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5 (1) THE DEVELOPMENT OP CATALAN OPERA

Introduction

Petrarca and Follet represent Granados's contribution to the

development of the Catalan-language opera tradition that enrged in

the late-nineteenth century. Both have continuous music throughout

and consist of set pieces linked by dramatic recitative or arioso.

They were composed for the Gran Teatre del Liceu in Barcelona, but the

one-act Petrarca was rejected by the directors and remains

unperformed. Although it never formed part of an official season at

the Liceu, Follet received a private unstaged performance there in

1903 but has not been heard since. Both works show Granados at the

height of his powers, but in my opinion Follet is his greatest stage

work, surpassing his final opera Goyescas in its musical and dramatic

ingenuity.

In general, Granados was less influenced by the music of Wagner

than most of his important Catalan contemporaries. Even so, both

Catalan operas contain sections of symphonic writing and arioso which

betray Wagner's influence, and Follet uses a system of leitmotives,

although they are not described as such by Granados. The harmonic

language in both operas is fundamentally diatonic with less chromatic

deviation than in Gaziel or Liliana, for instance.

From a formal and dramatic perspective both operas have more in

coninon with the contemporary French secular cantata which had evolved

into two main types during this period. The first, more conventional

type, can be seen in Nassenet's Eve (1875), with its clear division

into choral, recitative and aria-like sections. Throughout the work

••:H:	 /
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the chorus fulfils an important comentary function, assisted by 'le
/

Recitant' who coments on the 'actions' of both characters. Yet in

this type of cantata there is rarely any substantial dramatic

development, and much of the stage action is largely symbolic. The

second type of 'modernised' cantata is exemplified by Charpentier's

Didon which won the Prix de Rome in 1887. Dispensing with the chorus

and with the musical division into fixed numbers, Didon is a 'scne

dramatique' with only three characters. They express their thoughts

in a kind of continuous free arioso, half-way between recitative and

aria. In terms of overall length, the more modern cantata was often

less expansive than the traditional form. By the mid-1880s this type

of cantata had grown increasingly popular with composers, and It was

often designed for semi-dramatised concert performances. Indeed, they

provided composers with the opportunity to display their dramatic

talent without the involvement or expense of a full-scale opera, and

the attractions of the genre were obvious.

Insofar as Petrarca and Follet have characteristics coninon to both

the old and new type of cantata, they belong to an intermediate stage

between the two, and offer little in the way of interactive on-stage

drama. Similarly, Granados's works are dominated by two or three main

characters and the main chorus in Follet Is only used in Act 1. As in

Didon, much of the musical dialogue in Petrarca and Follet is set in a

continuous arioso, though self-contained melodic sections occur in all

three works. Other similarities - such as the occurrence of

sequences of diminished chords (often on tremolando strings) - simply

formed part of late nineteenth-century musical practice. There Is no

actual evidence to suggest Granados had studied the French cantata as

a genre, but it seems likely that as a student in Paris between 1887

and 1889 he would often have heard such works.
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The Development of Catalan Opera

In 1880 Juan Goula's little-known opera A la voreta del mar became the

first to be performed in Catalan (at Barcelona's Teatre Principal).1

Yet it was not until the beginning of the twentieth century that a

tradition of Catalan-language works initiated by Goula began to emerge

in strength. 2 Even so, Catalan elements feature in several earlier

1. Although an active composer (mainly of songs and religious music),

Juan Goula (1843-1917) was more famous in his lifetime as one of the

leading musical directors of the day and was responsible for

organising concert series as well as opera. In 1874 he directed the

Barcelona premire of Aida. Coula was a tireless campaigner on behalf

of national opera, but his influence was limited by his emigration to

Buenos Aires in 1895, where he conducted the Argentinian premiere of

Pedrell's Los pirineos.

2. It could be argued, as it is in the 1985 study by Martorell and

Valls, that the Catalan operatic tradition includes all works by

composers of Catalan birth, irrespective of the language of their

librettos. In this sense, the development of Catalan opera is rooted

in early nineteenth-century Barcelona, which saw a proliferation of

operas in the Italian style by Cuyas, Rovira, Sariols, Manent and

Porcell amongst others. Indeed, with the inclusion of Pedrell's non-

Catalan operas, not to mention those by such illustrious Catalan

composers as Antonio Nicolau (1858-1933), Albniz (1860-1909) and Juan

Manen (1883-1971), the tradition assumes momntous proportions.

Though doubtless welcomed by those who wish to paint the most imposing

picture of Catalan cultural achievement, such an integral view based

upon solely geographical considerations is, in my opinion,

misconceived unless it considers the particular impact of 'Modernisme'

as a cultural force on the development of opera. In his 1985 study

rmi'slca lel modernisme, Aviiba [260-328] rightly considers Catalan-

language opera as part of the overaU regeneration of regional culture

and employs the term 'teatre lric catal' in a general sense to cover

all musico-dramatic works in the Catalan language irrespective of

generic differences.
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Spanish operas. In 1892, Tomas Bre ton achieved a resounding success

with his four-act opera Gar1n, based on an ancient Catalan legend

about a friar who lived on Montserrat. This received over 60

performances, an unusually high number for an indigenous work.3

According to Liongueras [1944, 30]: 'The portrait of this

distinguished composer appeared in every illustrated paper and

everyone in Barcelona was talking about the work. "f' Although Gar(n

contains no folk songs, its 'sardana' -- the traditional circle-dance

of Catalonia - attained a popularity to rival the most well-known

melodies from the 'gnero chico' • Even so, Breton' a opera was less

well received by the growing band of modernists who rightly criticised

his dependence on traditional Italian stereotypes. According to the

recent critic Aviioa [1985, 286], Garfn can not be considered a true

Catalan opera because 'in spite of its Catalan legend, it had been

manufactured by a man with no knowledge of Catalan music, and possibly

no sympathy with its aims'.5

Catalan elements infuse Pedrell's Los pirineos which was completed

in 1891,but not performed until 1902. Pedrell's opera offered a

radical Wagnerian alternative to Breton's idea of a national opera.

3. Gar:(n was first performed at Barcleona'sLiceu Theatre on 14 ?ay

1892.

4. 'El retrato de este insigne compositor aparecla en todos los

peri6dicos ilustrados y no se hablaba de otra cosa en Barcelona que

de este obra.' Breton and Pedrell are discussed in greater detail in

Chapter 1.

5. 'Tot I partir d'una liegenda catalana, havia estat elaborada per un

home qua no coneixia prou els msics catalans i possiblenient no

compartia els seus ideals'.
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The opera, a setting of a Catalan text by Victor Balaguer, is set in

the Pyrenees during the Christian reconquest of Spain and the score

contains numerous Catalan folk songs. Despite Naragall's claim

[1947, 9381 that the plot of Los pirineos represents 'nothing

fundamental in the history of Catalonia' 6 , Pedrell's masterpiece had a

profound effect on the emergence of Catalan opera. As Paine has

observed [1985, 231: 'The creation of a national lyric drama along

Wagnerian lines remained an almost exclusively Catalan preoccupation'.

Pedrell was a fundamental figure in the emergence of Wagnerism in

Catalonia [see Chapter 21 and as early as 1893 Moritz Noszkowski

referred to him as the 'Spanish Wagner' [cited in Chase, 1959, 147].

Even so, Pedrell warned against servile imitation of Wagner's music

and expressed characteristic caution in his introduction to Por

nuestra musica, where he claimed [1891, 27] that Wagner was:

A man of colossal genius, a great painter, a great poet, a genial

and inimitable artist and a luminary. Only the restrained

[composer] can look closely at him when they study and analyse his

work. But not to merely indulge in slavish imitation, but to

spread his potent esthetic to suit their personal resources.8

6. 'Nada fundamental de la histria de Catalunya'.

7. Catalan elements also infuse Pedrell's symphonic scenes lo veu de

las montanyes (1877)and El compte Arnau (1904: the operatic sequel to

Los pirineos), as well as the cantata La glosa (1905).

8. 'Un hombre de genlo colosal, un gran pintor, un gran poeta, un

artista genial e inimitable, figura luminosa que slo los bien

teinplados podran mirar de cerca cuando traten de estudiar y analizar

su obra, no a caza de una imitaci6i servil, sins de una aplicacion de

su potente estetica adecuada a los recursos personales de cada cual.'
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Citing Qper und Drama as a key work in the development of opera,

Pedrell [1891, 27-8] stressed that Wagner's principles should be

adapted to meet specific nationalistic requirements. As he explained:

Wagner has created a new convincing German poetic. Of incalculable

depth, yes, but distinct from the character of our Latin

temperament...Let us breathe the essences of that ideal human form,

which does not pertain to any particular nationality, but let us

breathe them seated on the edge of our southern gardens.9

A large proportion of Por nuestra misica is taken up with a thorough

discussion of the principle of the leitmotif, and this had a

particular impact on Granados. In Pedrell's view [1891, 311,

leitmotives were 'the ideal artistic form, that slowly infiltrates the

heart of the listener who understands them almost instinctively'.' 0 He

added [1891, 32-5] that:

These typical themes have to circulate through the drama like blood

through the veins. In certain cases they should endeavour to

uncover the innermost thoughts and feelings, the hidden motives of

9. 'Wagner ha creado una potica nueva, aleinana, convencida, de

incalculables alcances, s1', pero d.tstinta del carcter de nuestro

genlo latino... aspiremos las esencias de aquella forma ideal

puramente humana, que no pertenece exciusivamente a nacionalidad

alguna, pero aspirmoslas sentados a la vera de nuestros jardines

meriodanales.'

10. 'La forma art(stica ms Ideal, se infiltran poderosamente en el

corazn del oyente que los comprende sin reflexi^n'.
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the characters, and lay bare the intimate movements and secrets of

the human heart; others should induce such emotions in the

spectator with searching eloquence in the face of the momentous

events of the drana)1

Furthermore, Pecirell believed that Spanish national opera should

include works written in all the languages of Spain, and in this sense

the respective Catalan and Basque traditions form part of the overall

re-emergence of national opera.

The most intensive phase in the enrgence of Catalan-language opera

coincided with the high-water mark of 'Modernisme' from 1897 to 191312

and witnessed the performances of works by Enric Norera, Vives,

Granados, Lamote de Grignon and Pahissa 13 [Ex. 5.1] Norera was

undoubtedly the most devoted Catalan convert to Wagnerism to follow

Pedrell, as well as being the most significant figure in the

11. 'Los teinas tpicos han de circular a travis del drama comb la

sangre en los canales venosos. En determinados casos pretenden

decubrir los pensamientos Intimos, los moviles ocultos de los

personajes y revelar con toda desnudez los movimientos Intimos y

secretos del corazn humano: en otros traducen con arrebatadora

elocuencia las einociones misrnas del espectador ante los grandes

acontecimientos del drama.'

12. The tradition of operas by Catalan composers has continued more

recently with such works as Roberto Cerhard's The Duenna (1948, rev.

1950) which combines Catalan folktunes with bitonal and serial music.

13. Like Granados, Norera and Vives also composed operas in Castilian.

But, although these form a vital part of their repertory (and of the

overall growth of Spanish national opera) they remain essentially

unconnected with Catalan 'Nodernisme'.
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Ex. 5.1 A Chronological List Of Catalan-language Operas: 1880-1916

Where known, the approximate period of composition and the authorship

of the text is given in brackets after the title. The works are

listed in order of compositional priority rather than in order of

performance. All these works were originally composed to Catalan

texts, but nxst were performed in Italian translation. In the case of

those works performed in Barcelona, only the theatre is listed.

Although accurate information does not exist for all the operas, those

known to have been sung in Catalan are marked with an asterisk. n.p.

= never performed.

Juan Goula (1843-1917): A la voreta del mar, Principal, 1880

Felipe Pedrell (1841-1922): Los plrineos, 3 (1890-1; Balaguer),
Liceu, 4 January 1902

Fnric Norera (1865-1942): La boja (1894; Gu1mer), n.p.

*Morera: La fada, 1 (Mass'o I Torrents) Sitges, Prado Suberense, 14
February 1897

*&deu Vives (1871-1932): Arts, 3 (Trullol I Plaria), Novetats, 19
Nay 1897

*Viveg: Canig, 3 (Verdaguer), fragments of Act 3, Novetats, 1 June
1897

*VIves: Euda d'Eurlach, 3 (GuImer' ), Novetats, 17 October 1900

Grariados: Petrarca, 1 (1899-1900; ?stres), n.p.

*?4(rera: Enrium, 3 (1900-2; Narquina), Liceu (private performance),
April 19O3; first public perf. Liceu 20 January 1906

Follet, 3 (1901-2; Nestres), Liceti (private unstaged
performance), 4 April 1903

Norera: Bruniselda, 3 (1903-4; Nasriera), Liceu, 21 April 1906

Jaume Pahissa (1880-1969): Gala Placldia, 3 (1903- c. 1908; GuImer),
Llceu, 11 January 1913

Pedrell: El conde Arnau, 1 (1904; Balaguer), n.p.

Joan Lamote de Grignon (1872-1949): Hesperia, 1 (1906-7; Oliva
Bridgman), LIceu, 25 January 1907

Morera: Titaina, 1 (Cuimer), Llceu, 17 January 1912

Morera: Tassarba, 1 (Valmitjana), Llceu, 18 January 1916



-211-

establishment of Catalan-language opera. He composed six operas with

Catalan texts between 1894 and 1916, but with the one-act opera La

fada (1897), Morera linked Catalan opera to the mainstream of Catalan

cultural development for the first time. According to Avifia [1985,

280], La fada was an archetypal Modernist work 'because it rejected

the operatic style which had prevailed up till then and turned to the

two founts of inspiration considered valid, the Catalan tradition and

Wagnerian reform'. 14 Based on an ancient Pyrenean legend, it contains

an infusion of Catalan folk tunes and these are worked into the

texture as leitmotives. 15 Morera's harmonic language is highly

chromatic but, as in Follet, the opera contains folk-based song

sections interspersed with dramatic recitative and arioso. Similarly,

the entire work is dominated by the extensive love duet in scene 4

which may also have inspired the second-act duet in Follet. La fade

contains several lengthy symphonic sections, and Scene 1 is preceded

by a short introductory prelude in the form of a sustained orchestral

crescendo [E,c. 5.2] which is reminiscent of the opening of Des

Rheingold. Morera's score calls for an unusually large orchestra,

which included bass clarinet, bass trombone, tuba and harps. It far

exceeded the modest dimensions of the works he composed for the Teatre

14. 'Defugia l'estil operlstic imperant fins aleshores I recorria a

les dues fonts d 'inspiraci considerades lides, la tradici catalana

I lea innovacions esniques aportades per la reforma wagneriana'.

15. La fade Is a version of the tJndine story, in which the nymph La

Fade gains control of a hapless nobleman, the Count of Evol, dragging

him down to her watery depths. According to Mc Cully [1974, 123] 'The

work symbolized the struggle between the 'real' world as represented

by the Count of Evol, and the 'ideal' world of La Fade.'
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S.

L(ric Catala.

Towards the end of 1901, Morera was involved with Albniz and

Granados in establishing plans for a season of Catalan opera at the

Teatre Novetats in Barcelona for the following Spring. According to

the contemporary critic Eduard Marquina, this ambitious undertaking

/
had been Initiated by Albeniz, who went so far as to hire the theatre

and contract some of the principal Catalan and foreign singers for the

performances, which were to include AlbnIz's Marlin (1901)16,

Granados's Follet (1901-2) and Morera's Enrium (1901). Sadly, the

plans were wrecked by Morera, who inexplicably backed out of the

negotiations and went to Madrid. As Joventut's Eduard Marquina

expressed It, 'in the middle of the night and with the greatest

secrecy, that is, without previous warning, he disappeared from the

map of Catalonia to go and seek his fortune in Madrid' [cited in

Planes, 1972, 1521.17

16. Alb 'nIz's strongly Wagnerian opera (to an fliglish text by his

patron, the banker F. B. Noney-Coutts) was the only completed opera

of a planned cycle of three but It was not performed until 1955.

Albniz's plans for a Catalan opera, Mar I cel (to a text by Angel

Guimer) were thwarted by his untimely death in 1908.

17. 'De la noche a la maana y con el mayor sigilo, es decir, sin

prevIo aviso, desapareci del mapa cataln para sentar sus reales en

la tierra del tirano'.
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During the early 1900s, the Liceu opera house in Barcelona

championed several operas by Catalan composers, and in 1903 Norera

returned from Madrid to supervise a private performance of Dnrrium

there which was supported by the Associaci Wagneriana. Like its

operatic predecessor La fada, flnprium (which is based on the last

days of the Roman occupation of Catalonia) is strongly Wagnerian.

But, as Paine has observed [1985, 25] 'the opening Prologue is based

entirely on whole-tone harmony'. Even so, Enprium contains such

overtly Catalan features as a danced sequence based on the sardana

with which Norera was able to combine the demands for spectacle and

regional authenticity at the same time • On 20 January 1906 Fmprium

received its first public performance and this was followed on 21

April by the premire of Morera's fourth Catalan opera Bruniselda.

This was perhaps his most overtly Catalan opera with its medieval

story (by Nasriera) in which one of the main characters is a

troubadour. This offered Norera an ideal opportunity to include some

authentic Catalan melodies and Bruniselda could be considered to be

the nationalistic counterpart of Follet. Unfortunately, despite the

Liceu's enthusiastic support of native opera, their refusal to

countenance performances in the original Catalan nullified its

patriotic effect. Joventut's Carme Karr was uiequivocal in her

18. 'Bruniselda s catalana. tota cata1ana...l'pera fou cantada en m

cursi i rampl ' itali que la malmet, que la desnaturalitza per

complet'. Bruniselda was the last of Norera' a intrinsically Catalan

operas. Its Catalan-language successors Titaina (1909) and Tassarba

(1915) have little to do with regional culture but are based on scenes

from gypsy life. Indeed, the veristic plot of Valmitjana's Tassarba

was compared by critics to Cavallerla Rusticana, and the music, which

included a 'farruca' and a Fire Dance, is overtly Hispanic.
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condemnation, claiming: 'BrunLselda is Catalan and completely

Catalan...[but] the opera was sung in pretentious and coarse Italian

which damaged it and denaturalized it completely' [cited in Avifi'oa,

1985, 178] 18

Another influential figure in the emergence of Catalan opera was

.Amadeu Vives (1871-1932) who composed three works which reflect the

prevailing Wagnerian style. His first opera, Canig (1896), was

rooted in Catalan legend. On the other hand, the plot of Artis (1897)

was inspired by the contemporary vogue for the Arthurian legends.

Vives may have been influenced by Chausson, a regular visitor to

Sitges, whose own opera Le roi .Arthus was completed in the 1895.

Artiis received its premiere on 19 Nay 1897 at the Teatre Novetats, and

on 1 June 1897, the eighth performance was followed by sections of the

third act of Canig. The performance of both works together prompted

inevitable comparisons, and in an article which appeared in the

bulletin of the Instituci Catalana de N(isica, Lapeyra [1897, 3]

blamed the composer and librettist for 'producing false and glittery

works simply to satisfy the ignorance of the masses and the bad faith

of the management' •19 Ccmparing Artis to lohengrin, Lapeyra bemoaned

Vives's excessive dependence on Wagnerian stereotypes, claiming [mid,

3] that:

It has many points of contact with Lohengrin, but we lament

the manner in which maestro Vives has often slipped into mere

imitation of Wagner in place of following the pure and tender path
/ 20which was revealed by the fragments of Canigo.

19. 'En produir obres falses y iluentes per satisfer l'ignorancia de

les masses y la mala fe de les empreses'.
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Vives returned to the Catalan fold with his four-act Catalan opera

Euda d'Euriach which he composed at around the same time that Granados

was working on Petrarca in 1899. Guimer ' 's drama, an adaption of his

earlier work Lea monjes de Sant Ayman, is infused with Catalan

folklore which was greatly appreciated by the audience. Despite being

sung in Italian, the work was 'a huge success, the like of which has

not been seen before in Barcelona' [cited in Llad^ i Figueres, 1988,

76] ,21 Sadly, with his move to Madrid in 1900 Vives turned his

back on his native Catalonia, devoting himself entirely to composing

zarzuelas and 'gnero chicos' which brought him widespread fame while

his Catalan works were quickly condemned to obscurity.

Regional elements also infuse Granados's sixth stage work, Follet

which was first heard on Saturday 4 April 1903 in a private concert

performance at the Liceu directed by Granados himself. Althugh the

opera is actually based on a Breton folk tale, the story about a

wandering bard at one with the natural world appealed strongly to

20. 'T molts punts de contacte ab el Lohengrin, y lamentem sobre
mariera que'l mestres Vives caigui varies vegades tambe en imitacions
modulacions wagnerianes en hoc de seguir el caim( tant pur y tendre
qua segueix en els fragments del Canig.'

21. 'Un ' .xit corn no se n'havia vist cap a Barcelona' • Act 3 of )ida
d'Euriach is preceded by a lengthy prelude which might have given

Granados the idea for the third-act prelude in Follet, which he began
the following year.
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Catalan audiences because it symbolised a return to Catalonia's mythic

past. I,breover, Granados used genuine Catalan folk tunes in the

score. Indeed, the critic of Pl & Ploma, echoing the coments in the

Correspondencia de Espana following the premire of Maria del Carmen

[see page 441, described Follet [1903, 4, 142] as 'one of the pillars

on which the edifice of Catalan opera can now be built.' 22 According

to El Noticiero Universal [5 April 1903, n.p.]:

If Maria del Carmen revealed him to us four years ago as a notable

composer, Follet, performed yesterday... indicates a marked

advancement in his manner of orchestration, and it places our

countryman amongst the most outstanding Spanish composers •23

This one and only performance of Follet was supported by the

influential Circu]. del Liceu who subsidised the entire production

costs and filled the theatre with their invited guests. 	 Sadly, as

with Picarol in 1901, the concert was marred by a lack of rehearsal

which was reflected in the generally luke-warm reviews. As the critic

of La Vanguardia observed [7 April 1903, n.p.]: 'The performance has

22. 'Un dels pilans ahont.te qu'apoyarse l'ediflcl de i'6pera

catalana'.

23. 'Si en Maria del Carmen se nos revel6' ya hace cuatro aos como

notable compositor, el Follet estrenado ayer..indica un adelanto muy

mar ido en su manera de orquestrar, y coloca a nuestra paisano entre

los ms sobresalientes musicos espaoles.'

24. The Circu]. del Liceu was a group of businessmen and local worthies

who owned what was then a rare example of a private opera house.
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been frank and intense, despite various deficiencies owing to the rush

with which it has been produced, without decoration, costume or even

action'. 25 The amateur chorus (provided by the Orfe6 Canigo") who were

unused to their new-found operatic role, sang with their music in

their hands. In addition, the dramatic effectiveness of the score was

further compromised by the baritone (Sr Segura), who had to contend

with three different roles: Arnau, Guillem and Nartl '. One of the

potential problems of staging operas in Catalan was finding

experienced principal singers with a sufficient knowledge of the

language. That this had not been possible for the premiere of Follet

was suggested by the critic of Joventut [3 April 1903, 256] who

concluded bluntly that 'the singers spoke detestable Catalan' ,26

Nany reviews of the opera coninented on the paucity of the dramatic

action. As the critic of the Mario de Barcelona [6 April 1903, 4267]

opined, 'Follet is not an opera; it is a dramatic poem In which the

lyrical element predominates to such an extent that the movement of

the characters on the stage is hardly necessary to produce Its full

effect In the soul of the listener'. 27 However, the critic of La

Esquella de la Torratxa [10 April 1903, 233] believed each act had

25. 'El xIto ha sido franco y muy intenso, a pesar de algunas

defIciencias, debidas a la precipitacin con que ha sido puesto este

ensayo, sin decorado, ni trajes, ni siquiera acci6n mfmica'.

26. 'Parlavan un catala' detestable'.

27. 'Follet no es una pera; es un poema dramatIzado, pero en el cual

el predomino del elemento lrico es tan acentuado. que apenas necesita

el movimiento en escena de los personajes para produclr en el 'animo

del oyente todo su efecto'.
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its own well-defined character: 'the first expansive and full of

light; the second, mysterious, brightened by the moonlight and the

crepuscular dawn; the third, eminently tragic.' 28 Like many other

critics, he concluded with a demand to repeat the opera in a staged

production. As he expressed it [ibid]: 'The brilliant success of the

performance...should animate the management to complete it and

schedule the opera Foilet for a staged production without undue

delay' 29

Jaume Pahissa i Jo (1880-1969) was the leader of a second generation

of Catalan opera composers and according to Curet [1967, 443] 'the

undisputed successor to Norera'. 3° His first major work, Gala

Plac1'dia, signalled a break with the Wagnerian vogue that had

dominated Catalan opera since 1895 and its dissonant modernistic score

was strongly influenced by Richard Strauss. Even so, the score is

28. 'Expansiu el primer y pie de llum del aol; misteri^s el segon,
embellit per la claror de la liuna y la del crepuscul. matinal; el
tercer eininentment tragich'.

29. 'L'xit brillant del ensaig...'ns sembla a proposit per animar a
l'einpresa del gran Teatro a completarlo, posant en escena l'opera
Follet, ab totas las de hey'.

30. 'Era el continuador indiscutible de l'obra d'Enric Norera'.

Pahissa studied composition with Norera during the late 1890s and
emigrated to Buenos Aires in 1937. He composed two other Castilian
operas, La Norisca (1919) and Narianela (1923) which explore broader
Hispanic themes. Even so, according to Paine [1985, 24] 'both make
considerable use of Catalan folk melodies'. Pahissa' a incidental
music to Verdaguer's Canig (which was performed in Barcelona in 1910)
is often erroneously listed as an opera.
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suffused with Wagnerian leitmotives. Set in fifth-century Barcelona

at the time of the Visigoth invasion, Gala Placidia astonished the

Liceu audience at Its premiere on 15 January 1913. According to Curet

[1967, 441] 'the abundance of dissonances disfigured some otherwise

beautiful sections and drowned the melody of the song'. 3' Pahissa's

second Catalan opera, La Prthcesa Nargarida (1928), was an expanded

version of the work he had composed for the first season of the

Espectacles I Audicions Graner in 1906, La press de LleIda.

The emergence of Catalan opera at the turn of the century was dogged

by the prejudice of conventional and conservative opera audiences and

managements. Granados's Inability to interest the Catalan operatic

establishment in the unperformed Petrarca and Follet was largely due

to the fact that neither work conformed to the operatic conventions of

his day. In particular, the absence of grandiose set-piece arias or

ensembles was perhaps viewed with particular concern by the directors

of the Llceu for, although Granados was recognised as one of the

leading Catalan composer of his generation, the operas of his

contemporaries had more in coninon with the standard repertory. Even

so, despite the relative success of a few Catalan-language operas none

were able to compete coninercially with popular foreign works. 32 There

is little doubt that the most successful Catalan works, irrespective

of the language of the performance, were those which were based on

31. 'Opinaven qua l'abundor de dissonancles desfigurava motius

altrainerit bellissims. ofegant la melodia del cant'. It was sung in

Italian translation, as was La Princesa Nargarida. Pahissa [1955,57],

a blatant self-publicist, claimed of Gala Placi'dia that 'after the

works of Wagner and Strauss, no one has written a music drama of equal

value'.
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legendary or historical plots from the Catalan region or particularly

those involving Catalan folksong.

32. The problems faced by native opera composers are discussed at

greater length in Chapter 1, from p. 22 onwards.
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5 (ii) MUSICAL ANALYSES AND MANUSCRIPT STUDIES

Petrarca (1899-1900)

Introduction

Composed soon after Blancaflor, Petrarca was Granado8's fifth work

for the stage, his second opera and his first substantial Catalan

theatre work. Although never performed, It was, according to

?4estres, on the point of being sung at the Gran Teatre del Liceu

when it was rejected by the directors without explanation.

Mestres's assertion is supported by the fact that Petrarca is one of

the few works for which a professionally copied score was prepared,

and it is unlikely that Granados would have gone to this expense

unless a definite performance had been envisaged. Through the

musical grapevine, the work attracted considerable interest at the

time and this was no doubt enhanced by Granados's success the

previous year in Madrid with his first opera, Mar(a del Carmen.

Nestres, who believed Petrarca to be one of Granados's 'nxst

definitive works', claimed [1916, 137] that 'it received great

tributes from all the musicians and foreign singers who had the

opportunity of savouring the score'

Mestres's dramatic poem was published complete in 1904 (in his

collection Poemas de amor), although scene 3'had appeared in the

cultural journal Pl & Ploma in 1902 [85, 2571. In the wake of its

publication most reviewers felt that Petrarça was the most

outstanding of the four poems in the volume. According to Gerone

33. 'Consider6 una de lea definitives d'en Grandos [i qua ha]

merescut grans elogis dels nicisics i cantants estrangers que han

tingnt ocasi6 de saborejar-la'.
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Zann of Joventut [1904, n.p.] 'it possesses the colour of the

epoch, being also a profound psychological study of pure poetry'.34

The critic of La Esguella de la Torratxa [22 April 1904, 263] opined

that 'the applause in the theatre would undoubtedly be even greater

than that which henceforth will be heard from every reader of the

book'. 35 As well as containing routine conversational dialogue, the

dramatic poem Petrarca is punctuated by lengthy soliloquies

constructed from a sequence of highly ordered stanzas in imitation

of classic Petrarchan verse. In scene 4 Mestres even quotes

Petrarch's Sonnet LXXIV: 'In morte dl Laura'.

34. 'T color d'poca, essent tamb un profond estudi psicologich,

una deu de pura poesia'.

35. 'Ei el teatro trobara multiplicats els apluasos qua desde ara no

podra menos de dedicarli indivlduament tot lector del libre'.
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Manuscripts and Composition

Granados probably began to compose Petrarca soon after Mestres com-

pleted the text on 16 May 1899 because in the June edition of La

•1 	 ..
Musica Ilustrada, the composer Borras del Palau [1899, 4] claimed

that Granados 'is currently composing a Catalan opera in one act'.36

None of the musical manuscripts are dated, but Petrarca was almost

certainly completed before Granados became too deeply involved with

the running of his newly-founded music school in mid-1901.

An autograph orchestral score in Granados's hand and an

incomplete copyist's score represent the main sources for the opera.

Sadly, Granados's manuscript score is incomplete and this is

discussed further below. The copyist's score lacks the Prelude

(suggesting that this was completed at a later stage by Granados)

and ends abruptly halfway through scene 3. Although the vocal parts

are written out in full in the copyist's score in scenes 1 to 3, the

words have not been added. For those sections that exist, the

copyist's score corresponds almost exactly with Granados's autograph

[cf Exx. 5.3a and bI. The only exception is found on page 2, which

contains extra parts In the brass. However, Granados's autograph

[Ex. 5.3a] reveals the reason: there was not sufficient space to add

the extra parts [found In Ex. 5.3b, bars 9-11] when he revised his

score.

Only a few draft sketches for Petrarca remain, but the existence

of a folio with sections of music scored for piano and voice (as

well as a neat copy of the 'Ave Maria' section from scene 1)

36. 'Actualmente esta escribiendo una pera catalana en un acto'.
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suggests that most of the music was conceived at the piano.

However, the Prelude contains numerous notes and corrections in

pencil and crayon which strongly suggest that it is actually a first

draft with revisions. Ex. 5.4 shows how Granados re-thought the

string scoring by having the main tune on the first violins only,

instead of on first and second violins in unison. The first two

bars of the first violin part (on the first stave of the strings)

are crossed out (although this Is only partially visible on the

facsimile in Ec. 5.4). In faint writing on each stave Granados

directs that the second violins play the viola part (on the third

stave), the violas play the cello part (on the fourth stave) and

that the basses are thus 'reinforced by the cellos' ['reforzada por

los cellos']. The newly strengthened bass line, with cellos and

basses playing together makes a more effective contrast to the main

violin theme, which Is doubled in the upper winds.

One of the main problems in the compilation of a modern edition

of the Catalan Theatre Works arises from Granados's habit of leaving

blank pages with empty bars where he intended to repeat earlier

material, as we saw In Chapter 4 (ii) [see Ex. 4.141. Another case

of this can be seen in the Prelude where Granados miscalculated the

number of bars to be left empty. The music ends at bar 228 and a

repeat of earlier material (beginning at bar 3) is indicated at bar

229. The remaining four bars on this page are left blank, as are

the following six pages, which are barred in fives. The music

resumes on bar 5 of page 54 after 38 blank bars, even though the

recapitulation should be only 35 bars long - a miscalculation which

is explained below. Indeed, bar 37 (263) is the only possible point

for the music to follow logically Into the concluding section. Ex.

5.5 shows the similarity of bar 38 with bar 264, where both follow



Ex. 5.4 Petrarca, Prelude bars 5-9 [F-Psal]
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on logically from the preceding bar. Bar 37 is based on a second-

inversion chord of C major. In bar 38 this is succeeded by a half-

diminished chord on f sharp, scored with strongly rhythmic sextuplet

inner parts. In bar 264, the chord is changed into a dominant major

ninth on D, in which the inner parts are retained and a new sub-

theme added in the wind and strings. Granados miscalculated in two

ways. First, having decided that the recapitulation should proceed

up to and including bar 38, he forgot to allow for bars 1 and 2

(which are not repeated) and reckoned with 38 rather than 36 empty

bars. However, in reality only 35 bars are required because bar 10

is crossed out - a fact which Granados clearly forgot in his haste.

The other significant blank section in Petrarca occurs during

Boccaccio's song 'En aquet mon no hi ha altra hey' in scene 3.

From bars 250 to 269, only the voice part is given, but until bar

263 the tune (and therefore the orchestral accompaniment)

corresponds to bars 210 to 223. The orchestral parts for the

remaining six bars [264-9] would have to be added. In Petrarch's

,
song 'Angels, arcangels y animas ditxosast in scene 4 (a setting of

Petrarch's 74th sonnet) only half the text is set - from bar 607

the remaining text is written in on the stave but there is no vocal

part. But in this case it is almost certain that this text was

intended to be spoken over the music. Granados was fond of

melodrama as a dramatic device and it occurs in most of the Catalan

Theatre Works.

The first folio of Nestres's manuscript text (which was

incorporated in the published edition of the poem) gives a list of

the main characters and their dates [Plate 32]. Interestingly,

Nestres chooses to acknowledge the fact that Petrarch and Boccaccio

had both taken holy orders, and they are listed as 'ecc1esistichs'.
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In Petrarca, as in nearly all of Mestres's dramas and poems, the

manuscripts consist of an assortment of sheets of varying sizes,

some of which have fragments of other works on the reverse. The

manuscripts appear to concur with the published poem although

Nestres's small and untidy handwriting is sometimes virtually

illegible.
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Music and Drama

The Italian Renaissance had a profound effect on the nineteenth-

century imagination, and Petrarca 37 forms part of the rich tradition

of works inspired by its great literature and art to emerge in

37. Petrarch's life has been very well documented, largely due to

the thousands of letters that he wrote during his lifetime. He was

born on 20 July 1304 in Vico deli' Orto, .Arezzo, the son of Pietro

di Parenzo and Eletta Canigiani. Following early training as a

lawyer at the universities of Nontpellier (from 1316) and Bologna

(from 1320) Petrarch returned to Avignon in 1326 on hearing the news

of his father's death. Petrarch's disgust with contemporary legal

practice made it impossible for him to continue in his work and,

scorning the medical profession, he became a cleric, the only other

profession left open to him. In 1335 he was appointed to a canonry

in the Cathedral of Lombez.

Petrarch' s own writings reveal the beginnings of his infatuation

with Laura. In a note on the flyleaf of his Canzionere (from which

Nestres's quote from sonnet LXXIV derives) he claimed that, 'Laura,

illustrious for her own virtues and long celebrated in my poems

first appeared to my eyes in my early manhood in the Church of St

Clare in Avignon, in the 1327th year of our Lord, on 6 April, at the

early morning service' (cited in Mann, 1984, 57]. (Laura has never

been identified, but according to the sixteenth-century poet Maurice

Scve she was Laura de Sade, a distant relative of the infamous

Marquis.) Although Petrarch's love for Laura was not returned, it

continued even after her death, inspiring soe of his greatest prose

poems in Italian and Latin. His Canzlonere - some twenty sonnets

and 'canzoni' in Italian - give a precise chronological account of

his infatuation with Laura from 1327 to 1358, ten years after she

succumbed to the Black Death (19 May 1348).
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Spain. 38 Nearly twenty years before Grariados composed Petrarca,

Petrarch's visions of Laura, as recounted in his 'Triumph of Deatht,

formed the inspiration for Pedrell's symphony I Trionfi (1880).

1908 saw the completion of two symphonic poems inspired by the other

great literary figure of the Italian Renaissance -- Granados's Dante

and Conrado del Cainpo 's La divina comedia. For most Catalans,

however, the Renaissance was particularly significant because it

presaged Catalon.ta's own cultural rebirth: the 'Renaixen5a'.

Indeed, it could be argued that Petrarch' s eventual reulnion with

Laura in Paradise (in scene 5), although a dream, symbolises the

reawakening of Catalan intellectual and artistic endeavour - an

effect which would surely have been totally destroyed by the

addition of Mestres's final scene (unset by Granados) in which his

dead body is discovered by his friend Boccaccio.

In his dramatic poem, Nestres portrays Petrarch convincingly as

an ageirig cynic. But Granados' a music imbue a him with a heroic

quality in scenes 1 to 4 which makes him a far more cogent symbol of

Catalan artistic renewal. Indeed, Granado&s essentially Romantic

conception of Petrarch is epitomised by his sketch on p. 18 of the

autograph score [Plate 201 of a cleric holding a Cross. Typically,

..

38. The four-act Petrargue (Marseilles, 19 April 1873) by Duprat was

the first opera based on the character of Petrarch. Franz von

Sup's (1819-95) three-act Boccaccio (Vienna, 1 February 1879)

received its Spanish preinire in Madrid on 12 December 1882 in a

Spanish translation by L. N. de Larra. A more likely precursor,

however, was the one-act 'entreines comich-l:(rich' Laura by Narcis

Capmany I Pahissa with music by Nicolau Manent was performed at the

Teatre Espaol in Barcelona on 18 April 1885.
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Petrarca contains little dramatic action, but is rather a series of

individual cameos united by the theme of Petrarch's obsessive love

for Laura. Petrarca is cast in five scenes of which 4 to 5 are

continuous, although Petrarch appears only in scenes 1, 4 and 5 [see

Ex. 5.6]. Dramatically speaking, the middle scenes (2 and 3) offer

a breezy relief between the high-flown soliloquies of Petrarch and

Boccaccio in scenes 1 and 4. Scene 2 is a lyrical scherzando which

has little in comnon with the music in the other scenes. Scenes 1,

3, 4 and 5 are dominated by continuous recitative which Is relieved

in scenes 1, 3 and 4 by short self-contained song sections of an

intensely lyrical nature. Petrarca does not contain the kind of

expansive chorus which was favoured by the conservative Liceu

audiences, and this is undoubtedly one of the main reasons why it

was never accepted for production. Granados does, however, exploit

an ensemble of female voices (heard off-stage in scene 1 and

featured on-stage in scenes 2 and 3) to great expressive effect.

As a whole, Petrarca does not possess any obvious large-scale

tonal organisation. The orchestration in its first four scenes

continues the expansive style developed in the symphonic poem La nit

del inort, which was first heard in Paris in 1898. It is heavily

scored. As well as three harps, the score calls for four flutes

(although only three are listed at the start of the score) and a

large brass section. Here, the influence of French orchestration is

apparent in Granados's combination of two comets with two trumpets

(a technique adopted in all his Catalan Theatre Works). On the

first page of his autograph score, Granados specifies the exact



-230-

Ex. 5.6	 Nusical and Dramatic Structure of Petrarca

The action takes place in the study of Petrarch's villa at Arquâ,

near Padua in the evening of 18 July 1374. The music is continuous

throughout and there is no spoken dialogue.

Prelude

Scene 1: PETRARCA, NOYAS (Choir)

Scene 2: MARIETA, NOYAS

Scene 3: BOCACCI, MARIETA, NOYAS

Scene 4: BOCACCI, PETRARCA (includes Boccaccio's song 'Fh aquet mn
no hi h altra hey'

Scene 5: PETRARCA, LAURA (includes Petrarc's song 'Angels,
arcangels I nimas ditxosas'
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numbers of string players he requires: 16 first violins, 14 or 16

second violins, 8 violas, 8 cellos and 10 basses.

The Prelude is based on three themes which recur In all but the

second scene. From these, fragments are developed by being worked

into the symphonic and recitative texture, both separately and in

combination. In view of Granados's fondness for associative or

prograzwnatic Ideas, I have attributed symbolic associations to the

themes on the basis of my analysis of the music and drama. These

can be seen in E,c. 5.7. The Prelude begins with a statement of the

dramatic descending 'Death' theme (D) which symbolises Laura's death

from the plague in 1348, a fact constantly alluded to by Petrarch

[Ex. 5.7a]. It might also be considered as a premonition of

Petrarch's own death at the end of the drama. The 'Hero' theme (H)

symbolises Petrarch himself and dominates the Prelude [Ex. 5.Th].

It is based on the combination of the three-note motif 'x' with a

series of sharply rising figures based on the arpeggiated motif 'y'.

Its fivefold recurrence in the Prelude in different transformations

exemplifies Grariados's fondness for the Lisztian technique of

thematic metamorphosis [Ex. 5.7b-e]. In Granados's case, the process

of transformation is gradual, successive restaternents of the theme

being subtly varied by selective rhythmic diminution and melodic

augmentation. In addition, each restatement contains features which

are derived from the statement which precedes it. The first and

second statements (b and c) both begin in the same way with motif

'x'. However, the third bar of c (b. 33) adapts the arpeggiated

figure 'y' from the preceding bar whilst retaining the same overall

melodic contours. The second restatement of the 'Hero' theme (d)

occurs In two halves. It begins with a strident rising fifth figure

which replaces motif 'x', and in bar 39 motif 'y' is now heard in an
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augmented form. At bar 40 bars 38 and 39 are repeated an octave

higher, but the rhythm is quickened by the addition of the initial

semiquaver a' which replaces the previous quaver. The descending

leap from c''' to the pivotal d sharp'' in bar 42 can be seen as an

augmentation of motion inherent in bars 6 and 34 of Its earlier

statements (b and c). Whereas the first three statements of the

'Hero' theme occur in close proximity to each other, the fourth (and

final) statement (e; bars 133-7) occurs after a developmental

section based on motifs 'x' and 'y' and is clearly an amalgam of the

previous statements. The opening bar is derived from the previous

rising-fifth figure heard In bar 38 together with the semiquaver

syncopation from bar 40 [Ex. 5.7d]. In bar 135 the descending

phrase g'' - a' (related to the culminating bars 6, 34 and 42)

introduces a surprise element which contradicts the contours

established in previous statements, although the rising movement is

regained In bars 136-7. A rhythmic augmentation of 'y' forms the

basis of the rising phrase in bar 136-7 which leads to e flat''' -

the enharmonic equivalent of the previous d sharp''.

