 
guards bring Jodelet to him. Naturally, Edouard, upon seeing that Jodelet is 
not Frederic, wants to see his real brother. Jodelet insists that he is Frederic 
(p. 195). The element of humor is augmented by Jodelet's bragging about his 
nobility and his talents with women. One of the most comic scenes in the 
French (which is greatly expanded in the Russian version) 7 4 describes 
Jodelet's capture by the king's guards, who are afraid of Jodelet because they 
recall how brave and skilled Frederic was in the tournament. They expect, 
but do not encounter, resistance from Jodelet.75 

The Russian version follows the plot of Calderón and Corneille. In con­
trast to the Russian Don Juan play, we have a full length five-act work. 

The atmosphere and emphasis in the Russian play are in sharp contrast to 
the Spanish and French. The love element and chivalrous setting, although 
present, are reduced to a position of secondary importance. Since the German 
text from which the Russian play comes is not extant, it is impossible to de­
termine which changes the Germans made and which changes (if any) 
Peter's translation made. The Russian play gives Zhodelet a greatly increased 
role. The scenes in which Benito and Jodelet appear in the Spanish and 
French versions are considerably lengthened in the Russian and new scenes 
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are created for Zhodelet, for example, Act I, Scenes ii-iv, in which Zhodelet 
dons Friderikh's attire and is subsequently apprehended by the king's soldiers. 

Zhodelet is not the naive Benito. He resembles his French counterpart, 
whose traits he carries to a greater extreme. If Jodelet is a polite lady's-man, 
Zhodelet is an ungentlemanly one. Zhodelet's role is characterized by its vul­
garity, coarse speech, and slapstick antics. His speech contains many porno­
graphic expressions and phallic allusions (p. 110). Zhodelet is constantly re­
ferring to his sexual prowess and at Belflor makes vulgar overtures to the 
chatelaine (p. 150). He uses many Russian curses throughout the play, not 
only to his social peer, Pashkal, (I, ii-iv., p. 110, p. 116, p. 175) but also to the 
king and other members of the nobility (p. 136). 

T h e theme of political peace found in the Spanish and French plays is very 
important in the Russian version. In Act IV, Scene iv, the king's guards con­
front Zhodelet, still believed by Naples to be Prince of Sicily, with the choice 
of ending the hostilities between the two countries or losing his head. Zhodelet 
answers that he has no desire to fight and wants peace. Friderikh agrees that 
the war should end (p. 177). The king of Naples wants to secure peace by 
giving Izabella in marriage to Friderikh. And the play closes on a peaceful 
note as Friderikh says hopefully, "Mars and his cruel army will stay far 
away" (p. 195). This expression is present only in the Russian version, and 
one may conjecture that at the time Peter was trying to instill in his people a 
desire for peace with a neighboring power. 

A little Russian color is woven into the play, even though the scene is set 
in Naples. "Sidor and Karp in the Crimea" are Zhodelet's tailors (p. 120), 
and the money he uses he designates by the Russian name for a small coin, 
altyn (p. 122). 

A study of the three versions of this play reveals several curious points. In 
a comic attempt to show the audience how he would address a lady, Zhodelet 
speaks in apostrophe to Margarita (p. 114). She is the heroine of the Calderón 
play but does not appear in the Corneille work. There are sections of the 
Russian text which were virtually lifted out of the Calderón play, but which 
are not in the French. In the Spanish, after donning Federico's armor, Benito 
says to his friend Antona, "Pues Antona, ¿qué dirá? Que so con figura 
extraña, San Jorge mata-la-araña." (p. 813). In the Corneille play, when 
Jodelet appears for the first time, he is already, "armé des mesmes armes que 
Frederic auoit portees au Tournoy." The scene in which he actually puts on 
Frederic's gear is omitted and there is no mention of St. George. The Rus­
sian version, however, reproduces the original Spanish; Zhodelet dons the 
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hero Friderikh's armor and says to his friend Pashka, "Look at me now. 
Don't I look like the Knight George who killed the dragon?" (p. 117). The 
internal evidence of the Russian play proves that the translator of either the 
German or the Russian version consulted the original Spanish, though his 
rendering of "San Jorge mata-la-araña" suggests a misunderstanding of the 
Spanish folk expression.76 

The Russian play differs importantly from the Spanish and French in that 
it contains material critical of the nobility. Peter intended to reform a profli­
gate and indolent nobility, and to teach his people that nobility does not come 
from ancestry but from merit and reward based on labor and contribution to 
a progressive society. Zhodelet defines the aristocracy as "anyone who wears 
velvet pants" (p. 143). When the king and his court take Zhodelet for a 
prince, despite his vulgar speech and uncouth manners (p. 138), the impli­
cation is that the nobles of Peter's Russia are themselves little better than 
vulgar bumpkins. 

Not until the end of the eighteenth century do we encounter another 
Spanish play, again by Calderón, in Russia. The adapter was the monarch 
herself, Catherine the Great. Catherine took interest in writing for the stage, 
having composed three lyrical dramas, eleven comedies, an imitation of the 
Merry Wives of Windsor, and five operas.77 In 1787, she began an adaptation 
of Calderón's El escondido y la tapada?8 She uses as her text Simon Linguet's 
prose version in French, he Cloison, first published in the 1770 Paris edition 
of his Theatre espagnol (4 vols.). 7 9 Catherine's title V chulane corresponds 
in meaning to the name of Linguet's work. 

Catherine's plays, many of which were performed on the Hermitage stage, 
fall into two periods, 1772-1776 and 1786-1790. She wrote comedies of man­
ners describing the Russian middle class and lesser nobility.80 They were 
moralistic and sought to instruct. Her aim in presenting these plays is in­
scribed on the Hermitage Theater stage, "Ridendo castigat [sic] mores," 
"Correct manners by laughter,"81 adapted from the motto which the French 
poet Santeuil devised for the seventeenth-century Harlequin Dominique. 
According to the Soviet theater historian, S. Danilov, "The rules governing 
her plays were that they should be funny, but not insulting, contain jokes but 
not offense, should have salt but neither bile nor bitterness."82 By the time of 
her second cycle (1786-1790), she had also become interested in western com­
edies of manners, which she adapted to Russian surroundings. It was during 
this period that she wrote V chulane.83 

Like Peter the Great, Catherine used the theater to further her social and 


