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UU'l'LINh 

'l'hesis:	 Juan del Enc i na , g?nel'ally known as the i'ather of tine 
Spanish stage, also made si~nificant contributions to 
the secular song literature of the Spanish Henaissance, 
particularly'in the villancico genre. 

Introduction: The political and intellectual environment in 
which Juan del Encina lived and worked. 

I.	 A personal and biographical sketch of ~ncina 

A.	 The details of his birth and family back­
ground 

B.	 Encina's educational background 

c.	 His years in the service of the church 

D. A summery of Encina's personality 

II. The	 Palace Songbook 

A. The importance of the songbook 

B. Eneine's place in the sonbbook 

III. The villancico 

A.	 Early definitions and classifications 

B. 'Prasent-day classification 

c.	 Themes found in the villancico 

IV. The	 musical style of ~ncina in his villancicos 

A.	 His following of the trends of the time 

b.	 The registration (voicin5) 

G.	 Encina's use of the modes 

D. Rhythm in Encine's villancicos 

Conclusion: Encine as a composer in hie own ri~ht. 



'.L'riE J;JUJICAL ....i!JJh 01" ,jUAI~ lJl:..L 1:.d~i,)l.l~.Ii. 

Juan del Enc Lria, t ne !'IWlIDoyant Irian oi' the hellaissance ... 

has long been revered 
) 

as the p a t r-Lar ch of' ..:ivanish drama. tie 

lived in a time that was ideal for the cultivation of ~eniua. 

The reign of Pe r df.nand of Aragon and Isabella of Castilla 

(1474-1516) transformed a frae::;mented ';';pain into a united and 

powerful nation. ~ueen Isabella was an entnusiastic yatroness 

of the arts, encouraging the pe r-f'or-mar...ce of both sacred and 

secular music in her court. A renewed iuterest in classical 

Li,t er-a tur-e had spread like wildfire from Italy to the rest of 

Europe. ~ii th the Spanish acquisition of naples, this burst of 

intellectual curi0sity reached ~pain. 

The year 1492 can rightly be called a landmark in .;,;panish 

history. The last stronghold uf the Moors was occu~ied at 

Granada, and Golurnbus discovered Mnerica. It was at Cnristmas 

of this year that Juan del Encina presented tne first of his 

plays, or "e oLogue s " as he called them. 'rhus, uhe seed was 

planted for the "Golden Age" of .::ipanish drama, an era of 

literary creativity tllat few nations have ever seen. althou6h 

the literary contributions of Encina are monwnental, the other 

side of his genius has long been overlooked; that of his role 

as musician and composer. ~ncina compoaed an abundance or secular 

songs, primarily villancicos, which he often empLoy c d in his 

eclogues. He is the most prolific composer of tne iJancionero 

Nusical de Palacio or Palace Sont-jbook, a hi!:!;!llY valued and 
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studied anthology of onr-Ly Cpnnioh mual c , 1 ~J.1hi a ulone seems 

to indicate his importance as n !Ilusii.lian. 
i 

The details uf the lifo of Juan del Bncina (sometimes 

spelled Enzina) are somewhat 3hadowy. Due to a lack of docu­

mentary evidance, the exact date and place of birth, as well 

as the date of death, are sUbjects of controversy. Encina has 

provided some clues on these issues in his own writings. In 

his ITribagia a Via Sagra de Hierusalom', an account of a pil­

grimage to thf'l Holy Land in 1519, he e:;iven his age as fifty-one. 2 

In one of his eclogues, he tells us that he was born at a village 

called Encinas, near Salamanca. 3 

1A non-musical stUdy of the Gancionero Husical de Palacio 
was made by Francisco Asenjo Barbieri in the Cuncionero musical 
de los 8iglos XV y XVI. Madrid, 1890. For a study containing the 
music, see Higino Angles, La lnusica en In corte de los Heyes Catolicos: 
Cancionero musical de Palacio. Vol. VeX: Monumentos de la 
mUS~C9: espaftola. Burcelona: Consejo Superior de InvestigacIones 
cient~f1cas, 1947. 

