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THEATRE SPACES
IN BARCELONA, 1800-1850

Gabriel Sansano

My work attemprs to delve inte the characteristics of different plavhouses or theatrical spaces
rhat existed in Barcelona that were supported and frequented by the emerging artsan middle
elass. With this 10 mund, | propose, on one hand, to outline the theatee context cthat explains the
Teatre Principal’s’ hegemony during the frst third of the century, and in parallel, show how chis
theatze coexisted with different amateur spaces. T will also explore m detail twor sites, the Teatre
dels Gegants and the Teatre Mo, attempts to create professional spaces catering to cmcrging
social clagses distinet from those of the aristocmcy and the bourgeeisie. In the process, T will
contextualize the social, political, and economic evalution of Barcelana society, which was the
driving force of social change; in parocular, D will focus on polineal change, especially 10 relacon
te the Liberal Revalution.

[ am interesied in particular spaces i a aty that experienced very significant demograploc
growth between 1790 and 1850 (Fibregas 1973, 20=-22). Although statistics differ from source
to source, we can safely sy that by 1800, the city had well over 100,000 mliabitarts; but
weith the War of Independence ({808-1814), the Liberal Triennium (1920-1923), and certin
cirenmistances related te public health (e.g the yellow fever outbreak of 1821), the population
then dﬂ:lppr_'CL and b}l 1H286, it hzrcly toppttl the [evel it had reached at the spirt of the century.
Even so, by 1848 Barcelona had more than 173,000 people, and by 1857, mare than 190,000
{Lopez Guallar 1997, 3; 2004, 65-71).

Aldthough it is troe that in 1821 the city began tw spread wwards the neighbouring town of
Gracia, it was a demogrphic sxpansion that was concentrated within the city walls and in it
suburbs until 1854, since the walls did not begin to come down unul that year. This circuim-
stance led to o very high population density, while at the same time the pace of life and social
relations in the city changed and accelerated, "became industeialized™ (with the foundation of
large industries and financial entities, constant inumigration, etc.). Such a concentmted degree of
humanity and the new labour relations demanded leisure spaces that, sinee at least the last thied
ol the previous century, had been growing and diversifying signficantly.
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Teatre de Santa Creu and theatrical spaces up to 1835

As is well known, theatrical sctivity was subject to operation by monopoly. Since the lateer third
of the sixteenth century, theatrical performances were prl"l':ll‘.d}' l.l'l.'!.lﬂng b}l the administrators
of the charity hospitals of every major eity that applied for the privilege. In Barcelona, through
a right granted by Felipe [1 (157%), the administrators of the Santa Cren Hospital applied for
and received a lcence to build a plavhouse (the Teatne de Santa Creu}, which, well into the
nineteenth century, and in the fice of competition fiom other spaces, came to be called the
“Teatre Principal, Thus, as of 1599, they had an enclosed building designed for the public and for
acting companies, and thanks to their monopoly, they had the auchority to permit—or not—
performances in any other space in the city, and to demand a fee (Artis 1938, 62-63; Suero Roca
1987, val, 1, 20-44).

Despite the contml exercised by hospital administrators over plays all across the ciry, it is not
difficule to find evidence pointing to the existence of regular performances in variows buildings,
sereets, and plazas. Perhaps the oldest nodce of these shows comes to us foin Rafael d'Amar,
Baon of Maldd, in his Caluix de sostre (17691819}, on which Francesc Curet {1935) relied
heavily in his historical study of Caralan theatres. Curet, based on Maldi’ testimony accom-
panied by the meagre press of the period (the first years of the Dinrio de Barelore, founded in
1792), notes the stable existence of some twenty stages, which were organized into thres cat-
egories; (a) the theatre of arisiocrats, gentlemen, and the wealthy bourgenisie; (b) the theatre
of the arnisan class; and (€) plays in schools and religious convents (57-88), Garcia Espuche
(2009 also makes note of it, 10 his map of cighteenth-cenmry ball coures (where games similar
to racquetball or handball were played), when he poins out thar some of these were wsed for
diverse shows or entertainments (47 2 passii). A notce from 23 March 1783 conficms it “Calle
Escudilless, en una casa que laman del Juegn de Pelota de Pages se representan casi diadamente
comedias de sanros y pasages de b sagrada escritur por una compania de tticiterss™ (Ms. 344).
It must be concluded that these shows were for the lower clagses,

Already by the end of the cighteenth century, these mnformal or subaltern shows cleardy
caused a decrease in income for the Teatre de Santa Creu and, faced with the different types of
competition that arose, the hospital exeressed its privilege, 1o the point of ebtaining a royal order
on 19 March 1790 thae prohibited presenting plays in private hiomes, and helding dances or
other entertainments in private or unoceupied spaces such as emipty apattments or warchotises
(Areis 1938, 544 Suero Roca 1987, vol. 1, 43—44),

Given this reyal order, it 15 worth emphasizing two aspects: first, the playhouse had
burned down 1n Qotober 1787, and during its reconstruction, a nearby warehouse had been
refurbished as a smaller theatre space. Second, the hospital administrarnes (from refigious
ardets, or people subject to them) used rental coneracts 1o supervise the repertoire chosen by
the manager, and censored the staging of the different plays, dances, ete, luis evident tha this
contral limited the updating of theatrical tistes. Avifion reminds us: “a través del escemario
la ciudad entra en conmacto con lo forineo y, en cierta manera, se regenera culturalmente
gracias a cllo; poca vida podria tener un teatro que solo se nutriers de sus propias fuerzas™
{1000, 139}, Likewise, it 15 worth considening that the minimal capacity and conservative (and
often repetitive) nature of the playlists encouraged the ereatien of alternarive, generally mors
domestc, spaces.

