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Giacomo Puccini 1858–1924
TURANDOT
(completed by Franco Alfano)
Opera in tre atti
Libretto: Giuseppe Adami e Renato Simoni

Turandot  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .    Jennifer Wilson
la principessa · the princess · la princesse · die Prinzessin

Calaf (Il Principe ignoto)  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .   Andrea Bocelli
the unknown prince · le prince inconnu · der unbekannte Prinz

Liù  . .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .   Jessica Nuccio
giovane schiava · a young slave-girl · jeune esclave · eine junge Sklavin

Timur  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .   Alexander Tsymbalyuk
re tartaro spodestato, padre di Calaf
deposed king of the Tartars, Calaf’s father
roi de Tartarie en exil, le père de Calaf
entthronter König der Tartaren, Calafs Vater

Ping  . .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .    Germán Olvera*
Gran Cancelliere · grand chancellor · grand chancellier · Kanzler

Pang  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .   Valentino Buzza*
Gran Provveditore · general purveyor
grand maître de provisions · Marschall

Pong  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .   Pablo García López
Gran Cuciniere · chief cook 
grand maître de la cuisine · KüchenmeisterAndrea Bocelli
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L’Imperatore Altoum  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .    Javier Agullo
Emperor Altoum · L’empereur Altoum · Der Kaiser Altoum

Un Mandarino  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .   Ventseslav Anastasov
A mandarin · Un mandarin · Ein Mandarin

Il Principe di Persia  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .    Javier Agullo
The Prince of Persia · Le prince de Perse · Der Prinz von Persien

Due Ancelle di Turandot  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .   Carmen Avivar
Two Maidservants to Turandot · Deux Servantes de Turandot 	 Jacqueline Squarcia
Zwei Dienerinnen der Turandot 	 (Members of the Cor de la Generalitat Valenciana)

Guardie imperiali, servi del boia, folla di uomini e donne, ragazzi, sacerdoti, ancelle, 
ombre dei morti, sapienti, araldi, sgherri
Imperial guards, executioner’s men, crowd of men and women, boys, priests, maidservants, 
shades, wise men, heralds, soldiers
Gardes impériaux, bourreaux, foule d’hommes et de femmes, garçons, prêtres, servantes, 
fantômes, sages, hérauts, sabires
Die kaiserlichen Wachen, Gehilfen des Henkers, Männer, Frauen, Knaben, Priester  
und Weisen, Schatten der Toten, Diener, Bannerträger, Soldaten

Cor de la Generalitat Valenciana
Escolania de la Mare de Déu dels Desemparats
Orquestra de la Comunitat Valenciana
ZUBIN MEHTA
Centre de perfeccionament Plácido Domingo*

	 Atto primo · Act One · Acte un · Erster Akt	 Timing	 Page
1	 Popolo di Pekino! Un Mandarino, Liù, Calaf, Timur, la folla, guardie imperiali	 5.41	 8
2	 Gira la cote! Donne, uomini, Calaf, Liù, servi del boia, ragazzi	 7.17	 13
3	 O giovinetto! Grazia, grazia! La folla, Calaf, sacerdoti	 4.57	 21
4	 Figlio, che fai? Timur, Calaf, Liù, Principe di Persia	 1.35	 24
5	 Fermo! Che fai? T’arresta!	 6.11	 26
	 Ping, Pang, Pong, Calaf, Timur, le ancelle di Turandot, le ombre dei morti
6	 Signore, ascolta! Liù	 2.30	 38
7	 Non piangere, Liù Calaf, Liù, Timur, Ping, Pong, Pang, la folla	 5.21	 38

	 Atto secondo · Act Two · Acte deux · Zweiter Akt
	 Quadro 1 · Scene 1 · Premier Tableau · 1. Szene
8	 Olà, Pang! Olà, Pong! Ping, Pong, Pang	 3.43	 46
9	 Ho una casa nell’Honan Ping, Pong, Pang	 3.39	 50
0	 O mondo Ping, Pang, Pong, la folla	 4.34	 53
	 Quadro 2 · Scene 2 · Second Tableau · 2. Szene
!	 Introduzione	 1.05	 62
@	 Gravi, enormi ed imponenti La folla	 3.18	 62
£	 Un giuramento atroce mi costringe Imperatore, Calaf, la folla	 3.25	 62
$	 Popolo di Pekino! Un Mandarino, ragazzi	 1.40	 64
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%	 In questa Reggia Turandot, Calaf, la folla	 6.09	 64
^	 Straniero, ascolta Turandot, Calaf, Imperatore, Liù, sapienti, la folla	 6.45	 67
&	 Gloria, gloria, o vincitore! La folla, Turandot, Imperatore, Calaf	 4.26	 70
*	 Tre enigmi m’hai proposto Calaf, Imperatore, la folla	 4.02	 72