The 'Love' theme (L), which occurs in the slow central section,

is comprised of two main ideas which recur together and individually

In the opera, symbolising Petrarch' s memory of and love for Laura

[Ex. 5.8 a and b]. The simplicity of the love themes contradicts

the linear complexity of the 'Hero' theme. 'L'l [Ex. 5.8a] consists

of a three-bar descending modal scale. 'L'2 [Ex. 5.8b] is a two-bar

motif based on an open fifth and major third which revolves around

a,'.

Scene 1 is dominated entirely by Petrarch's lengthy soliloquy

which is written in alternate lines of 11 and 7 syllables.

Bemoaning the corrupt state of the Papacy and the turbulence of
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contemporary Italy, Petrarch is completely disillusioned with

internal wars in his beloved country and questions the validity of

his life's work. These sentiments derive from a letter to Francesco

Bruni. written by Petrarch in June 1372 (the month before he died).

Yet this almost overwhelming sense of despair is contradicted by the

arresting opening of scene 1 in which Granados cleverly exploits

Petrarch's bass voice against an accompaniment of agitated

tremolando strings [Ex. 5.9]. Although the string parts enter in

close imitation the whole ensemble is less contrapuntal than it

first appears and is more harmonically conceived. Granados varies

the string texture by dividing the strings in different ways. Most

of the time the violins and viola form an ensemble supported by

pizzicato cellos and basses. However, at bar 5 the cello is added

to the upper strings, and from bar 11 the descending arppegios on

the first violin are supported by tremolando string chords.

The strongly-marked, rhythmic character of his arioso creates a

sense of defiance which is absent from Nestres's altogether more

morose character. Even so, something of Petrarc&s cynicism

gradually emerges in the music. At bar 11 the bitter derision in

his words 'Deixa als homes com sen, deixa que's corqui la terra

que'ls sustenta' ['Leave men as they are, let the earth which

sustains them rot'] is conveyed by the plunineting phrase in the

first violin over an astringent diminished seventh chord In the

horns, second violins and violas, punctuated by the low brass. For

Cranados, in his dramatic mode, the diminished seventh chord often

functioned less as a modulatory device than as a means of extra-

harmonic colour (as here, in Ex. 5.9).

An analytical reduction of the opening of Petrarch's soliloquy
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[Ex. 5.10] shows how the recitative-like vocal line is constructed

from the juxtaposition of short irregular phrases, with lyrical

interpolations from the string ensemble in bars 7-9, 13-16 and 18.

The vocal line (and the quasi-contrapuntal first violins) is

strongly directional, appearing to continually strive by stepwise

movement and by leaps towards e' and later e flat', as shown by the

arrows. The descending violin phrases at bars 8 and 14-15 seem to

form a logical consequent of the aspiring vocal phrases in bars 1-6

and 9-12.

The second half of the opening [bars 16-25] introduces a

subsidiary theme derived from the second 'Love' theme which is heard

(in scene 1 only) in a fourth- and fifth-based version, perhaps

symbolising the constant presence of Laura in Petrarch's thoughts.

It is stated in bars 16-18 and 20-22, being gradually Incorporated

into the vocal part. Bars 16-18 and 22-25 are, respectively, short

and long versions of the same phrase, constructed from virtually the

same harmonic progression. Whereas the first phrase leads to an

unexpected transition section in E flat minor, the second augmented

phrase confirms the tonality of C minor. The whole exemplifies

Granados's habit of reiterating compact harmonic formulae rather

than attempting long-breathed modulatory sequences such as occur in

the compositions of his last compositional period (cf. Liliana).

Bars 1-25 show how Granados preferred to stay within the confines

of one or more defining tonal areas but with frequent allusions to

other keys. Although C major (the key in which the Prelude

concludes) is suggested by the G dominant seventh and e naturals in

bar 1, C minor is established at bar 9 via a fleeting transition to

A minor in the second half of bar 3 and G major In bar 5. Bar 4
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contains a curious chromatic progression in which the g sharp and b

in the vocal line form dissonant auxiliaries to, respectively,

chords of a French and Neapolitan sixth in G. C minor returns in

bars 16-25, interspersed with E flat minor (approached via chord V)

from bar 19 and E flat major at bar 24.

This short, tonally ambivalent, section presents great

interpretative difficulties, not least because of Granados's Verdian

tendency to maintain the bass voice in the upper reaches of its

register for long periods. Similarly, in bar 1, the juxtaposition

of the syncopated vocal passage with the string triplets would be

difficult to execute effectively, as would the more elaborate quasi-

contrapuntal string passages from bar 16 [c.f. Ex. 5.9]. It is

possible that these practical considerations had some influence on

the decision of the Gran Teatre del Liceu not to stage Petratca.

Petrarch' s ruminations are interrupted by the evening prayers of

Marietta's friends, and the short first scene is concluded with a

sequence in which a girl's choir is heard off-stage chanting the

words of the Angelus [Ex. 5.11]. This entire 84-bar sequence, in

which the voices are interspersed with an ensemble of violins and

violas over a bare fifth (E to B) in the cellos and basses,

functions as a breathing-space between the intensely passionate

opening scene and the scherzo-like scene which follows. Yet it is

dramatically significant because, for the first time, we become

aware of the intensity of Petrarch's feeling for the long-dead

Laura. The juxtaposition of the series of parallel chords in the

voices and strings with the drone bass exudes an almost cloying

sweetness. In an outburst of feeling, intensified by the chant-like

melody, Petrarch addresses her effigy as though it were the living

Laura. The significance of his confession 'I love you' is
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heightened in bar 174 by the crushing semitonal clash between his g

sharp and the sustained a in the viola, a recurrent feature in the

Catalan Theatre Works (cf. Ch. 4 (ii) Ex. 4.5]. At this point

Granados's direction that the passage be sung 'passionately, opening

the voice' exemplifies his tendency to become enveloped in the moods

and emotions of his characters as he composed, empathizing with

their every thought and action and creating his music accordingly.

By today's standards, the conversation between Marietta and her

friends which dominates scene 2 seems excessively sentimental. Yet

it fulfils an important dramatic function by providing more

information about Petrarch and Laura. Even so, Mestres's methods

are hardly sophisticated - the only role of Marietta's companions

seems to be to prime her with questions which allow her to dscribe

Petrarch's devotion to Laura in greater detail. As she explains:

'Some evenings we have heard him from outside, playing his lute, and

here, at her feet, he sings such beautiful songs that you feel like

crying.' Mestres does not specify how many girls accompany

Marietta, but simply lists them in the text as First Girl, Second

Girl and Girls. Theoretically, the drama could be enacted with only

two, but Granados, possibly thinking of the visual as well as

musical perspective, requires six girls altogether: Marietta, the

First and Second Girls, and the three-voice ensemble which first

occurred in the 'Angelus' at the end of scene 1. Granados captures

their frolicsome behavior in a lightly-scored scherzo of 253 bars

which is sustained by almost continuous semiquaver movement in the

violins and upper wind [Ex. 5.12]. The delicate figures on flute

and oboe (particularly the rapid trill-like figures in the flutes in

bars 68-69) add a vaguely oriental touch, then very much in vogue,
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which was possibly influenced by the music of Saint-Sae'ns or Bizet.

The vocal arioso, which consists largely of repeated notes and

arpeggiated figures, has a purely utilitarian function that

complements the overall texture but is of little melodic interest.

It was almost certainly added at a later stage, after the

instrumental parts had been conceived. In general, Granados's most

striking melodies occur within the context of 'closed' numbers

rather than in the more developmental material which makes up most

of his Catalan operas.

In scene three, Nestres introduces Boccaccio, a jocular fellow who

would have been well-known to contemporary readers as the author of

the rollicking Decameron. His words are replete with Latin oaths

which emphasise his eccentric but learned character. Boccaccio's

cheerful optimism contrasts dramatically with Petrarch's gloom, and

his jesting with Marietta and her friends forms the basis of this

scene. By making Boccaccio a witness to Petrarch's final hours at

Arqua, Nestres departed into pure fantasy. The reality was that

Petrarch and Boccaccio met for the last time in Padua in 1368, and

Boccaccio was actually in his native Certaldo when he received news

of Petrarch's death.

The third scene opens with a recapitulation of the first 20 bars

of the Prelude which is slightly revised to accouinodate Boccaccio's

dramatic arioso, Interspersed with the busy coninents of the adoring

girls. Throughout, fragments of the 'Hero' theme and the 'Death'

theme are worked almost continuously into the orchestral texture.

But, as well as serving as a vehicle for symphonic development, they

also remind us of the brooding Petrarch, presaging his arrival in

scene 4. Scene 3 culminates with one of the opera's two 'closed'

numbers -- a two-verse strophic song which could be compared in
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spirit to the 'popular' songs in Picarol and Gaziel. Mestres was

fond of making his characters sing, and here Boccaccio's lute is

simulated by pizzicato strings, supported by sustained chords in the

bassoons and clarinets [Ex. 5.13]. The song's light-hearted

introduction in C major is iniidiately countered by the shift to the

minor mode with the entrance of Boccaccio, imparting a mood of

seriousness which reinforces the song's simple message - that all

learning and wisdom are inferior to the power of love; the overall

message of the opera and a coninentary of Petrarch's own infatuation,

It foreshadows his joyous reunion with Laura in his dream at the end

of the opera.

Scene 4 sees the return of Petrarch, but is dominated by

Boccaccio's lengthy, and somewhat morose, reflections on the subject

of the plague (which remind Petrarch of Laura's death). One Of the

most compelling moments comes with his vivid description of death

personified In the popular image of a grim reaper 'reaping without

pity' [Ex. 5.14]. The shrill solo trumpet sounding the 'Death'

motif from bar 430 underlines the grim irony of Boccaccio's syllabic

declamation. The tritone leap to 'sens' (without] at bar 431-2

illustrates Granados's penchant for word-painting, as does the

repetition of the two-note figure in bars 432-34 (also appropriately

derived from the 'Death' theme) which depicts the merciless swinging

of Death's scythe. A second statement of the theme at bar 434-5 in

strings and high woodwind is preceded by the repetition of a series

of chromatically ascending one-bar units (derived form bar 430)

which are passed to and fro an octave apart against a series of

ascending scalar motifs in the violas and cellos. The rising

pattern of the melodic motifs is juxtaposed with the semitonal

rising bass line which moves by step from B flat to d from bar 430.
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Granados's repetition of bar 433 a semitone and tone higher in,

successively, bar 433 and 434 exemplifies one of his favourite

compositional practices, especially in the more developmental

sections of his music. Boccaccio is one of Granados's most taxing

operatic roles and his reverie concludes with a brilliant climax in

which Granados requires the singer to make a series of entries on a

flat' (in bar 500) and f' (in bar 502). In this section (which Is

based on his song from scene 3, 'En aquet m6n no hi h altra hey';

Ex. 5.15), the theme resounds fanfare-like in the trumpet underneath

the shrill sound of the trilling flutes. The hocket-like

accompaniment in the original song is broadened here into a series

of rhythmic triplets in the lower strings set against a sweeping

two-bar phrase in the violins, oboes and clarinets. The whole is

punctuated by a series of syncopated chords on trombones and

woodwind.

In the final scene 39 Petrarch's apparent reunion with Laura is

merely illusory. According to Nestres: 'The events in this scene

involve not the real Petrarch, who is actually dreaming It, but

Petrarch as he sees himself in his dream'. The music of the scene

comes as a complete contrast to the portentous tone established in

the Prelude, yet it contains some of Granados's'most imaginative

orchestral effects. Its sparse scoring contradicts the accepted

view of Granados as a composer of lushly Romantic music, and much of

the vocal material is accompanied by only one or two solo

instruments. As the stage grows dark, a long passage based on

39. In his adaptation of Mestres's text, Granados omits a

substantial section from the conclusion of scene 4 in which

Boccacclo asks Petrarch to make a decision about the professorship

offered by the University of Florence.
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Petrarch's song 'Angels, arcngels I 'nimas ditxosas' (for cellos

and basses alternating with the bass clarinet) forms a continuous

link with the final scene. The theme of his song Is heard again on

solo violin supported by an ensemble of four flutes and harp [Ex.

5.161, creating a haunting effect that Is purely Granados's own,

exemplifying his tendency to disregard convention In the interest of

creating the required sound.

Another strikingly-scored section comes as Petrarch becomes aware

of Laura's physical appearance. At first Petrarch Is unable to

accept her presence as real and the first and second violins an

octave apart form a sinuous counterpoint to his vocal line as he

attempts to come to terms with his experience [Ex. 5.17]. The

tritones between the violin and voice in bars 715-16 add to the

almost supernatural character of the revelation. Petrarch's

tortured vocal line creates a sense of near delirium as it inches,

almost painfully, up to a high e sharp' In bar 720 [of Ex. 5.17],

supported only by low basses and horn chords. Concluded with an

ethereal solo violin near the top of Its range, the whole passage

creates an effect of striking modernity which would hardly have

impressed the conservative Llceu directors. Laura's presence in

this section is clearly Important in terms of 'the apparent 'lieto

fine', but the part lacks the intensity of Granados's heroines such

as Gaziel or Lillaria. Although daring for its time and place, the

sparse orchestration In scene 5 of Petrarca Is essentially a

continuation of a stylistic trait apparent as early as the

incidental music to Miel de la Alcarria, Granados's first major

orchestral work. Indeed, one of the chief criticisms of his first
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opera Mar(a del Carmen was that Its orchestration was too thin.

The sparse beginnings of the scene lead into a more

substantially-scored section which conveys the change from earthly

life to Paradise, here represented as a 'fantastic garden

illuminated by a mysterious light.' Laura describes Paradise to

Petrarch in a languorous soliloquy which culminates with a

fortissimo restatement of the second 'Love' theme as she proclaims

that: 'This Is the eternity, the reward which God gives to love, his

best work.' The opera's grand climax is held back until the closing

bars [Ex. 5.181. As the lovers passionately embrace, Laura

exclaims: 'I am yours to cherish and adore. Cherish and adore me!'

At this point the voices of Laura and Petrarch are heard together

for the first time. The characteristic arched phrases of the

soprano's melodic line are supported by tremolo strings arid

fortissimo brass chords, expressing brilliantly the poignant

intensity of the moment and Granados wrote on the page that the

lovers 'embrace in a paroxysm of passion' ('abrassantse en el

paroxisme de la passi'). Yet as Petrarch kisses Laura, her vision,

whether imagined or real, vanishes. This dramatic moment is thrown

into dramatic relief by the suddenness with which the soaring phrase

on the first violins and high wind Is enced at bar 897, and the

piquant half diminished horn chord supported by a resounding timpani

roll which follows. The moment is further intensified by a dramatic

pause as the rolling timpani die away. The music resumes in bar 899

with a dour passage for bass trombone which constitutes the final

three bars of the manuscript [Ex. 5.181.

The incomplete state of Granados's autograph score poses the

tantalizing question of how the work was originally concluded.

Although it seems likely that only a few bars are missing from this
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scene, it is not known whether Granados set Mestres's final scene

(in which Boccaccio discovers Petrarch's dead body the next morning)

[see Appendix A]. To have concluded the opera in scene 5 with

Laura's disappearance would have created the problem of how to

resolve the opera satisfactorily with the lone Petrarch left

hovering uneasily in mid-stage. It is possible that the pause in

bar 898 was intended to allow Petrarch time to return to his desk

(in a stage blackout - the only effective way of curtailing Laura's

vision). The opera probably concluded as he lay slumped on his

desk, apparently sleeping. On the other hand, the existence of a

final scene with Boccaccio and the chorus of girls cannot be ruled

out. For the moment, the question of exactly how Grariados's first

Catalan opera concluded must be left open.

In a staged performance of Petrarca the simulation of a lush

garden arid of Laura's wraith-like appearance and disappearance would

create particular problems for the producer but are clearly

essential in terms of the opera's visual conception. On the whole,

although the opera possesses little interactive on-stage action,

Granados's portrayal of Petrarch and Boccaccio is sensitive and

sustained and the score contains some of his most creative music.

For this reason Petrarca would prove effective even in a semi-staged

or concert performance.
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Follet (1901-2)

Introduction

Follet is the longest, and in my opinion the greatest, of Granados's

twelve completed works for the theatre. Based on a Breton folktale,

it is also his most intensely folklorlc work, and as such can be

considered a counterpart to Morera's Bruniselda (1903). All Its tunes

are infused with the spirit of Catalan folkaong and the score contains

at least one authentic folksong from the region, although this has

still to be identified. According to the critic of La Vanguardia [7

AprIl 1903, 3] the Prelude to Act 3 was based on a 'popular song'

['cancio' i popular'] but it Is not named. Other evidence of the

opera's folksong base Is contained in the report in La Esquella de la

Torratxa [10 AprIl 1903, 233] which refers to Granados's

'appropriation' of a 'large number of popular melodies' ['gran numero

de melodias populars'] but the anonymous author [N.N.N.] fails to list

them.

40. Two other operas have been based on Breton folk tales: Neyerbeer's

Dinorah (1859) and Lab's La roi d'Ys (1888). On the other hand, Ii

trovatore (1851-2) and Die Neistersinger von Nnberg (1862-7) are

perhaps the best-known of numerous troubadour operas. Also based on a

Breton legend Is Henora (c.1882) - a dramatic legend for voices,

chorus and orchestra by the Catalan composer Antonio Nicolau (1858-

1933). Follet's tragic ending, in which the hero and his principal

antagonist plunges over a cliff, is also reminiscent of Tosca (1901).
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Manuscripts and Composition

When Granados composed Follet he was subject to the pressures of

running his newly-founded music school and his hectic performing

schedule. With only a limited amount of composing time available to

him, it occupied Granados for nearly two years. Fortunately, as a

result of the keen interest shown in the opera at the time, it is

possible to reconstruct its compositional history from the moment

Nestres conceived the libretto in July 1901 [see Ex. 5.l8bis].41

In the preface to the published edition of the drama [see Plate

33], Nestres related how its composition came about. One of the few

accounts of Granados's actual collaboration with Mestres, it also

offers a revealing insight into the composer's and librettist's

idealised, hyper-Romantic conception of their drama [1903, 5]:

One Sunner evening, at that twilight hour, when the melting

copper horizon seems to vibrate with the piercing screams of

swallows, Granados appeared in the garden, his eyes shining with

fever -- with creative fever. 'I want you -- he exclaimed, hardly

pausing for breath, 'to write me a book for an opera, a lyric drama

- how should I describe it? - with few characters and hardly any

action; an Idyll.., a duo...all passion, all nature!' I do not

known why, but as he spoke I remembered a Breton legend which I had

read many years earlier, and I recounted it to him as I remembered

it. 'That's exactly what I want!', he replied enthusiastically, 'I

can see the finished book already!' And I wrote it the following

day, just as I had sketched it that evening. This is the story of

the work, which is neither poem nor drama, original or copy, but

if it has any merit at all, it has served as a pretext for Grariados

41. Although the location of Nestres's original manuscript is

unknown, July is given as the date of scenes 2 and 3 of Act 2 which

were published in Lo Pib1icad [28 August 1901, n.p.].
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Ex. 5.l8bis	 The Chronology of 'Follet'

1901
July	 Nestres writes his drama and Granados begins composing

Follet.

August	 La N(sica Ilustrada [No. 56 (August 1901), 118 reports that
Granados has begun to compose Follet.

Lo Publicad [28 August 1901, n.p.] published scenes 2 and 3
of Act 2 of drama.

October	 Catalunya Art(stica [17 October 1901, 5221 reports that
Granados Is composing Follet and suggests that the opera
will be performed in Spring 1902.

November La Vanguardia [11 November 1901, n.p.]_claims that Follet
is finished and includes a brief rsume of the plot,
claiming that 'nothing could be more Romantic or simple'.

Conclusions of Acts 1 and 2 (vocal score) in New York
Pierpont Morgan Library dated 11 and 6 November 1901.

La Vanguardia [November 1901, n.p.] reports that Granados
performs fragments of Follet at the Sala Sanchez Ferrer in
Valencia.

1902
Spring-
Summer

August

Granados works sporadically on revising piano-vocal scores
and/or orchestration Ideas for Acts 1 and 2.

Begins piano-vocal score of Act 3 on 4 August 1902 whilst
at the resort of Cau Saborit.

September Finishes piano-vocal score of Act 3 on 5 September.

October

1903
January-
February

March

4 AprIl

Finishes orchestration of Prelude to Act 3 on 11 October
and probably the remainder of Act 3 in October or early
November.

Granados completes the opera and plays through the score in
a private audition in Nestres's home which Is reported by
La Vanguardia on 12 April.

Nestres's drama is published in Barcelona by his usual
publisher Salvat y C1a and Is widely reviewed In the press
[Plate 33].

Premi' re of Follet in private concert performance at the
Gran Teatre del Liceu In Barcelona.

Reviews of the performance appear in all themajor daily
papers and cultural reviews from 5 April. Pel & Ploma [4
(1903), 148-51] publishes the whole of Act z.
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to compose some of his most beautiful music' •42

Granados launched himself enthusiastically into the composition of his

new work and reports of its progress soon began to appear in the

Catalan press. The monthly musical journal LaN^sica Ilustrada

reported in August [No. 56 (August 1901, 1181 that 'Naestro Granados

has begun to compose Follet', and in the same month Lo Piiblicad

published scenes 2 and 3 from Act 	 In an article headed 'Notable

/
people of Catalonia', the October edition of Catalunya Artistica

(which featured a portrait of Granados on its cover) reported [17

October 1901, 522] that 'Granados is currently writing his Catalan

opera Follet...which should be heard in the coming Spring'. 44 The

facing page included an autograph fragment of the piano-vocal score

42. 'Una tarde d'estiu, en aquella hora crepuscular en q l'horizont

d'arain derritit sembla vibrar a la gran xiscladissa d'orenetas, Va

compaiixem al jard:( l'Enrich Granados, ab els ulls brillants de febre

-- de febre creadora. 'Voldr(a' - va dirme de bonas a primeras -
'que m'escr1gus el llibre per una ^pera; un drama lfrich...corn dir!
de pochs personatjes, casi sense acci6; un idili...un duo...tot

passi6, tot naturalesa!' No s perqu tot escoltantlo va acudirme

la memoria una liegenda bretona qu'hav:(a ilegit feya molts anys, y ta].
corn vaig recordarla, vaig contarli. 'Mx es lo que voli'a!', va

respndrem entusiasmat. Ja veig fet el ilibre., Y tal corn vaig

esbossarli aquella tarde, vaig escriureli al sentdem.

Heuse aqu:( la histria d'aquest obra, que ni es poema, ni es drama,
ni es original, ni es copla, y qul si algi rnrit t ' es l'haver

servit de pretext a n'en Granados per escriure una de sas paginas
musicals m inspiradas.'

43. 'El maestro Granados, ha comenzado a componer su Follet'.

44. 'Actualment s'ocupa el nostre ainich en escriurer la partitura de
l'pera catalana Follet...que ha de estrenarse en la vinenta

Primavera'.



Plate 33 Mestres's design for Follet (1903)
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from Act 1.	 In November, a report in the Barcelona daily La

Vanguardia (quoting an unidentified Madrid periodical) even reported

(erroneously) [11 November 1901, n.p] that Follet was finished. The

report included a brief rsumof the plot, about which the author

claimed that 'nothing could be more simple, or more romantic'.46

Later the same month, another report in La Vanguardia gave details of

a piano recital in Valencia, at the Sala Sanchez Ferrer, in which

Granados performed 'fragments of his opera Follet'— a move calculated

to arouse public interest in his latest work.47

Signed autograph manuscripts of fragments of the piano-vocal score

in the Pierpont Norgan Library in New York show that Granados had

completed preliminary versions of Acts 1 and 2 by 11 November 1901 in

Barcelona [see Appendix A]. However, It seems likely that Granados

did not coninence the third act until the following year while he was

staying at the Coastal resort of Can Saborit. The dated mansucripts

housed in the Centre de Documentaci in Barcelona show that Granados

began the piano-vocal score of Act 3 on 4 August 1902, concluding It a

month later on 5 September. Granados probably began to orchestrate

his opera soon after and concluded the lengthy prelude to Act 3 on 11

October 1902.48 However, it is possible that Granados began to work

on the orchestrations of Acts 1 and 2 as early s November 1901. Act

3 is undated, but was probably completed during November or early

45.The five-bar extract Is taken from the introduction to Follet's

ballad in Act 1 scene lii, bars 415-20.

46. 'El asunto no puede ser m g's sencillo, ni ms romantico'.

47. 'La novedad consisti en dar a conocer algunos fraginentos de su

opera -- Follet'.
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December. However, the fact that most of the final orchestral score

(which was used in the performance) lacks words suggests that Granados

rushed to finish the work on time.

Sometime before the premire, Mestres's salon was the venue for an

impromptu play-through of the opera by Granados at the piano. He also

sang the main vocal parts 'sotto voce', making a profound impression

on the critic of La Vanguardia [12 April 1903, n.p.]. The publication

of the drama within weeks of the actual premire aroused considerable

enthusiasm in the press and Mestres's drama was highly praised for its

originality, though it was not deemed to be specifically Catalan.

The existence of manuscripts from different compositional stages sheds

interesting light on Granados's creative process. Granados always

composed at the piano and wrote down a preliminary version of the

opera on two or three staves to which he added detailed scoring

instructions. At this stage, Granados often merely outlined the

essential parts, adding all the words but leaving the detailed

harmonic filling-in until a later stage. It was while composing the

vocal score that the basic structure was finalised. Once it was

complete Granados made no significant changesto this structure. A

comparison of the autograph vocal score with the final orchestral

score can be seen in Ex. 5.19 (a + b), which is taken from the

48. A charming anecdote of Joan Alvedra [cited in Carreras, 1988, 46]

tells how, whilst he was staying with Pablo Casals in the country at

Cerdanyola [during the Suniner of 1902], Granados was finding

composition difficult when he heard the 'fluting song of a toad'

emanating from the woods. In a fit of inspiration he completed the

prelude to Act 3 at a single sitting.
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dramatic climax of the opera in Act 3. The untidy vocal score was

clearly scribbled down by Granados in the white-heat of inspiration

and scoring indications for oboe and cello can be seen in bar 4 of the

third system (bar 407), and at the start of the fifth where the

trombone is introduced (bar 413). The visual appearance of the score

suggests that Granados composed the orchestral music with the libretto

in front of him. Possessing a clear conception of the unfolding drama

as he imagined it, he wrote in key parts of the libretto at certain

points. His flexible dramatic conception is also reflected by the

constant changes of tempo (indicated by the double bar lines: a

characteristic visual feature of the score) and the written-out stage

directions. Above the first system of Ex. 5.19 (a) where he writes

'[Arnau] raising his head and looking at Follet' ['alsant el cap i

mirant a Follet']). Only when the music was complete would the

complete vocal parts be added. In the first three systems of Ex.

5.19a the bare violin and vocal parts give little indication as to how

the final orchestral version [Ex. 5.1 gb] was to be realised.

The alteration to the vocal line in the third system of Ex. 5.19

(a) shows how Granados revised Arnau's line between bars 403-7. In

essence, the only change which Granados makeshere is to delay Arnau's

entry - 'You would have me believe that she is the daughter of the

Count' ['Encare'm farSs creure qu'es la filla del Compte'] - by one

bar, shifting it from 403 to 404. As a consequence, the shape of his

four-bar phrase is changed to fit in with the orchestral background,

but as far as possible Granados retains the original rhythmic and

melodic basis of Arnau's previous part. Inevitably, changing ArnaU's

phrase (which terminates in bar 408) has a knock-on effect which

necessitates changing Follet's entry in bar 408 to bar 409, if his



Ex. 5.19 (b) Follet, Act 3 (= 5.19 (a) SyStem2. bar 5- end) [S-Bcdin.

t4O)	 _,,c_

1I

It/p.
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request to .Arnau -- 'keep your voice down' ['parla baix'] -- is to

have any significance: for Follet has no reason to utter these words

until Arnau actually stumbles upon his secret (that he is in love with

the daughter of the Count).

The changes which Granados makes to Arnau's part appear to have no

significant effect on the dramatic substance of the whole scene. It

seems more likely that the change had something to do with the

appearance of the 'Recognition' motif in the cellos in bar 408. In

the revised version Arnau's words 'filla del Comte' are imbued with

added significance by the simultaneous appearance of the motif (the

motifs in Follet are discussed at greater length in the next section).

Numerous small changes of this sort, which can be found throughout the

opera, suggest that as a composer Granados was, like Brahms, prone to

be overly self-critical. Indeed, at times his fastidious attention to

small details blurred his view of larger structural considerations.

Significantly, the only major change to the orchestral score at this

point occurred when Granados augmented the rhythmic structure (from

2/4 to 4/4) in the first sections shown in Ex. 5.19.

Page 17 of the autograph vocal score provides a fascinating example

of how Granados vacillated before he coninitted himself [Ex. 5.20a].

To progress from bar 433 to 434 he makes threi separate changes which

encompass five bars, yet, paradoxically, his final version reverts to

his initial conception. Crossing out the first 214 bar (bar [5])

without completing it, he then restarted the phrase in exactly the

same way [Allegro molto] in bar 16], but this time carried on for

three bars. Inexplicably, this section was then crossed out and

Grariados started the continuation of bar [4] (in bar [9]) in a

completely new way in 3/4 time. This leads into three bars which are



Ex. 5.20 (a) Follet, Act 3 bars 430-36 [S-Bcdrn]
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an exact repetition of the earlier bars [6] to [8]. However, in an

effort to tighten the recitative-like passage still further, Granados

then crosses out bar [9] and moves Arnau's word 'ella' to bar 434. It

is In this form that the music Is found in the orchestral score [Ex.

5.20b, last two bars]. The detailed scoring indications in bar one of

the vocal score are realised exactly as written in the orchestral

score [Ex. 5.20b, bar 14] showing how certain Granados's original

conception could be and that he was able to think in colouristic

textures rather than simply in terms of abstract harmonies. Granados

frequently made use of ciphers and symbols (as in the final bar of the

vocal score) to avoid having to write out music which was to be

repeated from another section.

Once the vocal score was complete, Granados used this as the basis

of the orchestral score. Manuscripts in the New York Pierpont Morgan

Library suggest that he made a neat copy of important sections of the

preliminary vocal score. The correspondence between the surviving

portions of Granados's vocal score and his completed orchestral score

throws further light on how Granados completed Follet. Only 27 pages

of the original vocal score survive and these correspond exactly with

bars 53 to 499 in Act 3 of the orchestral score - the precise section

for which the completed voice parts in the score lack words. Such a

clear correlation between both scores strongly suggests that Granados

added the words to his orchestral score for Follet from the vocal

score after writing out all the parts, but was prevented from

finishing due to a lack of time.
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Structural Aspects and the Use of Leitmotives

Follet is the work of a consuninate miniaturist. Its organic structure

is the result of Granados's ininedlate response to the on-going

dramatic situation rather than to any rational pre-planned scheme; but

it is as an assemblage of musico-dramatic images that it has its

greatest effect. Formally, Follet can be considered to be a number

opera in the traditional sense. Like Petrarca, it consists of a

series of melodic sections which are linked by passages of recitative

and arioso, as well as by orchestral passages. The underlying key

scheme and Its main musical numbers are shown in Fig. 5.21. Follet

contains fourteen numbers, divided between Arnau, Nadala and Follet

and the chorus. Seven of these, such as the three songs for Follet In

the central part of Act 1, are in strophic form with at least two

verses, and most are deliberately folkioric in style. Others, like

the multi-sectional chorus which opens Act 1 (and includes Arnau's

first song) or the lengthy duet section at the end of Act 2, are

through-composed. Here, the main melodies are interspersed with

recitative sections.

Each act revolves around a series of keys which are centred on the

closed song numbers, several transitional keys usually being reached

in the more developmental recitative and arioso sections. In these

sections Granados' s consistent use of the diminished chord makes it

virtually impossible to Identify particular keys and in Fig. 5.21

tonal ambiguity is shown by a wavy line. Act 2 is the most unified

tonally. It has an elliptical tonal structure and begins and ends in

E major, which is also the key of the main duet [No. 10]. E major is

also the key of the Prelude to Act 3 in which presentiments of the

opera's tragic conclusion are suggested by the brief transition to B
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Ex. 5.21	 Tonal Plan of Follet

This plan is a guide to the overall tonal structure of Follet as
determined by the 14 closed or semi-closed song sections. It is not
intended to account for tonal movement as it occurs in the lengthy
sections of recitative and arioso which make up most of the score.
Within any given section the key indicated is merely that which begins
a section or which predominates throughout it. Such short ambiguous
or chromatic sections as exist are not accounted for. Recitative and
arloso-like sections are indicated by a broken line: 	 . This is
not a proportional analysis, but the bar numbers give some Idea of the
relative spacing of events.	 Clearly defined sub-sections are
indicated by vertical line: ; a complete break in the music Is
indicated by a double line: . Ny identification of parts of the
music as individual numbers is based on my own analysis of the opera -
- they are not identified as such in Granados's autograph score.

Key: ch = Chorus, a = Arnau, f = Follet, n = Nadala, m = Comte Martl,
g = Comte Cuillem. Upper-case letters indicate major keys and lower-
case minor keys.

r 1 [Part 1: 1-318]

No. 1
i	 ii

ch	 1achach iLI_IIa_I
F/Ak	C/a	 A	 F/By f C/a

[Part 2: 319-578]

No. 3

319	 355

II

[Part 3: 579-720]

No. 6

No.4	 No.5

415	 450	 476	 542

f	 f+n	 f	 Im^nI

	

G	 f

UN
r	 "

No.7

579	 625

ch+f
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Ex. 5.21 (cont)

ACT 2 [Part 1: 1-3541

Prelude ('The Night') 	 No. 8	 No. 9
Ia	 i	 Ii
1	 66	 121 148	 274

______ _____ _____ 1	 I ^n	 II	 f+n
E	 E	 f-e-de	 f	 A

[Part 2: 356-601]

No. 10 (1)
	

No. 10 (ii)

356	 380	 470	 543

He
___b
	 E

PRELJ]DE TO ACT 3 C' The Storm')

1	 56	 196	 222

e bBG B	 E	 E

ACT 3

No. 11	 No. 12	 No. 13
I	 ii
1	 31	 82	 128	 153	 249

__ 
f	 H	 f+a	 (f

f	 e	 E	 E	 B

No. 14

277	 309	 372	 494	 499

a+f H_a+f	 +chJl

Ft	 E	 E	 b
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minor. Act I is strongly modal but based in F major with frequent

transitions to keys a third apart. Overall it shows a transition from

F major towards G major. The first and second numbers in Act 3 are

centred on the comparatively obscure keys of E flat major and minor

respectively, but E major is re-established in Arnau's second song 'La

Rossa del Hostal' [No. 14] and remains predominant. The opera

concludes in B minor, a key that was avoided deliberately until the

end of Act 2.

Significant dramatic events in the opera are marked by a change in

texture and (usually) a change of key, and, as shown earlier, all

musical and dramatic sub-sections are marked by the use of double bar

lines. Acts 1 and 3 are quite short, lasting around twenty minutes

each, but they contain most of the action. At around thirty to thirty

five minutes, Act 2 is the longest, but has virtually no significant

on-stage drama. Acts 2 and 3 are preceded by prograilinatic preludes.

The prelude to Act 2, which leads straight into scene 1, depicts 'The

Night'. The longer prelude to Act 3 is entirely self-contained and

depicts a rising storm and its aftermath. It is one of Granados's

most eatherant pieces and is based on various motifs from the opera,

ending with a vivacious quasi-fugal section which sets the scene for

the dramatic events which follow. The full chorus is only used in Act

1, but the conclusion of Act 3 features an off-stage female choir.

Follet contains five motifs which recur throughout and are

intimately linked with the on-stage drama [Ex. 5.22]. Only two of

these originate in the orchestra. All five could be described as

leitmotives in the Wagnerian sense, and they represent a refinement of

the system of motifs used in Petrarca. Indeed, Granados's cunning and

imaginative exploitation of the motifs (which recur in various



Ex.5.2Z_fluljfs a F.1lt

Folk Motif (Acts 1+3)

a) rTiTi.
1. I.1e

Recognition/Follat notif (Acts j+3)

b) i

Sen - go - ra Jo vol - dri - I

I, ltI,32e

Hadala's Motif ('N')(Acts 7+3)

11, I.2

Lova Motif ('L')(Acts 2+3)

C1.r

11,1,34

Departure/Fate Motif
a -,

a)

gag	 as	 for - sa par - tir	 ii nit ci - ri - fla
II. 11,471
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transformations) lends coherence and intensity to Follet and makes it

his most convincing operatic score. However, Granados's handling of

the leitmotives is far from exemplary in a strictly Wagnerian sense,

and suggests that he was less interested than many of his

contemporaries in blind adherence to Wagnerian principles. Instead,

he used those features which appealed to his musical and dramatic

imagination. As well as using the motifs in a dramatic way, Granados

also exploits them melodically as the basis of the folksong sections.

I have identified the motifs by names which reflect their main

dramatic associations, although these were not used by Granados. The

'Folk' motif [Ex. 5.22(a)] - so-called because of its associations

with the rustic celebrations which dominate Act 1 - Is less

significant in a symbolic sense but functions merely as a reminiscence

motive, recurring in different contexts as a unifying element in the

score. The 'Folk' motif is not heard In Act 2 but it recurs in a

quasi-fugal context in the conclusion of the Prelude to Act 3. The

'Recognition' motif [Ex. 5.22(b)] is the only one which occurs In all

three acts. It Is one of two which are mentioned by Granados on a

sheet of paper (now in the possession of the Granados family) entitled

'Temas sobre los cuales esta basado este prludIo' ('The themes on

which this prelude [to Act 3] is based') [Plate 34]. According to

Granados 'it denotes the profound sadness of Follet for not believing

himself to be worthy of Nadala'	 He also maintained that the

'Departure/Fate' motif [Ex. 5.22(e)] 'indicates Nadala's weakness for

abandoning her happiness or the sadness which she feels on abandoning

49. 'Que denota la honda tristeza de Follet por no creerse ser

merecedor de Nadala'.



II

II

F

'ii

I'll

I	 I'

II:

ii'

II	 ill

III	 liii

II

I

	

(' ii;'	 i'I	 il	 tIii IJ'	 I ' iiilf._ !I{I iI i 'I • ,	 ill''	 I	 'II

	

'	 1

I	 I

	

3	
II	 iiIi	

-	

-J 	 IM.	

I:

	

'I	 II	
i	 '	

r	 I''	
dl

in	

l ij i 	 I	 ui

•	
d1	 lb	 '	

Vi	 •.	 '"

	

,,	 I	 I	 ii

	

I	
!I	

Ii	 1'	 P	 II i 	 iiIl	
':

fir	 I -	
if

If	
I	 i	 i I
	

i	
1	 '	 iiu'

]	
iii	 • ,	

4:	

1,	

I'i

I ii	 r	 li	 II	 •	 4,1

	

'l	 '	 J	
•' "'U 

'A'
It	HI 	 'II

	

I	 i-'

	

iii

,1	 •hI:	
ç	

l;I	

Vi	

II h

	

I, 	 1

	

I j;	

I	 -.u,iI 4	
1f Mu1.,1	 I	

I1	 II	 •

	

IiF-	 '	
Ii'	 I'	

''i'	

i	 I

	

r;	

pi	 •	 IIIii	
t	 l(IIil

	

II	 1111	 II	 Ia

I 1ii'F i	 ..	 li	 IuI	
'	 I	

ii

I	 'II '	I	 II	 iii'
H	

1
	I

I	

lI	

•	 Iffit j11 j.	ll1.	•'	
lNir,	 Ii	

1!t	 I!'

	

•Ii;	
i-	

ill	
Ii	.

	

'Ii	
I'll	 liii

	

'Ii	 I"

	

I'	
ii''	 tt	 1	 I	 itt.	 (

I	 c..5..I	

?I	

II	 -

	

'' '

	
!;J .	 I	iii'	 IiII	 lili.	

ji:1	
?1' .!
	

I •	 I	 II	 pi.I	 illJ	

iI	 .11	
Ii	 ii

ii	 ,	
•	 I,	 •i	 lip i

	 I
-,	

•	 I	
''' Is-i	 -'	 ii	 I

	

t;_	

•	 I	 •
1	 II	 !i.

	

dI..	
•.l'	 I	 I Ii	 I,	

'II	 -

I-	 .I_ -,

(1

P
Cl)

4-I
U)
'-I
'-4
0

c14

•i-I

U)
Il-I
-'-I

'4-4
0

•d

--1
11-4
0
U)
ci)
V

U)

I

iii	

"III

I I	iC

II
I

I	 'I '

Ih't	 i v	 I

-	 i'

F'



-257-

her lover' • 5° For reasons which only become clear at the end of the

opera this motif can also be associated with Follet's physical fall.

(Follet's spectacular death is also prefigured by a series of

descending chrometic scales which occur at select points in the

opera.) Gransdos claimed that 'both theines...are themes of protest on

the part of Follet; they represent the protest of a determined

character'. 5' The 'Nadala and 'Love' motifs [Ex. 5.22 c and d]

originate in the Prelude to Act 2, and assume considerable importance

here and in Act 3. As well as expressing Follet's feeling for Nadala,

the 'Love' motif also represents their eventual physical union at the

end of Act 2.

50. 'Este tema indica el desfallacimiento por tener que abandonar la

dicha; tristeza qua le causa a Nadala abandonar a su ainado'.