Finally, although the wstimony of Arthur Young (1787, 67) has frequendy been cited to
show the coexstence of different social classes in ches theatre, the fact s chat the lower classes
{actisanal first, and incipient middle cliss later) had seen the gradual reduction of the areas they
were assigned to in the thearre {unpaid benches or parterres, sanding-room-only areas in front
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of the stage) over the first third of the ninereenth cenwury (Arts 1938, 167), and they sought
alternatives in other private or semiprivate spaces, of a type moge in line with their tastes or
ECONOITILC Mzans.

Everything leads to the conclusion that, as of 1800, these alvernative theatee spaces became
“permanent. Thus, in addition to the spaces belonging to the guilds or associations, there were
also habirual sites on Tripd Alley, on Plaga Sant Just, on Jongueres Street in a place called a “salan
de variedades” [variety hall], in the Templars Palace (also called the Palou}, on Sant Oleguer
Street, Mercaders Street, and in the Can Clavell warehouse on Plaga dels Gegants, as well a5
some others, not w0 mention the “pareable theawes” based 10 peoples’ homes.

These were pracices and spaces that grew especially after 1820, and in them masked balls
durinE Carmrval altsrnaved with academues and 'Lfilill:ty shows (kites, vmtriluquim, sl:ighl:
of hand, nativity scenes, etc)) {Amades 1933). The most regularly used sniees were the one on
Jongueres Strect and the one on Tripd Alley The lacter was a place of business thar is repearedly
menioned afeer the stare of the nineteench century, about which we have only the vaguest of
notices thar almost always reflece a very poor, vulgar optnion of the place:

Escava simat al tercer pos (...) L'escenari era permanent, 1 el que en diriem sala
d'espectacles contenia cine Hotges i bancs per al pdblic. Era el lloc preferit pels cupellans
i religiosos que no creien decords asistiv o Teatre piblic (...), es veu que hi actuava
tothom que volia llogar-lo, sense distincib de clases | d'estaments.*

(Crrer 1935, 94-95)

This progression of spaces could be considered the birst aacks aganse the hospital’s monopoly
or exclisivicy, which it continued to include in the Teatre's rental contraets and to defend against
any interference. As is well known, afier the Constitution of 1812, Déccee 262 of 8 June 1813
cstablished freedom of industry in Spain, which, although brief) was reinstated in 1820 and
definitively in 1836. The end of the guilds and the freedom of professsan and of commerce
granted, by extension, to any person the right to open a new theatre or put on shows away [rom
the Teatre de Santa Cren, In spite of everything, the hospitil continued to defend its privileges
before all possible partes: the City Council, the military governor, the Captun General, and
even the King, For it administators, given the fuctwations in the application of regulations
regarding freedom of industry, nothing had changed with regard to its exclusivity, which now
had nothing to do with monopoely rights, but rather, with the public utilicy that its privileges
generated for the hospital’s panients (Artis 1938, 554).

While this 1813 law is important for our discussion here, the toyal decrees signed by the
reipning queen en 23 and 30 Movember 1833 are no less so (Gazeta de Madrid, 28 MNovember,
10 December, respectively). The former pur an end to the mourning perind for the king’s
death [which occurred on 29 September), and the reopening of theatres and other poblic
entertainments was authorized. With the lauer, the delegates to each province’s Ministry of
Development were named {bath the posiions and the provinoial division wete newly created)
and were insgructed in their unctons, detuled 10 an addendwm. Chapeer 14 celates 1o " Theatres
and Shews™:

£7. Los toatres exigen con uegancia un arteglo que los saque de la situacién deplor-
able en que se encuentran. . bos Subdelegadas de Fomenter harin lo que puedan para
majorar el de sus provincias respectivas, 4 lo menos en lo reladve a los piezss gue se
representen, ya que sea imposible hacerlo en evanro  la ¢jecucion, puesto que apenas
hay entee sus gotomes uno O otro que posed los elementos primeros de se arte . animar
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§ bos Literatos de su territorio a enriguecer la escena provincial con composicianes que
Ia varien y amenicen, que estmulen lo aplicacion ¥ fivorezcan | concurmencia?
(Niiews 1835, 381)

There are two regulations whose relevance for the rayals is difficult understand, [ we forges
that the first Carlist civil war had begun a few weeks earher, in Ocober. The Delegates of
Development acquired very specific functions periaining w serving the tights of the furure
Queen lsabel I1, and the theacre had 1o be protected, encouraged, and subordinated to the needs
of liberal, er Tsabeline, ideals, as well a5 serving as an amusement and social decompression for
the population in tmes of war. As much a5 ot more than freedom of industry, this decree (and
its later developments) was the wall into which the hospital crashed in its demands for the pro-
tection of its menopoly. The new political climare favoured the appearance of new playhouses
and new theatrical producers (sometimes the actors themselves).