	 Atto terzo · Act Three ·  Acte trois · Dritter Akt
	 Quadro 1 · Scene 1 · Premier Tableau · 1. Szene
(	 Introduzione
	 Così comanda Turandot Gli araldi, la folla	 3.39	 74
)	 Nessun dorma! Calaf, Ping, Pong, Pang, donne, uomini, sgherri	 7.13	 75
¡	 Principessa divina! Ping, Turandot, Calaf, Liù, Timur, la folla	 7.36	 83
™	 Tu che di gel sei cinta Liù, Calaf, la folla	 2.55	 89
#	 Liù! Liù! Sorgi! Timur, Ping, Pong, Pang, la folla	 4.45	 90
¢	 Principessa di morte! Calaf, Turandot	 3.14	 92
∞	 Che è mai di me? Turandot, Calaf, donne, ragazzi, uomini	 2.56	 94
§	 Del primo pianto Turandot, Calaf	 3.40	 97
¶	 So il tuo nome! Turandot, Calaf	 2.10	 98
	 Quadro 2 · Scene 2 · Second Tableau · 2. Szene
•	 Diecimila anni al nostro Imperatore! La folla, Turandot	 2.24	 99

	 C

THE ORIGINS OF PUCCINI’S TURANDOT
Michael Kaye

The librettists for Puccini’s Turandot based 
their work on Carlo Gozzi’s five-act Chinese 
fable of the same name, but they also 
were aware of a mixture of several other 
sources and versions of the fable spanning 
several centuries of writing and lore. Both 
of these talented poets, Renato Simoni and 
Giuseppe Adami, possessed the theatrical 
imagination to inspire Puccini’s music to 
its magical allure. Like the later dramas by 
Sardou and Belasco, Gozzi’s play guided 
Puccini into one of his mystical and most 
unique musical worlds.
	 Set in ancient Peking, Turandot’s exotic 
pageantry requires huge crowd scenes, 
large choruses, a handsome prince, a 
captivating yet decapitating heroine and 
glorious singing. The Chinese princess of ice 
and death could not be more of a contrast 
to the sweet, sympathetic leading ladies 
of Puccini’s earlier works. This prima donna 
was a cruel, heartless tyrant, who scorned 
love even while struggling against it.
	 In spite of a movement towards realism 
in Italian theatre led by Carlo Goldoni 
and Pietro Chiari, the Venetian aristocrat 
and playwright Carlo Gozzi (1720–1806) 
sought to preserve the older traditions of 
commedia dell’arte, a style of improvised 
scenarios for an assortment of standard, 
stereotypical characters (Columbine, 

Harlequin, Truffaldin, etc.) called “masks”. 
Turandot (1761) was Gozzi’s masterpiece. 
Later in life he commented: 

I hoped the three riddles of the Princess 
of China, set in an artificial and tragic 
situation, might supply material for two 
acts of the play, and that the problem of 
solving them might yield the subject for 
three more, thus creating a tragicomic 
work in five acts.

	 Considering the strong commercial 
and cultural ties between the Republic of 
Venice and the Middle East, it was natural 
for Gozzi to find inspiration in the folklore 
and fairy tales of Persia. The Persian name 
Turandokht, Princess of Persia during the 
Sassanid dynasty, combines two words: 
Turan is now Turkistan and “dokht” 
translates as “daughter”.
	 French writer François Pétis de La Croix 
(1653–1713), a contemporary of Louis XIV, 
penned an earlier version of the Persian 
fable entitled the “Story of Prince Calaf and 
the Princess of China” [Histoire du prince 
Calaf et de la princesse de la Chine], found 
in The Thousand and One Days (Les Mille 
et un jours, not to be confused with The 
Arabian Nights [Les Mille et une nuits]). It 
features “la princesse Tourandocte, fille de 
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l’empereur de chine Altoun-Kan” and “le 
prince Calaf, fils de Timurtasch, deposed 
kahn of the Tartar Nogaïs,” who after many 
vicissitudes arrived in “Cambalec” (Peking). 
There is also a slave-girl named Adelmuc 
who commits suicide in Turandocte’s 
presence. In Gozzi’s play, Calaf prevents 
Turandot’s slave named Adelma from killing 
herself, but all of these same characters 
are present in Puccini’s opera: the princess 
herself, Emperor Altoum, Calaf, his father 
Timur and the loyal slave, who is now 
named Liù. 
	 Gozzi’s Turandot also fascinated Friedrich 
Schiller, who in 1802 versified the German 
prose translation by Friedrich August 
Clemens Werthes and produced Turandot, 
Prinzessin von China in Weimar staged by 
Goethe. In 1867 one of Puccini’s teachers, 
Antonio Bazzini, composed Turanda with 
a libretto by Antonio Gazzoletti for La 
Scala. Puccini’s publisher Giulio Ricordi 
called it “completely worthless”. In 1875, 
Giuseppe Giacosa, Puccini’s co-librettist of 
La Bohème, Tosca and Madama Butterfly, 
incorporated elements of Gozzi’s Turandot 
in a play entitled Il trionfo d’amore. Puccini 
and his librettists also knew about Max 
Reinhardt’s successful 1911 staging of Karl 
Gustav Vollmoeller’s German adaptation of 
the Gozzi/Schiller Turandot in Berlin at the 
Deutsches Theater, with incidental music 
by Ferruccio Busoni, which also impacted 
on Hugo von Hofmannsthal’s Die Frau ohne 