2Gilbert Chase, "Juan del Encina: Poet and Husician ll in 
Music and Letters, 1939, p. 421. 

3For a differing view, see Henry W. SUllivan, Juan del 
Encina (Boston: G. K. Hall and Co., 1976), pp. 20-21. sullivan 
states that Encina may have been born on June 12, 1468, in 
Salamanca. 
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Not until 1 ')21 cU d Juan del b:ncino. t 8 l'UIrJily b ackgr-ound 

become known, resul tine from 1'6s ear-cn at the ;JalaHJ.aI1ca 

Cathedral. 4 It was there established that Lncina was the 

son of a sho emaker , Juan de }'e1'IlJoselle (a Galiciannamed or 

Portuguese spelling of the Castillian name rlermosilla). It 

is believed that Enc i.na was his mother I s maiden name. 'l'he 

aspiring young man took up this n~le in about his twentieth 

year, possibly because it suggests nobility. The word "encina ll 
, 

which in ::)pallish means 1l1ive oak ll , also has literary connotations, 

as it was believed by Versil, Bncinu's favorite poet, to be 

the sacred tree of Jupiter. 5 

HOWeVBl:' mysterious his f'amily background may be, it is 

cleaI' that the younG Encine received sound educational training 

for his time. In 1484 he became a chorister at Salm~anca 

Cathedral, attending the University of ~alanlanca between that 

year and 1490. ~ring this time he read Latin under the fN~ed 

Renaissance master of that language Antonio de Nebriju (or 

Lebrixa ), whom Ene ina rever e d a s hi s i.ientor. 1 t wus during thi s 

time that he b ecame ac qua.int.e d with the works of Vergil, which 

were later to serve as the model for many of his eclo~ues. 

His musical training was presumably Wldertaken bi his brother, 

Diego de Fermoselle, a professor of mus.i.c at Salamanca (Which 

4rrhe discoverer of this information, Hicardo Espinosa 
M~eso, pUblished his findinGs in the December, 1929 issue 
of the Boletin de la Real Academia ESE.anola Wldcr the title 
"Nuevas datos biograficos de Juan del Encina II. ' 

5Chase, p. 423. 



incidentnlly, c an bOHDt the Lnu t i tutlon of tho. world. IS oldost 

Universi ty cha t r of music). As the time 01' the musical pl'intint;; 

preS3 had not yet arrived, 'Juan probably received most of his 

musical knowledge through his involvement at the cathedral. 6 

In 1490, Encina was promoted to capell~n de coro of the 

cathedral, and in 1492 became a member of the household of the 

second Duke of Alba, at Alba de Tormes. Serving as master of 

ceremonies, he produced Q number of mystery plays, the first of 

these teLng the a.forementioned Christl.las eclogue of 1492. The 

time spent l.U1ddr thi.:l noble patronage proved to be Encina's 

richest creative period; he himself testi.fies that the greatest 

portion of his music and poetry dated from 1492-1498. 7 

Encina competed l.U1successfully .for the lofty position of 

choirmaster of the Salamanca Cathedral in 1498, and by 1500 he 

was in Rome in the service of Pope Alexander VI. he obvivusly 

fell into the good grace of the papacy, for he obtained a papal 

bull which granted him the coveted post at Salamanca. Upon 

returning to Spain, however, he became involved in a lengthy 

lawsuit with Lucas Fernandez, the incumbent choirmaster. 

6sullivan, p. 127. 

7Federico Sainz de Robles, IIJuan del Encina ll in 
Diccionario de la Literatura, 4th ed. Vol. II: Escritores 
espartoles e hispanoamericanos (Madrid: Aguilar, 1973), p. 363. 



The r-ecul t s of thia COUl't bu t t Lo ur-o uuknown , nev er-t.no Lc eu , 

he was appointed archdeacon and canon at M&la~a in 1~U~. between 

1512 and 1511:3 Encina made three more trivs to Home, which ulti­
( 

mately won hila the priorate of Leon in 1519. he tnen took full 

orders, celebrating his first mass during t~e aforementioned 

Journey to the Holy Land. He presw~ably died in Le6n, no later 

8than March of 1530. 