51. 'Estos dos teinas...son de protesta que parte de Follet. Protesto

de enrgico caractert.
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Music and Drama

Follet is dominated by three main characters: Arnau, Follet and Nadala

[Ex. 5.231. They are all introduced in Act 1, where the troubador

Follet learns to his dismay that Nadala is to be married to Count

Martl. In Act 2, Follet and Nadala meet alone at the Devil's Cove

and, in a series of duets, declare their mutual love. In Act 3, Arnau

stumbles across the unsuspecting Follet and successfully tricks him

into revealing the name of his secret love. As Follet struggles with

Arnau in a vain attempt to prevent him revealing the secret to a group

of approaching girls, both fall to their deaths at the foot of the

Devil's Cove. In its naive and uncompromising simplicity, this

passionate epic is typical Nestres but its sentimental, even

melodramatic, style was calculated to appeal to the popular taste of

his day. The critic of El Noticlero Universal [5 April 1903, n.p.]

praised Nestres's 'enchanting poetry...delicately sensed and expressed

with a language of irreproachable culture'. 52 Acts 2 and 3 both

feature Follet and one other character - Nadala in Act 2 and Arnau in

Act 3 - and the Inner tensions of the drama arise from Follet's

conflicting responses to both of them. The minor characters, Count

Guillem (Nadala's father) and Count Nart (her betrothed), whose music

consists of recitative and arioso sections but no songs, only appear

in Act 1, which Is the most 'involved' dramatically. The plot does

not refer to any specific event in Catalonia's history, unlike other

52. 'Encantadora poes(a...delicadamente sentido, y expresado con

leriguaje de irreprochable cultura'.
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Ex. 5.23	 ?,isical and Dramatic Structure of 'Follet'

ACT PRIMER (Outside the castle)

Scene 1: GENT DEL POBLE [CHORUS OF VILLAGERS], APNAU

Scene 2: GENT DEL POBLE, FOLLFT, ARNAU
Scene 3: GENT DL POBLE, COMTE GUILLEM, FOLLET, NADATA, COMTE

MARTI

ACT SEGON (In the wood)

Prelude ('The Night')

Scene 1: FOLLEt

Scene 2: NADALA, FOLLET

ACT TERCER (In the wood)

Prelude ('The Storm')

Scene 1: FOLLET, ARNAU, CHOR DE NOYAS [CHORUS OF GIRLS]
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Catalan operas of the time, but Nestres's appropriation of a Breton

tale (which few would have recognised as such) was 'authenticated' by

Granados's adaptation of Catalan folktunes.

Granados's interest in Catalan folksong was symptomatic of the

strong interest in regional culture which had been at the heart of the

'Renaixen9a' 53 [see Chapter 2] and many Catalan composers of his

generation (like Francisco Alit or Fric Morera) 54 were devoted

folksong collectors. It is possible that the folksongs in Follet

derive from a trip to the Pyrenees 'for the purpose of searching for

folksongs and a story for a Catalan opera' 55 , which Granados mentions

in a letter to Pedrell [Epistolarlo Granados, n.d.].

53.Catalan elements also infuse several piano works Granados composed

during this period, as in the Sardana (c. 1905) which is based on the

characteristic rhythms and structure of the Catalan national dance.

Similarly, the 'Pastoral' from his Seis estudlos expresivos (c. 1899)

contains a florid melodic refrain which imitates the sound of the

tenora - a traditional form of Catalan oboe, designed for outdoor use

-- and is even labelled as such.

/
54.Alio and Norera both published several collections of Catalan

folksongs in their own harmonisations. For a list of the most

significant Catalan folksong collections see footnote 5 in Chapter 2.

55. '!Jna hermosLsima expedic1n que hemos hecho por los Pirineos con

objeto de buscar canciones y argumento para una pera Catalna'.
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Act 1

Act 1 is sub-divided into three parts [Ex. 5.21]. Choral sections

form the backbone of the act and dominate the opening and closing

sections. Both parts contain two songs, balancing the three songs for

Follet In the central section which is dominated by Follet and Nadala.

The opera opens outside the Castle of Count Guillem during

celebrations In honour of the forthcoming marriage of Nadala to the

Count. Nestres's reference [1903, ii] 'to the sound of bagpipes,

grallas and tambourines', may have been inspired by ancient forms of

Catalan dance such as the 'contrapas' (which was traditionally

accompanied by a small ensemble Including bagpipes and the gralla (a

kind of shawm) eid the sardana. 56 Granados uses the folksong-like

material in Follet to heighten the dramatic contrast between Foilet

and Arnau. This was noted by the critic of La Esquella de la Torratxa

who believed [8 May 1903] that 'the folktunes were well suited to the

main dramatic situations'. 57 Grariados depicts rnau as a rumbustious

character whose spirited, vigourous and intensely rhythmic songs are

markedly different in character from the gentler melodies associated

with Follet. The first eight bars of his ballad 'Qu'n voldrs d'una

ballada?' ['Do you want me to sing a ballad?'], which consists of two

verses Interspersed with choral refrains, are' accompanied by an

ensemble of two bassoons and horn in brusque parallel chords - a

rustic combination which highlights the ballad's folkish inspiration

and Arnau' s earthy character [Ex. 5.24]

56. Nestres's use of the obsolete term cornamuse to describe the

bagpipe is chronologically accurate, as this term was widely used

during the fifteenth and sixteenth centuries.

57. 'Escauhen admirablement a las principals situacions'.



Hi he	 qul	 din que no ti - gra - da,	 Dl -	 gas, di - gas	 quiT

2 Flutes

2 Oboes

2 Clar.in b

2 ausoons

Horn in F 1+7

1rwpet in F

2 Trombones

Tube

Rrnau

Violin I

VioUn 2

Viola

Cello

Double Bass

2 Bessoons

Horn 1+2

Amen



-262-

The central part of Act 1 is dominated entirely by the conversation

between Follet and Nadala. Its three folksong-like closed numbers are

interspersed with short sections of recitative and arioso. Each of

the songs tell us something about Follet: In the first he praises

Nadala's beauty, revealing his profound admiration for her; In the

second (which abounds with images of nature) Follet describes his

home, deep In the forest; in the third, Follet admits that he has a

secret love and promises to reveal her name if Nadala comes in person

to the Devil's Cove. Follet's first song [Ex. 5.25] is intensely

reflective, even passionate. A comparison of Its original text with

the music shows how Granados followed the structural implications

inherent in the libretto. The text is divided into four three-line

stanzas. Each of these consist of two seven-syllable and one ten-

syllable line with the rhyming scheme a a b, [for a translation see

Appendix A]:

Senyora, jo voldrIa

donarte en semblant d:(a

tots el tresors qu'en terra ha posat Deu

Las flors y las estrellas.

las mes radiants y bellas,

me semblar1an pobres a drop teu.

Nes, ay,qii puch donarte

que puga afalagarte,

si res m'ha concedit la Crèaci'?

No tinch ms en la terra

qua l'ayre de la serra

y el raig que'm dna el sol...y una canso.

Whereas Granados sets verses 1, 2 and 3 to the same music, this

strophic pattern is varied in the third 10-bar verse, which modulates
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to G major in bar 38 and consists of a series of falling phrases.

With Its repetition of short motifs and limited range the first verse

[Ex. 5.25] is clearly folk-like and Is possibly an original folksong.

Granados emphasises its Innate rusticity with the simple woodwind-

based accompaniment in which alternate harp arpeggios represent the

sound of Follet's lute. The song's accompanying harmonic structure Is

also uncomplicated, almost naive. Verse 1 is based on a continuous

tonic chord interrupted by a chord of ii 7 (over the tonic pedal) in

bar 321. Indeed, in the context of the entire verse, its cadential

close on chords iv-Ic-V-I (in bars 325-7) appears relatively

sophisticated.

This song is followed by a 60-bar section (from bar 355-414) which

comprises several contrasting episodes of recitative and arloso, in

which the animated style of Follet's recitative Is juxtaposed with the

more reflective tone of the interpolated songs. The lyrical sub-

section from bars 385-98 contains a superb Illustration of word-

painting when Follet exhorts Nadala (who is eager to discover his

name) to 'ask the nightingale' - a Romantic clich perhaps (and a

virtual Nestres trademark), but Granados exploits the opportunity

musically by evoking the bird's song in no ess than three ways [Ex.

5.26]: with the descending sextuplet figures heard succesively on the

flute and clarinet at bar 391; with the shrill sound of the trilling

piccolo, flute and oboe, enlivened by the intensely lyrical string

figuration, in bars 392-4; and with a final flourish for flute from

bars 394-8 (which Is strongly reminiscent of the birdsong episode in

La leyenda de la fada; see Chapter 4] from bars 394-8.
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Act 2

The scene is set at the Devil's Cove, deep in the forest glades and

the act opens with a lugubrious prelude which rises from a low E

pedal. According to a note on a preliminary version of the vocal

score housed In the Academia Marshall, the prelude depicts the night,

although it is not labelled as such in the orchestral score. It is

based on the 'Nadala' and 'Love' motifs, which originate here and have

a vital function later in Act 2 and in Act 3. They demonstrate here

how Granados could exploit essentially simple thematic material in a

skilful developoental way. It is perhaps symbolic that both motifs,

based respectively on a descending and ascending major sixth, are

closely related. The 'Nadala' motif ('N') is first heard in the cor

anglais at bar 32, set against an undulating quasi-contrapuntal viola

line (which also has an important harmonic function). It is

contradicted at bar 34 by an ascending spiralling phrase on the

clarinet which is comprised of successive restatements of the 'Love'

motif ('L') [Ex. 5.27] Granados combines 'N' and 'L' in an ever-

changing counterpoint in which successive entries of the former at bar

36 (flute, first violin), bar 39 (clarinet 1), bar 41 (flute, first

violin), and bar 42 (oboe) are juxtaposed with two statements of the

'L' on second clarinet (from bar 34-7 and 38-43). The increasing

compression of motif 'L' generates its simultaneous statement at bar

42 in the oboe and In the bassoon (a fourth lower).

The first half of scene 1 focusses on Follet, who waits alone for

Nadala. As she calls Follet for the second time, he imagines that her

voice is caused by the sounds of nature, and the music breaks into a

wonderfully lyrical arioso In which the orchestra evokes 'the rumours

of the night, owl's flight [and] whispering trees', which Follet

describes in a series of rising and falling four-bar phrases [Ex.
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5.28]. His angular vocal line has little intrinsic melodic

significance, but merely represents a framework which is adorned by

the lavish Instrumental parts. Similarly, the simplicity of the

harmonic base is designed to throw the intricate linear movement into

greater relief, and the whole section consists of three four-bar units

over root position chords of F sharp minor, E minor from bar 125 and D

minor from bar 129. Exploiting the sombre quality of muted strings,

Granados uses rapid trills and demisemiguavers purely as a textural

device, simply repeating the parts at a different pitch in each new

bar. The cello passage in bar 121 is repeated an octave higher in bar

122. At the same point, the viola part moves to that of the second

violin, and the second violin part Is switched to that of the first

violin, an octave higher. Ex. 5.28 shows a compelling canvas of

colouristic sound made all the more enticing through its tantalising
/

brevity: a sort of forerunner of Bartok's Night Music. Yet, in its

surrinary of Granados's miniaturistic art, such filigreed music reveals

the consuninate mastery of the orchestra through which he enlivens

Nestres's nocturnal evocations.

The first significant number in Act 2 Is the duet 'El bon Deu va

dir al sol' [Ex. 5.29]. Here, Granados made substantial alterations

to Nestres's original text which demonstrate his ability to transcend

some of its dramatic limitations. All the texts which form the basis

of strophic songs within Follet consist of a series of highly

organised metric verses. The duet (No. 9) consists of three six-line

verses for Follet. Each verse has two three-line strophes, rhyming a

a b, containing two seven-syllable lines and one eight-syllable line

respectively. Granados retains the original three-verse structure,

but by re-ordering and deleting certain sections of text [see Appendix
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A], he creates an additional fourth verse which enables Follet and

Nadala to sing together for the first time. This is significant

because, as well as forming a more weighty musical conclusion, it also

gives symbolic expression to the verbal description of the union of

the sun and the sunflower; that is, the union of Nadala and Follet.

Their union is also expressed musically in the way the melody is

exchanged between the tenor and soprano voices in the final verse [Ex.

5.29]. Granados sets the verses in modified strophic form with verses

3 and 4 connected by a 10-bar diversion, thus:

verse: 123 x 4(duo)
aa' a b a''

The duet itself is tinged with an almost cloying sweetness which is

French in origin and, not surprisingly, It was one of the most popular

items In the opera. According to Francisco Suarez-Bravo of the Diarlo

de Barcelona, the applause which followed it brought a temporary halt

to the performance. He claimed [6 April, 1903, 4268] that 'it

manifests Grariados's melodic talent with an elegance and at the same

time a simplicity which is completely his own'. But he also noted

that In raising the emotional tension, 'the influence of typical

Catalan forms became less perceptible, ceding to a more universal

style'. 58 Indeed, the melody, which is constructed from a series of

accented passing-notes, lacks the spontaneity of the folk-based songs

In the opera. Here, as elsewhere in the opera, the simple harmonic

framework (based on the alternation of tonic and dominant chords) is

adorned by the relative complexity of the surrounding orchestral

fabric. The voices are adorned by the sinuous passagework on the

first violins, which, at times, clashes strongly with the melody. At

bar 336, the three-note figure g' - e sharp' - f sharp', is set

against a sustained e' in the soprano and, on the final beat, an f



LL

Flute

Oboe

Cl.r,ln Ob

2 Dassoons

Horn In F 1+2

Harp

Mcdiii

Follet

Violin I

Violin 2

Viola

Cello

Double Dass



Flute

Oboe

Clar.in b

1 hssoons

Horn In F 1+2

Harp

Nodule

Follet

Violin I

Violin 2

Viola

Cello

Double Bass



-267-

sharp' in the tenor.

The second half of Act 2 is dominated by a lyrical arioso section

which, unlike the previous 'closed' duo, is developed symphonically

from motifs 'N' and 'L'. In places, the lovers' words are imbued with

an intensity which prompted Suarez-Bravo to compare the scene with the

Act 2 love duet from Tristan und Isolde. He concurred sympathetically

[ibid] that 'one cannot speak of plagiarism, but of superior

influence'. 59 Nadala's acknowledgement of the approaching dawn (which

brings her inevitable departure ever nearer) introduces the

'Departure' motive, the only one that originates in the vocal part.

Faced with being suddenly alone, Follet pleads with Nadala to stay.

In a moment of bleak intensity, an ensemble of muted strings captures

his impending isolation [Ex. 5.30]. Over a sustained E in the basses,

the violas and 4 cellos descend chromatically in thirds, against 'the

ascending second violin, providing a foretaste of FoUet's ultimate

destruction. An unmuted solo violin embellishes his bare vocal line

and, showing a characteristic attention to detail, Granados specifies

that the other strings are to be half-muted ['sordina la meitat'] and

played a punta d'arco. The theme of physical descent recurs again

58. 'El talento mel&Iico de Granados se mariifiesta con una elegancia y
al mismo tiempo una sencillez completainente suyas...al elevarse
gradualmente el diapas^n de los sentimientos, esa limitaci^n de las
formas tfpicas de la canci^n catalaria va hacindose inenos perceptible,
cediendo el puesto a otra ms universal'.

59.'Pero no puede hablarse ahI de plagio, sino de irLfluencia
superior'.
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when Follet claims that 'the abyss conceals everything.' Nadala' a

response - 'You will follow the abyss to your tomb - is grimly

prophetic, and both utterances descend through an octave to f sharp1

[Ex. 5.31] At bar 535, the chord of B minor in the woodwind

anticipates the opera's tragic conclusion.

The love duet which closes Act 2 features an extraordinary

symphonic section which again illustrates Granados's penchant for

building up a complex linear fabric over a fundamentally simple

harmonic structure [E,c. 5.32]. As the lovers embrace for the last

time, Granados symbolises their spiritual union with the resolution

onto the open fundamental e on the contrabasses. The inherent

symbolism is heightened by the fact that Nadala and Follet sing the

'Love' theme in unison for the first time from this point. Granados

achieves a wonderful kaleidoscopic effect by his superimposition of

six separate lines over the resonant chords in the trombones and tuba.

The voices are doubled by the cellos and the second violins, and the

'Love' theme is also divided between both pairs of horns. The second

line - a descending triplet figure which clashes with the main theme

-- is played by violas, cor anglais and second bassoon. The third

line is an ascending arpeggiated figure for tJie first violins and

oboes which derives from the underlying harmonies. The clarinet and

flute parts are based on alternate statements of the same figure to

provide the fourth and fifth lines, and the sixth line is a descending

triplet played by the second bassoon. Most of the detail is found in

the second and third beats of each 3/4 bar, and Granados maximizes the

effect by the use of strategically placed decrescendo markings at

every trombone chord.
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Prelude to Act 3

The Prelude to Act 360 contains some of the most exuberantly scored

music in the opera. It makes full use of the opera' a expanded

instrumental resources which include two harps, and a sarrusophone61

in place of the contra-bassoon. In the autograph orchestral score

Granados specifies the exact number of strings required for the

Prelude to Act 3: 16 first violins, 16 second violin 2, twelve violas,

six cellos and ten basses.

The first half of the preLude depicts a storm 'w1nicn presages t1ne

opera's tragic conclusion - a technique described as 'natural

allegory' by Dahihaus [1989, 212]. But according to Granados, 'the

60.The third-act prelude from Follet was first performed as a concert

item in April 1903. After Granados's death it was sometimes featured

in the concerts of the Orquesta Pan Casals in Barcelona, along with

the suite from Liliana.

61.The sarrusophone - a kind of keyed brass instrument played with a

double reed which was made in several sizes— was designed in 1856 by

the French bandmaster Sarrus, making its first appearance at the

Exposition TJniverselle in Paris in 1867. It enjoyed a considerable

vogue during the late nineteenth century and was used frequently by

Saint-Sans who was the first composer to use it (in the chorus Les

Noces de Promethe; 1867). Massenet was so pleased with the effect it

made in the opera Esclarmonde (1889) that he expanded the part in

future performances. The sarrusophone was later championed by

Debussy, Ravel and Delius, but by the 1920s it had become virtually

obsolete. The Prelude to Act 3 of Follet is the only music by

Granados which uses this instrument, which was then virtually unknown

in Spain. Although Granados does not specify which type of

sarrusophone is required, the music suggests that the bass version is

called for.
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storm...is not one produced by the elements; it is a storm which

describes a human temperament - a storm of the heart. For this

reason it is not succeeded by the calm, sweet gentleness of nature,

but by the fluttering and gentle tranquillity produced in the soul of

a poet'. 62 Even so, a series of frenetic rising and falling phrases

in strings and woodwind in the key of B minor effectively evokes a

storm at its height [Ex. 5.33(a)]. The spread chords in the second

violin and viola in bar 43, which occur on the third beat, illustrate

Granados's tendency to utilise the whole gamut of string techniques

for textural effect • The descending chromatic scale which symbolises

Follet's fall is now heard more prominently in bars 43 and 45 in the

bass clarinet, bassoons, bass trombone and cellos and contrabasses,

supported by the timpani. Similar presentiments of the final tragedy

are present in the rising two-note motif, heard in the woodwind and

brass In bars 43-44, with which the off-stage choir call Follet's nt

at the end of the work. A striking dissonant effect is created here

[Ex. 5.33b] when Granados superimposes the resolution of the motif

(which forms the dyad c sharp - e sharp to d - f sharp in B minor) in

three ways, divided between three textural groups. It is heard as two

quavers in the flutes, oboes, cor anglais and trumpet (group 1); as a

crotchet followed by a minim in the horns (group 2); and as a minim

followed by a crotchet in the first and second trombones (group 3).

62. 'La tempestad...no es una tempestad producida por los eleinentos;

es tempestad que describe un temperamento; tempestad de un corazdi.

Por eso, en vez de sucederla una calma dulce y apacible de la

naturaleza, sucdela un abatamlento y tristeza tranquilos producidos

en el alma de un poeta'. Of the countless operatic storm scenes, the

most obvious precedent for Follet comes in the third of Verdi's

Rigoletto (1850-1).
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In bar 45 the sequence is repeated a tone lower. The harmonic

breakdown in Ex. 5.33b shows how the dissonant effect is divided

unequally between the groups, creating an effect of syncopated

'rhythmic dissonance'. First occuring between group 1 against groups

2+3 on the second quaver beat, it shifts to group 1+2 against group 3

during quaver beats 3 and 4.

In a short episode for woodwind which depicts the calm that follows

the storm, is based on successive statements of the 'Recognition'

motif at varying pitches for woodwind, horn and string [Ex. 5.34]. It

is first heard in the horn at bar 56, resolving onto an austere

inversion of C sharp major in the bassoons and bass clarinet. This is

succeeded in bar 60 by a restatement on the motif on the cor anglais,

a semitone higher, and at bar 62 it is heard again on the horn. This

horn restatement Is maintained for six bars and leads to a string-

based section at bar 68 in which a new theme is heard on the clarinet,

supported by an augmented version of the motif (now in its original

major form) in the cellos and basses. The penultimate statement of

the motif is heard at bar 71, followed by its final statement on the

oboe at bar 74. The whole sequence is followed by a lengthy

conclusion in which themes from Acts 1 and 3 are combined in a

symphonic montage of characteristic linear complexity.

The coda to the Prelude contains a twelve-bar passage which takes

the form of a multiple canon based on the 'Folk' motif from Act 1.

From bar 201 to 211 it is superimposed on itself In various stages of

diminution, with the pitch of each statement linked proportionately to

its length in note values [Ex. 5.35]. At the smallest level of

diminution the motif is heard in the flutes and violins in seinlquavers
'I

and quavers beginning on e • At the next level it is heard on the

first and second trombones and in the violas and cellos In quavers and
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crotchets on e ' . The next stage, in crotchets and minima (double

augmentation), is heard in the bassoons and bass trombone (on e), and

the most augmented version, in seinibreves and minima (octuple

augmentation) is heard in the tuba (on E). From bar 205, the four-bar

passage is repeated on a dominant chord of B major, whereas bars 208-

11 are a repeat of 201-4. The canon is succeeded at bar 212 by a

series of sustained chords and harp arpeggios. The whole sequence

provides a thrilling climax to the Prelude and is a fascinating

example of Granados 's individual adaptation of contrapuntal techniques

for his own expressive ends.
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Act 3

Act 3 centres on Arnau's attempt to discover Follet's secret, and the

'Nadala' motive recurs throughout the Act as a constant reminder of

Follet's feelings for her. With Nadala's departure, Follet's

Inability to suppress his feelings leads to a closed song - the first

of two in the act - in which he tells his secret to the ancient oak

trees: 'Vosaltres roures velles'. His song In E flat minor is

contradicted by the strains of a hearty ballad In E flat major which

signals Arnau's approach. Arnau's song, complete with its meaningless

and repetitious refrain [5.36], is a celebration of his outdoor

existence • Because the first verse is sung unaccompanied (off-stage)

his song could be said to represent the most authentic element In the

opera from a strictly folkioric perspective. Closely resembling in

its basic contours Follet's third song (No. 5), the tune has a

unmistakable Andalusian rather than Catalan character which emanates

from Its terraced contours, its seinitonal inflections and the accented

triplet in bars 5 and 9 (of Ex. 5.36].

Arnau explains that the storm has driven him to seek shelter in the

cave, the accompanying music Is characterised by the almost neo-

classical refinement of the sequential passage work for strings and

woodwind, and the whole section creates a sense of freshness and

contrapuntal vitality.

As Arnau Innocently sits on the rock where Nadala had been, Follet

begs him to move, claiming that 'henceforth It is an altar'. The

recurrence of the 'Nadala' motif from Act 2 at this point (in the

voice, supported by the clarinet and first violins) reminds us of his

longing for her [Ex. 5.37]. By singing a gleeful song about the
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'Rossa de l'Hostal' (a lowly chambermaid of easy virtue), Arnau easily

tricks the ever-more indignant Follet into revealing that Nadala is

his secret love; his confession leads to a tense emotional climax in

which a group of approaching girls can be heard calling his name off-

stage. Despite Follet's protestations, Arnau (who is consumed with

jealousy) threatens to reveal this secret to them and begins to call

in their direction. At this point, Mestres's original drama contains

sixteen lines of text for the approaching girls. To incorporate the

full text would have detracted from the force of the climax as

Granados imagined it. Instead, their repetition of Follet's name adds

to the sense of impending disaster during the final moments of the

scene [Ex. 5.38]. From bar 474 the 'Recognition' motif is heard in

the low wind, brass and strings alternating with frantic rising

phrases in the first violins and the two-note motif first heard in the

Prelude to Act 3. Granados conceived the orchestration in three

descending strata based on the repetitions of the name 'Follet' in the

choir. The first pair of notes is heard in the flutes, oboes, violins

and violas; then in the oboes, cor anglais and trumpets; with the

third in clarinets and the bass clarinet and horns. The effect is

repeated in each successive pair of bars.

As the protagonists struggle, the music breaks briefly into a

reprise of the storm music from the Prelude before dying away. A loud

clash in the cymbals marks the point at which Follet and Arnau tumble

over the precipice [Ex. 5.39]. Granados graphically depicts the fall

with a recurrence of the 'Departure/Fate' motif at bar 487, sounded

fff in the tuba, cellos and basses. Now revealing its grim

significance in an all too final sense as it becomes gradually broken-
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up between bars 488 and 490. From bar 491 the dominant seventh on C

sharp is succeeded by the concluding key, B minor, which is gradually

established through repetitions of the two-note motif spread across

the orchestra (and is based on the harmonic effect which first occured

in the Prelude to Act 3 [see E,c. 5.331). Here, the absence of other

movement focusses attention on the disharmony, heightening the

chilling effect of the closing chords. In bar 491 of &. 5.39, the

resolution of the motif on divided first violins, flutes and oboes

clashes with the second statement an octave lower in divided second

violins, first and second horns, and clarinets. This is succeeded in

turn by the motif in violas, third and fourth horns, bass clarinet and

cor anglals, and the final statement comes in cellos and basses. A

full root-position B minor chord does not appear until bar 497, and

dies away during the final two bars. As with Petrarca, Granados

wisely alters ?stres's original conclusion, which here included a

final lamentation from the chorus of girls who prophesy that Follet's

secret will be guarded eternally in the Cove.

Follet is arguably Granados's finest theatre work and, more than any

other, reveals his talent for blending words. and music in a series of

evocative symphonic cameos. Despite the plot's obvious dearth of on-

stage action, Granados succeeds in enlivening Mestres's finely-wrought

characters which appear credible and realistic within the context of

the drama. Indeed, although there is little evidence of fastidious

pre-planning in Granados's manuscript sketches, the inner dramatic

tensions in his opera are effective and well-paced. Moreover, Follet

demonstrates Granados's mastery of the orchestra which he uses to

create a succession of imaginative and consistently varied effects.
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Even deprived of its visual effects, Follet (like Petrarca) would

probably prove highly effective in a concert or semi-staged

performance in the manner of a dramatic cantata.
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CONCLUSION

In the Catalan Theatre Works Granados was able to transcend some of

Nestres's dramatic limitations by his skilful adaptations of the

original texts, and by his inspired use of music to intensify such

Interactive on-stage drama as there was. His selective alterations

to the original texts (which occur In all the works) range from a few

words or lines to the virtual deletion of an entire scene in Picarol.

Here, Granados combined the penultimate and final scenes to

amalgamate the despair of the heart-broken buffoon with the

celebrations of the courtiers. In all his theatre works, Granados

attempted to create well-defined characters by musical means,

exploiting Nestres's preference for strongly contrasted dramatic

stereotypes as the basis for his own musical characterisations. In

Follet the music associated with the mercurial backwoodsman, Arnau,

is consistently rhythmic and energetic In character, whereas Follet's

passivity Is evoked by a series of gentler melodies. Similarly, his

exhilarating portrayal of Gaziel in her opening song suggests that

the Poet is already under her spell. Granados's use of music as a

means of intensifying the drama is just as apparent in the popular

dramas as in the operas, though PIcarol lacks the ingenuity of its

successors. In Petrarca, Granados transforms'.Nestres's portrayal of

the embittered cleric into an heroic figure. In the opening

soliloquy, the constant striving of the melody towards a peak conveys

Petrarch's own inner yearning as described in the words.

Granados's selective use of chromaticism, ambiguous tonality, or

unusual harmonic effects (as In the final duet of Gaziel or the

conclusion of the third act of Follet) is the more impressive when it

occurs lecause his usual harmonic language is key-centred. On the
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other hand, his daring use of sparse string textures In Petrarca

creates the mysterious atmosphere surrounding Laura's first

appearance superbly. Elsewhere In his operas he revelled In

intricate orchestral textures, decorating a simple harmonic passage

in a wealth of contrapuntal detail. Where possible, Granados

exploited each opportunity for word-painting, as in the use of

trilling instruments to imitate the wind in Gaziel, or his evocation

of birdsong in Follet. The drinking song (in 'Couplets') and the

waltz section which dominate the central tableau of Gaziel exemplify

Granados's willingness to exploit stereotyped musical idioms in his

popular works. Yet his musical treatment was rarely comonplace and

was always compatible with the dramatic situation. His unique use of

a piano in the orchestra, in an accompanimental and solo role in the

trio of Gaziel, adds authenticity to Its masked-ball scene.

The Catalan Theatre Works, along with the other compositions of his

'Romantic' phase, symbolise Granados ' s natural inclination towards

the late-Romantic traditions of France and Germany rather than merely

conforming to the popular Hispanic stereotypes of the time. Even

though Follet is the only work which uses genuine folksongs, all the

works can be considered to be representative 'tational' works. It

was a fundamental tenet of 'Nodernisme' that Catalan artistic

attainment should not be represented by the mere embodiment of the

national folk heritage, but by the production of high-quality art

works which drew on the latest artistic and cultural achievements

across the whole of Europe. In this the Catalan Theatre Works

undoubtedly succeed, and can therefore be considered to play a

substantial role in the develonent of Catalan (and Spanish) operatic
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traditions in the early twentieth century. Despite this, Granados

did not enjoy the same sustained theatrical success as many of his

Catalan contemporaries, such as Morera - who had four operas staged

at the Gran Teatre del Liceu between 1906-16. This greater success

was inevitably due to the more dramatic nature of the plots Norera

set and to the greater length of his operas as a whole.

A more viable comparison might be made between Granados and his

best-known Catalan contemporary, Isaac Albniz (1860-1909). Albeniz

composed eight theatre works but, as with Granados, his posthumous

reputation has largely been sustained by his piano compositions - in

particular the suite Theria (1906-8). Like Granados, Albeniz began

his theatrical career with zarzuelas in the late 1870s and early
/

1880s, of which the one-act works Catalanes de Gracia and Cuanto mas

viejo were performed in Spain with limited success. Unquestionably,

the 1890s were Albniz's most intensive years as a theatre composer

and he completed five further works between 1893 and 1899 (which were

both published in France and Spain). But unlike Granados, Albniz

showed little interest in the development of Catalan or Spanish

opera. A far more cosmopolitan and outgoing figure than his younger

contemporary, he looked beyond his native Catalonia and Spain to

expand his career, and during the early 180s he established strong

links with London, which were to lead to his completion of four

operas with English librettos. The first of these, the operetta The

Magic Opal (1892; with a libretto by Arthur Law), was produced at the

Lyric Theatre in London on 19 January 1893 with great success.

Combining spoken dialogue with musical numbers, the music is a rather

bland mixture of the popular melodic idioms of the day but it lacks

the sophistication of Granados's Catalan operettas Picarol and
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Caziel. Indeed, it has more in comon with the products of Gilbert

and Sullivan. Yet when it was performed in Madrid (under the title

La sortija), it provoked such a hostile reaction that Albe'niz

allegedly stormed from the theatre and left for Paris that night.

The audience were expecting a more overtly Hispanic work, along the

same lines as the numerous piano pieces by Albniz in which he

brilliantly transformed the rhythms and harmonies of Spanish

traditional music, and for which he was famous throughout Spain.

As with Granados, the only theatre works which brought Albniz

sustained success were his most overtly Hispanic works: the one-act

zarzuela Sari Antonio de la Florida (produced in Madrid on 24 October

1894) and the one-act opera Pepita Jiin 'nez (premired in Barcelona on

5 January 1896). Both of these established Albniz's national and

international reputation as a successful composer of theatre music.'

Both works exploit Spanish melodic and rhythmic idioms, and form a

counterpart to Granados 's Hispanic works: Los Ovillejos, Maria del

Carmen and Coyescas. Pepita Jimnez (after the famous novel by Juan

Valera) was the second of three operas which Albniz produced in

liaison with the &iglish banker and amateur librettist Frances

Burdett Money-Coutts. Albniz later referred to this financially

1 • San Antonio de la Florida was performed in Brussels in 1904.

Pepita Jimnez was staged in Prague in 1897 and Brussels (in a 2-act

version) in 1905.
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beneficial arrangement as 'the pact of Faust', and there can be no

doubt that it diverted his energies away from genuine Spanish-

language operas. The first of these, Henry Clifford (1894-5), is a

far cry from Pedrell's idealistic conception of national opera and is

based on the English War of the Roses. Even so, when it was

premired at the Gran Teatre del Liceu in Barcelona on 8 May 1895 it

brought 'an enthusiastic reception from the public and critics alike'

[cited in Montero, 1988, 110], as well as favourable criticisms from

Enric Morera. 2 Their final collaboration was Merlin 3, the first of a

projected trilogy of works based on Arthurian legends, and an

intensely Wagnerian work which exploits a complex system of

leitrxtives and a highly chromatic harmonic language. Indeed, little

of Albeciiz's personality is allowed to come through in the music,

whereas Granados was able to integrate Wagnerian traits far more

evenly and productively in his Catalan Theatre Works.

A detailed assessment of the musical and dramatic strengths and

weaknesses of Albniz 'a theatre works is beyond the scope of this

thesis, although, as Tomas Marco has claimed [1984, 1, 203], 'he did

not achieve the same heights as in his piano music.t Despite his

attempts to establish a season of native opera in Barcelona in 1902,

Albeniz appears to have been less coninitted to the development of

native opera than either Granados or Norera. Works like San Antonio

de la Florida or Pepita Jimnez show him as a composer of appealing

2. 'Exito caluroso de publico y de critica' , It was performed in

Italian as Enrico Clifford.

3.Merlin was rejected by the Liceu in 1902 and it was not performed

untIl 30 December 1950 at the Teatre T1'voli in Barcelona.
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melodies, but with little real feeling for dramatic development.

Granados's works are more intense and uncompromising, and of the two,

he had greater coninitment to the stage.

Despite their wide stylistic and qualitative musical differences,

Granados's Catalan Theatre Works provide sufficient evidence as a

group to justify a reassessment of his musical achievements. Until

now, his posthumous reputation has largely been sustained by his

Hispanic piano works, and in particular, his Goyescas. Whilst

Granados's youthful zarzuela Los Ovillejos (1897) remains

unperformed, his other operatic works, Nar{a del Carmen (1898-99) and

Goyescas (1913-15), have been produced several times since his death

in Spain and abroad. Indeed, largely because of its associations

with the piano suite, the latter has come to be regarded as the

pinnacle of Granados's achievement as a man of the theatre. Sadly,

nothing remains of Granaclos ' s autograph score for Mari'a del Carmen,

which was substantially revised after his death by Eduardo Granados

(1894-1928) and the composer Francesc Montserrat y Ayarbe (1879

1950). Contemporary reviews of the opera suggest that it was marred

by the weak recitative which linked the musical numbers. Even so,

its libretto by Feliu y Codina is probably th most convincing

dramatically of all those set by Granados: a sad irony. Indeed, an

article in the Diccionario de Ns1ca Ilustrada (1932, 2, ) which

describes Granados's exploitation of an off-stage chorus as a means 	 -

of heightening the on-stage drama, suggests that he developed

techniques in NarI'a del Carmen that he was to exploit with even

greater effect in his Catalan operas. The dramatic basis of yescas
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is characteristically slight. Yet Granados was hampered musically by

the self-imposed limitations of adapting his piano score as the basis

of the opera (see Chapter 1). In my opinion, Its main drawback is

Its succession of bel canto melodies, unrelieved by recitative or

arioso, and, in its entirety, there is considerably less evidence of

the creative flair which Is the hallmark of the Catalan Theatre

Works. Its most convincing sections are those for chorus in the

second tableau (with on-stage guitarist and gypsy singer) which were

newly composed for the opera, where Granados brilliantly evokes the

sounds of traditional Spanish music-making.

Because of the accessibility of Granado&s piano works, it Is for

these that he will always be best known. Even so, In my opinion,

Granados's Catalan Theatre Works reveal a level of compositional

ingenuity and inspiration which is at least equal to his greatest

piano works, and they present us with a more rounded picture of the

composer than has hitherto been accepted. Indeed, Granados

maintained a lively interest in the theatre throughout his life and

composed for it consistently with an imagination that continually

renewed itself. Granados's orchestral writing remains virtually

unknown. Apart from his symphonic poems (of which only one has been

recorded), the Catalan Theatre Works give us the first real picture

of his talents as a colourful orchestrator who took infinite care

over detail. At the same time, they reveal his intuitive feel for

bold harmonic and contrapuntal effects to a far greater extent than

his piano works, and in their elaborate formal plans they show him to

be more than a skilled improviser. But above all, Granados retained

in them a striking degree of originality which should perpetuate his

place amongst the varied traditions of nineteenth-century national



Plate 35 Granados c. 1900 [S-Bfg]
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opera. However, the fact remains, without performances Granados's

future reputation as a composer of theatre music must remain purely

academic. It Is my firm belief that, if resurrected, the Catalan

Theatre Works would give as much pleasure today as they did to

Catalan audiences over 80 years ago.
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APPENDICES

A	 THE CATALAN THEATRE WORKS WITH ENGLISH TRANSLATION

Introduction

For each of the Catalan Theatre Works the information given is as

follows: full details of the manuscript sources of the text and

publication details; full details of the manuscript sources of the

musi ; Instrumental forces used; details of the first performance

including a list of everyone involved in the production (except in

the case of Petrarca where only a list of characters is given).

After this preliminary information comes the full text In Catalan

with an Idiomatic English translation alongside.

Granados made numerous changes to the texts that Mestres wrote for

him arid the versions used In the music differ substantially from the

published editions. Here the texts appear as in the orchestral and

vocal scores. However, the spoken sections in Picarol, Gaziel and

Liliana are not included in the autograph scores, and in these cases

the text has been taken from the first published edition of each

drama (listed in the introductory sections). Because Granados's

alterations offer a revealing insight into the workings of his

compositional and dramatic mind, I have presented the texts in a way

which shows at a glance how he adapted them. His omissions range

from a few words to the excision of a whole scene (as in Petrarca).

For large omissions (of one line or more) the banished text is

represented by square brackets enclosing three dots [...]. The

mIssing text is shown in footnotes on the same page preceded by the

symbol N [for Nestres]. Similarly, any new text not found in

Nestres's original Is enclosed In square brackets. When the

additional text amounts to more than five lines, the entire text has
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been enclosed in large brackets. It seems likely that this added

text came from Granados himself, but it might have been suggested to

him by Nestres as an alternative during composition. No attempt has

been made to account for text which is simply a rearrangement of

Mestres's original (as in the repetition of a refrain in choral

Items). To avoid confusion with the added text, individual stage

directions are given in round brackets (but not the larger sections

usually found at the beginnings of individual acts or tableaux.

I have considered the texts as librettos for a musical work and

not as poems. For this reason I have not attempted to preserve the

precise lIneation, rhyme schemes or metric structure of Nestres's

original, and have dispensed with the gaps which occur between poetic

stanzas in the published editions of the dramas. (An example of a

more poetic, even high-flown, realisation of Petrarca can be found in

Edita Mas-Lopez (1980).) The texts are given in the original Catalan

(left-hand column) along with an idiomatic Eglish translation. In

this edition I have translated the texts literally; the translation

is not intended as a version for performance but aims to give a basic

understanding of the on-stage drama.

Because the Catalan Theatre Works were written at a time of great

flux for the Catalan language, the orthography of many words has

since changed. However, I have not attempted to up-date the Catalan

text, and many of the words which appear here have now been re-spelt

(see Note on Spelling on p. iii). For an up-to-date version of

Gazlel in modern Catalan see the edition by Xavier Fbregas

(Barcelona, Editions 62, 1969).
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Petrarca (1899)

Poema Dramtich en Cinc Escenes (Dramatic Poem In Five Scenes [1
Act])1

Manuscripts and Sources

Text: Adapted by Granados from Petrarca, Poema Dramtich en sea

escenas by Apeles Mestres, written during mid-May 1899. During

April 1904 several journals and newspapers published extracts from

Petrarca • 2

MSS: S-Bit, MS 1283, 28pp. Bound in red vellum with two other

Nestres dramas. Petrarca is written in black ink (now very faded)

on an assortment of different paper types (including the backs of

bills, postcards etc.). All are of different sizes, although none

are larger than 21.5 14 cm. In Petrarca, as in every Mestres

autograph, the handwriting is very untidy and difficult to read,

with numerous crossings out and alterations (some in blue crayon).

The MS corresponds with the published version, although this lacks

the first two pages which contain some brief notes relating to the

characters and the historical setting [see Plate 32]. The final

page contains the beginning of a sketch in black crayon which is

possibly a design for a stage set of Petrarca in embryonic form.

The MS Is dated in three places: on p.1: 7 Mayo 99, p.8: 16 May[o]

99, p.28 (with Nestres's signature): Mayo 99.

1. This is my sub-title. No other generic name is known. In La

Msica Ilustrada [12, 1899, 4], Petrarca is referred to as an

'pera catalina'.

2. P1 & Ploma floe 87 (April, 1902) p. 344 (Scene 3); La Vanguardia
(21 April 1904) n.p. (Scenes 2, 3, 4).
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Pubd: in Poeinas d'ainor, (Barcelona, TiplitografLa de Salvat y

Cia., 1904), pp 83-119. The volime (ll9pp.), which includes three

other dramatic poems, is headed by a quote from Dante 'Dinanzi a me

non fur cose create, se non eterne, e dio eterno duro...'. The

first and last pages of Petrarca contain ink illustrations by

Mestres in the style of an ornate Classical relief.

Music: Composed by Granados from Nay-June 1899 to early 1900.

MSS: 1) F-Psal, OS 344pp (52.5 ' 35.3 cm), 28-stave paper, ruled

in blue/grey. Autograph in Granados's hand (undated and unsigned)

in black ink with bar lines In blue crayon. Several parts are

sketched in pencil. P.18 contains an ink sketch by Granados of a

bearded medieval cleric, holding a cross [see Plate 20]. The MS

ends abruptly and may lack only one or more pages [see p. 242ff].

The MS bears the Salabert stamp on p. 1.

2) F-Psal, OS (Scenes 1-3) 84pp (52.5 35.3 cm), 28-stave paper,

ruled in purple. Copyist's autograph in in unknown hand (possibly

that of J. Calduch) In black Ink. The MS ends abruptly with b. 70

of Scene 3. No words have been put In the vocal parts. The MS bears

the Salabert stamp on p. 1. The music corrsponds with that of MS

1 above.

3) S-Barn, OS (Fragment of Prelude, bars 1-32) lpp. Autograph in

Granados' s hand in black ink on 24-stave hand-ruled paper • From bb

29-32 the score contains only the piano reduction.

4) S-Bfg, VS (Scene 1, bars 101-84) 2pp. Autograph in Granados's

hand in black ink. The MS paper is Boosey and Hawkes no. 17A.