Theatrical scene and political scene, 1808-1835

But the subordination of the theatre to the political wene went back several years. Perhaps
never before war against the French had the theatre been used, with such intensity, 25 a weapon
of polirical propaganda by one faction against another. Beginning with this conflict, the stage,
along with the printed page, became the customary space from which to mlly one'’s supportens
and auack one’s opponents. The dramatic pamphlets that, in the beginning, served to combat
a “forcign” enemy (the French), wers Lter promoted to attack the suppotrers or detractors
of the Constitution, of Cardes Maria Tsidra, of the Regency, or of the rights of sccesion of
Fernanda VIIs daughter. Studies compiled by Caldera (1991) offer evidence of this. In this
volume, Franciseo Lafarge presents 2 catalogue of Spanish political theatre beeween 1805 and
1840 that includes 315 plays (167-251), and among 203 titles that he locates and Ges together,
same twenty are printed in Barcelona. If we comsult the listings created by Suero Roca (1987
1997), many of the works catalogued by Lafarga appear on this hist as being presented in the
Testre de Sanm Creu. As Pere Anguers notes: "La consolidacié del dillegs o converses coim 4
eina de divnlgacié politica e5 produi a Cataluma durant la guerra del Francés, i la dels sainets
en el Toenn Liberal™® {mﬂ"i. "-j‘]-

With respect to Barcelona, this assessment is interesting because 1t helps us better under-
stand the liberals interest in the stage, in celebrtory spaces, and spaces of sociability in gencral.
As Anguera highlights, they lacked religious supporters wha might spread liberal ideals from
the pulpit (a5 their opponents most certainly did), and “En dominar les ciutats, cls liberals
tingueren més 2 'sbast la possibilitat d'encarregar textas, formar compaiyies per reprasentar-
los i impulsar-re; si obtenien un Exit notable, Uedicia™ (2004, 10). The theatre thus became
an urban fexthole from wihich to combat absolutism, This relatively new, and in the beginning
completely urban, political, and propagandistic facer would successively receive de facto “super-
vistan™ during the various perieds of confrontaton that could be civil or, as of 1822, cleady
aniinous: by the local magistrate at one time, and later by the Delegates of Development; buot in
all cases, by the political leader af the time (Quintana 2016).

It this contest qutlined by Anguera, we find some other studies on the Liberal Toenaium in
Barcelona to b quits peranent, especially those that analyse the projection of liberal idealogy
specifically onvo the urhan sphiere (RoocaVernet 201 3), irs parties and celebrations [rom the space
of the City Council, to popularize and entrench the liberal symbology and liturgy (Ruoca Vernet
3016}, Tn this sense, the role of the town counals and their nnmediate superiors was decisive
in promaring a resignification and populanzation of the new liberal values and referents, This
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mare shart-lived impulse would be apparent during the Liberal Triennium, and would become
miore consistene and determined as of 1823, during Macia Cristina’s Peegency. Thus, as well as
the rustamary calendar of plays (Carnival, Easter, the eighth day of Corpus Cheisti, Christmas
celebritions, etc.), there was a special insistence on organizing ad hue parties on daces sigmificant
far litieralism: 19 March (passage of the Constitution of 1817), 22 September (convening of the
Courts of Cadiz), 13 July, ete. As Rooca Vernet notes:

i poptlaridad de las festas civicas durante Ia R.evohucion Liberal se fundamentd ea 1a
accitn de los consistorios municipales de estimular mecanismes y gestualidades de la
alepria sprendidos cuando los cindadanos erin silbditos del monarca y relnterprecados

en los pueves ceremoniabes liberaks ®
(2016, 74)

Among the various initiatives to stimulate civic gestures, we can sec 2 clear cxample in the
area of dancing during Carmival or at masked balls, which were quite popular in Baccelona in
those days. Although it is true that these celebrations and festivals had been deeply rooted in
the culiure since the eighteenth century (Curet 1935: Artds 1938; Adsa 2011), 1t is no less true
that the Nhersl auchorities placed a special emphasis on them, and a proselytizing peromissive-
ness o attract the support of heterogeneous social sectars, ko this regacd, we must mention the
animnated dances at Antonio Madal's warchouse, also known as"La Patacada ac which the bour-
seoisie rubbed clbows with the artisan classes (Artigues, Caballé; Tager 2013, 67; Foca Vernet
2016, 77 and B0). The numerous extant applicatons 1o hold private dances and soitees, in the
biomes and warehouses of ditferent seeial sectors, confirms this.

Teatre de Santa Cren ~ Teatre dels Gegants, 1820-1821

Among the various amemprs 10 establish a new, more or less stable public theatre during the
Trienmium are included the initiatives of some actors such as Agustin Llopis and Felipe Blanco
{Artls 1938, 547; Suero Roca 1987, vol 1, 38-41). But the only one that seems 1o have endured
i the so—called Teatre dels Gegants. This was located in the “Can Clavell” warchouse, in Plaga
dels Gegants (behind the city hall). In fact, Suero Rooea discusses in detzil the tempestuous
relationship between the Teatre de Sant Crew and the Gegants, both in the chaprer dedicated
to theatre's exclusivity (vol, 1, 38—40) and when she analyses the formers business conduct
hetween 1820 and 1830 [vol. 1, 173-177). This researcher notes that there were not any very
great differences between the show schedules of the two theatzes, although there certainly were
berween the conditions of n true theatre and a more o less repurposed warehouse (40},

The Teatee dels Gegants opened for business on 19 October 1820 (Suern Rocs 1987, vol. 1,
38, n. 29), On the 18th, the Diario de Barceloia announced: "'La compadiin Dimmitica Espafial
[sic], dard principio & sus funciones mafiana jueves; los sefiores & sefors que quicran abonarse
acuditin al Teatro Plaza de los Gigantes, aimacén de Clavell™ The initiative began with a ease of
actors, ked by the actress Maria Anronia Perales, This space had every intention of offering a full
seasor, which was why the aforementioned subscriptions were offered and the warchouse had
been renovated with a general enttance, loges, and balconies.