Schatten for Richard Strauss.
	 It was in 1920, through Andrea Maffei’s 
Italian translation of Schiller’s Turandot, that 
Puccini became captivated by the Chinese 
princess for his own creation. He suggested 
guidelines to his librettist Simoni:

Simplify it as far as the number of acts is 
concerned and strive to make it slender, 
and effective, and most of all to exalt 
Turandot’s loving passion, which for so 
long has been stifled under the ashes of 
her immense pride… a Turandot through 
the modern brain: yours, Adami’s, and 
mine. 

Co-librettist Adami further clarified the 
sources used for the libretto for Puccini’s 
opera in an article entitled “Puccini e 
Turandot” published in La lettura on  
1 April 1926:

And if others, before Gozzi, were 
attracted to this very ancient Persian 
story, such as Shakespeare, who in The 
Merchant of Venice substitutes Portia’s 
three coffers for the three riddles of 
Turandot; or Molière, who in La Princesse 
d’Élide was inspired by the character 
of the Chinese princess vehemently 
rebelling against love, [Gozzi] really 
wanted to say there was a theatrical 
basis — if one cleverly knew how to 
benefit from it.

	 Turandot became the subject for the 
opera on which Puccini spent the remaining 
years of his life. From 1920 to 1924, 
hundreds of Puccini’s letters to friends 
and collaborators, drafts of early versions 
sketches, and other important documents 
reveal the saga of Turandot’s gradual 
growth. In the words of Vincent Seligman, 
son of Puccini’s dear friend, correspondent 
and confidante Sybil Seligman: “it is a story 
of hope alternating with despair, of a grim 
fight against time — and finally of a triumph 
which the composer himself was never able 
to witness.”
	 Giacomo Puccini’s tragic and painful 
death from cancer and heart failure in 
1924 deprived him and the entire world of 
knowing how he would have completed his 
opera, which he only managed to compose 
through the death of the loyal and loving 
slave girl Liù. At the world premiere in 1926, 
conductor Arturo Toscanini stopped the 
performance after Liù’s death scene, leaving 
the evening incomplete. In an interview 
with her biographer Charles Mintzer, Rosa 
Raisa, the soprano who created the role 
of Turandot recalled: “It was an electrified 
atmosphere, with the greatest musicians 
and critics in the world gathered for this 
world premiere and listening religiously to 
Puccini’s last creation. At the end of the 
Third Act [first scene], while the dead Liù is 
accompanied by Timur, with Ping, Pang, and 
Pong following, and as the chorus continues 

to intone the motif of the last aria that she 
sang, until the whole stage is emptied, 
Toscanini laid down his baton, and in a voice 
choking with emotion announced that this 
is where Puccini left off: ‘Here is where the 
maestro died.’”
	 Two years later, in the summer of 1928, 
an amazing allegation from two Tel Aviv-
based piano teachers, the sisters Frieda 
and Goldina Rubinsohn, circulated in the 
international press. The sisters claimed 
Puccini’s Turandot had been plagiarised — 
copied note by note from an opera they had 
composed and published in Hamburg 
in 1896! That incredible story originated 
in Comœdia, a dramatic and literary daily 
newspaper published in Paris. According 
to the Corriere della Sera, the work of 
the Rubinsohn sisters was an opera-
ballo in a prologue and three acts based 
on Schiller, after Gozzi, with a libretto 
by Sophie Behrenz. The London Sunday 
News confirmed that the American 
consul in Jerusalem, Oscar M. Heiser, had 
summoned “all of the musical people of 
Jerusalem, before whom the two pieces 
were played, and they were astounded 
to learn that they were identical”. Lacking 
the funds to pursue a legal battle, the 
sisters sought help from the Committee 
of Intellectual Co-operation in Geneva, and 
were advised to seek out Puccini’s heirs.
	 In The Sunday Times of 26 August 1928, 
the great musicologist Ernest Newman 
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informed his readers that nothing more 
had been heard of this strange story, and 
generally discredited the assertion. He 
went on to say that “the year 1896 was the 
period of Elgar’s Light of Life, of Strauss’s 
Also sprach Zarathustra, of Debussy’s 
L’Après-midi d’un faune, of Mascagni’s 
Guglielmo Ratcliff and Iris, of Giordano’s 
Andrea Chénier, of Puccini’s La Bohème. 
Stravinsky, in 1896, was a boy of fourteen; 
Ravel at that time had not even got as far as 
the Pavane pour une infante défunte. Yet in 
1896 these two astounding young German 