5) S-Bfg, VS (Scene 4, bars 508-56) ip. Autograph in Granados's

hand in black ink. This folio includes an unidentified section of 8
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bars for Boccacclo (with no words).

tJnpubd

InstrtmEntatlon: plc, 2 fi, 2 ob, eng hn, 2 ci in C, bci in b flat,

2 bn, cbn, 4 hn in f, 2 tpt in f, 2 cnt in b flat, 3 trbn, tuba,

tiinp, perc, 3 hp, str1

tharacters (in order of appearance):

PETRARCA' [PETRARCH], aged 70, a poet and writer

MARIETA, his gardener

NOYA PRIMERA [FnsT GIRL], girl friend of MARIETA

NOYA SEGONA [SECOND GIRL] girl friend of MARIFIA

BOCACCI [BOCCACCIO], aged 61, a poet and writer,
and a friend of PETRARCH

LAURA, a girl who had died of the plague many years
earlier but who comes alive for PETRARCH in his dreams

Petrarca remains unperformed. Its 5 scenes are preceded by an

orchestral prelude. The music is continuous in each scene, and

there is no break between Scenes 4 and 5. Petrarca requires seven

singers: five sopranos (Marieta, three girls and Laura) and two

bass baritones (Boccaccio and Petrarch). The action takes place in

Petrarch' s villa at Arqu (near Padua) during the evening of 18

July 1374.

1. Granados specifies 16 vn 1, 14 or 16 vn 2, 8 via, 8 vc, 10 db.
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Petrarca, Poetna Drainatich en Cinc Escenas

FSGIIA I	 scE I

Sala d'e8tlxli c Iètrarc.
A dreta, ai jriner terne,
m nirIaD ab thxai'o tica
aiteiint el b..sto è Laira,
rjat	 flxxs.
Al aistat arpla flrestra çer wt

vei el jard( il.hmimt per
l'irrexli è]. sol Ixmlt.
Al. foro, pxta citral. client a].

rdi, y cxi ts els ±s r's c?e
reret per cks g	 UlJxer.(as.
A eserra, pxta chent a
l'Fthitai6.
Ip cle Ia ffmstra l.a ta11R de
trall Qierta de llilxes y
çermre, tinter y plains,
yin LlAiit.
sin6 a]. cevait,
thnaeui qu'al sexthi
1ètraa fai a a]. lxeto
thtaim.

Etrardi's wxk roan.
1b tie riit, in tie foregrtxnl,
a-i alamve with g)thic thixatian
oitaLn1ng a lint of lain,

flrs.
Fran a 1ar wln±w rearby tie

rth cen be s, Indel In
tie rays of tie e1ng an.
'Il-n Ctte1 dxr 11 to tie aitsk'e
girth-i, au tie nlls ai eider siia
are amra1 ty L ]ar bxis.
(h tie left, a c±xr 1i to
tie beiroan.
èar to tie win±w, kt5 sbily table

l.s litterei with 1xxis,
ts, H-n, ii*,

a-ri a lute.
ki aridnir In frxnt of tie c
Is pIai In a-rh a way tint,

lii sitting in it, IëtL-drca fans
tie lint of Tiint•

A, vestint' talar
rneUa, est aagit devait ee

lataila, abelfLwtenIan
eszB wn rit 10 qifaha
d'eariure. t sthte liana l.a
plain y exr1im:

PARC4
cIrqi.'t fat1gs
in cxip irts atare?...

, - neva!
Ithle y ffr'el axcell,

111 1 alas
y &ifran ta trra!

ala hires am
thi	 's azqiii
Ia terra qi.e'Is aetta;

e' ni'la Ins miThxat,
rke Ins de pr!...

Oaitaqla, crnteipla etorn:
Italian es Italia!
Ia utiLLm aei±a,

vra cia mitj nn,
esarelmthle
y e.xjerraia lEtera.

ring a rel rile thith rea±es
to his arkLes, IELRAltA is sitting
in frcnt of tie ciac, his 1i in his
leftlmi,	 nthtIe
Ins li writing. ath-ily in
±wi ids pe ard eaiins:

PAR
Bt	 ry yaisJ!
yet mre?...
1t a ile, i!
Nile au Mthfiul steel,
foI cl	 r wir
au aib r flit!

laive nen as they are,
au let tie eerth
kiith aetaire den rot;
fcc )x1 have rDt lnpxvei den,
ad recer &nU!

Il! lock ar,ni u:
Italy is Italy m nire!

e aerb uLn,

niistrens of Inif tie wcrll,
isNaile
ad fri	 amirtesa.
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1km, altre terçe
Ia a±eraa aug9ta,

samta rey!B,
an a,

crf y viixla picra
y agxiitzal paiteja.

Ar(u ThteraIr qa'a'la jticia
dcx l'amx1ica ore.Ua;

thao1
c fa nrcat el taiple.

Pqi's çliu ililertat 1'amixi(a,
1retjra l.a cIIBB,

is hDairia anr;
ab vidas y lns,
àb tot se nrtaeja.
Y rer tot cla da saxth,
uints cia ns,
nLtsd'x1iyciagr!
rer tot fatr d'1rxndi
ycia chvr!
çer tot drii th

1èrxo1ag 'vo1at tai alt,
nsera plata?
g Ir o ta fe amin

1s cridat a la pitrIR

y tai .ipje:
iAlse't, Tlat,pr, sçerta!'

iYrijr j t'I rxt!-
Ta çRhli es uirtaL..
(niirait laxa)

sa
be estlzt tait,

,mxta
lbt sni,
tot frdi fhlTht, tot C.kka!

Ai, riayMz1
Las a9çeL

s Tlai di.9fat er iixe.,
Se iz, ai aEt nni
cc has?
cE t cna, £111118 ava?

( sait is caij	 tocar 1'k.l1E.1
-WPA s'a1a, hr.1ir el cap

y aa las na thiuit th]. pit.)

1E,
a de agEt 9L

is toayacrjiai.
ki ccihn au a cryir wlñw,
in	 Ete izesdEs ler dylr

tresth]
m Brvmr to thits

his thfan1 esr to ti;
tiere, a faithlees Rçe,
a cynical apetle
wlt uB1s tie taiple into a nnrt

Hire, akLdiy is cafled frkm,
- is c'i11d sciare,

Is 1M ];
lila au lxmr &e t
in tie nedt plae.
flols of bkal,
nrxritahe of ruin,
cries of 1ete ati ,
tie stath of fire au axpses,
aul tie ciagIr of dahe
is eere!..

rable ! W ie
soH?
Is it fcr this tint in yoir axeie

faith]
)YJ 1e 1t?d to tie faderlaxi
axi to yotr bry:

, 1azarn, aai!'
?nim an I &re i!
'lie faderlaxi is 1!
(Ixich at Tur)
et nie

' o'hxn a I a dnrL4B1,
is	 1 also!
Brytithisbjtadrn,
fatay au ates!

Fare d fl, Fat1axi axi I!
H ins dLre
fir e.

.th,it he, in all tie tx1d,
et else I rth fir?

Wet ra1aln to rDirith n- azxit?
I

('lie trlin bell c be beard.
IIR]I ts tp fran his dBlr,
clng his iauia m his dnst
au hhis 1L)

llntinnis6;.m.
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IL1R DE JYAS ( dintre)1
L'k1 de ti	 1Nirfa
y a ella crneht 1'Eçerit Sa-it.

1q11 Is ta Seryr, ta hiiiLl eselava;
fi q qi mL	 x ta 'o1intat.
Ar{.
Ye1\.rbdivfvarse carnçeislin
y altre na1tres hzies habitL
AeNr1a.

PARC
(Saa mx'iar cè piciif y ciavait Is
nthB extti ab el bto de laira,
diu ab ait cè jxerLa y segilnt
el rthia del k]1B.)
Y t, cpflE estjnnt tait,
thE 6 arcig1,
El ta tUfl y l flUl ron
ea11xnIi,

-th Ia, laira!-
m'axzxli 1a, rait.a d'anlllnia

El &a11 Paralis c1e mt ne	 ,
-thlaira, Tiir!-
errdirte

etexniitit 't'estlilx)'
y gr th ta vista eteriiiiait,
-thlaira, laxa!-
(Lsçris th ferli aataxat s'a-i Va,

a-i a±Ltiii de seiir ei-it,
rer Is lxrta th l'e3cprrra.)

PETRARCA

GTRTS cw)Rus (inside)
'lie A1 of tle Lxd aççeamI into ?ry
axi s1	 ani1 in dathly

Sr1t.]
1 hLy.

1th].d, th 1m11aiL of tl-e Tixd,
1thntonewrdlngtotiwird.
1hily.
kd da wxd s e
ad d.1t airnt t.
lhil .

PRcH
(t1uit dag1ng s piticn, au
fixing his gaze m tie ixet of laira,
tLRJ sçeaks in ixrfiu1 ta,
foliwing tie ithythn of ti-a khI3.)
Au yxi wlum I 1-ace ded&e1 so,
wiim x ardl,
in )X TBIE ad in niim,
ay to ar 1lat b1

-th Tair, laira!-
ti-at 1-a nay gt tie gr
dat I nay 1x*Id yxi in Paralise
-th la, laxa!-
so dat I miit La ahLe to y to yxf
etermlly 'I 1e yc*i'
au eterrally yy yir sit
-th Tiirt, laza!-
(After paying l resçats 1-a 1ea

tie c1x a tie laft, rsralrth
In VIE attitrre of zr.)

* * *

1. 'fl-a tra-elaticn of ti-a wxds of ti-a k,hB is talcai fran tie old ers1m of tie
Dlle Par Thck.
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CIA II

MRIA orta-it UB falda-h e flats
y un ila-itia	 a, nr la pxta
c'el foro, y 'cola-it ixivar l'a-itra

las altras NXAS.

MARIrA
-I	 /Sk dlth qe ro y i-n d'essar ro.

aitro riiar la ]Jatia,
iaxk las fJ.9rs, y segth1a airto

ca-tar y a h11r f1r nit

Ui& M3Y
[IN) us d1	 nytar!]1

NARIETA
jSiperf1!

ALA YA
Thnnytyf1r!

MARIETA
Siv'l RLicgca...

A PRIME2A
Yv!quinnnl es

'rs trovi?
Ii dli	 san açaiyas,
cpTIBn Qillit las flixs jintas,
lasi-nn thtas...
U sn la ta nit...
y & di gtaias.

NARIET&
aitra	 allan
y na qiiet!

(lAS ThAS a-iti y Oitii a
re 1'! Lta resçatuis.)

SCl2E ii:

MRIEA w thro tie ttal dx.
awxting a cirtfu1 of floers in
ae mu, a-ri a 1ital laip In tie
otter, ate La trying to rret tie
otter GllS fran ath In.

MAR TVFA

I tell yui ro, ad ti-nt's fimi!
.lnt it ftr tie!
M soai as I"ce hx ip tl-e Laip,
ari di tie flrers,

te fr to dare a-ri sing tIE
rt 3y.

AGIRL
[let's me a little ]xk!]

MAR TRTA
Yxi're stdxm!

AVflW GTRT.

Jt a	 ad di 'U !

NARTFA

If Iètrardi am...

FIRSr GIRL
St! Iethimcxxie! Fraiifiefh
lE,	 1L1serry?
.let tell Im tint 're fr1,
ad ve ii plddng fkers tor

ieni i carry tIn.
1'll say gxxl rt...
au tfl pxibly e say ti-at yW.

MARFA

h alrjt, armin, bit 1	 et,
a-ri

en-n GIPLS ater ad legin to
hxk arxxnl, thlrg gtt resjat.)

1. N: IDLing gnytar ro	 let's teve a little iat!
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YA PRDA
j Ver sta,	 ts ]Jiixes!
ND m'ctraiya c	 ipi'1 c sab,
y s taxnsa11in ab ell Th.ra:brs
yIysy tçes...

(trtat Wi1UEFA a pt Ia
]Ja.tia al thvmt th]. b.to c
laum, ha 1].aat per la fastra

flr lla y wioca ilodi
d'ellas las qte pxta.)

YA S
(xDsta1tse g la b11Th)

es mt i esrlure
&Uas sas...

YL PRThA
(a	 thi bto)
Y q.x(n sat es at?

Yk S
lb es sait, ces smta.

MAR TETA
Dn± m es sata taipxth.

k DA
er	 r.

14ARTFk
Ia rm ?el i x.

LAS !JThS
laira?

MARTRTA
laura!

LAS 1AS
lmnsa era per rt!

MARTA
vm tirxlre Ia dit

th nla, poclaia qu'lx
era	 e nolt rts.

A DA
N es de sorça*e ci'irptrs
ta1psd, 1'afcrtima!

YA S
YesnDrta faiicLt ariys?

MARTFk
B1ta la lxza.

FIRST GIRL
I! tLxk at all th thdcs!
N smr ha 	 so rxuth,

KiraRes

(ile, MRIEA has hi	 de lap
iini tie ht of Laura,

thrc*ai tie old fkziers ait of tie
n1 au pit tie fr Uoars

In thefr plxe.)

SW GIRL
(	 tcards tie ta)
Ir's wtere ha writes
all de

FIRST GIRL
(loddng at tie liet)
A bII1± saint is tins?

S	 CT
It's mt a ha, it's a e.

MARTETA
ae's mt a saint eider.

FIRSI GTRT.
ire1y fe's a qi.

14ARTRFA
'ile cji of his leart.

ThE GIRlS
Is it Laura?

MARTR'FA
It's laira!

GIRLS
Se's so haiHfiu1!

MARTRTA
rle th tie
of 1atIer said ewas ei
nixe lyci*ifiul.

FIRST GTRT.

It's hardly 9xxis1ng det
irepirBi aith pthn. Hw ].ixky ha

SX GIRL
1b1aighas ebeni?

WRTR'FA
Thirty yts cr so.
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YAS
Y el wil l'estlna ercare?

NARIA
Ig1 qu'el iJirer dia.

nra am anra
a la Ver S±eraa.
Al. tod1thl'Qraci[,
tots eL9 ts dies,
tatost el. sD]. s'ata,
linpmthflors
per ordre seva
yeth a:ta L1at1a.

YAS
Y	 lx feritli ver?

NARIA
Ginervh1a.
ta1e fixa el sdm noitas
'vet1las pulsait ant llálut,
y ap(, al psi d'ejla,
li cata tins caein
qarrai 11gr1nns.

YA ThA
es liblatc(a!

A S
F art iThf-t

AS
(	 )

esestiaarn!

NARIrA	 -
Ai es estiitar in.
ir	 da,

Iètr!

}!Th PRTMFA

Yescrt qLEsOlsde]J1
is w saire?...

Y aix(s ytot
era sa gg mirar]a.

YA ERflA
Y cp'ln visit nixint

d'anx per ella?

MARIETA
Sen lnverrbi dit
nay tin peralla.

GIRLS
thes tin o1l nai still love lnr?

MARIEA
Jnt as th	 n sre still alie.
ltesinrasffnre
tin }bly Virgin.
Ch hly thys In prays to mr
fran c uitifl d
ai as soai as tin an Ins set,
linve tolr1rhIjn,
a py of flcxers
a1tin1p.

GIRLS
Des In crndnn cnir wrses alxxit

Inr?J
MARIA
Jt as tlu	 e re still aliie.
Sen eng "e 1him fran
QJtSiLI9, pla	 his lite,
adInre, atlnrfi3et,
In s1r mr ath b fiul scngs

1 l ilE	 .

FIRST GIRT.
!	 ih1lr!

Sg GIRT.
axryI

GIRLS
(ctt€s tinl)
This is taldr 1 too far!

MARIIA
&x is tn love.
Ibly I4iry,
if crily I cxxiid fini a Itrarth!

FIRST GIRL
Is it tre tint in aily e 	 mr
fran a disimn?

ARrrk
Yes, a all his pleasire

s In lockir at Inr.

FIRST GIRL
MIlE li1
dying of love frr lEr?

NARTTA
An in rever hestind a wnxl to mr
aIxut it.



jAic6esest1nnr!
[Aba^ es estlnBr!]

GTRTg
lFnt 's real. ]xe fir ui!
[i1nt's love 1it1!]

[MARIETA]
[Ver	 rI&]

[MARIEIA]
[mly ry!]

[imAS) _
1äm 'n IètxBn!

[GiRls]
If oily I oijid fith a Itrrth!
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* * *

1. Qaais di'vths this strcpe tetn d girls axi ?4irieta.
N:

Ths	 GIRls
I A1 es estlirnr	 aith i tne love!

rg Miria,	 Ibly ?ry!
chn9l (n Itr.!	 If cnlyl aithi fiitl a RLiirdj!
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FSCFIA III
Las nate1s y XLXIt trent
ce-i fixo; estir rce talar

BOCAGCI
Salut tots...totas,
vw dir.

PETRARCA

SCIE III
ibe saie daaters ard RXXAItO,
wl-o aiters fmn citsth, dressal in a
l.crig bla± rcie.

BOcCAcCIO
&eatings all!
Wall, greetings to tie girls	 y!

YAS
(tahs ut,
al xe qu'es ell.)

GIRLS
ab alegr(a	 (startle-I ly is ai±h aearare,

are a ryed wfi tiey res.lisa th, it
is.)

Bxxo!

BOCACI
EL cel ro'm ahEn±rn.

creya paetrar ai el sbri
ce l'alista Nirerva,
y veig qie'm Ixrta
al nercat de l'alegra thjer(a.

YAS
SN) 'lsaitivalwflloi,g?
iJa 'rteditthjas!

BOCMXI
ths s:(, y es p nel?
ccht es l'agravi?

4eLq1Fo sw;
y SI ro h fsiu io f 'rau dxes,

ni Ws, ni teiJas, ni joys,
ni ria]Jrag, ni gras.
this s te,fet 1i,
bs li d'esr!
cp..e lo cp'el rr6. nelhirorat
afrtnta er txjera, es la
aJçreTB dia, l'aior,
lavith, elgDlgdeser,
laglorla.
besdebeserar

saee esrarea?
mesdebolgerdr

in'aiIra ai 1'ailxa?
mesthboigdesItr

in uni. ce rieta?
cm es de thig cxnfThr
aicordecha?
Y ID cte-tant, esçez n sa nay

rearrns, ck?SitJe-n, çersegxim,
cniffen toth, y estinn,
es	 , estlnun
y la vkla, estinait,
e-is sathia bia.
I Visa la bria,

BOACCIO
Ivm lea rot àhnkred tie.
I tJuit I s aitering tie sFrire
of tie ste.rn Mirerva,
au	 I - tiet It ttir tie
to tie nert of hy nths.

GIRLS
Th yxi Fear tie crazy oil nm?
lb's jt caUal us nal!

ioccccio
Md yes,	 wi-at is wrtxwith ti-at?
I I hit yxr lii?
Ycn're nal... beca yoi are nal;
adifyremt, yuwjuld rot i-a

reitFer teel, 1iHfiu1, yxng,
s1 ror graias.
G tes na i nal,

aImieve to be!
'li-at %thi(th tie lll-hnrxirel wxld
clefires as nu*ess,
Is ti-a aieie 3±31e- - love,
life, ti-a very pla3au:e of being,
ati glory.
Is It rot nairass to 1-oçe
wLttmt toçe?
Is it rot nalress to pirae
a ia1w in a a±Jw?
Is it rot nairess to lcxig for
ai evil wiid slays?
Is it rot iith-ess to trt
a wnaf a 1-eart?
kiT still, he 'will-nit er
gixywing mary of it, ve icog,

trust at all tines, au love,
s love, love for e,
ad while love,
life ais gxxl to us.
la live nairess,
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y visca
in saeila sj]nmn	 '!

YAS
Visael grah!

NARIETA

BocAcxI

az 1ag imy It live
In si1a si1zun,	 !
GIRLS
Iixig live d gr.ii1 okl nui!

MAR TEFA

BOXWCIO
Wnt?

NARIA
UkB.

fra?
tthlun s1

NARIETA
lè.r qe?

th1un na1cwiIT
Q.m ia thB aplicB

g ckrn qtE cxnarh...
tei otor.

WRTE'FA	 ,..
)81uB

!AS

(ab v1a)
iS(, sl, itai1a!

M&RIA
Un ca d'anUas tal fam:

sei r!...

Qiefeya Inffloxe!...

MARTT&
Qnfeyai, sivolai!...

cI

YAS
(a1ieats)
SC, ctai1a, BL!

V&e retro!

MAR FETA
A fair.

BOX&EIO
Afaucur?

hzn sii

NARIKA
th yxi y dnt?

BOOCACCIO
1un ni,in

Wm abs,
n

a1tottccmTax19.,,
G g.

MARTETA

Sing a sag!

GIRLS
(athsIastkaUy)
Yes, ! Sing cxv!

NARIA
0n of thsa faio.
thith U1 1au so U!...

BOCCACCIO
IJice tin ans I used to write

In iUQ tuxet...]
MARIA
Ui th, if3 idcn't inlixi!...

om&xao
Wi I s yung!

GIRLS
(p1)
Yes, sing tint are, 	 c1o!

BOCCAcEIO
;v retro!
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YA PRThA
U d'aeths qi..e v
&1a\olta tota ItaLia...

YA S
A tot lo n6i!

BOCMCI
(r 1tse al pit)

Iër ,e e va chnria
ytaixxxe,
cf1 retcrrat a
ias te iterza aiI dim,
alteU ñxis, ya[rmn
çerro aisrse nny.
:':

NARIA
s1 pxh	 B.

PERARCA

FIRST GIRL
cke of th thith iit
wxinI tie 'whle of Italy...

S	 GIRL
Ibid tie wrid!

BOXAcEIO
(sl4ng 1s deat)
fr

IEEFwr1d,
they

iaii1c tone;
I"ve birial tien	 ingl±,
a tere dey ]i,
i	 nixe to rL.
erefire, rat

MARIA
Yai're rot ry kini to tie 1ii

CMI
HID!

YA ThFA
(ath)
, bs q.e tait n'Ii sIit!...

BOC.MXII
(ab ui2io picaa)
1i r

Matse)
rtei, taitthxas!

sd(asesda1j(,
y a1staS,V9IBS m'm thb

aar a sol ni saifra!

MAR TTA

(aa1xa)
Sirocaiti...
s dirneli...

!A XMA
Yrro!...

NARTKTA

Y llei,g...

YA PRA
Y ntrt.,.

irrAs
Y Os taran 1'ata.uta.

BoaAcxio
Oi f dot!

FIRST GIRL
(flattering him)
Yi alys sre so!...

BoxAa'o
(with L3ixe pity)

rkh
(revita1Ja1)
?te pcth, tgrs!
I"ve 1e tere three thys,
axi ti	 .	 rester ne
fran nmng' fl rt!

MARTR'FA

(thta1ngly)
Ifycuchi't sing...

tfl cU i olñ...

FIRST (TRT.

1 straw...

ARTRTL

ki:1 ily...

FIRST (TRT.
kd c1aL..

AlL
mi 'U real )W tie last rites
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MARIA
(Paraus1va, ptli las n
el liahit c i'1aiz aBt a lll9car,
thunt cle is tajia. Ibtas is dans
rat a BCEI y apcxèratseli
this liaa9s U alc las na

rosici th roL9ar.)

tbL9al aEtS lxx±3,
y cai1da airea aiu la	 o

otar 31A.

BOCAcCI

,	 r,	 r!
i th qiIrH argUa n tra3is
Ins faLrlcat al InIE!

(Prehuli)
i at 1fl m hi l altra hey,

nL Thlbsnl, 0ne11, iii Iy,
Pare Sit, ni HTçeraIr,

n q 1'/mr, 1'itr, 1'inr!

1
s ililres tots, thsra al dun,
1a g flDC ala nr

tots S tLtats, this x1d ala gran,
this ues aiUn ala s rtofan;

,
to s res aes
uDits tD18 al Un, unit 'c.ent per ding,

ta van, tai dn, ta hiyts th tot,

cp'el q sth nes m sab ni in not
th]auxuUsbLan,
regres o erts, arthits sun.

[lalalala]
t n1^ To hi l aitLB flay,

iii Tdbral, Oirfl, ni Iy,
niL Pare it, nit Thpera±r,

1'Mxr, 1'Anr, 1'Mir!

(Paransi'eiy,	 ixits tie kite,
inJscnde table, inhis

Imig. er.nn airzxsnlg RIXI0
arl ttlnglrilc1 of his anin,
they' f	 lutle
Into e playing pid)

Play tie g,
a1 a sa will aitely fofl.ow.

BOGCACIO
(lods	 t1g,
in amic ignticn)
1Ld, thlord!

-iy did xi imlie urn cit of
aith weak uff!

(Prehfe)
In this wxld tiere is no otlnr las,
r trilmtl, cln.il King,
reider B, r
bit 1y Ie, Love, I!

1
the bxs, big a d1, fran

tie nrxt mxl3rn to tin nret aimt;
ery trestL, arall big,
fran tie uDst atiline to tie m

tiey're nothing nize tlui perdiirnts,
na ruies ai tin lie, bit within all

htair,1
sovaln, sou], soptyof

ng.1
tint lns eerything,

lcni rxthing of nt is krrim
r s of every ahuir.

cus
[lalalala]

igwrldt1nreisotierla,
r trflimi, Qm.il cr King,
reider Rçe, r Rer,
lit 1, ic, 1!
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PFRARCA

BOCAI
2

bts els ators uis saenits
ro	 res ni qu'	 pa aj,uits;
ce]B fiinsqhs, el ns
mnrescresthres
de lo c.i'B1ya in ilavi roig,
in ilavi hinit, 1ei fresdi, 1i toig,
s ns sofLs ni arts
c'in rastatller ee b1aas itS,

iii u e,xdi y s.xm1t10
c.i'txe riàlJa y in reto.

lIalalala]
a.Et n6i ro hi h altra ]J.ey,

nL ihm1, Qll, ni Iy,
ni Pe ait, ni Hrprakt,

qi. l'nx, l'Airr, l'.nx!

BOACIO
2

AU e est aithxs
are mthfrig ne t1a drith-tp jelly;
of t1e iiloeqfers, te wisest
lGT aleo]iitely rothirig of t
a red lip ci teath,
3D mist, fre.th &il ciazy,
it ree:ls ri) sqflian9 cx argulalts,
cnly a lire of thite teeth,
ri ne eaDrdiU18 CflthSlff6,
mly a 1 of ]at& aril a kL.

Italalala]
InthLmoderi,
mx trlbml, axmil cr King,
reider Rçe, mx Thmr,
bit cnly L, I, I!

* * *
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c(& ly

I1RAlA açarelx la ptrta ?e la
espmB. LAS NIfAS flijen id31at

1 fcxo y KXfl's qla verriat
p13tat al mitj thi escarl.
thlin.

PARCA
(ca)a p
M11t be, nolt be, Bxci!

pJ entailnait els filTh d'*lo?

B0CNI
thcrt,

nEsroc61Ser]aflEva;
q.Edew.11g, cxxnae]J.s,
s6n crflthras, sith jos
SJfl lxiigs n a pDetas.

PRACA
(avat fins BEXE y er1ait
th severitat. KXäXE's thcb
care xxth a pxth an11at
a1 s
tEcn lo sai a ca edat, Bcaci,

n al rs 1 violetas.
Iav1dae
ro nB1%rsen ilii
Jo px p'a resta d'ella.
Felegr1s da la vith,

xgtre viat va tocait
a scn ten;
rrcxin arritathi p1th glcria
ce v.irtut y nth1a.
Ia nt	 acrrsl; ntm jxxta
tothz'a 1 as drta;

a mLrar]a
a a

tenT y s befa.

(DJLit la darrera estrofa,
ab crxqmL6 eigra1i,

lB ant p.ntejiit en el liahit
elnot.luth "enatm^imhibe
altra iley", gi'ailri eiit f1r
al &a1 cia çeriar
ai , £\jiBit en m gtai
ria11a, s'at2a
tot alxetaitse el whiLe.)

SGFNE IV

F21W)i aççesrs in ti dy ai tbe
left.	 him GIILS thab any,
screa, a	 thrraa9d RXEIO
is left stak11ng In tbe nifrW of tlB
flect, lute in laiI.

PARH
(ftrin de dxc)

L7	 , eL7 gY1,	 o!
Qu1d yw tell tie at sith age, de
dilidren of Açollo begin to gra wLse?

ocxcio
I cb rot lciiw fir are,
bit it camt be at n a;
teaa9e if	 e thIIdI± in
air old a, are nal as pets
lnwryith.

PThARCE
(BxrJaao slcwly falls to his lcrees
as }E1IWH avaies a alkesses him
in a ry sre tcre)

let i gt	 th a its cle, Bto,
jist as ?rdi gives e its violets.
Ltfa is thrt;
let ie rot ste tie ]ittle tint retains
with fihilqicTB.
Pilgrins of 11th,
air ,pirrey Is attofth
its au;
let is try to arrive tiere full of
glcBy, vlrtte axi nJity.
tth pira te; ax kxr is ci to it
at a]]. tines;
let te bln to lock at it
fato'
wltluit fesr axi witftut st.

(Diring dB last s,
KxrArro i	 pbidng tie
of tJ this wild ti-ere Is ro oder law'
with exagratsi ret, au ntln,
gitUng lotriar, tntil EflH
l flr	 dng. i,
with a lad gif

1oldh his sl.)
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B0CAXI
rthn, aithth ètrarca!
Hs çerlat am tn it,
cnu_111 çofeta,	 ,
r ro m hlpith fer n;
9 iixorretjilile.
Fn tdnt devait
fl81 BS daUmas,
el rlure en otan1m
y tlnth de riute, y pax fatalnat
siqiirlu.
bv

thtmva a vwret,
plan l'&rina de grav paa!a1ts,
y anstas as m' IruLt
y ffhlst ab tal perfldia
cp'amre en u Ia th

ntre las
Ntlnn trBjiLtat aI.s 'vmbiros
d(a5 del gr ar de la ste,
ai c is terra pxi(a a cuiiti.d,
yi ze3ri &ai piyivai

th1azi
y ala crits this eqtats
q.'s rettxc(i
er pTh. y os.

PEThARCA
(esrdfat)
IL'aiy de Is te!

CNXI
(atastse)
El. am era in
taMrt, laclva,
la this ui1 lxts,
Is señra et5rn,

va sa r,
deriitydla!
[va san r,]
[san pietat,]
[va sa r]
[de nit y fla!]

va San pietat,
qnya qxi qya!
ih, yjeraalrim!
cprmis el viure!

BOCCACCIO
Rrgt flE, fr1a1 tth!
Y.c*i hive spdc lilce a saint,

a 4t1et,
hit I (aft leip it;
truly, I an imxrigthle.
'liE mirute I	 tinse
anLUr fares In fr'uL of n,
I f thur lamer antagn
aI1nvetolai, axia, lain,
if in h ]ais is callal a shiEr.
fln't yii sse?
I (alE hire to yii,
with n sail. full of gtave thiits,
bit t1	 taiptal au st ne
with azth whth tint
all thbIca1lnn'eizn
is still ainrtir€ frxin It.
'hey rriai ne ay
totll• W days of tin pl,
ck tin serth had tin stauth of a

tery, au tin zayers r to li
with the last 1ztha of tin dyir
axi the crisa of tie pll a,
as their antcrtei lxx]ies wridel
Umut tie stts axi a.

PRTRARE
()
'lie r of tin pl!

BcxxAaIo
(aithEiast1JBUy)
Tm wxld s a sla.tethxi.

th, tie haI an,
in of the	 eyes,
the grim reanr,
resçsi widut re,
lrt au thy!
[r1 withit rxe,]
[witixxit pity,]
[z1 withxit rep]flntt axlday!]
ti witi-nit pity,
to tin left aul tin rit!
frh, Ixw yn	 the wxILl!
Ibq 1iHflu1 to in alI'!
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am f1ora flavors ia Pr1nnra! 	 Tiw rir floj tli!I ( n'hi tai(an de cai.
alsllavis!	 awr1I!
cje e bcn grst reya!	 Hyj sily
[EL na era in carmr. J	 [11e wrid s a si iter[La Mrt, ]a calva,]	 [Ith, te thiil oe, j[seva sa r]	 [	 Qi
[thnitydIa!]	 [yatht!]
[seva ss uiatat,]	 [r1 withit rxLty,]
[	 pietat.)	 [withjt pity.]
i AU era	 itut!	 flere s )uith!
Sta els fr	 Uer de har1at
tarcnerars de Nça1s, 	 bpDlita ora grt,
thnrit 1'lerta,	 o tte

1e p.i1nu-	 drirIdng or fifl of de
ai.p1Jas ri3a9 saturaa	 eliic
d'e±3s,	 f1retir ai tie 1x,
de ts de rosa1ils,	 of tie fliitji1e datter,

rill1s y aregf.s de liahits 	 of later au t struiming of lutes.
qe oxta9 e	 rc	 iè r	 thxt of tu,

axi tine	 sociiek1yay...
Y ntrestait Eiaietta	 r1 rlffliithile Faietta
Haistta la gtil, la titabra, 	 git1e Fiaietta, ti-a tattrss,
1'I-eriix, la aarta, , 	 tie ixca n-f fiji, t aeth,
"1 cata, Bxaxi, ita n	 pierhi ieti idss
y aixas m! ' /	 "sing, Bxraiio, sing nae
aitre IEto y reto	 ati aiixae na".
tothuB 8fl de.
Y Bxact catava; 	 ThxxaJo sa,
y nsa trdss xngrevai	 aul tie lcwing xxples g3tl-erel
las azts çsrellas, afai	 to ]istai to n sx,
dai1re de zrltr am &estlna	 esgr to ].ean frxm ie l-rw to ded.&i,
y es	 , Iras y 13a.	 to lce, kLss ani ailxace.
A1la era jovmtut!...	 Thera s ynth!

Y ai tat la calva,	 1'Lthile tie teld a-a,
Ia this ufls byts,	 te of tie ity ,
is seiijxa etena,	 tie grim rer,
seva a n)stre aitcrn,	 reaçai all arcmi ta,
th nity dia!	 1 thy ati nit!

	va sa pletat,	 t3ç8 withit pity,
ceya qui cieya!	 to tie left arri tie rit!

, y ci.e jwe era el ntii!	 , lxw ying tie wxl.d 'as!
el vlixe!	 1w 1itifu1 to alive alive!

ce bu el tee!	 1w qi1icly tine raeI!
dn devefl Is term!	 a1m relg1!
c cxeasa estinevan! 	 1w fast lc,1!

e c1xea3's vivLa, 	 1w t lived,
e cre&h..	 1w fast!...
Ce &xe estlnevan y nrdan	 1w fast ]x1 au dial.
tot ta1nt Is te!	 b1ing tie p!

1. RIatta es ti-a 1ñxytn of 1ida d'kpim, ti-a iflegLtinnte cater of King
Idert of N3p1es, au wife of a Ccxnt d'kiilm. e 1npire1 ira of his wx1s aul
is tie ELaietta of his imel of dat title.
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PRARCA
(ab airgr)

q evo	 ai,1s c1ia,
cr.e1L..

retrairen el cjLaat
aot	 va rte la nes pa
i1nio dana edsta1a?...
Latte! Fliavaser,

d'i.n crp de 1 la,gxl va ser
d'arrel la flcr nes tella

	e er se nai	 t
yffadel11iarrará1en]a term!
E1nneram
ue hi flxrfa;
tx carattiri' a va tc sa ella.
Gin va atxwlrse, cl-i Tiv

±hapattii
Ia na1dd esta?
Th, na1	 m!
Va t iiijti	 al Para1(s,
d'cnt nay sirti5 itii.;
y al retanrte a Li, tat 1h
dais hines, flaxas
ne seth1 qLE't feya neva.

cAa
ch, ètzar, çerthi

Si ha fat snr c'e iui
]a11derta!

rer th, Lara m ha nixt:
viva, viii ali(a thit ael1a

vithaLqtathçertirtht(i,
rer inrte l'anx m .xxqat

atia terra.
:...i 1

(Pawa)

A1iix de tm cr tota r
a

d'ais tal tadras qw iuta
ytot c'a'ie aU chit t'iraplm
l'aunzah eteria.

PARCH
(with bitterress)
W recU the terrIble days,
ci fi!...
4v rsiilth t of tha pitiless

pl	 thith rcthei ne of the pirest
iflwkn of my ed.stene?...
ha Plag! e s
that with a blcw of har aytIe
ait the nrst b	 flr
dt thi hal pit cii tha earth
tobtnch]jt!
'lie wrid sas a rthi

&e blooiel;
hit it taie a graveyard withiit i-er.
1b dare tie airsel pl
lay its hails cii i,
di, Iir?

Yet ax.irsel, ro!
It returrlil you to ra3ise, frcm kme

i	 racer have chathl;
arebimiritoth1,
far frrxn nat, it is
as if it nafe you mire.

BoaMxIo
Forgive ne, flail Btratth,
it ie as if I have nBfe

wxil bleal aln!
Rit, for i Iaa has mt dii1:

li, w ti-are In ti-at ±iline
life e will re with )i,
to ojiiite for tie love

oiid rot rabin i-er cii earth.

()

e all grief fran r iesrt
1y shiging a scng,
jet as t1r ta±r a

, thi	 , Irepire
ywr eterm.i love fran afar.

1.M:	 /
sialx(sm;ce,
si m ed.stis çer fcxsa1
m ce]. d'Anr cot s'tziithi

saqre ala
cptlm estinat d'aar pir(ccdm

yhal sifert y sagat

is jetida tvlm ser(a
is naitith nes tremla.

If it re rot tha,
if this iean,
dare &1 iesrts
thith i-eve truly atjyyal
love's nt pie thl.in,

hive afarel ail l
witlnit	 ça dId rot edst,
ti-ni divire jetice wild ha
a inity lie.
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(U aUar el ilalit. tLRk
al çai, s 'aanta y aiye
abeil, cmta:)

PETRARCA'
"kls, arc?.12 y n1nns ditas,

ciutath th la Gkia, el rriner d(a
laira hi arrib, la roer

nnral1ats y ab aBtcI±ala vista.
'QifrB Liun es ata, rxia y tnlla?

thyan aitre eU; cp	 tan divilB,
Cèl irfn erit a is nani e].evaia
nyhapit anel rx1ar this sigles."

(çariat)

EUa, axita th eEir Ia terra,
vs jntarse a is c]iea tecda,
glrat thrra d'eUa sce ulis ±1scs
mirait si. is segi(a çer na dit.

Ir nm paiuit al 1 e1ev,
la seito ce'm ixe y a sI2m crida".

(L'E 1n ant afcajulntse.
1LRIAL pzxiittialx 	 trat9çxxtat.,
BrJcr el cxrta ab fink c1.)

(1 h1ds alt tte lute
to r'ELRAlH, 'ã tai it
axiteghntosing:)

PARH
Js, ardls, a fxnte

auls,]
clti	 of Glory, ti-n first thy
Tciim arrii ti-nra, t1 airrxuthl 1
a.ii n rei1ei at ai beaity.
"an i i-n this an bHfiil

lit?"]
d1 tiey a4

l ever aith a jee.1. c11ntl
fran ti-n wrid to ti-n 1ci1y nra1ise
in ti-n	 of t1 cthir1es?".]

(-)

an, axitat to ]	 t1 esrth,
to in t1 ednresi crtd;

uxdng i-er sa e tards esrth
(X de last tinn, to -- if I

s fccbxnte an to folkx ler.
]1nt is 'cthy I raise nr th4its
ere I cs-i fes]. i-er caUir ne to in

i-er.]
(e sta s gt th&
1EI1A1H stays In a trace-li1a state.
BXX[0 locics a with 	 entlm.)

1. Eëtrarth, arnt LXXIV: 'In mite di Tiini'.



noc.&xi
[At IèLrdC.]
L''.J

BOCC&X10
[Qx,e, }èttarth.J

PARCA
Partel	 ja?

PAR
-"e
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1. M: ,.
(txes d'uia 11ar
at txrrnt a la realitat,
s'ar8ta a E1RAIt y U din
abeqxeas16ta1:)
Y if, rr ilitlIn o.p,

rta
c'e retcn a Ehmiila,
&nre a la se	 c m'vIa?

P1ARCA
(scnriait y a1at.)

! 1'T.hi'versltat?

BOC&X1
EJa neteixa.

PARCA
U. d1nis qw ttre
agraleix th tot ax
la lxxv oferta
(!.E II fa c1'.mcateka;
in ay! afegiras n a teva,

trarca as
a l'trxa d'are jr nretrar
al	 t res n U qh.
an ser d'altres dias s't1øi
tot "	 H;

y a15ta, as d.aria ce ro es
in wU qii hi d'uøuJa ala yves;
]a jbit n'es ntra.

Y es tot?

PARCA
Etct.

tas tn's

I	 aiim:
Jxrqu'e1sna 1]avls,

safra dint, ±5 rtOtS lleb
teva. Y are salut.

(After a krg I:a.,
clring hlith reality grb1ly rewrr,
hi g	 r to IE]1AIOJ au says,
in a tani uuir:)
fl rw, f tie last tine,

'thfith ar eU I give to
kostnE

kei I return to F].xaue?

PETRAR(11
(anljjng ad ttfr p)
Yi n abt tie thiversity?

BOaMxIO
Bat1y.

P1TRARH
Y cai tell l tint tLudi
tlu*s ter nxt trtily
frr tie ltnxir of neking an
a ror;
bit, th!	 ry,
Iëtwrth is too old.
I r I hive littia thniasn
fix teathing tin xng of txx?ay.

ny are 1i fix tinir
cvotfrn to k.
au it alxulfn't hi ai old	 ii

id tea this s1re to tie yju-j
)Vlth is tie mster.

Bocx&xao
MI tint's it thin?

PAR
1nt's it.

BocxMxIo
Fiat 'oliitas bn1

Bit nerk yu: a latter
fran yu d hi far better
den a wxds n 11n ai1d sç
kul tuw, I bid yxi gxx1b3e.
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BOCACCI
Thre;
vaigaeilJ2sUre1xx±1

fer qu'en rta
y ituire rer dxerte
n a1xa.,.

[...] 1

[PARCA1 2
['iäl vlta Ia C1cLexu.]

BOCACCIO
[M1] avats .e 1'aka

tI el d m'e
la nula la çxxtella,
y el aol, a]. apntar,

a	 trotat
ein1at dret a Ehxaxia.

t yet;
I'm gxlng to ck, ae little b,
aizi tIi I'll call a1n
to eñxae ri..

[PARdu]Irñe de last cre.)

Boxwxao
[l] efixe de lark
wiflslrto derthy

flbeaitlngfcrne
at de dxr, ai n r1sir,
tie an will	 ftx--fo, 1elf-L1Pp,
ter ts

(rt axirat th WPIA.)	 (B:Bt0 au IElRAi! lve toder.)
[...] 3	 [S..]