A cursory reading of the two listings (of the Tearre de Santa Creu and Tearre dels Gegants)
allows us te confirm some details. As Sucro Rioca had already noted, the general nature of the
titles staged was sumilar (late Barogue works, melodramas, translations ._.), with the more com-
plex onss in the thearre building and those requiring less staging in the small one (or in both).
The two spaces also shared a taste for one-act farces. TWrhar did differentiate the established
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thieatrs was 1ts abilily to stige operss and other musical plays {ir had some musical directars op
its seaff), while the newer theatre never dared anything more complex than some ditties or duets,
Oy the other hand, the Teatre dels Gegants was characrerized by s schedule of duly dances
{boleros in varions styles—sorongs, b Tirana, la Marica—fandangos, etc.), which the Teatre de
Santa Creu copied.

Even so, the Gegants company led an ephemeral, hit-or-mis existence, and n I:rl.i-l:l—lﬂ‘zlr
it closed its deors and the property was suctioned off {Suere Puoca 1957, vol. 1, 173-177). Its
bief existence appears to have been basically dictated by two aspects. The first was 1ts status a4
a warehouse converted into a modest theatre with limited capacites (for both stage and audi-
ence), which consl:qutnt],y limited its economic poﬁihiiit‘ies.ne second was the odd alliance of
interests between the hospinl administrators, the direcror of the theatie, and the City Counal,
which elosely monitored the Teatre dels Gegants, despite the face tha Perales” company had
heen blesed with a kind of approval or tolerance on the part of the Captain General (Suero
Roca 1987, val. 1, 409, It was a difference of opinion between the higher authonity and the
municipal one that was difficult to undenstand,

[t is true that, since the second half of the eighteenth century, the city government had shown
interest in supervising the eity theatre, in making itself visible as 1 representative authoricy, an
attitude that had cost it more than a few ron-ins with the Santa Creu Hoespital administrators
(and ardmes with the Captain General himself) With the arrival of the Liberal Triennum, faced
with freedom ef industry and the repeated applications to open new theatses, the Ciry Council
submitted an application to allow these, should they be tolerated, to always have the necessary
municipal suthorization, Perhaps all of this might justify the confluence of interests beoween the
hespital administraters, the theatre's directar, and the Ciry Council,

Cin the other hand, when the Teatre dels Gegants opened its doors, it announced 1tzelf as
“the Matanal Theatre of Giants Plazo”" In other words, the Spanish company acted an the
Santa Cruz, but the Gegants was a “Mational Theatre!” Given the niodest condition of the site,
could the appellation *national” be undentood a5 supporting the Libeial Fevolution's cause?
If this were so, one might think that, from it opening day, on one hand it devoted itself to
the Liberal cause, and on the other, and no less importantly, it ser irself apart from the Teatre de
Santa Creu (which cante o be called the Teate Principal), traditionally a forum for the ars-
tocracy and with a decidedly conservative bent. Something of this must luve been the cue
(or the political eircumstinces of the country were changing), because twa weeks later, on 6
Naovember, the theatre’s Spanish company (which was called this 1o differentiate it from the
Italian company or the opera) was amounced as “the natonal dramatic society” And three
weeks loter (26 November), the Frnapal, which offered two shows that day, stated in the fiest
show's programme that after the comedy: “se cantard la canclén pateidtica del Trdgala™ [the pat-
rigtic song Trdgala will be sung™}, and in the second show's pogramme: “En el imtermedio los
primeros actores de la sociedad dramdnica nacional recitarin unas poesias anflopas § las acroales
circunstancias, v en seguida canmrin el himne pamiatico de Liberad, libertad sacrosanta."" The
dramatic compary, which had continued with its designation of*Spanish,” as of that day would
eame o be called watignal. The following day, de theatre repeated the formula of the patrigtic
songs. On the 28th, the Teatre dels Gegants, alter the comedy, announced that “patriotic folk
songs will be sung.” Perhaps by pulling on this thread and with a broader analyss, we can come
to understand the differsnce between the two authorities {municipal and Caprain General),
without forgetting that other, personal interests might also exdist.

As Anguera noted, che liberals used the thearre for their objective of popularizing the lib-
eral cause and, in general, facilitated the opening of new spaces, but this, ac least in Barcelona,
ran up against the reluctance of the City Council 1o open new halls that it did not control. In
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wiew of the projected subscriptions for the new Teatre dels Gegants' season, we must infer that
it was frequented by more modest classes, which were also undoubcedly ideclogically diverse.
Furthermore, we must not forget that in thesc years, theatre and music, thae is, staged music,
went increasingly hand in hand, and the theatrical Fever that spread capidly had as its epicentre
miusical theatre or opera, And it is also here where the company’y business readed. Without
being able to offer these kinds of shows, and under the strict contral of the municipality, the
futare of the Teatre dels Gegants was quite uncertain, as we have seen.