ladies were handling with the utmost 
certainty and point a method of harmony of 
which no one else in Europe of that day had 
the slightest inkling, a method that called for 
some twenty years of intensive cultivation 
by dozens of gifted composers before 
Puccini.” The idiom of Puccini’s Turandot is 
the natural, logical completion of the idiom 
that was becoming richer and richer from 
Manon Lescaut to La Bohème, to Tosca, to 
Madama Butterfly, to La fanciulla del West, 
to La rondine and the Trittico.

© 2014 Michael Kaye

Act One
1 Outside the walls of the Imperial  
City of Peking, a mandarin reads a 
proclamation. It states that Princess 
Turandot shall marry the first man of royal 
blood to solve three riddles set by her; any 
suitor who fails to do so shall be beheaded. 
2 The crowds cry out for the head of the 
Prince of Persia, the latest victim of her 
cruelty; 3 but when they see him, their 
thirst for blood turns to pity at the sight of 
his pale, youthful appearance. Among the 
multitude are the dethroned Tartar king, 
Timur (now old and blind), his slave-girl Liù 
and his son, Calaf; in order to escape their 
enemies, they have concealed their true 
identities. Turandot appears and turns down 
the crowd’s pleas for clemency. Like many 
before him, however, Calaf is so enraptured 
by her beauty that his only thought is to 
win her. 4–7 Despite the entreaties of 
Liù (who is in love with him), his father and 
the Emperor’s ministers (Ping, Pang and 
Pong), he demands to be allowed to strike 
the great gong, which indicates that a new 
challenger wishes to try to solve the riddles. 
Even the sight of the foreign Prince’s 
severed head makes no impression on 
Calaf, and he rushes forward and strikes the 
gong three times.

Act Two 
Scene 1 8 In the ministers’ pavilion 
Ping, Pang and Pong are musing over the 
Princess’s cruel scheme, which has claimed 
the lives of thirteen princes this year alone; 
9–0 they reminisce on their pleasant 
lives on their country estates, allowing 
themselves to be transported by dreams of 
happier times ahead. The sound of trumpets 
announces the beginning of Calaf’s test.
Scene 2 !–$ The venerable Emperor 
is seated upon a throne at the top of an 
imposing staircase, which descends into 
the square in front of the Palace. He too 
attempts to dissuade the “Unknown Prince”, 
but to no avail.
	 % When Turandot appears, more 
beautiful than ever, she explains the reason 
for her merciless scheme: by taking the life 
of any man who desires her, she is avenging 
the dishonour suffered by her ancestress 
Lou-Ling who was taken away, ravished 
and killed by the invading Tartars many 
centuries ago. ^ She then sets the riddles, 
and to the incredulous delight of the people, 
Calaf solves them all. & The defeated and 
distraught Turandot appeals to her father not 
to give her to this man, * but the Emperor 
declares that he must keep his word. Calaf 
decides to set his own riddle: if the Princess 
can discover his name before dawn, she will 
be freed from her vow and he will die.

Synopsis 
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Act Three 
Scene 1 ( The scene is set in the palace 
gardens that night. ) Turandot has now 
turned her savagery onto her own people 
by threatening death if they fail to discover 
the stranger’s name before dawn. Calaf 
is certain of victory and ¡ steadfastly 
turns down Ping, Pang and Pong’s offers 
of wealth, women and glory. The crowds 
cheer as Timur and Liù are dragged in: Calaf 
has previously been seen talking to them 
and the two prisoners must surely know 
his name. ™ But even under the threat 
of torture Liù (who claims that she alone 
knows Calaf’s name) will not reveal the 
secret: love, she tells Turandot, gives her 

strength, and even the Princess will learn 
what love is. She then snatches a dagger 
from one of the guards and kills herself.  
# Touched and appalled, the people watch 
with profound respect as her body is  
borne away.
	 ¢ Left alone with Turandot, Calaf 
reproaches her for her barbarity, tears aside 
her veil and ∞ kisses her passionately. 
§–¶ Turandot unwillingly confesses her 
fear and love for him; as dawn breaks, Calaf 
finally reveals his name.
Scene 2 • Outside the Imperial Palace, 
Turandot and Calaf appear before the 
Emperor. The Princess announces the 
stranger’s name: it is Love.

Jennifer Wilson
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