* * *

1. M:
y reiillir Ia iletra;	 aul cyllpct tie letter;

2. (kaa±e 1its this lire In tie ifr11 of HxraxLo's staiza, thiL cxritin
In tie rct sta.

3. M
(La	 e	 n art uüiit sola.

	

trestat	 itai l4 MJIS
catar al fcre e1 irdi:)
'lbts eL aitrs s saietuts
TO an r u q1'ux1 aixuts;
?els fiinqhs, el nea
To sth in tea de rea...
(Isa va a1]ixat
fire a padres)

(ne sta stays eIy a mt.
fle GflLS le 1eai slrgfr
In tie

tie est aithxs
are rothir are tim drietp-jelly
of tie hileqers, tie wLst
1ate atbit4y mthIng...
(tie oices gralefly 1ne minter)
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K%IiAV
,

IELRA1 tcn a eitcar ab la
cpib rxa y's thibca re

e1 sili;
alx 'a el frrnt Ia n alfl
s1'lci]ailicaj
el p thant thi llll-we.

	

Ia e	 h xpletaiite
fia. EL flib va asfuimt
]atarait y's tr±sfama

	

m	 faittitth il.hnthBt
UB cIar nxisterlc8a, a vi

cstatse graininlit las fis
ce IA1A yth WflW

PRrRARCA1

i1im!

LAURA
A. .

mtln cr±t?

LAURA
tmnlas?

aa tanr.

PRARCA
heerIa!,
ets mhi o che a1?...

LAURA
£Yc.i'1nprtaiL
tiL an dhth?

xth czTf y
yns ci tot...s che.
lairs vas din

aeUnxcnt&an,
at n y r y jath tots aa;
a.r( thit ait tea n,
iii. fu1i, iii nith,
af.. .a(gn x.

SCIEV

FELR4 retuns with his hxxl B.
his 1 ad lets h1mJ1 fail
hto tie ane1r;
le rests his faJcnh1slai,
ad, as if cv	 ty si2k, ida i1
sliis thai ato his thdc.
'fle sta ges_cxip1ete1y dadc.
As it ges diumfC, tie takgixml
1nies ttefcvrth into a faitasde
gitthi, iU rfretej ty a n7sterias
lit, in'kiithtiefLiregof

ad IA.FA are gralefly

PARdII
(neJ±ig)
&±UDE açeritim!

LAURA
Qe

PgAP
Is itya.ithlmle ci11due?

lAURA
Bareyoitmth1ix?
klvare wLdtut1Iar.

P1'FRAR(T
cli, ousçeak tone!
Are yixi a 4nkM a an

LAURA
Wnt das it netter th I an

iet ny ITB Is?
I'm a	 ad an a1,
ad ne inpxtatly.. .I'm a wiiai.
Ym ci1M lie lairs	 ire
tctFer in tie xld re
eytidrg dies,	 ad d;
tç lere, kere n,dth dlQs,
f1 r dL..
ou i cBU ne Ix.

1. At this roint tres iwJxs tie fi]kwlrIg xtrxe:
Hi tots ata as m as DRy	 'lie ets in this SE lnol nDt
ci t1. thi 1ètiu.a real c sanI, 	 tie real RLwixh, th is atUy
aim thi. Ietir thi saini. 	 drnh it, bit Ièti2uth as le

idni]f in his dr
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PE1ARCA
(h)

PRARCA

pgmcg
(atath)

LAURA
tat!

PARCA
th, flD't creth;

m't vr craire!
ft'vejgy't saito
y nx saitlts
m pot parl [la] nxrta'
ro ets ns c!.l'lm ficxiio,
9 j in1(sqm
cit nas flits llargs
m	 iyat it oltas.
AlcaitU,

ai 1	 xas ft
te c qfRra l'anxxa;
rerc t(i!

m1ranl, fit afit.

cSn tn saird. aj.ts ulls?
C.N es 1ni b apta Ia
mira natei	 1'altLs hrag
t tera ja,y tL1flI-1t,
ri yhlcm,

y avtr 1R1Tfl ID 11143,
av'..r sols jia?

PCA
lth,s{!

't crah, 'vuy crxet!
Is	 ai1a	 regals
th r	 fatxa
rtran I flifl OX,
y a]. revivarlo ne to
rLzBt c vith xxa.
cit TIIm, ci1thB! ets tu!...
rIa!

tlrith fan th crzet, thu!
1rla, pr]an y nran!

tcaulls jam'mfainal,
taim'm tt8!
rdgnatndf

es a1.Et qi's alpiza?.

LAURA
1rr!

PARcH
Q, I (:ai't believe you!
I thi't it to believe you!
I cai ati bear yxi
a d c

ui're m mxe t1n a fictlai,
a	 t drn 1± 1a
chlevei ne a hitkel tines leflxe

]xxnLts.
At d first odc cttw,

de hrxth da will stry w.
Ththlrg will be left of i!

LAURA
].cd Itrerth;
tixkne in de e.
Wiy dari't you?
Ate dese e slnply a cirean?
Iai't it gxxi tIet tie ]eci

dth pevki1y 1xtit ui
j a tL,
lnjiry ad thiin,
tcxhy lrings ro nixe lEim,
bit mly ?

PRTRAR(T
ch,	 !
I believe yi, Itilyait to!
Yar wzds Ietrate n Irt
1ie lifeiv	 ,
ad revive it
I an filldwithrx, life.

th, laira, th, niai! Is it ui?...
I at to believe ui;

I hr fcr ni riw, ii!
', sçesk to lie ad 1od at ne!

Ywr e ro 1crr hrt ne,
uir ke deai't disturb ne!
Bit tell ne itere are.
thith intc garthi is this
dat jxotats us?...

1. N:
y a nie saitits m pot erl e nixta	 a 1 paii citct k



-311-	 PEI'RARCA

Eb hun
a!ets rerfuis tai	 ,
aesta hsa g ninmi
-
apt rür th liavis
q(.E S'tIEb),

mlcth,
esripernxL.

simesntith tot,
qi'es ate, laira?

1S	 ats,
l.a Gkria, ha lrf1'1,
ha eteri, ha cp'ai1a
sa 1TB jxxer]a nL
trexe els hs.
]açetr1.ais s

ga'a scn raiat
thi xesa1 la fcssa,
s'tai citt
SE ff87 1car uilxse,
s9i a3xat

s anfess3r i'aixa.
e1cèlthlIiixr,

cit 1'ert
se txrs realitat,
laps ja,

_titut ara,

Aii1 m's P11a,
ai's catayth

rçe,	 ti,
tot-taç, ttta!

•fl•et	 t light,
axth
Us heaze	 UUflffES

nedas	 ,
tie silait siak of lips

)in toder,
I &n't IQIW this place,
it is i fcc tie.
kr tie:
ffthlsismtaUanljJisjrn,
t1i 'c'kst is it, laira?

LAURA
lie Paraiise of faithfiul ]ers,
tie Glsxy, tie lii'ffh1,
tie eterml, liEt 'thi± tim

fcc, wLtlxut. e
leirig able to tnrstail.
It is tie fatierlail of tearts
slth, in teIr pLLgrin
fran tie crlle to tie gra,
leve 1a fir th er,
witht e arg tctier,
l a	 eath oder,
itiDit e oxifesslng t tiey aixe.

ItisdeTawiaf1cie,
e he

beaies reality,
rain b	 ji,
ret	 -
a tears tsre ldsses.
Thre rx ae cries,
bt tiey airs ai 1a
a edxace a kies
fcc e mxe, eterrally,
fcc all te!
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Abcr es 1'Flerriitat,
]a reai

ta cI4B al nr,
sa millrr clxa.

[...] 1

(I4RP's thb	 ire aita.
in e,as th beatjtut.

W1R sa li an]Ja aLs p
ylaaxitarpla fit a fit.)

PETRARCA

This Is tI eternity,
r1

thIth Qd gives to I,
s 1t rk.

[S..]

(I&IA slics d as th
in a state of extraa gr.
ILRI keis at ler feet,
ati	 lntaitly at ler.)

1. M:
PARCA
ich&m,
mm'aiiys!...
Yaell &aaiq.E
thctar &.itu l'hxa,
q. ra ce rtltres?

TAflRA

m tenth;
fliB av ta c1:xnLt!
tçertay!
Tina]E
tas as -
__ tcn cxr,

rxageth
ait el sel tzx l'avaro;
i d1gthx qe m'a1x!

WARCA
(a'mitja s)
Ttaho!

alt!

PARCA
, T'aIxo!

LAURA
rue d1g10 n alt!
N salts?
ata rta cp1'tn raz,
IIx3sa y Pl311,

la sagr&a fcrTUla,
is crni6 c'eL9 axs

ts	 ,
is Eofes9I d'Anr...
Y 1i La eaxiLta.

pg
h ,nw!

thi't c elve ne!...
htl c*et of tiet thy

w w1dng,
are aimriI?

LAURA
N), dxi't be nft,ih1:
Ut11 ty i be s1t!
½Im axi live!

k y all thee
thet fir so nu	 s u1've

In	 Irt,
as tie miser hLr

trxe bekw tie rod;
'ièllne	 ni1ene!

pgA
(rk)
I-

LAURA
yIt1air!

PAR
I1eyo

LAURA
Fiiy it ]n.r'er still!
.äi't	 tr?
tie e±o rebin
flyStiC axi full,
it is tie sairel fixnula,
tie anficn of tie

le thisratkn of ILWe...
£xi Qxl Irs it.
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PARCk
Q..E t'Ie estinBt, di dan!

;yqEt'esdnD!
(aed3da1arss10
ydalgig)
QiIn tci1iit deliricR

va r totltia vilire
reç tu y tu-
l'ailita iTev ixlsa

Ia teva kilna am-
sa	 rd dir nay!

t seze da Thin
da ta nñra	 ifataa

atearte
car k ra!
Y dJ,gin, an flu,

rnnE:

c cT thn 13p1ra,
thn Thin 1rxli

1ri11A ai xi fins,
cE c	 l'hza ata
eiq't il,g .n.

rar iu	 1ta
va	 t1T8

va ar1rse da n atLts,
na ohntat, n fcz,
va s nm 9lfrmflliit
yiia alegr(a,
nmso1Ritj
y nn	 tca?
i:...i 1

pARcff
1kM I 1e loyal 3O1, cii ii!
ad lu I love ii
(in a artnc.yan of	 frn
ad of rilsire)
Wnt thlkiaa txnait it s
to a1ys living frr i
axlinyai-
w spirit ahiergd
In yair	 sail -
witliut ever being able to say so!
Alys thirsty fcr tie lit
of r 1eo].ait stare
wit]nit e daring to cntaiplate

i fa to faa!...
'Jell ne, ny ],
ar ne if yi 1ax:
Jet is tiere in th ey?
et fla4i,
tpxli	 ]Jt
res fran dBn,

tint fran tie	 hir
'iai I	 yxi
fir tie first Une,
innine toyii,
tdr pssslm of ny	 ,
w will ad ny stngth,
all'	 ny rain an ny jy,
nylrss,
nyaD1eclm
ad ny every iqa?

1. N:
Ifi. Ia reeat nolt,

nB lograr x1LtL]re1D.
Ièrcp.2 c,illaq 5j	 e?
fnr13 thra!

I hive thiit nuth alnit it,
witinit e.er Iagirrilng to nerstax1 it.

rmin silait if i
'JUnerw!
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PETRARCA

LAURA,
Thhse
nL1sa1innay.
rqs?

E In clau thi set,
coilt als 1rn;
es el seret d'Airr,
etern enigia; /
es el Iet th läj...
es Du, tal olta.
N) rregnlls res ms.

potsnxLrani!
m(çan&n± fit fit,
nIran tothiB.
Pjts estinnnie etentutiit...
estinan!

pits gEar y
ñra y	 !

[PARCA]
[ch ,Tir!]

itzs l'i.n thi altre.
Ia visit thssrelx kitit.)

[...] 1
/

Fl

LAURA
I ckn't krrw 'ckat i.i ac.,
axi I rr will.

rywwt to1a?
It is tie key of tie met,
fcith1	 to nan;
it is tie ret of
tie eterre]. aigia;
it is Oxi's saxet...
it is thi, pethçs.
Dxi' t ac mxe of ne.

xicai]ndcatne!
1odcintoeyes,
ad gze fcr
bi can derish ne etermlly...
wxthlpne!
I anyJirs' to derithadalnire...
QrL4 ad ahe ne!

[PARcfl]

(flEy U In th otler's	 .
1ie viahii 3ñfBIly di3çça3rs.)

[S..]

1. 1±
VI

WlA a In nate1 arnibit.
RäIIt wtt rer )a erra
thinlana.
In	 s'il.]iinim.

cI
, a1_

(avaeq di3etdJt,1t)
S rIath AEkrrnit.

( mit 'ei)

L'l radit la fati,
y'm 1 tcderli el n,
lanes aiBble
th ] ners divli.
(el cnteqla. Pam)
Y es ixfs th,ertar]D.

(ri el ]iin scfre In tith
y jx lana
thant th In esjBt]Ja th Wfl.
A1tlnven.)
ki, }ètiu...

SGE VI

FIRH reiaIi in tie saie p1re.
BI1	 enters fran tie left
with a laip in his iaxL
'lie sta is fl]nthitai.

BOAIO
trsrd

(a1vaes dia.tly)
1 will l	 fii 1 aqi.
(rh)
tth!

I tes airrañrai to tie fatie,
ad I axi i't1lrni.f to
disturb his s1pc,, dit nnst Iit
of divire nerds.
(e nteipIntes	 Pam)
Yet it is r.scry to wike him.

(lapcntietable
shdm

IE1R111s ru1r.
Paish his vaire:)

,	 .
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(infiet)
Patrarca!...
jtithi 1!
a1L3p.ta lyrrthlp!
Iertat! dra eLg u]Js! .
iSjo, xL!

r i, cntesta, miran!

(A1mt1i el cap y aa,t
ab l'ad6 lo q.e va dilHIt)

Fata fret.. . in gil...
las na s ertas...
el ox ro tit...
8'1L) a,tplat las nfrns...

änxrt!
(Se chdxelx y s'anL1a)
;rthchzt,
aifli sa aihia!
Da d'airr, lB aIBt mit;

fesli jtiz1a!
(Q.B?a ai atlnit th pr)

LAS YAS
(cziitait noiy 1kw)
...qu'al at mfn ro hi l aitm Liey,
ni Thfliml, QneU, nL Pay,
nL Pare &t, nL BieraIr,
nesl'Anx, l'kix, l'Aixr!...

(-
Pattrth!...
Qxfln}av
Qi, trr1 aidm!

ir
It's n, Bx1o!
]hQxl'sraie, arnE, ]Lxkp!

(} lifts his [IëLtdi's] 11
axi at tIB saie the 1s)

It is xIAL..lthe Ice...
his	 s are stiff...
his lart iai't tt1rg...
his pJs lB nste r...
I's cl!
(txks cbi axi 1Th to his kxs)
Qxi of n,
rie his i1!
QLXI of 1cm, h his 1ovi mx
benErdthi!
(rialr In t1e pitim of ayer)

mE GTRT-
(sir	 fran afar)
.. .in this wild tiBre ism otier 1ar,
r	 1, Qimil, r Kfr,
mitlBr B, x
bit aily Te, love, love!...
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Picarol (1901)

Drama L(rich en Un Acte y Cinc Escenes (Lyric Drama in 1 Act and 5
scenes)

Manuscripts and Sources

Text: Adapted by Granados from Picarol, Coiidia lirica by Apeles

stres, written during November 1900.

MSS: S-Bit, MS 1298. Bound in red cloth-board, l3pp. Written in

black ink on blue lined paper (22 15 cm); p. 1 bears the

inscription 'comedia 11 'rica' in blue crayon. In scenes 1 and 2, the

text which is sung has a line in red crayon along the left-band

side. The MS is dated on p. 13 '24 Nov[embre] 1900'.

Pubd: Picarol, Comdia llrica (Barcelona, A Lopez, 1901),

24pp.(with another play entitled La Rosons) 2nd ed. retitled

Picarol, Drama 11.ich (Barcelona, Bonavia y Duran, 1915).

)isic: Composed by Granados from late November 1900 to February

1901.

MSS: 1) F-Psal, OS 87pp (52.5 c 37•5 cm), 25-stave paper, ruled In

black. Nos 1 and 5 in Granados' s hand (in black ink and pencil) are

signed by the composer but undated. Nos 2-4 ançI 6 are the work of an

unknown copyist. Although the instrumental parts are in black ink,

the vocal parts are incomplete and have been hurriedly copied In

pencil. The MS contains prompt markings in orange crayon, and was

probably used in the first performance in 1901. It was the first of

the two orchestral scores to be completed.
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2) F-Psal, OS 85pp (50.5 x 35 cm), 20 and 24-stave paper, ruled in

grey. All numbers in the hand of J. Calduch. Although the

instrumentation at the beginning of each number is neatly set out in

black ink, all the instrumental parts have been written in pencil.

Only the vocal parts, which include all the words, are in ink; p. 1

bears the Salabert stamp. Apart from No. 5, which includes adaptions

to the vocal parts, the music is exactly the same as for MS 1. This

MS may have been prepared for the performance in July 1904, or the

performances in the second season of the Espectacles I Audicions

Graner (1906-7).

3) F-Psal, VS (labelled 'part d'Apunti' [Prompter's part]), 48pp

(31.4 )c 21 cm), 10-stave paper. Nos 2-6 only. This part contains

extensive alterations and deletions as well as prompt markings. No.

5 Is a shortened version of the OS.

4) F-Psal, part for percussion (triangle and cymbal) in hand of J.

Calduch, and bearing his stamp, ip.

Unpubd

Instr*itaticii: 2fl, 2ob, 2c1 in A, 4 lms In F, 2 tpt in C, 2 cnt

In B flat', 3 trbn, tuba, timp, perc, strings.

Picarol is divided into five scenes which consist of spoken dialogue

interspersed with six musical numbers.

1. Used in Nos 1 and 5 only (in which trumpets are not used).
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First Prformance: Sunday 23 February 1901, Teatre Ti'voU,

Barcelona, conducted by &iric Morera) The performance, by the

Companyia d'Opereta Catalana (with the Orquestra Prez Cabrero),

formed part of the first (and only) season of the Teatre L1riC

Catal. Picarol received six consecutive nightly performances

during the season, the last on 28 February.2

Cast (in order of appearance; * denotes spoken role)2:

PICAROL, a jester, in the service
of EL COMPTE	 Sr Liorenc Pares (B)

REGINA, daughter of EL COMPTE,
betrothed to EL DUCH	 ? (S)

*Erj COMPTE [THE COUNT]

*EL DUCH [THE DUKE]

[NOBLELADY]	 ?

*Cff ??. [MAID]

Dames, Canibreres, Cavallers, Patges, Gent del poble [Nob1ecmen,

Maids, Knights, Pages, Villagers]. The mixed chorus of 30 voices

was provided by the 'Orfe' Catalunya Nova.

Director: Ignasi Iglsias

Artistic Director: Miguel Utrillo

Chorus Master: Miguel Romanya

Stage decorations: Mri' Gual

Prompters: Joan Cardus, Francisco Martinez

1.The progranne also featured a performance of L'alegria que passa,

a lyric drama by Ehric Morera, as well as poetry reading.

2. A progranine for the first season of the Teatre Lfric (in the

Biblioteca de Catalunya) includes a list of all the performers but

not the roles they played [see Plate 22]. Apart from Picarol, the

names of the actors who played the other characters is not known.
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Picarol, Drama L:(rich en Un Acte

ACEC

lethcasteflfejhle1
aigl.e XV. A dreta, gtan Liar ath
faidar ummtal y esc eilturat.
A esrra, pxta dmit a lea
h±lta±is 1ègin. A]. fcns,
pxtaiaa ath ardrnts cyxr&s.
A jriner teoie	 sitlal aib
eaadeU evEnt. tea parets
tst1c ath trIea.

1c.1A I

RRfl	 a el sitial;
aita d'ella 1fS y CERS

th pcxarli el iel y ia
xti tuilal th &rs b1a-xps.

No. 1
(Cantat)

chu in l n'ea th lxnii
Ia rwi.a q!E'S va a csar,
am in CB]. a x1nsra
r1xieta-	 A

cnn in cel al c1are;
a feate mBa!

T E

mu of a fathi ctle in tIe
fLftith ceitury. &i tIe rit Is a
h fireplae, with an InpIr natel-
piece, au a carce dElr. (Ii t left a
chr i1s to 1gLrn's ixxxrs. OxtahB ai
a tail xneal an antra at iii rear.
In tm fcmd tIe is a 1ar i1
'with a xei stool in ftxnt. lie alJ.s
are thxatel with tastrIas.

SuJ I

RHIIA seata ai tIe thrixe;
NN au Mfl M et iax
Ier with a	 of ite flirs ad pit
n ler il, are gro1 arrml ler.

No. 1
(Sung)

Us
IIe 1rke-to-te is as b'cijH fl11

as tIe very &y,
asyinsrlit
-in dr-
as tIe r1tath y.

st askè!
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r	 ii

[Ph! Ph! s1s 1 ditaa]
wn eta letntea.]

[Ph! Ph! amtziso1 I
[eta ce lxxtha yImr 1gim.]
Qn in c21 al c1are,;
[lhs eta 1eu]
[n fresa r]

in c1 n' th bczxLc;]
nBcra feste aJa!

+ + +

PICAROL

[Ph! Ph!	 ylag1r]
[as yui are 1ititii1.]
[Ph! Ph! Ighn, i are as bia*ifkj1]
[au tetty as th an.]
As 1itifiu1 as the 1ritaiLng y
[1gim, yw are as biirifiu1]
[asafrethrte,]
[atlas t1r.]

, st ask!

1.. N:
j QE ditx el irLwi,

ta]. jgya s'axha,
c s'aifi l.a fhr ns bells,

-pi1TBera--
irs bella m's
neera te i!

;1lahi1 r]a
E scnt frmt aLJlLa,
i'e]. nrrr ache a ro].scs

ir1ira-	
#4,

cp'el viute es
era	 e &ilia!

H Ij Is tie ga]ait groan,
to will. ta1 aith a jl y,

sh, wifl tay tie nxt 1itLfiul
fltr of alL,

a mxe baif-ffiu1 ae ie w:n't .
ring, st aqfr!
htobe deiiith1 girlatl
1dth win .-

th cn ler tees
-r-
Is ie (rlh1 tini life itlf;

st
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JC.(A II

PICROL

SCE II

I.es imtebces y PICARI, tit th	 'flu s pecple aI PICRL,o1myres y gBnhit de cascakeLls. 	 oDlixirfihl jnits are cre1 In
Thtm jr Ia xxta del fcro y's	 littla bells. 1 crxi In firm cxitsife

s1nxal
cèl'a9a. Pxtaa1aiatn	 ofdestag. InhIs11becrrh
c4tre raaeUat.	 a wnl, oere1 In t1rr h1 Th.

(Parlat)

PICAROL

(cr1at)

bt &itr en Piesrol?

(ath pit)
cp'ets dintte pots

deiu	 cu(s!

PICAROL

(aib csernlit)
iIreliaD!
q eerarlo del çta1 enfira

eiqxar a in m.
lo çp'in tit c!.E s'h

in eix;	 çres,
rer grxbs, se deLII enu(s.

(Spoken)

PICAROL
(thxi
Is PfrathL lErmittsl to enter?

IAN
(sixitefiul ly)
If yiait to aie In

a renirn!

PICAROL
(hrçirhtly)
flt's thy I'm a.4dr fcr it!
Bit if I'd a1 frm cut tbere

u'd 1ve ixtiebly said m.
If i at sarethir, tIBI
ycn've gZ to take it fcr xirsa1f;
afterrds, as a netter of aiirtesy,
)U1 ac

BJca rgi'a!

CMA
<..R,ca? poca iii 	 !

.nnylvista
ni sth ,era cI'a9.

PICAROL

Y m'ai alato.

1awrgnyayiarn..

rer t fen ra;
rerm'n tirxthni'nvqy tenir.
lèghe, j t t salixb a bi aila.
(reeratia grotes)

DAMN
Y nitrs?

PICAROL
(s),

ivstamcapEThTh
cp'a]. devait d'im rosa
&enttetir en sahfiar cis?

Yoa	 t1r!

M&ID
ne1? keolttely!

1 ni1ài't 1x uie
if be It.

PICAROL	 -.
Ml I ixalse nise1f fir it.

a flar...
are alys a hlnkaxe; tint's tty
I iecen't	 ax] I rever will.
lègIxn, to 301 airre I give nr grtir.
(} 1x	 xly)

Wn.t thxt i?

PICAROL
(with dLIn)
lay 301 ever seen a bitterly

tir rett].es Ji tiers's
a rose aixit?
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DANA
1Ja 1is!

RB
(rxmnt10 a d]qx)
iPicarol, P1ro1!

PIGAROL
cQ	 1s, 1ir?

calli?

RINA
(airl1t)
QE't nxx?eris.

DM
.EL1 th xinple!

CA
ithtoig!
nccvmt!

PICAROL

y ath nDlt Itrira.

lb. 1

(tat)
I

Bnig*g;

i,gc1ern1,

b soth in lrdg 1i antait de r hig;
is hzaB jpc
va1r y
virbit y irb]...I flita! rfiit! jj1t! ftt!
,Qngig

r thig!

[Q DE MJY]
[Ib's rot st(]

IflBLFMAN
You msty th1r!

(t1y thiding him)
Pk, P1rn1!

PICAROL
Wnt th )JU wLth, Ig1i?
'flnt I :iit i?

RINA
(aiiWng)
Bt yi restrain -.

Ifim? 1t

MAID
}è's cy!
A attethjn!

PICAROL
azy?

ailpxulof it!

No. 1

(are)
1

I'm crazy ad lami tEittr p1ire r

I've aIys teai crazy
In udrd ad lthy.
I'm crLay au Qlta'lt to 1 so;
h wI
vakxir ad
virbE ad rii1ity...
fley're	 iH1p!
It's auth fin
to be crazy!

[c	 OF cmLc]
[This is irrn1r1.]
[You wrU, ray	 ]
[You 1ay	 au gI-fthfr!]



iflite!

2
JD'mr1thth tot,
th l.a vida y Ia nIrt;
th cel y terra,
Ia ja y Ia rra.
JD'm rith c'el c11
yenbir10thl fcrt,
aryb11e,
ctafa y fe,

itg y ti1ra...
1fiit! iih! fiita!
Qi{ng
sser thig!

2
I ckn't give a cain aixut aithh;
life cr desth,
1orasrth,

cr r.
I ckn't give a chin fix tIE ak
cr tie sL,
1ce a	 y,
Qxta a sta3fs,

ire a taieness...
fley're fliHi p! fitll p! fiiH1!
It's aith fin
to be czy!
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PICAKOL
	

PICAROL

[cxR DE gjy]

vtai d'arf,]

+ + +
(trIat)

DM
s uats ts!

Thpxthtirio
E m'm biUin las saw.

DM
b'l penjarla a Ia	 ims alta
c?e l.a te r r nmr this axbe,
si es qiE'l 'vol.1n; c nL'ls
axt el o1drfa, tal wgr.

PICAROL
(rJit)
Ytu,I1ra?

RINk
iJ..	 tat!
Wil±! 501.5
tn thth nis,]a ]JB;

s be e nL ets oImt,
ni ies tn not lo cie dius.

[E	 OF GIRlS]
[This is intnl	 p]
[You xthisss, Tasty tI]
[You iayaint a	 1-f-crJd!]

()

}	 be kd1!

MAID
I i' t tear him wlthiit
n blool h,Ilii.

I'd 1ai,g him fran tie hjeat glitet
in tie tr fix tie . to ast;
tiet's if tiey faileihlm, tIn I
±Lt,t detecrtQsw11LibeabIa to

stath him.

PICAROL
(ia
Wet wi1d )Ui th, Ihe?

RINk
fl... it fiet!

I iet wl.th you aithi ztrain
uir laa a bit ne;
1a.ise I lcn tint u're rr,t really 1ei
ati yn th.i' t ni aiythIng tint yxi siy.

Sxi na hxn.	 Yxi're too gol-mmi.

CMA
	

MAID
Y be,L er qe lBS vinit?
	

WEt ixings xi lere, aiyy?
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PICAROL
t'b ies per vaite't...
slM rer tu, 1ghe.
EL t.iperem1ed1t...

DM
]s el. Qnte.

PICAROL

(	 ferli s)
EL tal pete m'wia eri,e
.4 q tot asta ja a pit.
Ala çe]a jaestnJs
els b1añte, y aera fet .n ça d'r,
el ceiJA,	 ']s rizls ai1,dn
cèvait d'eU er tiir]es.

A lix a cQti d'aiit
bjthm ta atat:

erxès y pet?s,
cavaliers y POt1Pfl3,
ath ]a liltera qifle e dirte, lèglm,
ds el ei 1 altar,
rer plae y	 ,
fire al casteU dii Ddi,

tal dis d'ara.
AUa thlt, a la tcre,
aib la net a la nn
jaeerae1Byta
rerskrla1yal.__
AixLs qe t1s retLur
Ia bcxd, b-e1 awL..

DM
rn3e el Bib.

PICAROL
.. .vlrdr a liecarte,
e1nnthe ttrL et FL1.k et...
anit! y ic1&i,	 ire,

t'1n pet1x?a j

PICAROL
U it certainly ai't to	 y)i...

Bit mly fix yii, lgIre.
Ytr fader lag to1 ne...

!BLN
ni tie ont.

PICAROL

(c z m attaitkv)
Yoir faderles tnE to tellya
tiet erezythlr Is zthy.

edeçeltIey&Iy1ith
the bxdes, a tie	 t, all
gU.tterlr In gik1, is itfng fix tie
}rfr1 caple to th]ñ im's in £LWL of
him fix tie	 .

]ii in tie axrtyatd
eeryue Is Is r1y:
- azi pegs,
kts a axs,
with tie litter thlth les to carry w,
tgIie, fran tie fo of tie altar,

plaire au nrutaing,
as far as tie DJa's ctle, thI±wifl
le xirs fran this uu]it cn*irdg.
JleL, hi tpin tie t,
with tie flee In his irni,
tie lociit is ith
to give tie sIel.
lie, en i
tie	 groi, lxnn! lie groan...

}BIN
Yi nea tie D1e.

PICAROL
...wlfl	 toleckfixyi,
ad In tie rate of tie aider, Sii ad...
}y jzto! au o±e,
i Iret yi f	 r.
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RINA
(alSantse)

lb. 3

(ait)
1

re al cabxi, aids,
v rar ta rrer sa1

a aipfla 1nnt qiL l zet tothxa
da1e ua infaxia.

2
ELla Ia 11e1t nos p&iisits in frrxIx3,
ella Ia x'nl lit n infaitils izeria,
ella Ia siit per n &i]Xrs rrinHres
pirlscdm thisan.

3
ELla, qe saie m'Ia esx1tat p1a±a
- ai n am dSl esgrt ce nare,
v axqar ath nixi a1u n taâe
na hinLi irerIa.

(airtai axb reiflint per Ia pxta
th 1'esia. PICA}L, cpi tla segxit
ath la vista a	 tan lxii pit /
Ia pert cathla lx.aarat d'exress1o.)

RINA
(ttir p)

lb. 3

(3i)
1

tr fr1, axii Ufi to tia the1,
kire I'll ofr-tp a firal yer

to dat Jnag to siid:i I Ine rtayeI
siie n infary.

2
Ins real n irIEct thts,
Ins w]th n dd1dith
Ins a1.sys 1i a thisan to w

ithñi1	 .

3
E, th a]ys llstaRl nnrcLfiullyto

flE, k	 xnuewithlar t
ncIer's	 , nay	 xrit with ii&
nint taièr gx1e nr bithi

[S..]

(lyt1ntoItIa
dxr m tie left. PICAl1 td RE
axias axnas	 velefthis
exxessfrn quiddy

1. N:

ELla, a aiip ta esxiltat ph
biamth1çesgtcnnre,

oldr atar ath txi ai nas terdre
ta hinll rzeda.

us
th a1ys 1lsta1 imtfiillyto

i, locidng cki tpn yxi with ler -
uctI&s , nay ax with )uz
nxt taxer go1je yr hith1
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PICAROL

FSciA III

PICAROL
(aTb ocI frn)
Yaret& Pfmml, yare
ceesçeres?
. c' t	 ja ai e.1 urn?...
I P	 les a1is, oor ,
•	 lea a!
i festeatrp! -
y avaits cp.e nhi sap1 c urzs
d'anr pita	 nor di,
oonin vil histtto, fit is rijiTh.

()
R1xe h4g, pxeg!...

sC, 1r1a, txria vs r
1rthble ixr tc u]ls
a.PJ1 sol esp]t1it y atrevirte
a niiraris	 a cra
y aip1ar&t eli.
Avw, al ixnlre's a.0 aol
p'e]1 ta tills elthrmva
yet chBva is vida, aw rer seipe
-	 1s ufls,
c3c1'àth1B.
IRreb	 pire!...
c y	 gI(a,	 lea taxes
thi ro res, c d'are,
.ca4rnras	 .
I ki r	 taiea th,
alegria ee s, crgil1 ee viure,

lg d1-rir, de craxe,
d'olv.ifarse!...
Ith, vida del bt,
qie n'ets de ba!
Uh, rrthlnnym,
qie n'ets d'aiir!

(Q	 n ijrLt. itra RRR
ab eçrit^ ee gtai uian1i'a;
atra	 1'escxka res1t devait
d'eil e ir&1
y vs a saite's el sitial.)

SCl2U^ III

PICAROL
(with deep en)ticn)
3 dere It is, Plearol, tlere it Is,

& )Y.1 aitlng fir?
Wet reinire fix yw IUQ In tIe wrid?
Fb]d)oirwing9, nyhart,
fold yr	 !

r )uirlf to pi&es rader
let anycre 1crrw tlBt yai are dying
of kyve! th,mypxr1rt!
Die with digiity, ll1 a vile hiffrrn th)

n - 1a
(Pam)
Ibtr fxil., pxr fool!...
Yes, it as iia1i, trçar±rshle

s to cast ycir eyes cn tlBt
slailid an au to dire
to L(xk at it fae to faa
ad irrki1 :In its rays.
To:3y, det an th (1Aj

r eyes au e i life
Is setting, fran tay, fcr e ue
yxr eyes eU te Mini;
bllzxl to life itself.

r fljol, r frol!...
BLIitl ad withut a	 lmflxth,

fltèr, t,
of mdth,ea9.

Farefl fir er gI] fa,
tire jc of living, t]er' of life,
tie plesaires of ]xie, of telieving,
of flrtting ae's self!...
(h, life of tie ety lt,
oiipltte is yox eiy!
Qi, hitterrs of tie revernrre!

(1 reraire rk In &In.
RRThIk aiters lncidng ry nthly;
ecrcdestajnfrijitofhjin

withiit ir Im
ati sits thn m tie th.)

* * *
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cA Iv

PICAIft c1?sçns d'UB estaB c
cxnteiplar a REIN&, c.e leniaejx
çetiva, sa li ata dicmtait
y U reg.nta aib d1qr inflntta.

PICAROL
Fsts trista, 1glm?

Rn
(miraitlo ath aiq1am1a)
s(, estlth trlsta.

PICAROL
(st airfa)
ctr cp. 1x ests?...
lea mrs,

es estn	 ea, tes di
totes saltai y Fn]]m.

RD
yIDpxb.

Bn sato aii(, api( dintre,
y ap( al cxU, om ixi ri qu..e
m'th1a; tlnth	 de p1ot;
si, el pltr m'ofIEyi...
y ira at as estraiy, m'm 'veB
llagriiies. ?'fira'm els ulls,

c m e?

PICAROL
(ali n)
EL9 ig 1etin,
taiIEnuos ant11(L...
IUS aire!

aits, ta aluits
c! 1'ac r q&m uui.

PICROL,
Am taite.

RINA

PICAROL
N te. • .axirdava...

RIN&
kjet nBtI, mirait les flora
cirirse, re1ait de rcb-
blstesisternuijea
tel hxa- ckn± mTlui sathiat
]s trlstos e pkca

SCE IV

After oitaa RH (i reim
a-sive) for soie tine, PICL

diaxestly nDVas rter,
au legln to sk tLy to ler.

PICAROL
ke i s4 Peghn?

RINk
ancidr at him tar1y)

s, I'msai.

PICAROL
('	 rs)
Bit 'cthy &e yxi sal?...
anely c4 girls t nerrith
tley're 1r, au ]a
au for j a	 .

U I cai't.
1re, lere	 1mli1, axl lere in ny
throat, I fee]. alupth1thddne;
I 1 lThe cryir;	 ,
it 'a as thxi tie tears dri ne...
et strai.1y, rn tears fall.

lock at iiy e.
-

PICAROL
(ntwlng e irer to 1er)
'They n beaitiftil,
as 1ci it-I M as a1ys...
e ne 3)!

R
Bit thy're dry, 3) dry
tl	 n to bxnn.

PICAROL
too.

RINA
Wet dl ni say?

PICAROL
Nth:lng.. .1 s dreaiiir...

RIMA
ihls uIziiir,g, as I lociei at tie
w1dng fkrs, clal with -

1Th7 eaati ey &e
at that tine- I thxt tiey ia1
lialeyesthlth11.
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PICAROL

PICAROL

(s'aa.i l'eacaiie.11 a]. sa pan)
Qem't	 sagist?

tdig.

PICAROL

Qe ro t'agrala el Ilith?

RINA
Th'm c19gra1a.

PICAROL
(esñxtse)
ftnths lecja't, 1xta;
dii, ces hxa,
riu fcrt, aib tota 11inB!
ya1, ru; riu in xith,

on bi sats rlute...
cets tannn-nqnnrlus!...
('etla	 siruu)
IAlx(s m'ags!

Rfl
(aib lntlntat Infatil)
Abi t'lo ixith dir.
ZN.) si q	 to?
Dn, creith c.E_l'aiycraa per
aevait ja'm trBra'l ax...
Q-
y el çath m'glaya-
ce tirith d'alailmr per saqxe,

xe, atos lled a
In çat Ia Infaria;
el. rxlirnt mt 'e retita reya

am un thn;
la cadxeta ait dtn(a tm
th].ça, 1lça, ltaithlça!
sanfat &càs q j

lea etes	 a a fe
nlii sota el ff91 rfeith y cp.n'm
sethIa lea uatelxas
twiiL d'r11 a kril

riutm, Pirol!
pete, a mi'm thIa

e al perdre tot aix,
se m'arra	 trc$os th nit untebca,
g.E S'auIRl el fiBi 0E flirt
y thlic api nm riiira.
(Pam)
N) m'aIts, Pirarol,
cy g.e r? Rhut91.

PICAROL
(sits ch ai ti-n stool at i-er ft)
Bit areii't yw nnrLying to nir taste?

RINA
I chi't lrzNt to say.

PICAROL

Iai' t tIn 1lie ywr type of um?

Rfl
I thi't dis1J1e him.

PICAROL

(fcciUy)
Qie trw, dr i, i silly thir;
1a, this is de tine to lai,
1a ait lath WLth all yr sat!
Chin i, la; la a little,
11lcxily i krrw luq...
'u kx* so Ixetty	 ycn :Lai!
(n starts to anile)
fret's mygirl!

(with chiidith lntinay)
I cai tell yw.
Dn't ycxi Ia wet I l?
I Inliece tint nry hnid.rs is
aheady lrei1dr ny hrt in alvare...
Wi I thirk-
au tin thxt of it fr1tais ne-
ti-nt I i-eve to alailn fcr ever
de plaes irn I eit
fly d1chi;
tin little grr?ei winte, as a dull,
I Ia.l ail ra him a ce;
tin tiny rxxn kere I slt au
driB1	 t dream, so
I dreaisl of '&duls 'X) ul to
play with
tie amlls d± na deir rests
every yr in?er tin rafters; to ne
it red as thxdi tin sate aes
rebmei, every r1ng,
to grt HE...
(Ii, yo.i ney ]a.i at ne, Pirstol,
bit, it	 in tone
tint to kse all ti-nsa xilñ In
is him ining rclil of ny self,
as Ublyisbelr
t	 ay Jst ny sail raiaii inre.
(Pane)
Dxi' t yw ux'erstaul ne, Plearol?
Dxi't yoi? Iaat tie if yciit

to.
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PICAROL
(au vivesa)

IB, çerie o spis:
l'anlnn d'ats ]Jpd, l'i1ira
tota d'ats irdfn y cailxes
y nuralles; l'ai1nB, si, d'art

de re3ra qu'afrtnta el c1
y abfa la rwntaya, ets tu.
Br tu resrxlra, çer tu peipita y viii.
Er ta RTL sethia railait de Thiri
çr ta i th1a sethia rroter;
çer t ri1 1 pq seiblLa alegrarse
y riure;
çe]. trltg del ten i seibla
agitarse. Al anrtai, Thgirn,

ell, m tu, '1 a nrrt,
el os sane ?kir.

RINA
(	 itlnB)
Eltan, Pkaml.

PICAROL

PICAROL
(with intaity)
leghn, i	 this:
tbe scul of thse places,
all the	 ad oa
au slJ.s; yes, yw are tbe scul of
t1t stm giait 'whlth xi.tcu its tbe y
ad ththntes de ncng.
It lxeatles becau9e of n, it çalpitates
au lives lai of yw. ibir 22 fills
it with ra1iait lit; ywr st ziee

ie to nn1 it detter; yar laiter
is to rra1 it dr tp ad lai;

de trexi of ywr foot ie to neI
it qu1e. W-i yxi beve left, Igire,
it will be t1e castle, rit yii tbet is
tbe i thing, tI-e hxly withxit a scul.

RINA
(nrre lntlnntely)
listen to ne. Plearol.

PICAROL

RINA
Ib...
le, UB 1at,

i ro g dirth...

PICAROL
(aili)

dis;
mld'aTrnE res.

(mig avergxkh)
Qi, esizienmeth!

sabe la ciaell1rB q.e tlrth
a la fiitra de la dxa c
trsi fltxi± estlu, hivern y seixe,
y ath tai d'aurr civa?
Dxd, ro pith dir xB thla-ça
saito dnver d'alaxhiirla...
la vols tu, Piiro1?
jtelatho-
bi taii '1a estijiaves-
jrolathbdsnrr1r!
ierote1xL!
rsoxda't de rerla!

PICAROL

RDINA
S 1112 qu'aixo.

RINA
It's rothing...
?rely a dik1i thit;
Iberdly thre tell yw...

PICAROL
(pllir&

Une, teilne;
yo.i nlRi't xn.1. aiything fran ne.

RflA
(with ethit)
th, it's a rEst!
lb yoi 1a de ph-k carretim t}et
I beve In tle"Win±M of my roan I1d
fkers in amer, änter ad a1wys,
ad det I so kwirLy carl fix?