Very likely, in patt, 15 a consequence of the closing of this small theatre and the political cli-
mate, during the Liberal Triennium domestic plays continued in several places around the ciry
{warehouses or apartments rented for the purpose, or privite homes) and in other small, nearby
towns, frequented by spectators from a wide range of social classes, who tried ro gan spaces
of sociabulity, This expansion was cut short by the prohibiton decreed by the Capeain Cenemnl
during the Ominous Decade (Artis 1953, 35-37). Afier 1832, the cantrol over these kinds of
places and plays was reloxed, and anuateur plays fourished on their psoal soges (Ards 1933,
35-39), until the publication of the ruling queen'’s orders of December 1834, through which
theatre plays were promoted,

The free use of the theatre, 1836-1850

Some months earlier, in July 1835, during the civil war, 2 bellagg, or riot, had oceorred which
ended (with some rather amusing episcdes, such as the burning of the Bonaplata Steam Factory)
in attacks on several religious establishments around the city and their subsequent burning,
which damaged or outright destroyed them, This same year, regulations were passed to suppress
the religious orders, 1 process that culminated the following vear with Mendizibal’s state con-
fiscation of church-owned properties. As a consequence of the logistical needs arising from the
ongoing civil war, some of the previous Church holdings—Couvent de Ia Mereé, the Comvent
de Trinitaris Descaloes, Convent del Carme, Convent de Montsid, etc,—were used ac offices far
military adminiseration and barrcks for the national militia.

It was due to the troops’ desre to have some form of leisure (with the excuse of collecting
resources for their daily needs and these of the displaced population) diat some officess who
commanded the batzalions quartered there applicd for authorization to perform plays and other
small shows in these spaces. These demands were met with suspicion by the Santa Cruz Thentre,
although in some places they managed to develop a degree of activity worth reviewing: one of
these was the former Convent del Carme, where an amoteur company came to pecform searting
in June 1837 Its shows were announced in the Diario de Barcelona: "A beneficio de los actores
de la compafiia se repetird hoy el drama gigantesco dividide en 8 cuadros, amlado: Margarita
fe Borgofia; y darh fin con un dito cantade por Is Sra. Ferrer y D Fernando Martorell™" (3 July
1837, The following year, the building became the property of the Ciry Counil.

The other building was the former Convent de la Mercé: “Hoy se ejecutard el drama
romintico en 5 actos v 3 cuadros, titulado: Catalina Haward, y para su lucimiento se ha procurado
tado lo posible en € aparato escénico y trajes de Jos actores, segiin permiten las cucuristancias de
wsee teatro™? (7 July 1837). The variety of scenes and acts gives us the idea that they were staging
more than just minor phays. One space after another was closed that same year on otders from
the Teatre Principal’s directot, who feared the compettion fom these amatcur theatres (Artis
1938, 549-550; Radigales i Babi 1998, 27-29). This “persecution” signals both the fact that the
leading theatre was losing its audience, and that these provisional theatres were atractive o
numerous social strata. But the only project that prospered and grew was the one promoted by
the Seciedad del Liceo Filodramdtics, located in the former Convent de Monusid and operated
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by a large group of businessmen and financiers. It must be remembered that some sectors of the
bourgeosie had attempted (o manage and modernize, and even buy, the Principal [Artis 1938,
Suero Roca 1957), [n the face ofthe failure of these successive attempis, and wking advantage of
the regulations previowsly referred to, the Licen Filodramitic was founded; its success Fuctuated
in its early years, and before I;Iki.ng the step of constructing a news modern theatre tluﬂding on
the ficld of the former Trinitacian Convens, in la Riambla, it attempted to sec up shop on the
grounds of the former Capuchin Convent.

The inauguration of the new Gran Teatre del Liceu entailed the acknowledgement of the
bourgeoisie as the hegemonic class in the city, and a trivmph over the Santa Creu or Teatre
Principal, which was traditionally dominated by the aristocmey, As Fradera says,

L'evolucid del Licen dins de la vada de lo cutat fou Ia plasmacié més evadent de I
importancia del teatre com a centre de soaabilitat burgesa, i, també, com 3 pltaforma
d'osrenracid de lo seva supremacia recemtment sdquirida. Les dimensions del now
tearre del Liceu ho exemplificaven a bastament davant de la cintar, que €5 passcjava
i transitava pel seu eix principal, la Rambla. (...} El teatre [Licen}, dongs, acomplia
funcions precises: cap ending, reforgave el sentt de jeirquia 1ntraburgess 1 de clase
respecte d'altres grups socials 1| professionals; cap enfor, denotava la jerarquin de classes
emvers la coutat sencera,™

(1997, 334-335)

The history of the Gran Teatre del Liceu, its evalution, and its fully bourgeots namre are well
studied (Arts 1947; Fadigales 1 Babi 1998b, among others), and 1 will not go into further derail
on those matters here:

As bad wlso happened with the Licew, same of these other new spaces were promoted by a
diverse group of societies (not always bourgeois) that were continually popping ugy, all wath their
respective, heterogeneons goals (Artss 1933, 44-51). These spaces either had their own stages
from the start, or they rented one for their actvities. A fow of these thearres became fairly well
known towards the end of the 18405, given cheir impact at che time, suchas the Odedn Theatre,
the Olimpo Theatre, the Barcelona Circus, etc. (Madoz 1846, vol. 3, 539; Balaguer 1845, val. 2,
37; Fibregas 1975), O all of these, [ would like to focus on o theatre that | consider relevant to
the city’s muiddle classes, set in another former convent: the Teatre Nou,

The new Capuchin theatre or Teatre Nou, 18431848

During the Liberal Revolution, the public plaza represented the "expresidn del sspacio civice,
fue un lugar de encuentro fundamentado en la igoaldad de derechos y de la Ebertad formal de
los ciudadanos, ¥ devino el espacio de medincidn ente la sociedad v el Estado™ [Fiocs Vernet
2013, 11-12). Henee, one of the most ambitious urban projects during the Liberal Triennium
was the creation of & great avic space in which to celebrate liberal ideals and honour che
memocy of national heroes, one more proof of the new conception of the ciry. In addition to
two other plazas that received significant xeforms, the Plaga del Palaw and that of Sant Jaume
(fuocaVernet 2013}, the idea was developed of a broad, open plaza that, once the Santa Madrona
de Montjuie Capuchin Convent was removed, would cut across la Riambla and would be a great
urban space for the liberal city.