The details of Bneina's life seem to paint a portrait 01' 

an ambitious, extrovurted social climber. Durin6 the years 

spent W1der the Duke of Alba's patronaGe, he played the role of 

the romantic troubadour. Dur-Lng the Ls.t t er- part of his life, he 

virtually abandoned ,his art, using papal influence in his advance­

ment up the ladde~ of social position. It is curious that de­

spite his lengthy involvement with the church, he never composed 

any known saored music. 

Although the poetic and drronatic works of Juan del bneina 

have been known for centuries, the bulk of his musical compoai­

tions remained undiscovered until 1b70, with the discovery of the 

Gancionero l"lusical de Palacio, or Palace ;;)one,book. Found by 

Gregorio Villaamil at the Royal Palace in ~adrid, this antholo~y 

has brought to light most of the known compositions by Encina, and 

proved to be an invaluable aid in the understandin~ of music of 

the Spanish Renaissance. 

8 'h I. 2 -' G ase, p , I~. 
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The Palace Songbook is monumental ill its Impor-t anc e for 

several basic reRsons. In volwne, it outnumbers nIl other 

known collections of its time, as it contains L~5e musical 

pieces. 9 In terms of historical range, the collection also 

outdistances its counterparts. Using the historical refereHces 

in the text as guidelines, the pieces have been dated from the 

101430 t s to thv early sixteenth century. The anthology also 

holds importance as being the most representative of all the 

cancioneros (songbooks). Every major peninsular composer of 

the epoch i3 represented, inclUding some Italian composers, 

as well as the Renaissance giant Josquin des Prez. The 

literary quality of the Palace Songbook further enhances its 

value, as many major Spanish poets are included, such as the 

Marques de Santillana, and Jorge Manrique. 11 

9I n its original form, the Palace Songbook contained 
apprOXimately 550 items, of which some were lost. In extant 
form, it exceeds the Canciunero Musical de la ~asa 

de Medinaceli (c. 1560) by 60 items. The Gancionero de la 
Biblioteca Colombina (probably before 1490) contains around
95 items, and the Cancionero de Upsaln (1556) contains only
54 items. 

10Robert stevenson,· Spanish lvlusic in the Age ~f Columbus 
(The Hague: Martinus Nijhoff, 1~60), p. 250. 

11Selections with text by the Marques de Santillana include 
"Harto de tanta porria ll (CHP, no. 26), and !ISenor:), qual soy 
venido ll (CNP, no. 52). Jorge Nanrique is represented by "Justa 
fue mi pe r-dLcLon II (CHP, no. 42). 



The importance of .c;ncina, or at Leu s t tho i'umiliurl ty or 

his contemporaries with his music, can be noted by examininG 

the number of his compositions in the Palace Songbook. Originally, 

he was represented b~ seventy-five compositions, of whi~h only 

sixty-three:. romaine Of the text themselves, forty-four fire 

a~tributed to Encina, with smae of these being set by other 

composers. 'I'hus , there arc three times more compositions bJ'" 

Eneina than any other composer, which leads to the assumption 

that the Palace ~ongbook may have bee.:D compiled for the 

House of Alba. 12 

or Encina's contributions to the Palace don~book, there 

is a wide variety of forms, including pastoral dialo~ues, 

canciones, romances, and villancicos. The most pl'evalent form, 

the villancico, is difficult to define. Literally, the wor-d 

denotes a rustic or pastoral song (from the ,si-'anish .ror-d "villano", 

meaning a villager or common~r). As a poetic form, the villancico 

was derived from a Spanish-Arabic verse type called a "zajal" 

(or zejel), in which the rerrain came at the beginninb' and was 

13 repeated after every stanza.

1cGustave Reese, Music in the Renaissance, rev. ed. (New 
York: W. W. Norton and Go., 1959), pp. S82-Sb3. Also, see william 
Edward Havens, Versific~tion and Form .i n the Villancicos of Juan 
del Encina (Thesis: University of Kentucky, 1972), p. 11. 

13Chase, p. 426. 