11, I cai't saylmisal I tl
at leving to alutkn it...
Wiild yai liJa it, Picami?
I will give it to yxi-
yai loyal it too-
ckxi't let it die!
Dii't let it aiffer!
lèiaiter to ter it!

PICAROL
k7thh else?

RINA
NDthing ne den this.
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PICAROL

PICAROL
des, lglr! -

.b't jiro cèvait läi,
1Eica p1ata ar
r n re1iq1a rat(ssint.

k1a nBt( a trath d'aIIn anir
a ITterrnn1e ckvay d'elia
y a çteg3r Jr Li te
fi ta.

(ath a1egrI infatil)
bao1virsnEy?

PICAROL

y, nntres ;•

! Iras	 rr]a?

PICAROL
Ava be cle thbr ce irai y teure.

PICAROL
qi?

sp ii't thD gris.

(1srs d'm raEa)
1 'hxa 'S ye-iQ tart ca	 r!

PICAROL
lisaibel taq!

d'hxa L11Le.

RflA
Sbrfa estar	 ..

sça1ime de bi riimt...
y la tr1st'm nBta.
ii, çctre anlith, q m m'bes
vta sta, taas,
tates	 ath tes
m'l apigit distrwre
y estrrzranie les ligr1nes,
kta'm ix caç6!
ch, çerb a1,gm d'1
im e, erraf,
q.E fai rhre nnit!...

PICAROL
éV3ls dir?

PICAROL
yo 1ègb!

I ar IGxe Qxl,
tbet tbet p1ajt will, be lice
a sacred relic to fiB.

D'ery inxrthig, at tbe cra± of dan,
I will pxtrate imjself In frtnt of it
ati cray dat QxI nn1 yw h)ly.

RINA
(with diIid	 r)
b.i n't frrgt will yw?

PICAROL
ver, as lcng as I live.

RIN&
b.i will reie-iI to ster it wn't yw?

PICAROL
I'd ratber stc eatir aal drIzidr tim
ñX3t.

ED

PICAROL

It's I tx T*i11 tla* yxi.

RINA
(after a çai)
Alry de hxr dra rr...
It mt be ty late!

PICAROL
Rrt tte tIne!
It's esrly yet.

RINA
Iwxi]i]JJce toteber...
toasy gxxIe to xi laiirg...
yet tl'e 1s kills ne
Ycu, px frI, th:, Ins

j, ch, a nar tlnns, au
a1iys ku h to divert ne
with ywr saw, au dry
i-p n tesrs,
slngne a azng!...
Bit a fisny an,
tint's lflT aixi iy. (kn tInt
win lyneicene la.!...

PICAROL
tUy?



REGINA
è'd'eser la darrera

ce'm caitis.

REGINA
It xing to be tie last ae
vblllth yxt'il ever sing ne.

PICAROL
iQi't ca]ttar?...
iqe't cantata?...
Ib'n trdjo. ?b se.

PICAROL
Wet tell Islngtoycxi?...
Wte11Isingtoyu2...
I cai't fini ae. I thi't kriw.

REGINA
(alicait)
ifliqu'aiasbe tatas!

REGfl
(pl1ing)
at yui 1am a nag!
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PICAROL	 PICAROL
Dn±e te'n vaig a caitar m da vella,	 J1i I will sing yai an amieit are,
tan vefla cxin el mi...	 as old as tie earth itself...
y sambla d'are. 	 au yet it is very mx1rn.

REGINA
estraiy.

PICAROL
E3aixfs.

REGINA
LY as divertkh?

PICAROL
ith, nolt!
ifa dire nolt!...
Fire dregis a niL mmtelx
m'le fat p1car...de riure.

aith1cuthda terra.

REGINA
1cta!

REGINA
let's cxii.

PICAROL
Bit tiet's hw it is.

REGINA
mi is it aaRing?

PICAROL
Very!
It will rllynn1e xi la.i a lot!...
Sxiet1n, it's even na&e ne cry...
with later.
It's tie	 of tie earthxin.

Disingit!



1.N:
Y, ay, larlxo! i, with aiei-bo!

2. N:
R1INA y PICAROL
Rbitai Si vole a la caip),
p'a mi m'm fa riure;
rhterisivo1sde1aa,
cp'a mi ro'm riute, ro.

RIINA and PICAROL
Iagu at fly smg if yu 'cit to,
bit it ckeai't nsle iie iai;
1au at my scxg if iu imt to,
bit I cai't Ia, m.
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}b. 4
(catat)

1
th oith de terra, in pdxe ciith,
va ni d'tre estrella;
ell era ull-th, mth, felaxth;
ella era 1Emrx9a a imra'ella.
EL miserable r etzar
ab els Js	 vesçala;
a bilx l.a terra era in fagr,
a chit l.a volta era estre.11aIa.
Y aitre tat d'atre çaie11ixth,
atre el lithir de tata estrella,

1IB estrella el pcfre cuth
cu va sethiari l.a ns bi]la.

REGINA y PICAROL
[Y, ay, 1ariri!]
Riiitai si vol.s a l.a caç,
cp'a TILL m'm fa riure;
riutai Si vols ch Ia ca,
ci'a mi ro'm rbze, m.

PICAROL

2
tah aEll' hxa cah nit
th el l t]a mirala,
yscnull fit, erit, arxllt,
ro hi i res nes q sa est1n.
Vivlit çr ella el nElestnxth
se Va mrint sane esçeraa;
cp'el ixite cuthro es nes qu'tn aith
y ella es tan lella i lhnytama!
Y m tat rj:1ic y eL&rhit
fa ax canE l'Inn estrella,
1rx2ut seixe, eQtitnit,

hi bigi in oith 's nor ler ella.
+ + +

!. 4
(ang)

fri eartlwxm, a pcxx 'x1n,
fell in love with a star;
e s blhd, thdd au 1xrli;
ths titiful to .

wretth biç a eilng
to Lift his eyes;
tte earth s cx,verei ty a bog,
bit hi à&e the stars thre.
kd anxt the twlildlng stars,
aut so nu twiiidir stars,
th n n±ed a star

thth si mt teu.

REGINA and PICAROL
[, withal i-bo!]
Iai at ny arig if yw it to,
bit it d:i't nnl ne lai;

aifyw to,
bit it &ei't nske ne Lai, m.

PICAROL

2
Fruu UBt tine every rit
IE fixes his
a all et his Bfb, W]fl
aul daring eye cai is his hikd.
This wretch is living fir l,
au dying fix ler withit he;
fir de pxr w is bit a n
aul, far aiy, e Is so litiftil!

in auth ralia au splfflbr
de tit1 star gies ter 'ay,
alys etermlly luut, of tie wrn

is dying fix ler.
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(çerlat)

RINA
aiplixes, Picarol.

PICAROL

RINA
bplores.

PICAROL
Jo't didi cie

RBIA
b't 'eig rrxhr lea 11)gr1ias.

PICAROL
.'1s dir?

RINA
(aturaittii un ath el cap l dit)
Si't ci	 a avail.

(-)

RINA
Picarol, you're crying.

PICAROL
Mi?. • .ro.

RDIA
You're crying.

PICAROL
I'm telling).ni I'mrot.

RINA
I '	 xir tears failing.

PICAROL
Thaily?

RINA
(stq.ping a tear with i-er fin.r tip)
Ibey're rm1ng & yxir fae.

PICAROL
tuser...
ro a 1Dtsr...m'h3irL ternit
l'histxria c']. pñe zth terra...

RD
'Ba m'aa	 Ia teva n, PLcarol

hriIs-
yaiesrroltrrai fet.
b t 'be crntas lea ns a]n
avts; p, cie dqieta, ro t'le
aiat nay rea...
Vim aiA,ar]a;
cfntaito tot a niL
(Fit10 tczmr a ire a l'e,aitell)

PICAROL
ic: Q- vole c1E ' t anti?

RD

PICAROL
r5 . .te'n bjr1arLs...

o be t'i€iir.

b fa1an?
cNtFe afaht iray ath tu?

PICAROL
Icxi'tcnwthy...
I ckn' t 1QN why, pertnps tbe stciy
of tie rxxr earth n bes noval ne...

RD
YQfre hiding r cam frxxn ne, Piearol
-ckn't thiy it-
ati tlBt's'verylBl.
li-ave just told youniire, as I've
abays the befrre. As a dk1 I i
anth aUdng ftxn .
Oe Tare, sçmk;
teU ne everything.
(ae turra ad nE1es him sit thin
ou ti-a sixxiL)

PICAROL
Wnt c1 yauit ne to tell you?

R
'fl-a r	 v )n've b crying.

PICAROL
ND!...yxl'll lai at ne...
crbeagry.

RD
I, Ta agry?
Ihve I ever bern agy with you?
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PICAROL
Es cart...
LM'I jures ce lo ci'are't arifii
TO ID dirs a nLri?

Rfl
Miyth]avliia.

PCAROL
(rapit fire al	 th 1'eaen)
Y q'm r±mras?

RINA
T'ID j.iro; ç8r].a.

PICAROL
( el çejxrd	 e l'aincli)
Dn b, IgliB, Ia esp1stt

Ja, afla
IEmL y a1t e Ia ca...
ets tu.

RINA
Y el aith de Ia terra?

PICAROL
(çate)
kpEU cMth mLr1 c viii
nirint d'anr rer eb estre.Ua,

o1s q't diii cp.I s?

(ak)
c.Qiis?

PICAROL
.kosta't...
EL aith de terra...s...

(3m la QLAh)

RINA
(alcait9e)

PICAROL

PICAROL
Tht's tr.e...
Will ui ar dt knt I tell yxi
yui wi]J. re rt to aiycre?

RINA
rinallny]ife.

PICAROL
(wry crickly tntil tIe au of de sc)
Ati tIt yxi'll çert±n ne?

Rfl
I _.	 it; sçeak.

PICAROL
(in a çertcy of aiotkn)
fl Un', Iègfrn, the 1atlid

star, det tifu1 au lofty star
of
it's )fli.

RINA
Ml the rth

PICAROLOx)
iIt arabia w iith li
dying of love fir de star,
th yui it ne to tell yxi h it is?

(&ndLxE)
WD is it?

PICAROL
O e 	...
'lIE tdJXIfl. • .is...

(e iiii irne.)

RINA
(tting i-p)

PICAROL
	

PICAROL
.(a1atse)
	

(tth ip)
I Ia Inii!	 e irn!



Al iuri y la r/ivia
&1ILfl el can(
de clavells y rs,
atra y	 nL,
-fkr de tarrr-

-for de tarcng(.
Mid ti els sedxi

1avidadegig

c?e ai y axinnfa,
'eibra y ar
-fix de gire1xaa-

ib.ra y aiiz,
-flAx de glnxo.

cus
ere atterIrg

canas a r
a nrt1e ad mre,
all. er tie li: aiple's

Nna
nrt1e ad the.

n fran tie	 -
Yay Q 1flP scatter	 e

ad
ad lu± ad le
ala tieir çeth of life.
0 jirilper fkr.
Stter hi± ad love

Juniper flower.
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ESCIIA V

Wnp el. QtR a dintre. Preeiits
r NJES tEL R ci'ar

e9aIla1t ulcxs, y giLts e
flfS, AVAT1E1 y PALUS,

açare1i el cfl41lE, 	 tit c
regre, y el lifli, rixamt

tit th b1a.

No. 5

(tat)

SCFZEV

'lie QIRE ater. Pr1 ty
GIRLS CF 'IRE VILL, th alvaxe
scattering fkrs, au fo1ki ly
NaEwEN, ENIXJ1B ard PS, tie
cXLU1I, dres1 In bla±, ati tie 1]1(E,
dri In iite, ar.

lb. 5

(ai)

Version 1 (1)

1. As in?,E 1.

2. Fstres' c4girn]. 11i fcr tie thx ate gL iere fix .xlip3rikn with
(kaiñs' atatlai. 'liere is a xth 'verslmn in tie aiIst's ?B (? 2) ttL± is
s1jt1y differait, bit is rxt Irlir1ri lere. rsIm 1 s	 1 at tie first
IErJItIce.



[DS),
Al avi y la mvla
saifranelcau{
th clavelJ.s y r,
nurtra y ?ssan1.
[Aid1 i els sedri
lavich [d'anr,]l
fiorcie [girra,]2
for de glrthx.3

[]
aBtterir

thn9 a r
a nrtJe ar1
all. er ttelnyaqile's path.
iy C 1iid scatter [11

akng de.ir path of life.
o i1r of tl jxi1r,
flcr of i jrdpar trse.

er ptatkn.
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1. M:

2. N:

/
3. Ghilro can also ni Jn1rer terry.
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[Fs]
AlrwialnwI,a
sBlfranel caiL
[Ala	 s]
señxen el cau(.
c'e i y atnrzl{a,

bra y anr,
-flor th g1rIEx.

[D1
[Fir de gfrth,]

tura y an
-flxthg1rxti

Al run y la r4ria
sedmn el caril,
de c1a'eUs y r.
[lixhn ala runs,]
[cldTBn la festa d'airr!]

[Nm]
ate stter1r
rmtia adr,

all er tte hççy caple's çath.
è ate aattering	 ad

ad lu± ad
all aer de hapçy ai1e's çath.
0 jnLier flcr.

[wi]
[0 Jxii.çer fkzr,]
ln± ad
0 iirir.er f11w?r.

cus
are satter1ng
rmt1a adr

all cer tle 1nççy caple's rh.
[ grt tbe tetrodBfl,]
[j's ceJ±rate tFe fst of 1!]

+ + +
(carlat)

PICAROL
(qnlraitse al ng de 1'e)
i	 tai!

ii±ils!
j,	 s hits!
ca	 lta, cp.i'a fe de 1i

laa1EpJa9thf1.

(-)

PICAROL
(retalr st3fast in	 sta)
r! Sire!

xate, int1Jes!
Rijy irsalv, IEsrtless cx!
Yxi tiiy 11s, ty O:xl, yii"ve gt
gxxl rn to sir, tbey are takh de
mt	 1 i	 fran

EL XI1FE
(avaat ath aleutat)
Igim, fIl1nva; -
lBmt l'lZa lanEs soleire
y ta de ta vida,
Ia qe traif	 pçeU
l.a larva y Ia ir	 esp.
Paçelio mt d'avuy,,
cite les ales y estai el vl
yllaça'talavkh!
festa(,thcoTayaath
l'inie cp.i'el. c.l t'Fn cthnt.
Segxlo	 øie firl
y aiat, rze aini.

PICAROL
y gtaias 1 seLul.

SLeslB9tia, a1nmsI
stat airt.

ThE axwr
(alamly aivais)

w thter;
tie mt solein ad thly
ftur of uir life ins arri1,
in ãi1th wu will be t sfauiid fran a
larva to a bitterfLy, ad fran a virgin
to a wife. Bitterfly bxn tcxay,
q r wir ad t Wt
ad begin r life!

yindeccnraofie
thin tie lBive13 beve destlz for
Mv thllcM him, be alys faithful
ad lcwir, ad al luibla.

PICAROL
ad tiais for tie xni.

It as truly s1aiIrg, bit
at lesst it s thxt.
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EL IXXIII
(çzEa m ll ai term
y tesa la im a 1gfre)
Y are, 1g1m, cebcai qie besi
pir irinera lta a!esta ne
alrah, y ixsi m ella tot

ut tinth y qimt val±,
xin y fortixn, ae y espirit.
Qi'el cel nm1xL la
nerce cle thnr tata dib
am nere
(S'al)
Y ann a lxDsterrnmDs 1,al rni
c'e l'ara, at cevait t.i v
3iri ffrH i tat etezm.

PICAROL
(dirigthtse al Dath aib arrorIa)
Arellot rapinya,
are tu esx)lta'm.

EL Iltif
(aib altr1a)

a iri( ai'alx'm nrles?

PICAROL
flni a cpi?
Ièr vitum altra

qu'i.n ir,p11 de rapir'a .n
dith qie s'ai eTpxta xn alaia?

(dmm rin)

EL IXX2I
(fat sethlait de riure)

rth,

PICAROL
Lh1Ds;
m'm tciimLs, yesxiLto aiia
qie't d1Lth...ymlx olvklls.

(?,blt 1IkLait)
Fesla dibaa, f,1ts?
fesla dit,asa, path iiolt,
nolt dita! perxi el cifa
-Du ro v	 c!i'arrM-
qie'm dig.ea1n q1'a(Ets tills
els	 b? par wln	 teva

1	 at n flnn,
(sib fixa)
inithiat t' iiegis a lea
aittaes de Ia terra...
let unto!
(pial1i vera].)

E
(11s thi arrl kLss 1gLrn's hiil)

krl rxw, lègfrn, will )7W permit ne
to kiss u am tint a1m1 tml
fir tie first this, an to pit in It
everythir I Inve ad aU tint I'm wzth,
my rnre au fcrtim, lxxly au spirit.
let tie hav-e grait ne tIE plesaire
of gLv1r yui all tie hirs
tint yxi crve.
(ts tp)

rxw let in g to piJetrate
air1ves at tie fat of tie altar,
ad lJefr.re G:xl I will	 eterre].
kyalty to you.

PICAROL
(arrotly cniftntir tie Dice)

xi bird of ixey!
IM )*1 Iistai to TE.

E KE
(lnitily)
ke ui aklressing n?

PICAROL
WD e1?
Edep8 a die h crarrl.es
off a dQe Is scnething
oder tiai a bird of ixey?

(ye la)

ThE KE
(xetath to Ia)

amie d, Pirarol.

PICAROL
Yes, I1cnw
NN ckn't intern.pt, ad listat to
knt I'\e g,t to tell you... ad cIn't
firt it.
(Mxe thiflErately)

ier in, thi tnerstau1?
e hr hzççy, r]1y lEir,
y IE!	 If tie day th1

eer ie -Oxi gralt tint it rnr
arri-set tiny tell ne tint th e
-i you den?- inve i a t
lB	 of i;
(fixcefully)

reyuitolthe in tie very
1xls of tie earth...
I wild idiL you!
(Ri3!xe lade)
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PICAROL and R1INA
, with a1-eii-h!

to,
bit It djea't nn1 HE
iai at n saig if yw t to,
bit it cbeai't nEke ne ]ai, m.

( aiNr t R	 1 tie r1t hn1,
tI1 taas ler left a dey

1a±, ts tie r	 .
'The krts ai rr±elw	 tJn1,
tum1r to glaxe at PICA1L th rataire
frti in tie infMle of tie sta.)

2. M:
-fkc'e
nurtra y
-fkz-de

-t&3
urtle axi	 e
-tn fran tie	 gr.
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cwi
IIh, ha, ha, ha!
iQ1n adit!
IQAn 1x n'hi ha!
IQ.fes dirtlt!
cai e]i deple el llavi
qiIn nixt m es1afir?

si a1i s'lI) Imi a agravi
Ixitr car eli fara.
iQr1n	 it!
Qimntoign'hiha!
Qi'es dirtit!
u, ha, ha, ha!

?b. 6

(tait)

PICAROL y R,1INA
Y, ay, larlro!

Rintei si vols a Is caçi,
cpl'a iiii m'm fa riure;
dnta si vols de is cai^,
ci'a nil m'm riure, m.

(El. (ThI1E agifa la n dreta a RETh,
el UflI].a erray's iii
dret a is prta del fcn.
Els ve1isrs y thies del seiit
eL SEj ri1it y gf.rmtse
a mirar a PICAWL, qe qiefa am
etrifiitalmitgth1'ese.)

c
(airtint)
Al awl yia nivia
&iiIjtu el caiif.
ce ciawfls y r,
uurtra y BnL.

3

cus
ha, ha, ha!

Wet a e!
I4nt a jester lnI!
}'s so ftni!
il l-e oçee his lilB airely e tie

d birst ait 1ang?
If soixe taIes offre,
e]i, it's his rxtiBn.

Wet a jcie!
Wet a jester Jn1!

so f.nr!

ciius
(erUr&

are tterh
carmUae au r
au myrtle au	 re.
all over tie 1ejq cnple's cath.
[S..]

1. This sta, Intaxhi to anvey tie ameeiait of tie a itlei cixwi, as ixtiebly
.1alII8i at rsahn 1y lnlivkkel ne±ers of tie durw .±irIr tie cçai1r tars of

Th. 6. 'lie laiter axi tie wrd 'Q:xIfiBio' sthith ear a1xe tie ci1ng tars of
tie VS ax't this.

3. Fran this rx±it cnerds Is c1gete1 Se VI In Yestres's crigimi. text. As vket
thl1rs is cart of Th. 6,1 have diai with this ab-dlviskn.



Al zivi y In rI4rla
sailxan el canL
cia c1aeUs y r,
nurtra y g?S93flL

/
Fl DR PICAROI.

+ + +
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(PlIlft aol; c]esçr3 dxn gtai	 (PICARL alcm. I raialm traithI,
cImt Ia qwl ta rernait	 staring at de dxr thra si1th R

ath la vfsta clavaia en In çxxta 	 Ins jnt gre. After a f urnnits In
i:er 1t ha thxrest REE]NA, ,	 1i1w &' in ietaticn.)
rip en in arzmth de detLo.)

PICAROL
Y en tait l̂L y a9plaxhlt
fa sai cni L'Ierrii estre]Ja,
lgDrait &qxe, eterrart,
q.. hi 1L in aith cpe's n	 r ella.
(as debm (BZ8, JDtait,
en l'&a±eU, y apt els
oo1sendcrittaseit
Ra0, sq*ilta el cap
lea n ath cnr)

PICAROL
Au nEa*ile, In ler railate a-il
splaubr, tIn 1itifiul star gea a
wiy, alsys etecrefly igixait of de
w h 15 dying fcr Ier.
(scthlng to hlneeil, In falls to his
1a ty tIn stool, au l	 cn to
tIe	 n re RB Ins 1
sitting, birying his 11 teti
his laxia in ceratIrn)

aI.Jt(us [from outside]
è a-e scattering
carmtiaB au rcs
au nrt1e ail	 re
all er tin Iy axile's rath.
[S..]

D OF PICAROL

1. N:
AixLti els ___

	 y Q ll	 scatter
la'ithciagig,	 ie axi linizr
thçai y arnrnia, 	 1i au l

ta-ça y aux,	 alxrig deir rath of life.
flr de glieLd,-	 0 niper flcer,

g3Ltaa y a,	 - axi l
-flit de ghixo.	 o .ni4Der flir.
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Follet (1901-2)

Drama Llrich en Thea Actos (Lyric Drama in 3 Acts)

Manuscripts and Sources

Text: Adapted by Granados from Follet, drama lJrich, by Apeles

Mestres, written during July 1901.

NSS: location unknown. According to Mestres he wrote Foliet

'during Suxmier' 1901 [Mestres, 1903, iii. An extract from Act 2

which appeared in La Pb1icad in August 1901 was dated July 1901.1

Pubd: Follet, Drama L1rich. Posat en msica per Erich Granados,

(Barcelona, Tiplitografi 'a de Salvat y C(a., 1903), 55pp. The front

cover design includes a sketch in red ink by Apeles Mestres which

depicts the mount in Act 2 when Foilet goes down on his knees in

front of Nadala [see Plate 33]. Page ii includes a description by

Mestres of how the drama Follet cane to be written.

)jsic: Composed by Granados from July-August 1901 to October or

early November 1902.

MSS: 1) S-Bcdin (Coil. Carreras), OS 76pp. (2839 cm), 28-stave

paper. Notation in black ink. Acts 2 and 3 (bars 1-248) in Grariadost

hand. Prelude to Act 3 signed and dated ty Granados 'Sabado 11

Octubre 1902' • Acts 1 and 3 (bars 249-499) in an unidentified hand,

possibly that of J. Calduch. Each page of Act 1 bears the stamp of

the Academia Granados at Fontanella 14, Barcelona (founded by

Granados in 1901). There are no words from b.74 of Act 3 onwards.2

1. Lo P(iblicad, 2000 (28 August 1901), n.p.

2. The words can be found in the corresponding section in the VS.
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2) S-Barn, Incomplete VS in Cranados's hand in black ink on 16-

stave paper. Undated but may relate to No. 3 (below).

a) Act 1 (bars 1-660)

b) Act 2 (bars 1-561)

3) US-NYpn (Cary 73.07), Os (fragments) 3pp. All in Granados's

hand tn black ink on 16-stave paper.

a) Act 1 (bars 547-88)

b) End of Act 1 (bars 687-710), signed and dated by Granados

'Barcelona, 10 de Octubre 1901.'

c) fragment of last page of Act 3, sIgned and dated by Granados

'6 de Nobre' [6 Noveinbre 1901]

4) S-Bcdm, Vs 27pp, fragments of revised version of Act 3. In

Granados's hand in purple ink. (1928cm), 20-stave manuscript, paper

(except a, from b. 418 onwards (20.5x29cm), 10-stave paper).

a) Act 3 (bars 53 to 499), signed and dated by Granados 'Cau

Saborit (Argentona) Septembre 5 1902.'

b) First page of Act 3 (bars 1-32). Includes following note at

head of manuscript 'empezado el 4 de Agosto [1902], Argentona, Cau

Saborit'

5) S-Bfg:

a) ip. in Granados's hand containing a brief description of the

themes used in Foilet and their significance, with 23 bars of music

[see Plate 35]

b) ip. in Granados's hand containing fragments of themes for

piano in black ink and pencil. Marked 'Para Follet icitimo acto' [Act

3], n.d.

Unpubd
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Instninentation: plc, 2 fi, 2 ob, eng tin, 2 ci in b flat, b ci in B

flat, 2 bn, sarrusophone, 4 tin in f, 3 tpt in f, 3 trbn, tuba, timp,

perc, 2 hp, str1

Follet is divided into three acts: Acts 2 and 3 are preceded by an

orchestral prelude. 	 The prelude to Act 3 Is entirely self-

contained.2

1. In the prelude to Act 3, Granados specifies 16 vn 1, 16 vn 2, 12

va, 6 vc, 10 db.

2. The prelude to Act 3 of Follet was later performed in a concert

of Catalan music by the Pau Casals Orchestra held at the Palau de la

Musica, Barcelona on 6 May 1921. Two items from Liliana (in an

arrangement without voices) were also performed. Later performances

of the prelude from Follet are not recorded.
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First Perfornnce: Saturday 4 April 1903, Gran Teatre del Liceu,

Barcelona. Concert performance, conducted by Granados. Production

sponsored and organised by Circul del Liceu.

Cast (in order of appearance):1

FOLLET, a wandering bard

NADALA, daughter of EL COMTE GtJILLEM

EL COMTE GUILJEM [CoUNT CUITLEMI,

the local potentate

EL COMTE MARTI [COUNT MART!],

Sr Arcada (T)

Sra Gallani (S)

Sr Segura (Bar)

betrothed to NADALA 	 Sr Arcada CT)

ARNAU, a rustic backwoodsman	 Sr Segura (Bar)

Danias, Caballers, Patjes, Homes y Donas del poble [Noblewomen,

Knights, Pages, Villagers]. Mixed four-part chorus provided by the

Orfe6 Canig

1. These details can be found In El Noticiero Universal (5 April

1903), n.p. and La Veu de Catalunya (6 April 1903) 2. La VaiiguardIa

(7 April 1903) n.p. mistakenly attributes the role of Nadala to a

Sra Carrasco and also reports erroneously that Sr Segura sang the

part of Comte Nart^ as well as Comte Guillem and Arnau.
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Follet, Drama Li'rich en Tres Actos

ACT PR	 ONE

La espla-a]a del Castel del Caite 	 11-e raerts of tIe castle of Cant
(liillen. A dreta, any de nurall.a	 (hi11m Ib tFe rf,it is a 1mg U
ab gren ixrta1aa. Paysat al 	 with a larg gate. lFe cnxtrysi
fcrs, fins çerdres de vista.	 sçceals all artxnzl as far as tFe	 ci

CENA I

Arani, lilIEs y th-es del pc*)le
esarpats çer Ia ea	 i gns
pintexeaxe. Els	 aats
terra, nB1 y 1aB, servits
çer pets del castell; altres

itai y thL1ai al o cè
anams, grellas' y taiixr1n.

RO
n, eg caita Feflan!

p qu'el sur cpflt ç h nara;
Fn, tean, cantan, thilen!
a cii'el sior 'co1 q. gsen.
DeçnIavir1acnn
raint de lxe, ab lea xellas
thixas y el formi la tell;
aleha!

in ab 11grinns,
aihs y dirers Ia fan nay
estrut3a, las has del castell;
aleh'a!
J..ist es qus qni s'alegra
ma a1ren abel.

n, egn, cartan, thIJan!
qi'el sar cp'Fo pe lo finra;

n, tegn, carten, thflan!
cp'el saiyr 'ol c gsan.

(u _)

SCE I

Arrau aitl nai ard ii of tFe vi11.a
are scaterBi ars tte sc-e in
thlarfiul grxq. Sie are sitting ai
tFe grrxnl eating ad drirking ad are
served l	 s fran d castle;
otFers sing ad daire to tFe sani of
thgiçes, grallas'ard tathirins.

cixjiws [of village people]
Let's eat, drii*, sing ard dai!
as mr lord orders us to;
Let's eat, drirk, sing ard dai!
Fe ts us to BT cxirselves.'
'fliis sx1 r Ufas Bi
cbing 'ckat 're told, ad tharkfiul.
for amil nerci.es;
haUeh!

cay with tears, siis ad nmy,
fcc tte hiir 1± rer atates,
tFe anr of tie castle;
11 leluh!
It is jt dat	 i1e's leçy

are thjij with him.

Let's eat, drirk, sing atti daixe!
asclirIorotthrsusto;
Let's eat, drirk, sing ad daixe!
i-a ts us toeriy cxirseles.

(r daxes)

1. fle gralla is a klth of rustic lnstruiit, simLiar to a atm.in.
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AU
. Q'n 'vo1± d'ixa 1BU3Ia?
Vlr, vi! vi! vi!
m1qii dluqrp't agracla.

scpf qA cpu!
c.Vo1s In tas ciru1iaa?
certqs1i! sill s1'!

[cIK]
[! Ia ra ra ra ra...]

Affl
treaflixlda?

Nsre! re! re!
alIvIth?

11Ey cp? ce? cp?
Chpia el vas, rria irrl±,
yaL1 pie! pie! pie!

[Ro11
[! larara...]

ARU
Th ytxi it ne to sIre a 1Thi?

r roini. Q cxi Un.!
&zie wn't pL	 yw,
so tel]. ne eut1y t ui writ.
Wet álxxit tie vf1r1rg ci.p?
GD cxi. 'fret's tie cm! Yes irr1!

cIkiRus
[Lb! in ra ra ra ra. . . 1

AAU
thxit bcrze life's rot ln,1.f so m.zth

ñn]
Th, rot i Faif as mith!
ff thi't lie itt.p, thyli'ue at all?
Yal ar ne that, iey!
Fifl ne tp tiBi rretty miss,
axi kit's drirk i!

[cwius]
! lararara ...]

CIA II

ELs mteixs y TW1' ab iii toeth
11tht &i lntbiera, y a axi
feltre nreU im JUa ce
Mragiithplaia.

Fou2r
Iiit .

J1sIaglB;
ht, ala fairlhs,

sikit, las thizeflas.
QantlelcQl
lalojaaiegrma

Uaie1pits

(antlo)
a Fb]J.et, 1i virt sims!
m a!

t.it'
Itartael feed',

i y tria!
IkstainmDsyai,uelvi,
qi' areesdfn!

SCE II

RIIEF arris at tie
thrng, a kite skr	 his
thiik1r. 111.5 rel cap sjxcts a spig of
fern 1ret1 of tie tRel fsitler.

Fou
&tlrgs In Gxl's rBIe,
0 ól.Urm of tie eerth;
greetgs	 lais,
gree	 ft la.
1 wlfl xxeesi
thffa1tEppiIBss
th1th airgs in tie iteests
of aith a )zpe thcwg.

us
(greedr him)

i a in e]xxre to yw, Rliet.
11rrer tot&
Qj ies it
O a In tie xat1ms,
jist sit & sal ielp yait1f!
here's pi&ity to t axl drirk,
sobeare tonelcetienxBtofit!
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FOU
Ax*othcxr
las tms o1irtas,
1xm'm dira.i
çerq.'sfa]afrsta?

ARNAU
;cIn rot ser, Fbliet,
ci9xrL &
lo q. seb totltm
rer pl y nnta;

ps y w.Us
d'asta iXjit-nh
frste d'axrt
e]. gt zxtat
thi rxe U,
th riEtre NXa,
i'lniia N1q1a!

(Li. aitr UB o plan)

Ala seht this iuris
i	 RUet!

Fou
(ab trlstr)

i ah:xalxrn...
m tinth set!
(lJa Ia açR	 xe)

(Sm la tiuqetah, y im1its
th rdia 9rtøi thi casteil
el (bite fliU 1n, pxtat dreta
'a sa flhlL Nilt, vestith
th biakth, y Iespra al (bite ?l3rt(.
EL Seg.Eb ctcL1 l prs y
thBs. ibta la it thi jx±i.&s

frx naos

FOLL
&haUniy1art
I fly a1 nir liwitaticn,
bit ttere is ae thing I mt kmw,
*trj &e yi

AAU
}bi i it be, RLIet,

icbmtlatcq
kt is lomn thtut
ery vale a nuitain;

a old aliI
n tor

in - c1Hrr

to cImte de amt
of or
of cxir]thy,
de baiHfiul Nv1q1!

(}hñ him a ftill gillet)

EUS
let w drhic to de lth
of t±e lnççy aiple, Ril.let!

F1
(sally)
Yoinny drlxk to deir a...
bit I an mt thity!
(Fe eqies t1 a withit drlridrJ

(A trwt faife rt1c1g tbe arrival
of gnrd fran tbe tle, In £tuL of
(hit (i11n, with Nk1R1 at his sith
dr1 all in thite.
cbnt rt( ali rect to his hLwtiei.

yare	 11yknts a1deir
laHpq.	 v1llagrs all lxw

m11.)
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FSA III

nt	 KUE	 U,

	

Q1flIN, ME	 11rg,
thms, gtt11a y çatgs.

SCF2E III

V11 peqie, RUE, A1J,

	

A, G1J M1,	 ts,
n1	 ds ad

QJILLI4	 /
Nrhb, y ,	 1n a reixe
l'hnnt this v11s	 stn rIDS fU.ls;

a
gralth1eab]asxt

w riii. (Avatse)

\1.1s, re fir1s	 a tot.as hxag
h1t1 tBl dmt per mi,

iia1alzuiesqEçerna flh1i
-ituiEis te lgIt.

ce]xai hi-ixa el,14thetatje,
irelixli d'aU da n fcU(g

c1c si, n filla die
th tal dlge nit.

WBL
Nrh1 au )VL1 eieU reiieve
trm frcn n aiDts, fly dldra

xhy trli	 e
to tteleathn

ti	 (MNing frd)

Fithfiul	 ts au freirds
teve yi1r1 adi c'ecotaf arvh,e,
let ie drliic trtily to tie 11th
of ny chter th 1 ny bls1r.
let r c1h,te this at,
apeiife to	 lrthyi

e wUl texe tie wxtly wife
ofawz-Liiyhim1.

(ä]r1s y rr vaj ataitse per tps (Yng uai ad girTh airruni
NlA, y aD11atli ala e	 NIi'JA ad, 1a11r at i-er ft,

v oferatli ixe.)	 offer i-er 1r gLfts.)

QI
A1a	 ,	 e	 :,
irE I1TTTIIq rtIs	 tI	 hithie gifts
ck wstras es]avas	 fran r s1a
y fil rts:	 ad faLththl servats:
las flts &ili	 t1pfl1Hfiu1 flcrs
els pintats r11s, 	 ad peiital s,
las as frWta9,	 tie ]ii fruits
ala na	 aJJs.	 ad tle ia±s.
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(lLA	 d'tce las ofrans
in pn th vloiata9, qe -

lan.)

FOLL
(avt ab enx y scdxintse)

xa, p voliirfa
dBrte a seth1at Ma
tots els ttsxs qi' te le	 t tj.
Las flors y las estreLlas,
las ni raijats y b11aq,

ne sethlarfan pfres a izcp tel.

, ay, qt pith therte
cl.e p Rf1rte,
Si r m'I-e cmelit Ia (ii?
Th t1rithnsa]a terra
cj.e l'ayre th la rm
yel raigq.e'mtheel sol...yuB cai9^.
(1etse is fiu11 thi turret)

kta esta fl u1 1 th fa],gera,
i11ith a nBtixB ei l.a

(lerthia e rxt nat fire a Ia mrt;
Ia fiUa th fR1	 xxta scrt.

(tTA, cpi'l-airá' astat xltait a RXLE
th yin Interes,	 &xrilatt Ia flulla.)

NADMA
Axto th hn grat Is teva oft.
[c.Qi1. eta tu?]1

nted1ie?

FOLL
aita 4 z1nvl, qa'&i Is enh
cautadedf.aynit,	 /
ix1itali el i ron; m'n te,
b, am hn rii1, tapxth re thxh.

NAPMA_
dLbn tiuiiiit, thx*e?

(NAnTA ta1es a çrey of
violets th ame off ler
aXUDILIS it Inter taiL)

FOLL
(alvares, rera-it1y raioving his cap).
I thithi Ithe to gl yw, nPJ 1aly,
a atth a thy as this
all de tt	 Q l crte1.
Sth itifiul flrs
a rt stars wild n
less fire 1th1 j.

Bit ket oer wxd thir
ciuld I gLve 3x1 lInt wiuki flatter ui
if Ckticn 1- testmei rxdiir tpn ne?
AU I teve to ofIir are
the nortain ias
au tie rays of stnUt.. .atl a smg.
(ThIes tie sjri,g of fern fran his cap).

this sr1g of fern,
incntiei

K it frreier ini'cmiyofne;
at! it will aurely hire yn hdc.

(WfltA, th lea be2n 11stailr lntat.ly
to R"Fr, ta tie fern, at! irn1.)

NADAL&
I gllly	 1: yar hithie gLft.

are y2
Wiat are you c,illM?

FOU
A tie rdira o '
thy at! nt an]t tie
a him his mie; te cba rxt leve ae.
Lthe tie nitlraia, reider 1ec,e I.

NA&L
Wet u I call ui tti?

tfi-11j
eLuilt d'&{ d'aU(
am erra el ftxth thI.let i l.a nereaie,
In'axnffm FbUat.

NADA
tht tee el rtlu?

FOU
11,

nwlr hider at! thider
]iia fl-o'-de-wL9p a tie mu flats,
tley call ne Fhi1t.

NADAL&
Were cb you liie?

1. M:( M qu( eta?	 WD are you?
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FOLLET
iqetjvaferne

Yflnreyhivisth;	 /
tn castefl qLE rer nerlets te roca

y rer fiol'abhn.
Mn rthi es im a nxLsteriw,
terrorc grae yxld-L9;

aUL'm 1x	 l'amth ab sai silL
y1'1jgabncrit.
Mn niu...es :Ia caveri thi Dfth1p.
(EL thie's pla)

(irJIt)
ethpnnyliiev1st.

NADMA
cQi(noflt'1 eseltai?

FOILET
Th'n tinth, iza.

t11TD. , .1bD. • .y viaji..

NADMA

F0U
L'a1r1a ab ejs ce riti,
aldi]orthel trist,
1'eeL2IL9a àb els :pes,
1'L1a ab el wil freblidi..
Y ito nie ii1 n gj y	 s
aLs cpe'm 'i.olen si.t1r.

NADMA
cät.a R11et, [cata] Rilet!

tb saln el tal cat favxit.

(Riust aipxa el ilahit.
la roy l'ax1tai	 .iLrns.)

FOLLET
(cata fLs els Js
ei els ul]s th N11R)

I
aeitam si. es iecus
]aqLe'mte r±stelar,

dlregEsaien1c9ira
fa eab1aymr Ia Bun thi sol.
1eitaiie Si es iec,
n m'm çreritai i ron.

FOLLE
lair is a IBlae thith G:xI built

ad ]iie a king I live ti-era;
it is a castle C fad3I l.y rodcs
ad, lil a grave, a c a1ss.
My lair is a nister.la	 ,
fr1-itaiing to old ad m;
ti-era I an xxd1 in tie siia,t cavern
ad y tie thifl cries of d le.
My Lair.. .is tie tvii. 's Cavern.
(e	 aa deives)

(aiilhing)
bit I i-eve rever	 hlin.

NAUATA
WBt d )fll dD?

FOLLET
I ckn't i-eve a b, Dry laiy.
I lave...I aing...ad I live.

NADMA
Wet thyiising?

FOUr
Of lIm with th tint Iai,
s±ess with tie nelaxinly,
lrçe with tie yux,
lathg with tie oIL..
I sing of nry k, i9ires ad reire;
all tie things I 1.

NADATA
Sing RiLlet! [Sing] Fbi-let!
let ie 1r yr farite szr.

(Fbi.l.et pidcs i.p his lute.
]ie gtr1 listai, thszrntaL)

FOLLET
(e slr, gzfr into
NiiqlR'S eyes)

I
nwbmtifiu1 is

e th 1 stoim ury teart,
I wLU y mly tint i-er lmity
aitthes evei. tie liit of tie an.
Ane ffe is1piHfiu1,
bit coriJt a4ne i-er rain.

1. later m Fbllet cr1ies his lTxie a leing rr ti-n tvi1's Cave [Oa thi.
fliahle], ai thia.e mIsa1e ly Istxes.
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,rr
dire qe sainrnr8xa

fa esbLaynr la i.hin thi. a1,
ns s ron, rer,aris q visa,
mtl drrifrgianrizn.
E el gtai et qe gnnb
t taiat a]. frng thi. .

m
EL si mu, nr as q via,
m'i dr niflg'1J?I 1rnn;
rD'l dire ns cj.i'a Ia innmua,
Ia q'm t rdnt el ;
ro'l dirnkn p'eLla

'V
Q.ui la nit Ia him PIsn

els bes c1arr,
a l.a aa ci]. flLthle
p t'esçero, 1x3g d'axr
vim, lEnn9a, regxitaniel
yet ces:iir1re el tai mn.

(lLA, c inIn	 1tat Ia can ab enc1x
iimicieit,	 rativa.)

[...]1

U
I will crily say tint br bity
aitirs e tin Iit of tin an,
hit I wLU re zevJ. inr rain
to axe as krg as I li'ce.
This sret I gnrd xe1y
cicee tonytnart.

rEt
A laig as I liie, I re'er
will rnl mr rare to awe;
I will crily sçxik of tin lmity
v*thth 1 ent1 ny 1rt;

alJxE wW. I tel].
ftw nii± & n ne,

'V
W de - norn
indes de wxx1 with 1it
I will nit fcr inr
at tin jjp5 Cem, a kesfrk fiol;
axie, in1M au a4nn,
an I wifl tell yxi r rain.