During the Triennium, the Cortes had expropriated and ceded to the City Couneil the
entire convent, and wirious urban projects were comidered for the use of its site; they even
began the process of its demolition (Sela Morales 1985, 1108-1111). With the restorntion of
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absolute monarchy, in 1824 the convenr was reconstrueted and returned to the Church, ersing
all signs of the reformiss. Although the rebellion of 1835 did ot directly affect the Capuchins,
in 1826 (a5 4 conseguence ol the suppression of the religious orders) the comrent was abandoned
and the City Council restasted plans to open @ public porticeed plaza on the ie. But during
these years, devotion to the theatre, and especially to musical theatre, domenated everything, so
the plan of building an urban open space alternated with that of bnilding a great theatre on the
site, as an alternative to the Principal,

In December 1840, the constimtional City Coundl opred for the construction ol a 'teatr
v un grande salon de baile” [theatre and a large ballroom], and invited both the pn:scmationl of
plans and “proposiciones de todes los sujetos que quieran (WOmar por empresa la cnn:.l:rucnfm
del teatro y saldn de baile 3 tenor del plano que se hubiers aprobade™* At the same time, it
was common for the place to host troupes of tightrope walkers and circus shows ete. and it
had its own amatenr company thar performed in the civcus. Given its possibilities for staging,
ance it was deconsecrated, the space dedicated to the shows was the church isell The counal’s
invitation teceived no response at all, and on 23 March 1841, through the Diarie de Barcelona,
they invited “los artistas nacionales i tomar parte en el concurse” [the national actors to take
part in the contest] according to the criteria that were set: the new amphitheatre should be 2
new construction, with a capacity of 3,500 people, and should have all the standard ancillary
spaces (storernoms, dressing rooms, a cafe, ete.), a spacious stage, and a great hal] for dances and
coneerts. Various proposals were submitted; that of the archatect Josep Oriol Mestres Esplugas,
which incarporated all the spaces requited by the City Council {see Fig. 22.1), gives us an idea
of the ambition of the project, which was never carried our.

Due to the lack of resources and the political instbility of the peciod (1840-1843)—
especinlly the progressivist popular revalt known as Jamanda (1843)—the competition remained
unfalfilled. Tn this situadion, and with the goal of mestng the demand for theatrs, the Connel
decided to rene the “theatrs™ for three years, and in 1843, afler some meve significant construc-
tion jobs to adapt it 1o theatrical use, the theatre would reach a capacity of 1.600 seats (Sala
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Figwre 22,1 Planta general de un beatro ... proyecto presencado por el arquitecto Josep Ciriol Mesties

Esplugas, 1342,
Source: B Andu Histdric de la Ciutat de Barcelona (AHCH 0657 3).
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Morales and Lopez de Guerefia 1982, 6). Called the Teatre Nou, it opencd its dooss on 16 April
1843, performed its last show on 30 April 1848, and on 10 July of that year, its final demelition
began to make way for the present-day Plaga Reeial The granring of three seasons for the site
thus extended o five.

Mo doube the best description of the Teatre Mou 3s Raffaella Perrone’s (2011, 39-43), who
also repeats Madoz's (1846, vol. 3, 539) testimony:

La forma de b platea es bastante defectuosa, compuesta de una figue: de herradura
prolongada de 51 pies, @ pulgadas cspafiolas el didimetro menor y el mayor de 78 pies.
Hay 3 pisos de palcos (con anficeatro en ¢l primerc), cazuela, sin faltar a cada piso
buenas piezas de desshogo, particulaemente en ¢l primero que cuenta un hermeso café
adernado con todo el lje de que o5 susceprible, y bassante para la concurrencia del
miicado teatro. Mo carece en todos los pisos de comodas y aseadas letrinas i Ja inglesa,
¥ colocadas en puntos bastante ventilados. ™

The Gran Teatre del Licen was inavgurated on 4 April 1847, and began to take its place as
the only model of operaric theatre in the city. At the same tme, over the last year and a half,
the Teatee Nou company had begun to suffer economically, the theawe had wvisibly dechined,
and its debts were mounting (Radigales Babi 19982, 167-168) The Principal and the Licen,
which were also sufferning some difficultes, left litde room for a third company 1f it did not
already have suflicient resourees (or a devoted public with wseurces). All in all, we are inchned
to think that possibly, during the meoderate decade, the interests of the Teatre Principal and
the Liceu in clinunating competition converged with thase of the City Council, which was
susceptible to pressure from them and from the Teatre Nou's credicors (Balaguer 1885, vol
2, 211; Soli Morales and Lépe: de Guerefia 1982, 6-10; Radigales Babi 1%98a, 162~163),
Along these lines, the council took advantage of the Nou's irregular season to carry out the
former's plans for urban reform: o dose the Teaue Mou and open a large public space. It
1 possible that the success of the new Licen received some help from monicipal decision-
making (connivance). From here, it is easy to twace the steps followed in the demolition of
the Mou, the call for the competton for plans (2 May 1848}, and the construction of the
Plaga Heial As Perrone notes, it was at this time that la Rambla was established a5 an urban
social and entectminment actery (2011, 35-50), a space for the new bourgeoisie, defined by the
Teatre Principal and the Gran Teatre del Liceu, with the new Plaga Reial as the great urban
{and bourgeos) plaza,

Although its disappearance and obscurity are almost wtl, the Teatre Nou deserves 1o be
valued for at least two reasons. The frst was already underscored by José Subizd (1946, vol. 2,
25-28) when he noted that operatic productions in Barcelona, with the tivaley between the two
thearres, increased notably during che 1844 1o 1846 seasons. In the first season:

El Teatro Mueve prodiga Jas dperas v ¢l Poncipal necesita esmerarse en la interpretacidn
de las suyas, a la vez que imprimir un movimiento renovador al repertorio. ... Enel
afio 1H45-1846 ambes coliseos, en beneficiosa competencia, dan gran variedad de
repertorio."”