'11he oriGinal indexor of t ile Pnlnce ;;)OUt;uook labels every­

thing in Spanish having an initial r-e rr-a i n as a Il v i l l an c i co l1• 

He also lists a Spanish sond \iith any repetition in it lla a 

"vi11ancico ll 
, which ~dds to the confusion. In lact, according 

. d d '" h t ..11 . 14t o the ~n exer, an upan~s sone no a rOl.lance ~s a V~ anc~co. 

Juan niaz Renglfo, in his treatise of 1592 entitled 

Arte Paeticn Espanola, supplies us with an idea as to the form 

of the villancico when he describes it as poetry composed only 

to be sung, having both a lIllead fl and Ilfeet". The head consists 

of t~o, three, or f'oun verses. 'I'he feet comprise a six-verse 
1 r' 

stanza, ~lhich presents a variant; of the sentence in t.he head. :> 

The villancicos of Encina, although composed one-hundred years 

before the treatise, usually fall into this form. In his own 

writings, however, Encino. speaks of the villancico not as an 

entire composition, but as simply the introductory line:> (or what 

would be the IIhead" of the Piece).16 

14Th e romRnce is basically a literary type. Its th~ae was 
usually based on folklore, and it never contained a ref~ain. 

Only the first four lines were set to muslc. For a more detailed 
discussion of the romance, see Gilbert Ohase, Tile Music of ~pain, 

2nd ed. (New York: Dover Publications, Inc., 1959), pp. 44-47. 

Hart 

, pp. 2 and J. 
Villancicos 
Courtl 
University 

16Sister Bary :Jt. Amour, pp. 2. and j. 



The present-day classification of tne villa-neicos when 

applied to the Palace Songbook is to call all Spanish songs 

with initial refrains villincicos. Of these villancicos. 

there are two basic types: the llclassic-type ll villancico wit.h 

the spill-over rhyme scheme, and those in vhd ch the text and 

music are in alibnment with each other. 17 The majoritj of 

Eneins's villaneicos are in the classical style, and in fact, 

his use of the spill-over rhyme scheme may have been his 

largest contribution to villancico literature. Composers 

dated after Encina followed this rhyme schelne usage, suggesting 

his influence as a composer. 

The majority of themes fOWld in the villancico are those 

based on courtly love~ depicting the trials and tribulations of 

the love-lorn. Other villancicos are occasional, being written 

for performance at fiestas ar religious holidays. Some have 

historical significance, commemorating a battle or expressinG 
1e sorrow over the death of a dignitary or loved one. The 

mood of the pieces range from the serious and Inelancholic. 

to the humorous and even indecent. 

17stevenson, p. 252. 

La 
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'1'110 PliJ.oical stylo of -Junn dol Enc i.nn in his vi Lkanc Lcou 

conforms with the ::lpanish trends in secular vocul composition 

of the time. \tJhile mo s t European compo aer-s were occupied in 

displaying the florid, refined contrapuntal style of the 

Flemish school, the Spaniards were concerned with clarity of 

expression, subordination of the music to the text, and 

the true meaning of the words. This resulted in a lyrical, 

chordal style of writing, with clear-cut Inusical phrases. 

This emphasis on words seems to have been particularly attrac­

tive to the poetical mind of Encina, however, he did show 

occasional Flemish influence with contrapuntal and canonical 

imitation. 19 An example of this irolitative style is found in 

lip elayo tan buen Esfuerzo Ii (C.l>1P, no. 428), whi ch begins with imi­

tation in the vocal lines, only to lapse Lmrne d.La t eLy into 

the chordal, homophonic style. 

With regard to registration, thirty of ~ncinafs cOD~osi­

tions were written for three voices, while thirty-two call for 

four voices. The treble is always the leading voice. He keeps 

his vocal lines comfortably within the limitations of the hwn~l 

voice, and the melodies are smooth and flowing. In actual 

perrcrmance , the s i.nger-s performed II a cappella II; occasionally, 

the instruments doubled the vocal parts. Sometimes, the treble 

was sung by a soloist with the remaining parts performed 

instrumentally. 20 This was probably done to produce a sorrowful 

or a dramatic effect. 