(itIA, D les b listauing irefiiJ.ly
to tin axe, rsinirn anie.)

[. . . 1

1. N:

(B DE *)!AS (apart)
iQii chi,r l'afcrtim?a
tn3irdBtelor?
qx( c'BI r, 'ér ?da?
. foe !

Qni c?e nit Ia ].hre jian
- ala h	 clazxr,
Si la Q,Qa c'el Dth1

m'arrLai.s er pentarli
•cii li dicta sas
a, qx(n g, sr
sifoe!

UJJLLJS OF GTRTS (aside)
Wu O in tin xtimte E
tint 1-es rd.tnI him of his 1-esrt?
h auli it in, .rgin ?ry?
If cnlyit re I!

tin	 flXfl
indes tin wx4 with i1t,

, to tie tvil's Che,
fir1ilyI will 'thire,,
axlIwIll cetoch1m
tODBin	 his
Q, ntyzy, Vlrgh lry,
if itre I!
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aENART1
Y b, Mi1, an. 5bn es pcfh1

t interessi m pit
l 'im4xLt cerroteig d'tn vii. caltayre,
qe'm sethia bo tot jit
rer diveçtir bers y [fa1xs]1,
y ratak ixnilts?

NADMA
N) sgehihiascn cat,
ce m'inter.

,
ffE NAT

N) t Rp1rHD el g19t,
n si l ditit.. .frlrsa es pr1o.
IB, nnih1, ciU!

(LI. tira ala ra im b)

FL
Ns 1 caitat e dirers, qte m't ce1Rr),
jer p1tet a tu
slm çer ella, cp.E's dligI(esc)1tarr[e.
(reb	 Ia 1x	 ab el i)

/
QKrE P(AWT
(ab cxi cp dThii1)

gEriUose1axth!

NMA
(clmitli el inn c vilatas)
li t'ID retL, }bl]et.

FOU
(jLt1L1tlø ab pfiicrf)

s,	 ;
(c1n' altra	 'vuy?

F0LLE'r

ax MARTI
Ibit is au.i. are g)irg. Ssrely
tie JnipId detter of this vile

n 9iitable f atertairth
dri'rs, mt1iri aT1	 bm1

*erd 1xs, cai birdly interest
saixe of iir sta?

NAOATA

Bit tiere is scriething alnit his
si,g sthl.dl 111tTj 	 TIE grestly.

/
NT MAWR

I th at ajiLaxI yiztr taste, bit if ie
bis etertaired )fli.. . thxild him.
here, mfnh1 cef!
(ths a pizth at his t)

FOU
I lBve mt ang frr nrxey (iIth I &n't
a4 fcr) cr to p1 yu
bit aily frn bir, th) b)tter1 to list
(tit de g a*)

QXr wArn
(trying to hth his fury)
1lB little fixl Is ax1!

NAflATA

(thrts him de rcsy of violets)
his ys yi, RUet.

FOU
(gratefully iiv1r it)
'fli )U, fl laly
tet cb I	 yui?

1. M: fagi±zas	 nnhlRrks.
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ciriR DE IDIFS
(art)
QiYarrognt carla el catayre!

ala saws d'ig.nl a jul!
es	 altiwsa!

cpi'arro,t!

I!R DE DONAS
art)
Q.r( c'ii r l'afixtimla

cJi t rttat el ox!
çQjI i r,	 ria!
1 Si fca !

NADMA
(açart),	 /
brxse, bxiti, chiha

hi1Bsaca;
i,qsaniIra

E m'a5rjiB al or.
..b m Se, lxn Lèi, jre m'inter
SethraEix

rn se tE m tci±at Ia calxra,
an et d'anr.

n1
kEcn, N-h1a, an thica a]. caitayre
yi,delfest(.
Qn a,	 t gear al p±le,
th]ascttce'tair1jj.
(I4111 Se	 çait
car	thi p)

crK 'Kus OF iFN
(as1)
Wnt arroe t1 s1rr Ins!
1 is ro resçster of rak!
I sewn so wrthy thpite his
a	 Lf-n!

IKRUS OF W1F2(
(agith)
WD is tIn frrtirnte a tInt
Ins rd±al him of his Insrt?
Wn aithi it be, Virgin ry!
If crily it re I!

NADATA
(ask)
I th rot krriw r
bit his at oke]
au n±le scxg straly ne ne;
I c1 tnt 1rx	 hit his lcrgir

ze]
las StinBi fl h3rt.
I th rot Iau 'cthy, bit axn
I nugt disx,ver his mm:

r st nngie a	 rM le
isbiLnnycs]nL

flL
let i g, Ni1a; mnt iseve
e s1rr a axtin de pirty.
will eq t&ay, irirging p1xe

to tie çele, let ctLny sni1 Cn yui.
(They nn1 ti-nlr eicLt, paSeirg
In frtEt of tIe ple)

VLs el sr th rrstras vis!
	

la Live air beli Iü!
Vi9ca e]. sr th rijstres	 !

	
la live air bli ruler!

VI3B l'larm: caste1Ian	 ta Live air beuttfiul Ithy,
y el ns itU this hl1frS!

	 a tie gitlest 1t!
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FOU
Cal f (11 m altura)
Q.n La nit la urn plaa
taa ala hxzr ck clarcr,
ala cxwathlpfahlp
,p t'esçero, b4g d'anx.
Vim, hnir, regntarne1
yet th.silrin( el tel i.

[...J1

VL3a el w th rxtras v:hhg!
W el sarth rtrsb!

iVlB irlitsa caste]J.aa
y el ns	 tL1. thL cll-c4llPrS!
[La ra ra ram]

/
Fl D	 rE NDf

FOIET

FOLLET
(at tetak, fixxna}t)
W de e nc
de wxxis with liit
I will 'cnit thr Fer
at tie tvil's Cavern, a lovesis± fbol.
cbE, beaitiM a au a
axi I wL].1 tell yu.i xir inm.

[...]

RUS
1a live a 11c1 Irri!
La live ox bii ruiar!
Icng live or lmiH flu Ly,

1tt!
[Lam ra ia...]

OF AC E

1. N:

NADMA
b m sd', bii ti, parre m'1ntera

r ax m
y ro s(pLrp m'IB tri±at la caine,

i set d'aux.

CI[ DE MJ!AS (apart)
cmthriLt]a1Jireplae
- ala bs c'e clarr,
Si la Gy,a thi. flith1

m'arrises a xegitarli
9itliterttntelcxr!...

, qxfn glg,	 Nir(a,
Si s !

NAL
I cb rot 1tx thy, bit I am
I mt disxver his mie,
) str nngfr ad pr 1
dlsturfcs ny cairn.

OF GTRI.S (aside)
W tie ethncm
letles tie wDai with i1it,

to tie tvil's Cave,
I wlfl fr4ir1p-sly vibire,
adIwiJi	 etoa4h1n
hbis rrit1 him of his leart!...
cii, 'int y, Virgin Nty,
if cray It re I!
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/
CIE s

Oia thi Dih1e Iiai la esc
a dreta a1n9 inxes c&itaerls

A eserra in fatatlth esça]at c rs
cit s'cx la 1xx c?e la a.
Al .i d'ella el ixedpid.
Al hri2nt Ia Thx p]aa.

FSCE2A I

FOLLET

SW ACT

11-i tv'il's C. To tie r1t of
t±e sta is a cluster of ait cek

To tie left, a fatastie, rocky
c*itcrtp, finn	 tie ce.

lcw it drtps a .-ier jxecipice.
chtlehxizm, afallnixncaibei.

SCE I

Al. ai,arse el teid RIIPT est(rex,lzat, As tie airtain rias, FXTJPT is
prida Ia miraa i l'esçey	 cn a rock, starlr fcrltxnly abut him

FOUE
(fatth)
b't tinthth'vBxeth lhuy
am se	 las estreilas,
n llir r! oin se vi el sol!...
nis lliir! am se i Ia èr!
brxño tfrithde s±erney,

tlnth d'jxad seiçze,
.e taB llavis rr te3ar

taB fras r traer!

(Ia .i th tIA nDlt lhrr)
Fbl.let!... IkiLlet!...

Four
(tasiat ---)

atai,
be lato laveid'eila,
n ro l'ayre c'ii. l.a th
sln el citj cpi'en txuta.

ro seth t1r]a uny
nitnne cai d'xella,
mjnnirante in nxt d'aizx,
n1=e e

(Ia i cia 1W m 's djXW)
FbJ..1et!...Rl.let!...

FOLI
(fatasiJ
I ltçe to - ycu finn afar
as cius s tie stars,
yet firder! as a	 tie an!
ftur still! as a-e s Or lthy.
Iwillrever flthc,jt,
I will al'eys be Igixait
of yur tar lips,
of ur çassicrete alixaB!

('lie 'voice of AI1A finn afar)
FblIat! .. .RIlet!...

FOUI
(still fatar)

a 'voice ins,
as a seint sçnsls to lie,
hit it iscnly a trick of tie with,
yet this lning ttri]ts ne still.
I ITLEt alys insr 1-er
silat au]nrlrs In ny r,
softly sjkh of IDve,
In silatly ciatai thLsjers.

(lie voice of NAI1TA, irer)
R11et!...R1flet!...
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FOLLET
(a1tse)
Esiuxscle].antt, elvolclel'oliva,
el )dindlElg eels sizes,
[tot telasevai,]
[...]l
[tot perla] y ab veu2 d'alla rla.
?s ay! tot	 tot faitaia,
ci'eUa m '.ie a parlaIE!
(inia1x aaxt)

G14 II

RUE y NIJA, c!i'ava ab mister!
çer sota els aLlIes. o±erta ab
tn nut(^ re qie Ia taça cia cp ça

NADMA
(thdthnt)
RUet!...dQt ets, FblLlat?

FOLLET
- exJa)
lVei

NADAL
(iaturit)
R1et!

our
(niLra1a y con m	 tIa)
i1ur fain!

NADATA
Bu s&its y m'm Lxx?

th)
rrt t'esxiLto;
y teiop'al çr1arte,
el ro th n	 i te ãsvaiiids,
th	 tre!

FOLLE
(sitting )
&rxnjrs of de nit, de cwl's fIit,

Lwerfrg tt,
[ler	 L9 in aLl t1,J
[..e]
t1y all. sçk with ler voi.
Bit alas! aith cheit, aith faitasy,
au site will rrJt coie to	 k to ne.
(Infr totally al&i±1)

scEn

RXLEF au IW1AJLA, h silmtly
axoa±es tuu de nsted tr.
ae jg cxere1 with ai aide-Iath
b1a c1c

NADMA
(timidLy)
RJet!.. .WEre are oi, RUst?

FOU
(witinit ing ler)

t ail 1J2 e!

NADMA
(stng)

1lat!

(staring at ter inIilixly)
WrnHfiul rtntan!

NADAL&
Yai 1 ne, yet th rot ar.

you
(tatie)
I cai tr ni
yet I r tiEt de	 of ny
wthe nit	 e ui to d1sear,
th,	 tte!

1.N: el ailaui nnteix, tot erla d'ella e. tie silaxe, all spes1s of ier

2. M: y ab Ia i	 axl with ler wuire it ks
QaBIi9's nTIS{(Ii Of tl defiuiLte article flE1 To iU.c difate lere.
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tlJAp?ette. . .S^ ^la.
(tli caire el nmto y aparelx
est1th tota c1 blaxh)

FOLLEI
(m cret1a)
cNiila?

NADMA
N) 'mcnels?

FL
N) es xqq1l!
A qii hirk vlr@it?

NADALA
A thianrte
cp'n ce3itrebd.s e.1.	 et ad,gia
cp'& 1 fi eel ax gs,
Vinth a ar tn run. • .in ron ?e km.

(aterrat)
thmrdm1!

NADALA
(cata)
Q.aid nit Ia Dim p1a
ta eis bm th clarrr,
a Ia aa thi. 1)I1
y t'esçero,_1x4,g d'aur,
Vim, hrmJa,)I egiitanml
yet ctr1re el tai run.

POLL
(ae)
N nin'e1	 is dir! Irti,
mvujscp'elnai]Javi elofaiL!
]1eglxlo a els na u]Js...
m el rte cp'an Irceterm
a tas plaitas.
(i a1iat)

NADMA
(ajsttaeli)
Y si'l dith p, R112t?

FOUR
(taçaitse Ia (Bra)

L( m it	 rJ?

DMA
(a £kr c'e ilavi)

...1i1?

NADMA
I anmt a sçtre...I anN3ia.
(S-e lets 1r c1xk fall, a j is
rev3lB1 all in tLte)

FOLLE
(n lieving er)
Nu1a?

NADMA
flxi't wkiwnB?

FL
This is rx)t pthle!
W 1	 i aim?

NADMA
!btegyw
to reeal to na de sret gia
tint yi 1	 in wr 1rt.
I it to kaw a rum.. .of a im

F2
(di)
Qi, pl	 chi't rth jie!

NADMA
()

tin eng n
1ntl tin wxts wIth ]Jt,
I wIll 'cnit fir mr
at tie lèvil's Cavern, a lovi& fixl.
(hm, tiHfiu1 aeaTJa(Ire,
aii I will tell u ycur mm.

FOU
Qxfis)
N), In OxI's rare ckn't ithke my liin
racl my t met!
Lock at my e, Ipli1with )Ui,
an I pxetrate rr.'9alf
at yr t.
(ix to his 1cr)

NAMTA

(dra	 i
U, nt if I tell ui, R113t?

FLTRr
(adig Ms fa)

it lxw i yui kimi it?

NADMAC-)
Is it...N1a?
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FOLLET
(ntht]a fit fit arixtant)
I. ____

FOLLE
(iaidng 1er tp au ã astailA1)

NADAL&	 NADMA
(ab d490r lnflnita, aitli el p)	 (with eat tens, irrs tr 1)

m g dinth q	 Th,r didn't yoa tell ne
m'estlnBs?	 that yii k1 RE?

FOLLET
(ab arraith)
}tt	 t'eStlnD n!

(tWA's thb re as9e.x
thmnt d'ira roca. RXIEf ab	 iiio
yoxns1regs.)

ELbn1ivad1r 1:
poalmie1gLta1
EE ab ta him 1'aiiit1s.
Isjx dIpal gL1:
vhu a±xmt al &l
pertj.E a:b!Bt.lO m'rf.

El. bcn ti va dlrte tu:
rxoa1

çer qii't ig grwici ,y fla.
Yay, cspsvad1ineami:

vhirs d'eflR yals er eUa.

FOLLK
(F1tIngly)

ai I ]xe yxi too nuth!

(rIA sits d imauxk. RTWI'
k's to 1r with	 tin,

as ffylng.)

Qxl 1d to t1 n:
I 1ive pit tIE ariflr m earth

with your rays yw i 1ce it.
'J1n Ie id to de fkr:
you wifi p tI 9n all r life,
axl thyu will wzp ne.

m 1 wxid I ti pit &ITethirig

frr i1th I n&e yo.i graiaE axi fair.
Aul s, after ds IE asld to ne:
iwifl wxp f

p ler axl ler a1a.
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FOUr
ct.Q1]4ars al gLraa9l
th	 uint c'el l
i a]. ralg thi. ]. s'a1xi?

Si m'alrwo p ta flun
y m'.jr1	 r ta 1km]].,

ras, tu cpi in'aii?2
k.sera9 tu?]

NADAL&
[..e]3
tlith hilx, Rillet; reeian el mL3teri

rJ	 tas rai]as.
tvad1rS1:

ralthie1gira1
er1..E ab ta Thin 1'am1q.
tesçtis cij1al glra1:
vIiu,? a1it al S1

&*zaitio m'akrLg.

YOU
y eva dirdo,

Qfl nay t'Fe cLth.
;	 Lt1IB th!
im's cit, ieJ.s awls!
S'a1xai a1? lbxq y's 1li.
b't Isi1a, thI±E, y t'abrava.

FOLLET
Th blaie t 9nfher
fcr hiui-ig in 1ce with do
as lEr g)khl rays cati him?
Jhx I bin [In oir 1it]
ati an ai1fd in yoir 1it,
is it yxi to	 ne?
[Is it ya.i'?]

NADMA

WiLçer to ne, RUet; reveal do
nstery th r wx otr
Q1idtodEan:
I hive pit do anfkr m rth
so with 3U rays u cri iDve it.
'JB hi asid to do anfkr:

r life 1mg wlfl ))J Xp do an
ad th wifl yw wxp ne.

FOLLET
I i	 eqtB1 to Say to yai
dot I hie a1uys ata1 xi.
QE u.ild lze a im!
mtaial!

y aixe hir fran afar a bls hir.
I derere bls axl a±re yu4

1. N: ab tm çerfun	 with yxir fErfihie
%èthir Ckaia th1iirata1y ch to stress do wxd 1iit, cr sftrply mI.&eal
Mstres' t	 is twiiir.

2. M:	 tu i(m'ai aiEi?

3. M:
&s tuqtl(ç8r]aalxLs,

o las eBXiLtO ai sainls
eixas piiii1a nli'?...

is it xi h	 na of It?

It rUy hi ih sç1s diE?
c d I 1r t1e negic wx
In a drean?...
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(Eiga. RflEF &arraileix	 (fli. FliRt ki1s at ber t
ala	 d'ella y U	 ta1c ber IaTL)
yliaifa]asnaabpesiS.)

1. N:
Iwaits tot m'etB (Xlli5.

1atrra,
tot lo qu'ai eila's cr(a,

lxnEs y ]arca,*
tot HE sethlava en1xth uai.
Fl dfa pie d'ap1aiIxs,
l.a nit elBEizala,
e]B 2t818 E

y ala	 q
tot P3E&fe111e esarnl y ijefa,
tot m'ainzva 1'T1HE.

Vaig utet, lIg th &1,
ya1zizierdf
l'aizr Va	 Uiri" ab tas miraas,
vaiathHEabtai.
I.a11iminpita	 ,
va 1arIr las E1XBS th nm arthie;
y al eatinerte a bi y al b1rte

esth	 tot!...
y hues y larvas
yirP11. y flrrq, y taestats
y estxella5,
tot va trze bell,
tot ;ki
sayflanseth1a

qe hi le tn 1.i e
y es imjtut th; q
crhthirq.g,	

/tota Ia CIo, trafIgiraia,
es lella y es nit;
ce tot m'eStiflB

çe	 t'estiirnyetVBEra
y	 ta.
(	 bie ce]Jraita)
Dibie d'aiBr, tu eta l.a amia diie!

Elain d'anr, tu eta Ia divirn fLaie!

1frre, everything	 cr1i to HE
Alxre cn tie earth,
everything Ith in ier [tIE earth]

cdei,]
n a1 lare,
all ieI to be nr
1ie thy nil of sp1thirs,
tie dardit,
tie	 ng stars,
tie lang rs
ad the singthg tdrd,
aU ie to taut ad
all ere hitter tonrau1.

ilBi I	 i, a Iy of &n,
ad cn tiet first thy
1 InEtrst8i ne in ywr ,
inva1 ne in nr jofre.
epxestlit
tfta1 tie thQs in n aul;

ad in w	 u ad hi qir yxi
I ded.a1 ecerythirig!...

i ad larvae,
ad hlxds ad flxrs, ad sts
ad stars,
everything 1aie iiHfiu1
ad aiNa.
Fxin tint thy it eie1 to ne
liet t±ere is a Qxl	 1.lça ne
ad is iiiui.1y gxxl; tint his

thLs,

all Qadm tie,
is IF1THfU1, ad Is f ne;
tint aU wxthlps ne

at' it derL ad wxdin yu.i
ad it airg9.

.th cè]ir1 enthn)
Of love's glizy, u1 are tie apele
j1]
Of love's flain, x.i are tie divire

(Pana etka. H tat sethla eclarse (tatic 'ane. 1e xt is to be
th is nit un w.mda reravelk.)	 Ixeathing a n rvelbn 1ntmaxy.)

* larvas 1 also ni )stS.
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cm't11mS tait?

FOLLET,
Nlxse,
[JD eth qfhi raat
tal sciLs akzate...]l
Y tu, . er c las vlrit?
respn, N1a!

NAflMJ
m'la dit al xr

je m$aravas...
qa i-a itLt cp'e.is taa uUs

dintre els	 uUs fogv
p'el or taiera eluax,
ce tai a±a am arnn,
çpie nay m'IE at1nat nlngi;
nir.i! c9n m'i-ns estkra;
ca j1ri m'ln d't1irar,
nhi! axu taa d'estlnanre.

Four
(ab traBpxt i-tli las na)
%bklr(a q Ia nit .cjpci etenn,
ci.a nay nas iiliT(s l'aflB,

o	 n las	 Jas...
y p seijre a tea plaites!
eirre saitirte y a1idrat1a sip:e,

vivint c tes m1xa?a,
tm erfini y ta 'i!

a,	 re!
eteuit Qfl are.

(S'ie± els .a flavls in 1
Ht	 .]

tLIt 91B al
lhny la caiçan ce l'ennita siiya1a-it

____th l'aUa.)

NADAL
Bitthdy1darLthnE 3D?

FLET
I ckn't krxxq, läa1a.
I thlxic I iaat i-ave lan lxin
aily to aixe i...
Yet, tell na, thy i-ave u aie?

r na, ?ia!

NADAL&
a lasrt told na

nt )*J1 e ait1ng fcr ne.
aae I 1t ytr

brifrig n e,
dat vir lEart s uy 1rt,
xir aiul ss a with mire;

ae i-as ever wri1ge1 ne ]iJ yvu
ro ae i-as 11 ne as ii th,
ro cia i-as ever derL4 ne,
ro ciE lEa lC?Q1 TIE SO.

FLET
(&tatie,	 ber i-mis)
If crily this nit iiliI ra a1,
dat da liit of	 r	 r,
tie stars stcp ti-air halyoir...
ax- I reisin ai.says at )vIr t!
b re au wxp yu fcr r,

living in nm
r rfixre ayr .. vrth&...

Ftcera1er!
ElerlEUy tcØ3tter.

(flBir lips , 'pin in a 1a giante kias

?ii1e de distazt soini of ti-a
bell fran fl-a i-eniiita	 i be trd,

BUing uaU.)

i-a ra91t ta sois	 Iedqe I 1-eve 1i inn mly
r aiDrarte...	 toa±reyu...
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[NADAIAJ

I [ teuait on aLe.

I [FOLLETI
[aerrniait n aze. 11

NADAIA
&errBralt n &e a!Ipe, qxe,
etruit cnn &e.

i Ay!, es &çrJir. I.ariit	 fim;
e1saIDtesinh1f
d'ayre ci's cvaelx

elc1b1ai.

FOLLET

ENADATAI
[Eeu-nUy to3d1r. I

[FOILET]	 I
[aermuy toth2r.]J

NADAL&

Eterrø.Uy, will lB toder alys;
etermily totlBr

!, riiit legLns to dr to a ck.
'llB nxt hit-ffift drn L bit a piff
of air 1± vaE

o tlB bhe thy.

FOU2
(aplicit y estratli las nai)
N'm thixLs
ith, m'm&fxis, NlR!
Per riner cnp,	 le sathiE

ai el hiyt...y tirxVe px.

NADMA
I1'are vhn ab nm rxt.
¶s mt	 ab bi	 nm &inn.
Y ae, al uuaiit th eram, jitan

13 VP,
cp'el gra , et d'ata nit divlxn
nay el dira el i Llavi.

Four
T'Ix jiro r ti!
tTlo jum, N1a!
t'o jxo,rer to,
34 a n	 ta,
ns ta y Iuinea y eyrPl
y11JlcE tiI cr!

NADATA	 /
lB itlt rthi?

FOur
(rThg, ixh ls 1as)
lth't 1ve ire!
th, ckn't lave ne N1!
Rc d first tine I l n1f
alxE In the aq)t1ms3...a1 an

NADAJA
'lb derith nv 1IIiL El is ai.1 i l.
WBreer yi g) n ail will too.
kd fran rr, tIE uuut _____

to ne ate crily,
tInt tIE set of air dlvhB rit
)fll will i	 revisal to i.

FOURF
IhQI'smte I	 toii!
I	 to )iN-'l1a!

I'll	 it fir yai,
de flint jit1fiul crUm,
de ntetbily, hrnH flu, eltal
ad ±]ine tI tInt (x1 l crt!

1k a	 leard e?

1. fl	 ]Jres lBve 11 •1i:ii y

2e M:
N its? F Ia cran c'e l'ermlta	 (ä u Fare it? 'lIE Fatinita bellts

c.i'ae fa avirøit cpe ja s'a3xsta l'aTha, renlirling ta dat thy is lx1dng,
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y l'abLse nay ir]a.
I.. .]i

NADMA
Sims abialE, [tu], ffr Ia tata.2

iL1R?

FOLLE
às as

a de abyss w
[I..]

NADMA
Yai will fa]J t1 abyss to yoir tcnb.

FOLLET
Wli1 will yw cie beck Iäfala?

NAMA	 NADMA
(atlinat) ..	 (xa1ah)
fixrer!... Iër cj.e txmr?	 1èturn!...Wy thxiid I return?
a1e q.e t'esttno, a^ (1E m'tlnns,	 Yai 1riw tiet I love )O1, au I krx

ce m'estinas y el et an giarth.	 yii love ne, axi will erxi a met.

(Ibtsdsatr1tet,	 (ey th ee,
X1t ab 1irI.)
	

1o1diz	 th otler t1tly.)

ousr [y NADALAl	 FOIIE [and NADALA]
flLt d' [aizr]4, bi eta Ia axaia dib! Of Love's gkry, yxi are ti-a &zie

i]

NADATA [y Y0LLEr]
Elate d'aixr, bi eta Ia divlm f1ai!

I	 /
YE DEL M'rE SXW

NADALA [and lOLlEr]
Of I.se's flaie, yxi are tie divire

flii]

D OF T im

1. M
EL set c.e's hi. a,tprm
car saire
ayiris s'aia].

2. N:
Sjs gHqyc, th, fire Ia taliB

3. N:
-to,
ssr ab tu stlxe;,
d'avtr fire a utiyn

sonPinthialtre

Ibe sret 1th is brbd dare
is U a1 truly biri1;
ail tn-i' t	 be 1ni.

Ycn will fnThw ti-a abyss, tberefcze,
to tie tathj

'ihx3-i tcxay I'll be	 fronyou,
I'll be with altys;
fran talay au fever nixe
t&ll be 1xu1 as a.

4. N: fli d'ainr	 Of ]ove's gkty
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ACfE TC

Ia nBteba deijraj ' del acte antericr.
Avait d'abcar el teidse sa-it alan
tro scrt y ratxa]as de va-it n d'tm
tarç.estat q.E s'aI]irya.

Preltxll Orquestral

KS1IA I

FWEt a-i	 i'deyait de la r
a-it he seut NW.

1 irela y satiria,
y r]arli y respimr
i'ayrennteix ci.e respira,
y etra-iyer las seva u...
q't qEth nes r chnie!

ccE ns ta, f1fritat?

IJicitat, y am	 s
ir qui sal t he ce pxtar!...

aamdhlniarixit caire
yelnaiarro eslatara,
sinielnnçnifcttnesath1a
ni xw aiple tot l'eay!
1...] 1

Mr REE

'lie	 thmratfrn as tie evkis act.
Mere tie curtain ds faint ami of
thnl3r ard gets of with ca-i be 1rd
finn a distait stcgn.

Orchestral Preltxle

SCIE I

RlJ.Er stares traefbUy i tie rcx3c
ere NJA hes t

'lb be able to	 ycu, to 1-ear a-ia
sçesk with i, a1 to ireatle
tie sa air th1d a trea,
aitoxiriui1s 1nnth...
Wt e aiiid y:xl give ne?
wt - yr am i tring?

Hçpiress. Wt a iit
fcrteto1ea to rryia1rm!..
bifi]J.myieart. Iweit
cIeai't bxst 'wl-ea eca-i tie wrid
ck,-i't sean hf.g an.'
to ax,mhte )xI!
[.s.]

1. N:
sal tata dlb&

cn gen'sr et ta gra-i?
c Qn ID dido i vai ba-i alta
car r'ii ief this nirtals?...

ectet d'anx, y cm pe!
qe feiith eta de rtar!

Jiw c ae i' akre axitain suth
i±eas?]

cai ae g.ez1 aith a ret?
HM ca-i ae resist seaki.ng it alcul
fir tie ajnmt of mxtal.s?

et bce, bw nuth yi
W-et a hitthi yxi are!
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( 4b eiçl th]irait)
1

\sales, raxes wfls
th 1xais arrtñas,
el nai sret d'airr
sols çir	 1treS.
Qltet!

(tait la ei)
ThtDetotax/estlno a iia ckrr2eUa,
yeflam'esttha [mCI 1

n jo l'estlnr) a n'eLla.
ia1a del ax øai,

[thfloryestrella.] 2

2
1es	 s,

rslrs	 ,
el n.i sre,j51'airr
sols el dire a 'v1tres.
G2rdEel ts met!qrthel4i!
(1LLtI1t 1Bir Ia i)
b estlxio ee tot ax,
estino ire th.1Ja,
ye11am'estinnjiL

p l'estino a n'ella.
1h1a del ax nai,

th fl.or y estreUa.

(atre la LJJ.Z d'a1,i tro 1Jwy
se t l.a ei d'NJ q. s'axsta

tiit a1egraisit.)

(.th ce]irkx feLr)
1

'xi axiait oak9,
wLth wrliidei 1ta±Es,
to yxi alc.re will I reveal
fly sret love.
Ord it U!
sotFttmUf:Ln1it!
(sçerir

th aU nyh2art,
I love a thi1 fair,

estneasnuth
as I wxthip ler.
Cli,	 11a of ny1rt!
[ch flr au star.]

2
Ya n1Unles,
littla sirrs of tie rilglit,
to yxi aicre will I revl
y sBet love.
cleixl it e1l,
tlet rue 11 flth It!
(Ierting to a iLer)

th all iiy h?art,
I lc a thieai. fair,
a1 e estie tie as nuth
as I wxthip ler.
Cli, Ni1i of nyIrt!
ch, f]r ai star.

(ti tie txxLs of thn?zr
tie D1e af krai c IE leard
sirir ltly.)

1. M: tait. In tie ante,ct of tie saitaue tie ni1rg is tie saie.

2.M:
r l.a ns beij.a	 tie nxt ittfiul fker
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AAU
(a d1nt)
Ia ttxtun Bta1bin
Ia ttnbjn tabin çtataq,
lo q tlrth [tot to duth]h a
y re m' sth
er duthi altre tat.

b tlrkth tIB
tothlh,

frra lilt y taila
y e9a1IJs y 1±;
frra ala y t-i1-,
r8rets y Ix3rtals,

thiiBaa
ciEc tothita.

Ia bitun çatabzn ataite,
is tinbin çtatun çataitn
lo c tlnth [tot to clith] a l'a
y	 e m'ei alxa
çer dxthl aitre tat.
(t a es tot tat
ala cers r)

AAU
(offsta)
Ia txtin taitun tatem,
Ia tutun tatun tatai,
everything I"ve gt I carry m nr 1a:k
atl tIis I have pl.exty
to carry arcmL

I have a lxxEe
with everything :in it,

ta a table,
øtools a sts;
excqt a tiiI roof,

]Js a ixrds,
I have a lxxl9e
with everyt1th In It.

Is tutun ratatun çataltaB,
is tutun Btatun rntata,
everything I've gt I oiycnnr1e±
au ths I have platy
to cry aixml.
(i aters singing tie sta singfrg
tie last wrds of this smg)

1. U-itraelatàbie ie ñIyIIE.

2. N:
1-oclxthtot	 IoizyitaU
'lie da In cr of tie wxds n	 m mtk differa.
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1GI1A II	 SC4E II

ARNAD
??blt senta nit, Fbl.let!

ror
M]t sentay bra.
jttha talhxa
y a ta]. lath, Arr.i?

ARNAU
Ia testat, qe fa in mit sethiava
cp'ievfa_d'eUr	 y vals;
yie	 a is (twa da]. Dih1
wrLrne a saplujar.

(riknt) y el Thth1e m'm ol flEl.
Iaiaap.rLlata: jas]ao,va
yae1].a taqestat.

Fou
Sims el bwirgit.

cpi'arrlbo eiifegit.

(NWJ 'va sate en la rix at bi
segit AtT.A; FJIPr	 e cèturario.)

i enjxxirra... n ro ap(, Ut!
m!sents, krm?

Th pt Erehi riir en a esta 1!

AU
Ya14? thniah?

c Eta erfri.th?

Pour
ro est eith±,
es	 ra: es l'ara d'i.n altar.

ARNAU
(dint)

zthas
ifl da iiRh1y1ts.

FOU
(rzote&nt Ia n1ra)

i Si wls, nes ro aiix(. ,
b't dlth qe l'trne cp gees

e1nEtar

ARNAU
A gxxl nit to ui, Fbllet!

FOLLET
Au a ery gxd rri,it to ui too.
Stat trfr	 i lere
at this tine, krai?

AU
lie stoin, I1± a wilait ag
seainl as dai it wzild &1kw
tie nxxritalre ad valleys; I duit tie
rvil's hve withi ixtwi± elter.
I krxw tiet 3fli wlfl lcrxie ne with

(1a±g) au tie til fl rzt
wLthneienn. '11eizofisiere to:
I'm safe fran tie stoon nx.

FOU
YL1 are w1	 ay.

ARNAU
I wifl sit & a unit
ile I t ny 1xth 1a3c

(A1!J g to sit a tie ro& ire
IWA ag sittii RTI staps him.)

P1	 sit &i...bit rot tiere, ro!
lb rot sit tiere! lb yxi inèrstañ

Th ae ' sit a dat staE!

ARNAU
ch really? Sire	 i?
Is it in.ritel?

PO1L
b, it is rot iaiitei,
bit it is raI: it is en altar.

ARNAU
(ia

u kim, dat I cai iLay tie role
of a witth, davil x saint.

Four
(ekuing tie stae)
Sit if youa1t, bit rot lete.
I te.0 u dat tie ni
dat dares to rtofa tiatbily s1t...
I wlfl kifl!
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ARNAU
(Fxxi di'vertit estas!

FOLLET
(e1ndD ccntlrgda),
ND 'm 1x'ts cnp±e, ID;

nes sUx sabias!...

ARNAtI
Sim'mdk 10 qE hi be,

Lc?xhl pith saLeth)?

FOILE
'..n	 et.

ARNAU
D.

Four
ThpDtser, jthbejurat!

(rikt)
Dni s1 qu'es nitida...

FOLLE
(ltat)
NDesnmtlda!

ARNAU
Y m'ath.

FouEr
(rebt10)
NDhisir!
Sih sah(aS!...

tunt d'asta çelra
s ait çatet;
aiA 'm rla d'aiir,
a1Js3s	 tag
libetesaslisna.
kp(, sthe esçetlia,
be etat el ;
aiit be ,tit - IxasaDs
nm 9U ar;
all m'lm dit as Liavis
10 qi'el eel yel'ahLsi ails salx.

ARNAU
(arrtiit d'at1las)
Q	 eTh.
Y be, cpi( eS ella?

ARNAU
xi're lnabeçynx:xx1 to3ay!

FOLLET
(with int enfrn)
"dxi cBrnDt .ni3rst&x1;
yuiwffl rever urstad!...

ARNAU
thr teilnE,

h	 i I ps1hly utrstad?

FOLLE
It is a met.

ARNAU
flB1 rec'eal it.

FOLLET
I camt, I beve n mt to!

ARNAU
(lar&
]h otber ixds, it's all lies...

FO1LE
(ltait)
It is mt a lie!

AU
I'Usitcnit.

FOLLET
(res1sth him)
tbmt sit dere!
If aily yii	 r!
idetstxe

bes sat, 1xea;
lete	 sjxe to ne of lDve,
bere at ler t
I lece kL1 ler Imis.
1re cn ber ui1±r,
I Inve lt I1T 11;
tere I leve felt ler ama
anmi n r;
bere ber lire teve told ne dth
thid cnly tie y ard tie a1ss 1itw.

ARNAU
(th his	 rs)

s eel]s fix eeixa
']l.l ne, ko is e?
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FOLLET	 /
Th'm Ixe.nt1s Va.
1 izat eJ. seet
[...[ i.
&]nodixnEy.

ARNAU
(ab cjrl)
I A11B vtafl!

FOILVF

;a1, s1hosd!...
rkThsa1v3s.

Eä nes c	 tafod?
Di tal	 sera u rataplats.

fl,

AU
!, u	 dxera!

FOUT
(e1tat)
B.in?s alt, nalt!

AU
c Ier	 tat e misted?

Q1 r vebJça ai fag
rer cUr [iq leth] 2
qi'estlth aat,
y cpes mi auxeta
1a Is ce]. ltital...3
(ab pic1a)
cE larirera! 4
]aRa1elhstal!...
ce1ar1ra!

FOLLET
1mt ani,
I hive sari a ret
[.e.]
[aJ] will mt re1 ft to

ARNAU
(rlsisely)
&ze c1rreUa!

our
If crily yxi law!..
Tht uu rer wifl.

AmU
frxi neai e s mre dn a imid?
lli	 ni lve b a c1rxerelia.

FOLLE
k	 tth it i say!

AAU
i! 4npiy a it!

FOLLET
(1tat)
txe	 e ulie!

ARNAU
aith nster??

Wnt &)eS it ITBt
if I say [to him o wLes to lam]
dt I an In love,
ax1 dt nr love is
do]i1thmaidat the Im...
(with hmr)

tl old thnrRld at tl liii!...

trrjin	 aievaifdeyripnE top1a

2. N:
a tot.as hxas	 at	 tine

3. R	 thi iDetal: a lc class beniald cr ixostitute (a]1ouia1).

4. e larirera!; q 1arir: t}ese wry olkxii.a1. eqxehns cant te tra1ata1
etly, hit are a eral eiqresshn of mLlxl aiaimt ir thlit as In Thi
liD! etc.



1. N:
Y Si es nm arzxeta Inlffmyksie is

2. 14:
j't dith qie
s ten ta1 in'ei ierrath

I tell yui tiet th evmirg
ges thu into tie ravim
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[Si'n thith tn aneta] 1
]clellr*3tal,
[s' 1ai, tots e.ls vesjres
al fcnb thi 1rrmth] 2
y q m es	 erpa
ni avara de &mr...
q ladrera!
ni avarae thr...

larira!

FOU
1athyaxo
m]adirfnny
mes fih1Athnutaiya,
qi'es d rrinlcal...

AAU
(riIit ab nDfa)
[flrae11tc'a] 3

FOLLE
Cab fix)
Qi'es thii:lil.

•ARNAU
iflzaetal!

FOU
ffs	 daia,

thrathit;
flES qU'1,

estr ceyth del cel tilii...

ARNAU
flrael1B1x!a!1 3

FOU
yth del cel blai.

AAU
raelthIai!

[if I cb mt 1ve a	 t1-rt]
& del 1stal

es every e
to t1 bottan of t1 ravire]
au &e's certainly ro tiy xe.
In fat,	 gL'v 'very frly!

In fart,	 gives 'very frly!
111D!

FOU
'lie nia 'th]n I aixe
I rr will revl;

is rot a nrxntaln girl,
eisalaiyofrth1ebirth...

AAU
(liir derisively)

a twit!]

Fou
(fcrcefully)
Se is a laiy of 1Ttle birth.

AAU
Fytiet!

Se is nxxe t1 a
a al iE d fran ieavB
ne t1 a awl,
a star llai fran tie bhe cy.

ARNAU
[Wt a twit!]

Fallm fran tie bhe .

AU
Wet a twit!

3. 14:
r1m.1rera!
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(iwEr q et1th;
J aviks.)

cY clLus qu'es .m thia?

FOLLE
Ff1xrc1ethms.

AU
Ja vas intert.
LYesice?

or
Uu miia.

ARNAU
YesI-mx?

FoILr
thu altra m n'hL 1.

ARNAU
(Yes rthle?

FOU
srrkle.

AAU
(ab gravetat cith)
'fl31	 otesa?

iQxsab!

ARNAU	 /
Hxae'm faras crxe

i'es la f-flip c11 Cbte...

Four
(etat)
Par1a ix!

BrrarIa)
Ièr c m m'hi d1i d'i.n o!
Vaes	 1a?

FOLL
N tm (^2S.lIXelXLs ss.

ARNAU
Q tirxh c	 saIrirte!

ro a, e fas tevaricar.

(iaizr rim oUa1,
AJ aipid.)

ku u say that it is a rutle lily?

FOLLE
'lie fLcxr of	 .

ARANU
'l1s is lthg inxe interesting.

our
A fair virgin.

AAU
Mi is e 1utiiij1?

FOU
'here im ce to 'withier.

ARNAD
k is e irhie?

FOU
'lie nrt n.

ARNAU
(with ainic gravity)
llen...is &e a cxxnt?

FOU
WDkrs it!

ARNAU
Yi wiiil leve ne
tlet e is tie citer of tie Ojixit...

FOLL
(fri-

uir ivic c1!

ARNAU
(ituiically)
W ckn't ya giva ne a l!
Is it l&1a?

our
Ya fl er fith cxit.

ARNAU
Bit I iee to!
It sts yn are lying.
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FOLLE
J.ira'3	 rdm el sret?

NAU
1Eä cl_sr qu'ID jiro!

FOLLET
çtr1i?

ARNAU
per tots el_s	 s.

Four
Dn.,.es elJa.

AU
(fat	 rra)

FOLLET
ISf! M1R!

ARU
(e3lafipt th rijxe)
I1l!JNgtaiat.] 1
ktasIci'estxi& lxm! hrn!

N3t9era ditimy.

FOLLE
ca you pxniLse to 1	 a saz:et?

ANAU
ctwk1y, I

FOLLE

ARNAU
aU de saints.

FOLLET
]IH1 I ai.uLt...it isler.

AAU
(frcL)

FOU
Yes,	 a!

AAU
(hrsthg cut 1a
Ih! le! le! [I lThe it.]
This is rLly gxxl!
I withi rever 1ee gd it!

our
(-)
('1l!

AU
(rllBt n fcrt)

can rkuái al hta1
' ut stn4 ai!
Ii ',	 n rlure!

our
(1nEratln)
Fm'ls1odii4.

ARNAU
rx? tnBtelx,

t3tt clareji!
Nesth1oqer1ii!

FOur
(aterrat)	 ___
krui, bin'las

FOUr
(rg)

AU
(1a	 e 1QI)

1q1 !
11w thy wiU ]ai at de im

r this!
Qxñ thi, th3t a

FOLLET
(anr&
You will rr tell U

A2NAU
Wiy 1.Dt? 'fl1uLa,
as axnas it ts liit!
HN they wifi 1a!

FOILET
(di)
tmi, )fla1ne...