The operatic actvity of the Teatre Nou was significant, 2 fact emphasized by Avifica (1950)
many years fater, and by Radigales Babi (1998a, 168-181), whe both placed great value on this
musical activity, at least, during those two seasons, In other words, the Nou became serious
competition for the Prineipal and claimed its place in the eity as an aleernative stage.
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The second teason, perhaps lesser kngwa, goes back to the proto-history of the {Capuchin)
Teatve Mow, characterized, at least between 1841 and 1843, by an eclectic bisting: picces by Vélez
de Guevara (Del Rey abajo, ningunc), by Gareia Guiidrrez (Bl trovaden), and by Zarrilla (El pidal
del gada), rogether with some transation from French (Lond Ladvenant), but especially panto-
mimic dances or other shoet picces or brief pastorals. In the contexr of such @ heterogeneous
tepertoite, the incipient Catalan scene found a recepive stage thar held scheduled shows with
a certain regularity. In the playlists for those years we find some bilingual tides by the most
populas Catalan playwrights of the first half of the century: Josep Robrenyo (1750-1838) and
Francese Renart v Ards (1783-1853). The former wrote plays about onrest that had o de with
the immediate civil war and liberal political propaganda: Lo Lermans Bufol, El padre Cariot
en Gutmerd, and Mosén Asnton en las moraias de Mowseny, Thic laoer offered very well-known
castumbrista titles: 'Titd y Dofia Pres, La car de despesas, La Layera de Sane Just, ere. These are plays
that, together with others by Manuel Andrés Igual (Sala Valldaura 2000), lgnasi Plana, and other
lesser-known playwrights, make up the first “reperroire” of bilingual and Catalan wstimbrista
farces in the firse half of the nineteenth cenrury Hence, the Teatre Mou should occupy a unique
position in the birth of the Catalan stage (and i1s audience) during the 1800s.

Finally, we should not forgee that the history of the Teatre Nou has alnose always been tied
to that of the Licen, and to a lesser degree, to that of the Principal. | think that a thorough
study of the companies and the pliylists of the Teatre Nou still needs 1o be done. I believe an
ad hoe anibysis could perhaps provide a complementary interprecation that would help to better
understnd the evolution of theatre in those years.

Conclusions

As we have observed, the existence of private theatrical spaces in the ciry of Barcelona was stable
and constant, at least from the latter halfl of the cighteenth century through the firse alfl of the
nincteenth, From the late eighteenth-century domestic plays or shadow puppet shows ta plays
at the Teatre Mo, from recreational socicties and the creation and consolidation of new theatres
{especially with the demolition of the walls that enclosed the city and the new plans for expan-
sion towards the neighboring municipalities), there was a wide rangs of options that continned
to arise ot supplement one anather.

Although it might seem that the amphitheatrss of the Santa Creu, and parrially, the Gran
Teatre del Licen were the predominant ones, we must say that spaces gueside the aristocracy
and the bourgeoisie proliferated in the heart of the old ciry in particular, due o demographic
pressure from some age brackets (primarily boys and younger men), who demanded spaces
where they could spend their leisure time, contred particularly on theatrical activity. The Santa
Creu belonged to the aristocracy, berween the conservatism and obsolescence of the playlists,
changes in the public’s tastes, and the reduction in space (benches) assigned to the lower classes;
hence, the Licen was born, ex novo, as o space for the new merchant and industrial bourgesisic.

Furthermore, the use of the hoards a3 a political sounding beard encourged the liberals
{first) and the Carlists (later) to use the stage in their attempts to stic unrest and the defence
of their ideals; especially in the cities, which were dominated by liberals. Urban reforms also
comtributed to this, deiven by the liberl revolution, which prometed, to varying degrees, the
abiliry of various spaces to be used by some anateus geoups for very diverse acriviries, especially
after the 1830s, with the proliferation of various societies and spaces of sociability smpelled by
not always overlapping political sensibilities,

The incipient middle class, and especially the arcisan class, sought and generated alternative
spaces that were particular to their social milien and their tistes. The new hegemonic class, allied
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wich the declining arstocracy and the new authoriries, were marginalizing the new spaces af
these initiatives. Riomantic sensibilities regarding the stage, and regarding music, contnbuted
significantly to the search for alternatives. [t 5 obviows that the Santa Cren or Teatre Principal
always maintined the pressure to preserve its privileges, and atuained it objectives, or at least
himited the competton untl 1835 (or until December of 1834 arcording ta the decres we have
seen), The Teatre dels Gegants (1820), the theatres in the former Carme and Mercé Convens,
and, to a lurge degree the Teatre Nou (Capuchin) (1841-1848) f2ll vicim to the schemes of the
Pomneipal and to the mterests of the new hourgeos class. The appearance of a liberal bourgeoisie
and the passion for the musical stage, driving forces behind the Liceu Rlodrmidc, ended up
changing the course of the siwation, fostering, togsther with social, economie, and political
evalution, a change in tastes and the birth of many other theatres thar were very active starting
in the 1850s. Thus, s Fradera (1997, 335) reminds us, it would not be until the end of this
period thar we have been exanmning that, with the bourgeeisie’s hegemony and their influence
on the State’s resources, we could speak of a cermin consolidation of a ibenal public sphers,
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Notes