19Sullivan, p. 132. 

20~., p. 134. 
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Encina set the majority of his villancicos in the UoriWl 

mode and its cOGnate, the Aeolian. 21 
An oxample set in the Dorian 

I 

mode is one of his i....etter-known pieces, "Oy comamo s y b ebamos " 

(eMP, no. 174), which plays upon the mirthful theme, "eat, drink, 

a.nd be merry, for tomorrow we die". Of a more serious nature 

is the courtly "Fues que jam&s olvidaros" (AS l'~y Heart Can 

Never Forget 'fhee), ( GNP, no. 30). Get in the F' Ionian mode, 

it has grave and melancholic undertones • 

. Enuina kept with the fashions of his time in that he 

shunned the Phrygian and Hypophrygian modes. The Spanish 

theorist Bartolome Ramos de Pareja, writing before 1452, 

claimed that the stars inrluenued the modes, with Mercury con­

trolling the Hypophrygian mode. If this were true, the llypo­

phrygian wo~ld be appropriate for texts depicting ficklenes~ 

or sudden twists of. fate. This type of theme is used in the 

text of the six villancicos that Encina set in the Hypo­

phrygian rccde , 22 An example is the 1ively "Romer-Lco, tu. que 

vienes" (Cl1F, no. 369),23 in which the poet, anxiously questions 

his :friend for news of his lover, who has been unjustly se­

parated from him. The flowing, modal style of Encina is often 

reminiscient of Gregorian chant. In fact, one instance has 

been discovered of his borrowing of a chant fo~ use as a cantua 

firmus in the villancico lIMorta1 tristura me dieron" (Gl1P, no.44).24 

21S~evenson, p. 263. 

22I b i d., p. 264.-
23~., p. 265.
 

24~., p. 268, rootnote no. 170.
 



12
 

Hhythrn aLao pLny s all Lmpor t an t role in tho villuncl(.;os 01' 

Enc.ina. It sta.nds to reason that if the villancico inherited 

the poetic form of the Arabic llzajal", it also inherited the 

Arabic rhythms. Encina favors cut-time in the majority of 

his pieces, however, he also uses triple meter quite frequently. 
2

> 
~ 

Of these pieces, he uses ~ only once, with the remainder of 

the triple meter pieces b3ing in ~ or~. He matches the 

slower beat with the more serious texts, giving the fastest 

beat to the more frivolous texts. Encina shifts meter in mid-

song in only four pieces. An example is "Galdero y llave madona" 

(eMF, no. 249), which changes briefly from ~ to common tirne. 

From his life and works, we see that Juan del Encina 

contributed much to both the literary and musical world. Few 
I 

others in history have shone so brilliantly in two artistic 

di3ciplines. There is a curious duality in his na.ture in that, 

although he waS a man of the cloth, he chose to write secular, 

rather than religious works. His legacy lies in the seculari ­

zation of the ~panish stage, as well as in his admirable con­

tributions to the literature of the Spanish secular song, 

particularly the villancico. 

In his musi~al writing, he basically clung to the fashiollS 

of his duy, giving his works a unique, personal flavor. Great 

care was t akon in matching the music to the words and mood of 

the text. His villancicos served as a model for the later composers, 

especially with his use of the "spill-over ll rhythm pattern. 

25stevenson, p. 262. 
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ll.i n vi L'l anc Lco n provide UG Hltll 11. Hindow into tlLC p i.c tau-osquc 

world of ilonui:J8anco :Jpain, drawinG U:J c Los cr- t o the colori'ul 
I 

life of the poa ean t , as well as the courtly, Gullunt way 01' 

the troubadour. 

With the discovery of the Palace Songbook, the villancicos 

of Encina are experiencinG their own "r ebirth ll in this century. 

Ironically, although his eclogues have been known for centuries, 

it is his music, and not his dramatic works, that 1::1 beiuG iu­

creasingly performed by internationally known ensembles, and in 

American universities. It seems likely that as a composer, 

Juan del Eneina will become known not only as a precursor of, 

but also as a contributor to, the artistic excellence of a veritable 

"Golden Age IT in Spain. 
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