L 1 lave applied linguistic comistency by means of systematically providing the Cawmlan names refercing
to theatres and other urhan place natnes, even i the Castilian equivalent appeans in some documents
used, English eranslarion has alse been provided when deemed appropiate.
“Escudillers Street in 5 house they call the Pagés Ball Game, there are holy plays and passages From the
macred seriptures performed almose daily by a company of puppetsen”
“throngh the stage, the city comes inte contact with the forelgn, and in some way 5 coltuealy
regenerated became of it a theatre that relied only on is own seengehs could nee survive very long™
"It was on the thied foor ... The ;age was fined, and what we would call the howse hod five jngﬁ
and benches for the public, It was the preferred place for the clergy and ocher eligious who did not
thirk it seemly to attend a public Theatre - it seen that everyone who wanted 1o awtend was acting,
regardies of social class or status”
"“57.The theatres urgendy demand an agreement that removes them from the deplomble simation
I which they fimd themselves. ... The Depury Delegares of Development wall do what they can to
improve that of their respective provinces, at least with regard to the plays that are shown, snce it may
be mmposable 1o de anything sbouc che quality of 2edng, given that among the actors, there may be
only one or twa whe have the barest knowledge of their are ... by snoovraging the men of letters in
theizr territory to enrlch the provineial stage with compositions that vary and enliven it, that stimulate
dedication to the stage and encovmge avendance”
6 "the conselidation of dialogue or conversation as 3 tool of politcal disseounation ook place in Catadonia
during the Peninslar War, and that of farces [for the same purpose] durmg the Liberal Trienmum.”
7 “Since they dominated the eitiey, the liberals had 2 greater ability to commission works, frem conm-
panies to perform them, and if they enjoved considerable success, to have them printed
& "the papularity of the civic celebrations during the Liberal Revolution was based on the action of the
wwn ceuncils in stmulatng mechanisme and gestures of happiness learned when the citizens were
subjeces of the monarch and reinterpreted for the new lberal celebradons™
9 “the Spanish Deomatic company [s] will prosent its firt shew tomerrew, Thursday; ladies and
gentlenen who wish (o subscobe may cowe to the Gians Pliza Thestre, Clavell warehouse”
Ut “In the miermussion, the leading actors ef the natonal dramatic sociery will recite some poetry per—
Hueul 1o surcent amutistances, and following that they will sing the pattione anthem Libertad, Rhertad
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suormsania ™ Revolutiopasy anthem weiteen by Ubariso, uom e phone wsed by Beonsventuc Carles
Aciban, which was also included in the play La litirad sesiannada by Ubarise [Aribau], Martalo [Larios
de Medemne], Lopecio [Ranwon Lapez-5oler] and Selta Bustega [Fl::mccsc Mdeés 1 Casals], Arst staged at
the Thatwe Principal an 2 May 1820 and published that same year by the “Imprenta Cangritucional de
[Juan] Dorca” _

11 “To mise funds for the company’s actos, the epic drma in cight scenes tithed Mangaret of Burgnud) il
be repeated, followed by a duet sung by Mrs. Ferrer and don Fernando Marterell”

12 “Todsy Guraling Howard, the romantic dama in fve acs and three scenes, will be pedormed, .md to
enhance ity splendor, everything possible has been obtained in the way of scenery nd costuming, to
the extent pernuteed by this theate’s bodget.”

13 “The svolution of the Licsu within life in the city was the most evident expression af the import-
ance of theater a5 a center of bourgeois socability, and alse 2+ a platform to exhibit i recently
aequired supremacy. The dimensions of the Liceus new theater were visible to any inhabitant of the
city wha traversed its main axis, La Rambla, ... The theater [the Liceu] thus fulfiled two. pamcular
funciions: internally, it reinfosced the semse of intrabourgesis and ehiss hicrrchy with respect (o other
social and professional groups; sxternally, it indicated class hiemrchy towards the city as 2 whole”

14 “expression of civic space, it was 3 meeting place founded on equal rights and the formal Bbesty of the
citizens, and became the medianon space hetwean society and the Ste”

15 “propesitions from all subjects who might take on the consirucuon of the theatee and balloom based
on whichever plan is ultimately nppmd."

16 “The shape of the vuin fioor is quite Aawed, shaped Jike an elongated homeshoe 51 feer, @ inches
{Spanish measures) in diameter ot the narowest pare, and 76 feet ae the widest There are three levels
of lopes (with the amphitheatre on the first level) and the ‘gods’ [the highest-level gallery]. Each level
has nice retiring roons, parGeululy on the first Aoar, which has a beauriful café decormed quite -
uriguely, and [commodious] enough 1o accommadate the number of awcindees of this theatre. Thece
10 lack on any of the levels of buffets and clean privies A {angfalse locired in well-ventilated aress”

17 *“The Teatre Mau was lavish with opers, and the Principal needed to put nuch mowe effort into their
performances, while alsa adding 2 more modern direction to the repestoire. ... In the 1545-1846 year,
both amphitheatres, in beneficial competition, offered great variety in their repertoires™
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