1. N: Qisto'm val! 	 By Qrlst!
'lie sae is tie e, bit tte çiira (kaths i.s is sLit1y less eiintic.
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ARNAU
tQU, cp'es1to!

FOLLE
Aimi, tumjtz...

..annixt c3e fret!...
yabla G]tesa!...
b es1ato

[!ur] 1
[i fla! i11!]

(k relx la fluB ei tot sai esplñr.
A dintre el bas'th	 ta las va.

pxogxkbs se las myas q s'axstai.)

JR DE MY!AS
[Rilet, RiUet etc] 2
[...] 3

Four
(firacsi)

eits? las tt	 qe çxi!

AAU
iitp, lefcrelhirst!

FOU
Hit yw re a th...

AAU
WBt a jda!..tru1yamizing!...
au with the axntess too!...
I	 ' t axitrol myLf... 1B! IB! 1!

[FoLLr]
[1it! thittp!]

(As tte fill nzxn aççrs in all its
splaüxr, fran within tie wDi tie
(ols of apxoath1ng girLs ae ieard.)

c1KJ(tjs OF CTRL
[Fbllet, Rilet...etc]

FOUE
Qk hine1f)
Ustai! 'fle girls are axr!

1. Qa±s ails this lire fr RUet.

2. (kaale anits tie lcr sta fix tie Qrrw of Girls ( 3). ]eti of this
tiey slnply rt RUet' a rare ut.11 tie au of tie cera.

3. N:

c bE RJ!AS	 UEL OF GIRLS
c..H arr1asr'n	 ke s rLdng air lifes,
api 'ala Qva	 crining to tie noath of tie Cä
erre1rxn	 toflthciit tie rae
th la qu'ell aiza?	 of	 n iea?
RiUet! di Rillet!
	

Rillet! 0, Rillet!
kr rit y

Rllet, taiin px,	 RILI.et, this neeting
art rcstre amitre.	 frtae t.

La \r y els its	 11B Virgin ax! tie hDly seints
n Ji1n ai l'cntza	 g	 In tie
y as dnri valcr	 au they gtve i aiira
rerpi	 ]aOva.	 to iwre to tie (e.
FbiJt! thRiulet!
	

Riulet! 0, Rillet!
resm ei bhra;	 kr riit ay
Riflet, tenjn p:r,	 Riulet, this fleeting
art a rstre amlie.	 friitae e.
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w1riias!
tbdi saL q rhm!
1...] 1

FOUT
(afaitli las na)

ai, a4t!
ARNAB
(sfatse d'eil)
1 d'ab.

(Qxre dircnt se saita
las tis y crfr)

ARNAU
ffey'te Jne 1r1!
lly fl la t!

FOLL
(sir	 his	 )
k	 h1!

ARNAU
(fa1ing h1n11)

(&r8 in de diretLcn of de
thxits)

Girls!

1. N:
V1IT1r1 a' c iurto q.e'Is revells	 'fley'reainh to a	 xi to re'l
el tøi ret	 1L
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FOLLEI
(afaUo)
th, cTh!

AAU
(crichit ns)
Rijal qu'Fo sthi tot!

[...] 1

FOLLET

FOLLE
(iz1r him)
Gi, ittp!

(thitir	 lax?er)
1reoucflrx1wt

erth1r!

RIIEt se li tira al a11,	 R1IEI sei him by t1 rc
y alIthXBtS tots (1)5 vi ra,i]ait	 au bath ta.th1±g r t1 e3
flz al	 lpi mt se cest1i±a.	 of t1- r1e au fall to tIe lxtton.

[...] 2

	

	 [S..]

F!

1. N:
1010 s!

2. M
Kc.(L III

Ia MYfPS wtii ai	 n
th ure]s tintarse, y ni
th n]Js hicit,.

tS MYYAS
}b.i vist? se sitntai
al fa c1 adi!
Iki vist? el fliih1
s'Ie exIit al 11et!

teae	 1'i1BIE
- sa
E2s sets qi'eU	 th
sm sets eterr!

flffi tIey wlfl recer d1sxer it

sc m

'lIe GIRLS &rie m tIe e jt
in tine to sse n fall, ad tIey
dr to defr 1s in h.

E CIRLS
Did yxi ? 'iley fan.
to tIe lx,ttan of tie ravlre!
DILl ui	 ? 'lie c1vi1
1 t	 Fbllet!

y
wiU. rd his met...
lIe tets thIth it getxi
&e eterm]. s&ets!
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Caziel (1906)

Drama Lfich en Un Acte y Thes Cuadros (Lyric Drama in One Act and

Three Tableaux).1

Manuscripts and Sources

Text: Adapted by Granados from Gaziel, Poema by Apeles Mestres,

written during November 1900. The drama was adapted by Nestres from

his earlier poem (1891).

MSS: S-Bit, MS 1586, 29pp. Bound in beige cloth board. Gaziel is

written in black ink (now very faded) on white paper sheets of

various sizes, the largest being 22*13 cm. The MS corresponds to the

published version but contains some extra items which are crossed

out. On p.1 the title 'drama-l1ich' has been deleted and 'poema

L(rich-drant1ch' inserted underneath [see Plate 18]. All the

sections which, in the musical work, are sung, have a blue line

drawn along the left hand side of the text. The MS is dated in two

places: on p.1 '1 Nov[embre] 1900', and on p.29 '8 Nov[embre] 1900'.

Pubd: Gaziel, Drama Itrich en Un Acte (Barcelona, Bartomeu

Baxarias, 1909) 38pp. The cover shows an ink drawing in red of

Gaziel herself by Apeles Mestres [see Plate 1]. P.ii contains the

cast list for the first performance. 2, (Barcelona, La Comedia

Catalana, 1917). 3, (with els sense cor) ed. Xavier Fbregas

(Barcelona, Ediciones 62, 1969)

1. The title on the first page of the OS.
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Music: Composed by Granados during Sumer and Autumn 1906.

MSS: 1) F-Psal, OS 2lpp (52w37.5cm), 22-stave paper. Autograph in

Grariados's hand in black ink and pencil. No. 3 (duo) bars 190-221 in

unidentified (possibly student) band. Unsigned and undated. The OS

contains three additions on different manuscript paper which were

also used in performance:

,,
a) Nutaclo (Tableau 1) ip. (52'c34cm), 22-stave paper. Signed and

dated 'Barcelona, 5- Octubre 1906.'

b) 'Couplets' (Tableau 1) ip. (52'34cm), 22-stave paper.

c) 'Final' (Tableau 3) ip. (35'c26cm), 28-stave paper. Signed and

dated 'Barcelona 6-Octubre 1906.'

The 05 contains numerous prompt markings and cuts which suggest it

was used during the performances of the work.

2) F-Psal, piano part for Tableau Two, no. 2 (Trio) in hand of J.

Calduch and bearing his stamp. The words and vocal parts have been

partly sketched in by Granados and several cuts and omissions have

also been made.

Unpubd

Instrtmientation: 2fl (fi 1 doubling pic), ob eng hn, 2 ci in B

flat, bn, 2 has in F, 2 cut in B flat, tpt in b flat 1 , 3 trbn, timp,

perc, hp, str.

Cazjei is divided into three cuadros [tableaux] which consist of

spoken dialogue interspersed with eight musical numbers.

1. Used in scene-change music 'mutaci' only.
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First Perfornnce: Saturday 27 October 1906, Teatre Principal,

Barcelona, conducted by Joan Lainbert. The performance formed part of

the second season of the Espectacles I Audicions Graner, during

which Gaziel was performed 32 timesi. The performances by the

Companyla d'Opereta Catalaria was sponsored by Ths d'Hivern [Winter

Tea].

Cast (in order of appearance; * denotes a spoken role):

POETA, a poet who lives only for his art
GAZIEL, a mlschevious female genie
GOM6'S PRIMER [FIRST TOFFI
*GOM6S sEx6N

*(() 35 TERCER

PRIMERA [FIRST WAITRESS]
*(4p SFXX)N [sEcOND WAITRESS]

ELLA, a beautiful woman who idolises
the POET

Also, an unspecified number of other
servants2

Sr Josep Santpere (T)
Srta Assumpci Pariclo (5)
Sr Francesc Puiggener (B)

,
Sr Ramon Tor
Sr Ram6'n Morat^
Srta Elisa Gallinat
Srta Josepa FerrndIz

Srta Soletat Viola (5)

aristocratic toffs and

Directors: Llufs Graner and Modest Urgell Inglada
choirmaster: Mateu Estanislau
Stage decorations: Niquel Moragas and Salvador Alarma
Prompters: Llu13 Bar and Jull' Prat
Costumes: Casa Malatesta

Cobbler: Francisco Grau

Pyrotechnics: Saura

1. Not 40, as is claimed in Curet (1967, 413). The last performance

was on 5 December 1906.

2. Although Caziel contains spoken parts for three Toffs, the third
toff only has a few lines. In No. 4 the first Toff sings both

verses, and the others join in the chorus. The other Toffs and the
Servants are non-spoken roles.
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Gaziel, Drama LIrfch en Un Acte y Tres Quadros

UADRO PRIM 1

Preludi

Mx'esta sala c treleLl eel Reta.
Xeieya a dreta ai enrja
el caliu; f:Imstra a erra y
çorta al fcnb. Prtp ce la

ya m taila crIrta cle
pe y Llilxes, cnt a is c].arrr
d'i.ra laipara, esxln el R,eta.
\bra Ia	 tn slJJ.
Es	 nit d'hiern; çer l.a
firstta's	 i cire els
flcxsthrBl.

1icA 1
EL REtA esrivint.
1ixa ].a plara y s'abBa.

POA	 /
A]ABt si r
Ltctca esta ilesta.
(Pa.t is na el fruit
y a taip1ait sai dxa)
&nnLs, c iIJJS, jlugicns,
na vl arraaa a n
gta a gta,
tot rqxea api dire...

int, era!
(Ja ala naiBripts
y els le aib cblçzr)
Ms, ay! çer c akarte,
si tal iolta nay fkrli?as
ai las reghre
a flcxelx irmrrtal. ].a Ibesa?
c4 flB	 ffB	 S
ti ixse aUs ulls
ests	 tat a±x?

FIRST TAU

Prelude

'fle nixest sttñy of t1 Ibet.
tafrglng

aiters. 'flEre is a wirnkw to d left ati
a dxr at tie r. 'lie Thet's	 c, i
tie fire, is aere1 with ics a
bxis. 'lie Ret sits ti-ere, writing 1y
tie 11it of a araLl laTp.

Lm±eir isty tie fire.
It is a Winter's riit; thrtti tie
withi arw ca te s faiJirg

SCINE 1
'lie REF is writing.
ipits ida idn sal ts t.

Prai G!
wcis finL.

(1ntpahiscw
a nteqtes Ms )

s, kea, ffle,
fly life-bloal antdl fran ny eii,
drtydrtp,
it's all arkBI within...

il, pen!
pkstpdenairipts

sal t.ly ki tien)
Bit, ah! Wy re did I create yii
if yxi wlfl a1iys fksirith
In tie srte regLae tere
ey ierff flrs er1asd?

If a e re ging to
t1t eyes, tiet I aixe so so iiuth,
hxidng at yii?
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dsi potser my per iray
1a fer latte ai.U. ox
tot misted, ox d'esfJn
ait viath eqxeamt sane estra?
lii qus rnaiit per ella,

d oin pots viure liiriy dels
seusuils, ydel saiax?...
Assa't, px:tre 1lavx pertixia;
nor eii l'olvit.
(tei, el nairit soixe la taula
ait, tristar. S'axeta a la firestia)

fred de mit!...
10n iva!...
LLar,i tristaslanit.
}èrdits l'adxe segilt segiit
eis f1xs de ri devaUai
roUrnts pel t,
ytm a i.0 flLH1 am nrxa
per l'AIxil les flcrs irineres,
sane tn plar de dour,
sa19eafa.
dr qe p]e'm chx jo,
q en saito re
dintre del ax ta gra
caliu de viila?..
Rn 9]. foc l'ultim hi3,ail-
ah, l tultlm!-
y eeran el mi d(a.

(Ibes el hRBU al fcxth y s'saei
eel siflLSwza iaeya
ath scp1irst. l.a f1cii cxma
a c plegrse xiuiait y 1xmlnt
y's trathnin leltat
flgizB de foth pqcja scixe
el bLl, q. anteipia
aixiat el KErA.)

If yxirleart-
n1sterjJ1E leart of a sptrix:,

ere I li1 Inixiscri withxit hci e -
fl r lest?

Yi o re bin frr Fer,
aiyxiliso far

frtinler eyes art?...
Ily yxirse1f t, pxr fret J;
die in thlivixn.
(Sally pits tFe nwsxript m tFe table.
l noves to tie winiw)
Thwcxklit is!...
Itwit a!
nike rt is lcrg &l sal.
l.ret in tie	 irressingly
tie as fail ailn,
ntel1rUwith,

adcretcte tleydie
1iia krE.l's first floers,
witkut a sal ].amnt,
witirut agx.
Bit thy cb I fl axry fcr niyseJf
wl I l a paia fcr life,

Irelde
n teart?
let's xit tie last log ai tie fire-
th, tie wry last cre!-
ad it foc tie uiw.

(1 pits a log a tie fire au sitia
into tie aIr l tie fire,
in a drasy state. lie flaies begin
to start thistling ad lumniog
au slowly start to tranfczin into
a fiery figire thIth sits m a log
ad anfi.ingly antaiplates tie REr.)

* * *
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FSCIk II /EL rcr aa93.]t ei el sills.
GEEL dxese nit
thi hU.

GAZTEr

(tara1.let ab scrrn)
Qi( sab 1.0 qie (lira

-larirera-
ddiath?
-lsdx.
tarfrer pc hi fa.
EL sol s'ab&a

rta's ñ'!

larirer pc hi fa.

POETA
('1meibleTait hi aet
alxaitse GAZEEL s'abca
scsaaltat)
,th, rx1igL!	 oligL!...
ELs aitra o realitat?

tde1ini
oth ] fel:re	 m'ahx
(Pasaaitse Ia u pel frcnt)
Qi1 ets?
c	 'vols?...

Si ro ets imltkh, perla!

GAZIEL
(sairimt ab tlHa)

ta nit.

(atait atitat)
Smta nit.

GAZTEL
(alçaitse)
Sëig qu'ets u hue.

SCE II
11e REt is sittlrg in tie arni±air.
GAZEEL c	 d off the log.

AZT.
(linming sarcssticaUy)

1atQs
-io!-
et taRiw wifi lrh,g?

4eiio!
}hIi It), as if it nntterai.
1e an will ri

hit wifl also set!

Iigh lo, as if it netterei.

POET
(o lea hardly 1ffl1 re of GAZtFL,
sits ' startlth)

h, mh''1c'!, mfral.e!
ke xi a thw or real?
Pze yxi tIe fruit of a drean or so'e
terrible feer thi± aiiea n hin.
(Ikits his iatl to his hu)
14o e yxi?

th yui sat?
ii yxi really e,d.st, sk!

GAZTEL
(with a sarthik siilia)
Ibly nit.

(lng caler)
Ibly night.

GAZTFJ.

(tting ip)
I that ycLi're a nan.

POETA	 POET
lesç?n, p t'ai arixo:	 kr ne, I aitteat yai:
.ets el gral ftstles tal iolta?	 are ya tie fane	 stqiel
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GAZIEL
(r1it)	 /
ND, m h so.

flstfe1ea s'lB ji±ilat,
ja ro,eerix.
ELs misi	 y ei.s pintors
y els petes 1 TIEn inflat
y arthit de tal nara
q rohih qiI U çerli
ni'l des:Lnfli.
ND1 m soMfistoth].es.
SD ri ii fort am eli,
rith amn eli,
amn eli nHnn1in, I aix(s
y tot desaregit c'eis Itmies

E firs am nn
han thlldet fa segies.
(t al	 i)

No. 2
(cantat)
S^zi1.
sS'i gril llegari
de]13 gras sxets
y dels tresors s rrnixe
cp'en ses ØtLS niisterlrxaes
grth1a unre terra.

zlal!
l'aio del foth

qu'a in'ordre ireva dera
ala 1nies y el granit y el hxnze;
1èrsolis y &a,
Alexardria, bikriia i rta,
van ariatire's car diertir-iie
y Jarir ires ]Jarges
wtUes de rm.
S^zial!
(ue1a)
J3 'l ntre del it.
J3 s61 U irspiro la çt:osa
terrxificB qiE &itae de nit
a etrar ai lea ãs
y ertes ciutats,
am el tailats tsleja

y assota eLs vidres
y estaWeix les xrtes
y samit lea cas.
b U dicto dDlces

y flElOdieS taxires
(catat)
c.B.j amrre ai llil:ertat per lea
nmtaies cet.aEjait rxnelles
y ysatellant els ries.
SD Gal!
(S'assai ai la calira del REI:A)

GAZEL
(1aiiigJ
ND, I'mmt.

iiistq±]2s I retired,
ad jratIcs m nre.
Mida ad çeinters
ad riets have inf1ate
ad erate him so iruth
that m ae really krms

ha is ]i1 ari nixe.
ND, Pm mt iiistqteles.
I'm a griie, jist as strmg as him,
ad as rlth,
ad as ne-wrøjg, yet e so,
I'm totally uii ty ni
th forg,t nry me caitories ag.

(ae nr,ies to tte sta)

No. 2
(9x&
I'm cazial.
I'm tie lethzy ie
of tie great tets
ad of ti-s ixLntlesg tair.es
thithareerth1
in tie rrstericng bis of tie earth.
I'm(iel!
I'm tie frierd of fire

ith am my otr ceirs
ad granite ad iixiv;

IrseçoBs an 1xe,
Ale1ria,	 ad
birrit for my aiireit
ad to ea tJ slothfiul hirdai
of n,r 1mg ni,ts' wxk.
I'm rhl!
Olf-sig over tie sic)

I'm tie nester of tie with.
I aicre Irsire his terrifying
pi	 iidi is intcrss at niit

trating tie sleap
ad si]t ,
ting am tiles
ad rattling wirx1 cares.

ng dors
ad ciathg isJJs.
I dietate his st sag
ad ter±r nelixlies
(s1&

ihanre frea In ti-s
nointain5 Idasing girls
ad dr oak trees.
I'm(zle1!
(Sits &x in tie RF's c±sl.r)
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(Parlat)

parçp to to s, tser.
A Fixes reñx'es m'1tai
foixe ce ioa.
Wrai eL metes!

S'an figirai tai igrits!
tan inJs!
tan c1its!
tan jts c tot!...
Is, cE ffl'8!	 Y
ai]D qe t'Fe virgit a exe:

ira sth.

GAZIEL

(spoken)

Ièds ya.i didn't krrw, hit
saretiiieg I	 1 tte r1
to write petry.
I ]iJ joets!
'IIW t sn so Jrnt!
SD diiM-L1i!
SD trff1ir!
SD ira,t of erthix!
Its 1ane I 1flq tlEn
tiEt I've ax to	 30.1:
cut of p.ire sqxirhy.

(ath snfl)
	

(with urtainty)
Y rr res ns?	 mi fir to otter tan?

GAZTEL	 ZTL
Y ir rv1rte.	 £%1torveyu.

rA
(ira)
	

(irc)

CAZT
Ires.
T'1 vist al tenre
dttn'cixa alc1,

(s1t el nmript)
si im flx3 34zu1ti to t'aj.th
yte vingit dLxt a
onrte tres thE,_
tres	 tres n.

amilta tai athido y chlaB:
fa glatir	 c tot?

(aib vi)
lac2oii.a.

CTL
lb eserava	 s.
l.a daiaxh t'n1teix
als is ilJs,
y et xahbv Ia g1cr

E rtet&E.
b ran, f are q
gvat ab lietres d'cr eterrEs.

(afa el nmcrft y fuUet.1D
thnnt ±1 foth re i
oinm p1n	 &inflain.)

CAZTRL
flxi't natim it.
I lBce	 det ui leve	 finL1
a akI wxk,
withiit r
(sige de namdt)
uü	 i teFe1p fran
a auie fr.L'c. I lEve CXJIE

to grant yia t1r	 ,
fit	 tixes -.
QmILt yir aibitiai atl chiad:
Wnt cb yai rn fcr alx,ve all eL?

ivr
(with vitality)

CAZTT.

lk l r - fix 1es.
ThL thmi eicalts oi
innrees,
ad I will oxifer m yai tte ghxy

301 S

}If1xth, your re will te
ara1 with letters of g]xI eterrsfly.

(ae se.12s tte I1amr14t axi a hurst
of flaiss ) dmnh tltx	 it 1i1e a
hm* ur.)
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IVETA
(aterrit)
I Q	 s!

GAZIEL
(nolt nrcat)

qiurg ta cfra eefetes.

, rer;
a( Ia te iinmila y pita,
a est el taJiia.

aeslagkria.
(tèi el na-1r1pt thnnt la taila)
Y an al segxi d6.

ns sitj?

POgrL
L'aior.

GAZIEL
N. t'&ItaXthIXtU.
aior ro thsta.
D3&e aita reaa a Msa1im,

a'e l'akxaci6 ftr a
la crçu1a tot es airr.
aei n, -.

}b. 3 (Dx)
(itat)

V. 1
POEIA
(aibçslb)

cp'est,ino se esçerai,
yalxfy tot 1'estinDn
qi'eljiai ma y Ia fl,'n1flB
anrt és qi'e1 a ro val nolt...

GA7JEL
(rimt)
N, mvalriolt!

y1'ri1nBmva1yre!

GAZEL
]b, ro val yre!

v.2
POETA
maEstn14

mali1aestiita
y alx( I tot 1'l d'estlner
tait n I.i ne thi vifa,
abd.s via etenulait...

(startlaI)
Wt are yxi thing!

GAZIEL
(eteuniri1y)
It's rothir;
I've exp131 all tFe thfts fran ir

Hare yxi are, talce it.
1d, iimaciiiate au pita,

Fete is tFe tathnm.
Thire is tFe glory.
(Bits de nmript ta± ai de table)
kdt de s	 wi4.
Wiat nie & yxi cixe?

POET

GAZIEL
I &n't really utrstarI yxi;
]oe Lai't aDii
Fran int flra to	 alim,
fran tie 1a1 thir to tFe wxst,
allislcy,e.

note	 t.

}b. 3 (nD)
(

v. 1
POET
(çaIaete1y)
IFere's a nim in this wxhl
'witni I ]ce withut Irçe,
ad evi so I love ler note
thai ny C%i b* ad il;
tIE truth is ny bcxly fm't nrth nuth.

GAZIEL
(Iar&
N, it's IDt vrth nthi

POET
ad n sz*il iai't w:rth nuth!

GAZT1T.
Th, it's rot wrthnuth!

v. 2
POET
here's a nim in this wxl.d T)
(Ijeal' t 1cn:w that soixe de.riEes Fer,
ad, ei so, I leve to deriali ler
as 1mg as (hi gives tie life,
ad live eterrUy in this state.
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cAZTRL
(1adrg)
th, eterreily!

POET
Anyagzs.

GAZT%
a, yx agxr!

GAZIEL

v. 3

'iFete is a wxim in this wxkl
'c'ko is QxI's nost lert
I1cnitMnhxth etsxrth
yet I laxw nit is little fir ler;
]iiath,

GAZT
(1-
Ui, esrth a #...

Ththing is sifficiait to nelce 1-er mire.

[cAZTRI]

[I wifl n1ce ler xirs]
[tiet hyjr u wi± fcr.]
[I wifl im3ce 1-er ycurs.]
[Frtxn rxw ai e deriEes yt*i]
[a1 e is uir slave.]
[I 1-eve th.e fu1ftl1Ai yOX desire.]
[I wLU iralce ler 5xirs.]
[1tefcrth e listee to i]
[au 1-er love is yiirs.]

GAZI
(rJt)
Q, eterrnimt!

rA
Qin ths era flB agnIa.

CAZTRT.

taa(a!

v. 3
POrA1

cp'es th,]u c&ra erfata.
Jesettelceval
se q.e tot es c çer ella;
vifø I nirt I terra ice]...

CAZT
(rlait)
(h, terra i ce]!...

lee 6s	 çer la na.

[AzTIL]2
Elajgtea]
[ata	 ce est1nis.]

fai,gteva.1
[tèsl'ara t'estlnB
[yes tmes.lava.]
[ynp1 aix(s tm citj]
[blafluigteva.]
[ts1'ara t'a9.xil.tal
[y6s ta1scnair!]

1. llese wxI ci) mt	 in tie CS bit ate fnpl fei lq xts in tie meic.

2. In this sL.rL1e, thith fcne a cxx to Th. 2, &athe apts ?sttes'
ath rmi wxd. 'The rth1are teti this thn au (rh1 's iec sta is y
toses.
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(Parlat)

CAZTFZ.
b]afsigteva.
Q.mlei,d.'s tcn deslj.
lèa1e ap.Est'1OrB 't e.i
y aixa ai sainis
y viu aDrint çer lii
y es tcn esclaa.
Y are in sol cb
reçxnBlirte'm 1a.
Q nes cits?

IIA
lès!

CAZTEL
i ab calna.

(ab eltaiD)
ns çuth itr?

?va es la hrbi,
tr&i s l'hxr...
lès nes pt salilirnE.
sS'i uzT&t41. n fells.

CAZTEL

(rit ab 11at1nn)
eta in pDeta,

qies an di in pdxe ]Jtr;
to oxeiis el ntn!

rA
rXt ltame?

CZTRL
Ia Riqsa, itxt!

E la,Rk!.Esa, qE va1
elntn, vlrtutsynarits,

talts, virtuts y grai?

POETA
Ets reslmists, a fe

ets nc,
p ets estinEt,

ets in grai hnE.
Jit, 't f1idto!

Yarem çerthntep,
a.Eime y g!

(Spoken)

GAZIEL
I will m3112 ler yxirs.

e fhl fil .q yr cits.
Fn this hr -
ad a1res )1in lEr dr
sal lives dying fix ui,
ad is r s1a.
li-il rw crily a-e wLh reisir
to bestc, uxn yw.
Wit inre cb y:xi cire?

Er
Ththir!

CAT.
Thhiic alxxit it calmly.

ET
(with ltaticn)
Wnt nrxe axild I t?
GIxy Is nth,
love is nth?...
Ththh ne c	 1tE nE.
I'm tl lnipi.est urn alive.

(1afr with pity)
bi are 8 çoet.
It's 1i1 saying a rocr ber.
bi ckn't lcrnw tte wr:ld!

Bit tt auld I laic?

GAZTL
Ridis, iiiixnt a-e!

.thxt nidis, kt rth1y 'vaixe
1 virs ad narita,
talaits, virti	 tlaics?

IVKF
In Qxl's THIE, yai're so	 lmLstLc!

GAZTRL
I'm ixaticaI.
bi're rlLth almay,
ad esteth,
alrealy y.i're a nxs urn.
lull, I cnigratulate yai!
kxl r i nit lncse to ne tina,
fi]lcv na sal nl!
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(La Jxrta l fcnb's trifonin -ra
pirta nmiiaita1 gm1th ab r1dL
artimtgs	 se	 tr criats
e1cnts, ua1tL altres
rapithiait al RITA in aixith cle re].1.s,
aitret1j &iijzu y ft1tS b13KS.
EL IUIA aa t 1nnfa1t e 1xaset
ab GPjZtFL	 l dncj fi1 de
criats	 li fa reeret1a.)

Mta!h (N). 4)

del Prinr Qiadro

(fre rear door is taEfcxnB into a
nrmrlita1 dxr, dresad with rlth
artsixg. Stallng apart are sara

U-drej n1ci.	 rije ot1rs
c4&lY (kess de REF In a fir aat axi
1m1 him a 1t an sara thite gloves.
'lie RT sal GAZLFIJ, arm In arm, --
tl11I!*at1y thrt	 tJ fjpq of nelds

lxw revert1y.)

&E-dI!1 Muic (N. 4)

:x1 of First Cuadro
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,
cUADR0 SDi
JartIt d'tn palaj.. Al. fcrs, r eitte
els arfres l'escala dt n estihu1

1 qn1 s'a	 las rasplañs
d'im festa. L1azterrs jait th
lea trar g; ata n grip th piait

tiqes u fmt ab tara al
Dlta1t.

ESJ(A III

Varicis giir	 d fra y
d'elis arb ckmlm vai airtlnt
thI. 'vestihi]. I thI fins
a]. roai.

Q ta arts, uns?

Yes clarc airto!
/

aMs S
A finer?

QCS Rflfl
0 a pilla i.r pilntn(a
qetaitnefa,
nt,	 ro s9iti w.
ifi.raice tehaiols!
ill lB11 nE	 rrtIt
]r ims fixt th l'alegria,
IELtE ha arrilBt in...
Lain 1i dit?

I

s s

thixeta.

cs
•	 l lit! a ste ra!
itsIn els

y els 'cpus' q..i'al frkpi
y e].s cbs w891 qiiUs
p'ejs ea1ten.

I
cs s

S1XD TAR1.RAIJ

1ha grthi of a lac. At tha h31±,
1Bt1 tie ttBes, saie sts Ii to a
'vestlbile in 'c.1i1th tie glitter of a rty
cai ha i. laitems laig fran
tie 1za±es; uthmith a grip of
exotic Plaits a fr*ritaln is airr.n1
tij stae tas.
SCFRE III

Sne toffs in evth	 r az otiers
In dnthDs1 aar in tie entrare haLl
adnEle	 1yck%ntO tie fLulLof
tie sta.

SXD TOFF
Ate yxi ging out too, nerrpls?

FIRST TOFF
Of oxir I'm g)ir!

SDW TOFF
lbside?

FIR 70FF
t irmnia.

It's all tie saie tonE
lecawe I ckn't ait to lr '.es.
Sëy nice, I ckn't thirk!
Jet *ai v re rUy enlr
curl at ar fadress hall, all
our fin has to ha sçoilei. 1e a...

et did they y ha arri?

SXID 70FF
A pet.

FIRST 70FF
• . .a fool! to mitter k,e i!

ha tie
tie stas th they ne1

a tie this sta
± they .

SD 70FF

TOTS
	 vumE

1. A thnim is a j'€ bia± cliek, often of silk, lLelly wxn with evi1r 	 .
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/

/	 /
cs s
Y irs pitx tot,
lea axes s'hi mi e3x)ltatice.

I
cs

I Fuig!
Nodi!

Qai c.1'a lea th els hi fa
tait fastidi axn a msalixes.
Sta qxi. a1niri elles?

l'afixbxat 83. jcxii.
/	 /

cs s
Al jdthies?

CHS PRTM

y al uxilitar c lxxe biis-

'th'l rtalc \PtT!Pl1, Les	 ,
el sfre!- y al tcxo, al tczero
o.tert cle xirf	 y 1ro112s!

Ièr aPartista?
Pf!

(eap)
lèr tm &ni tn artLa m es nes
c.i'ixi rire CTh1, ai re,
in sairx(a-truLtes tai b.tit
c'e csrta36 am in biba.

1	 I
Qx s
Dn5 ra, are neteix,
a]fl dintre- n'estava mLrait ira
qn es1tava el reta h1 fr
tot einmitli e]s üI]s.

(aib m)
XE fl	 E pILZB

el ta 1t.
I	 I

Gs s
J y 1tnx,
13 ns arataira cdatura
cp'13 vist, ID a1ta nit,
ixonnv1fs.

/
GS TII	 //

q.ii. es, qii es,
at pt serse?

F	 /

QS S

	

Ai lla d1s&	 th teim.

FIRS TOFF
let a gay.

SEIXIID TO??
kxl tI-e ist of it all Is tlat
sai l listath,g to t1n.

FIRST TO??
t ay!

fln't say
I thiric dE iai fliti den
as loa	 as t.
lb yxi krw iAo tley alnire?

rs are lucy at ithg.

SITh TOY?
At thiiines?

FIRST TO??
Aiso, ad tie nxilitary urn with big

[nta±-
di, tie crinsn trs, tie cos,
tie xe! - ad tie biiJflter, tie
hflJflter ae1 in s1als ad

Bit to tie artist?

(spits)
Rr a wiirn ax artist Is m inxe tim
a pxr ecril, a nixxIy,
ax citiniist, as	 y of gai-
as a rodt.

SE	 10FF
Sè.0 lock, riit i - r tlire,
tiere Ifflk1e - I ins luxidr at sne

]istael to tie p.et,
spefllnI, with tears In ier es.

FIRST 10FF
(axxnüilly)

e rttetI drr	 (1PR X
st te

S	 TOFF
Yarg ad hatifiu1,
tie nost i±mting eae
tint I've	 x, i jnt tcni,t,
but inaUuy1iJ.

'flT[Rfl TOY?

Wo is it, iD is it,

SD TO??
9e's diais31 as a q.i.
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GAZIEL

I
cs rRn
(c1xntse)
Ynereixth!

(1bts es de9xizeiJQ

CS TG
ckai thn a fi th D.i!

/
GS PRD

I	 I
cS s

GS
i Qn b!

/	 /
cs s
1Q1(rBUflS!

C	 T

/
GS IM

i	 per terjjir1a
ai..nll bnit!

/	 /
Gs S

Oirinne
m	 a ini..

GIID2

(1bts es ctIxei.
AbB1 1'a9n algxes iiixtrts
pxtakt safates ab	 y ra
th exil1. El. (X)CS HU(R n'ifi
tin ab	 on y lea 1B1ca al Ixosi.)

'ëiiu a p.nt aDifa.
Ia	 m'In at el wvt.
I Vh tin ei]Ja!

CMA ThA
(rLsdrtse)

L..

GD
Vim aI!
CMA S
(ithu)

i'm 1'c±eii!

FIRST TOFF
(g1Junir tnr)
11 E cnrtafrily crves to 1!

(B	 - nr)

THIRD TOFF
YeG1s!

FIRST TOFF

SW TOY?

FIRST TOiq'
Wnt a unith!

SW TOY?
Wnt	 !

THIRD TOYF
Wnt a hxly!

FIRST Ojqc
W.nt a pity n's wastei
mhlm!

S	 TOFF
}hts cii tleim -
e're rt at na ty!

FIRST TOY?
let's lock aft& xr1'.

(ke pits lnts cii.
Sim	 c de sta
crry1r Lvys with on ad a4rets
of 1xtt1i3. fl	 I Y	 an In

eath irni ad cirrIp t1n ãn to de
fiut of tie stagi.)
Ycxi're Et In tine.
'lie	 Ltim las startei to hxe iie.

on a htle!

FIRST WAIS
(resisting hin
ThfxgLene!

FIRST TOii

SND WMS
(ditto)
Wet cb ya say!...
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CERA FRDA
(al QXS SJXN, E is çess1)
\bl fe'l favor d'estar?

I
ccs s

&3Qrtclevi9ta...

CA ThA
h, y rEr 'xot'1sditsl]arthg?

I
cs s
Par '!

m PRDA
(olait ctBxke's this flE
q U bii el rar de lea apUea
uiti els altrea s'axxren de lea
açes c th l'altra citrera)

Q hi nira traUa!
/

QCS

CAMIIA PM1A
Qe's cr.i se al restairalt?

Fire el ar6it;
cL Xfl et dim?

I

cOS P
(a la SBXNA)
Ytu?

CA S
B1o!

I
PRfl

flxrs,et dim...et dlim...Rxieta.
c,VabeelIrm?

I	 I

c	 s

(tots ap1ax)
pintat.

G
'Bes las dxEs s'1irim
dedir1.

FIRST WAIS
(to t SBXN 1F th is pii1r lr)

i nni tdng )zself?

SY1iD 10FF
I'm thrt-sig-ite1.,.

FIRST WAIS
th, so I awse this na1s *i lit-

[ffrr1?

SED 10FF
flt's it!

FIRST WAflS
(	 axfld ire the L1S,
th are eying ler ta4et of bttlas.

1e, d others s a fran
the oder itreas)
QaJgtacLa!
]hing' will t 1xdai!

FIRST '10FF
I'll cay fcr it!

FIRST WAS
tb yxi thirk this is a restairmt?

FIRST 10FF
drt it a!

Wit's ywr zare.

FIRST WAIRSS
Qs!

FIRST 10FF
(totlfl1)
Mi )ul?

SX WArS
FriI aft yir1f!

10FFS
U seid!

FIRST '10FF
'fli )JU are cl11Al,..are c1lei..
lbgetta. Is t1t it?

SX!(D 10FF
(they all aila him)
e's rot t a çalnted re eit1r!

FIRST '10FF
AU de	 withi lBve to
S3 R.
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/	 /
cs s

Lèr cp. &?
tei plrES?

/
cs
rs c1sfiiUm.

CMA PRA
F ,y 125 cxçes?
cje fan?

CMA SA
Y les aqxili?

CA PDA
Q'e1 soreli&m	 i!

/
PRIM

QE s'esçeriL,
cp'eerait w Ia art!-
1èi.i els trastes y bx1n
un a a OXie ojita,
ix1tres "a l.a stra"
y "a Ia ix&ra"	 1ttes.

GAZIEL

S	 TOFF
Bit hi1y 1e?

they 1 thxrs?

FIRST '10FF
kd de çeta]B drp off.

FIRST WAIS
, a de -

%et eU th aloit tiBil?

S	 WAIS
Ml tie bct1es?

FIRST WAIS

FIRST '10FF
&1e'siait1rg,
bit cnly fr his fate!
tea the thxes,
ad let's drain r gl
with a "Fere's to yii!"
ad a "Fr's to ie!".

TO
	

EV
aBhi.
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lb. 5 (aXJPLETS)
(cat)
GOS PRER
(aib iiE erçolla de dapaje a li nn;
e.ls dees U fat rottlo ath lea
os zeras)

1
DLB1 qte l'h]le ye del. nthx,
xtr qe si!

iptser q'e r! ro m'hi eihlkx,
sq'mfaami! I

to que ,jo s, vinga d'cnt vir.
jvasiFose!	 ,

tiix d1re, tbi ne'Lg nnntigii,
y ala gasto ti.
Y aest nn el gui rxn tir
qua plegi el m
Pan!
(tes	 l'aofla)

TOTS
ro tasta vlure

el irr1çal es riure
y riure y rhire
yriute [yriu!:e];
q siar6 ja h din:
l'lntLlquemrin
roviu.

F

cS F
(cit n'a1.tra eio11a)

r. 5 (CXXJPLETS)
(ax
FIRST TOFF
(with a bottle of d xige in his Fail;
t}-e otFers ne1 r1y for tl-e toast
with full g1aas)

1
say t nnn Q]T fmn tFe nai,

neyte Fe did!
nayte Fe didn't! I ckn't Ixxx1r aixut it,

txwnuthI care!
W-nt I krx:x oiies fran ere it res,
I'm daired if I lcnw re!
I've gt nney, QxI nnintaire ne,
au I sçeul it sell!
W-oever in this wxkl ckesi' t Feve nxmy

i firdah with eveiythirg.

(uxDñcs the hiUa)

EV
Living is rot rxi,
it's nore in!xxtant to 1ai,
ail 1a ail 1
au1a [ax11a;]
just as lan:n said:
lie lnteile s.h kesi't lai€i
c1ei't lie.

FIRST TOFF
(takhg aoder luttla)

1. Fran Fere intil lie exl of tte 'verse lie sxds are rot writtai in the (E.
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2
flhn	 sac in rxx-solta,
rotrq4! /
rx)tser	 m! n si el nu volta

g4tiathni(!l
tsjxs de lurt, c q nT1aig ee tra,e
d	 estat tdst?
Il nes-aiUa q'n tirith de craire
si na1 1'l vlst?
Tht cpffit m si vlize y 1ire
m ye d'in pan.
iPan!
(tstapit)

rr3 m bista viure
elrrix14Bl9rl1ire
y dire y dire
yriure (y,riure];

lcmja1od1u:
l'iniciJ.	 m riu
mviu.

2
ltey say I'm re3ds,
nbeIai

ke I'm ixit, bit if tI wrld tune
it turre with JIB!
After cth, t IxofLt	 t1re 1ve
tn if I've 1.i sa:I?
c ri rt sir]d, lxw i I lelieve
mit ifI'vereveriit?
Nthli is lzqxrtat In life

living a1 drhidng.

IvIQxE
Uvingisnteu
it's ne 1rlxA1iL to 1a,
a 1a a 1a
a 1a [a ia;]

Et sa 310un said:
tte 11Tteile 'kI) C1)sal't ]ai
ckesi't live..
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(S'cfra la viddera thi. vestilu].;
açareix a]. IEIA th 1xat ath EllA
vestk de relm y taii 1aitaimt
l'ea1imta.)

(Parlat)

CMA DA
Se smt irugit.

CMA S
aigL

CMA	 A
hi santhni.

(im eis trastce
y cç8rela.)

EL Reta!

/	 I
an

Si, zero, mlm,
m ye so]. el mlix).

/

ithi. limp l'a:i'
ce 1xat ab ].a reim!

/
s

Th t'todeya?
/

cS PRflIER
bacpEhtie

tn Da e]s xfrp1!
'n valg pa hi Fm as

SLt

,
T

Tbcenios el es fra.

PRTh
(nt de rail a]. REE)
Xaith!

css
N't perdLs.

(1ie &s çertit±n of tie lu].]. q;
tie E(1Tars, aiin in attn with E,
sk is dre1 as a q., ad tkey
s]mily ooie th tie sta1ry.)

(Spoken)

FIRST WAS
I ca Ir a mi.

S WMThS
Siixe's axithg.

FIRST WMRSS
flere's a]xealy too naLy of w.

(liey oo]Jert r b&, ad

FIRST TOFF
lie met!
let's azdu!

SW TOFF
Yes, bit lod,
Fe's mt aicre, tie lixky a'-aii-so!

FIRST TF

&thtlecpmcnhLann!

SW TOFF
fl[th't I tell yxi?

FIRST TOFF
e di says tint e

fiols leve a G!
I'm gMrig Fsa tl	 thing

ffRD 10FF
let's t cut of tielr -.

FIRST 10FF
(1ecidr a	 at tie REr)
RO1!

SXW 10FF
fln't lo O.uLLul.

( disçersai çer diferazts alstats.	 (liey &sçerse to.
EL ETEfl y EUA ait itze QX&E	 ad EllA	 be	 the
see xe']s rfl al xesi	 ius, bit ckn't s tIn, ad atri'c

tht1acxm.)	 at tie fiwt of tie sta In tie m?r11
of a czmrsatIrn.)

* * *
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FSC1A IV

EL RITA y ELLA mira-itse au, xussio

RITA
c Qi(rn nBJcC felicitat pt
c'arse c la d'eariure
t aiDliuB trof?

IrA
hjr f&1frtat en sethia
are seterles
? pctza plain ro ta fet n

E tL	 jxres 3JS

Is abliin es1a li dletav
ala taisuljs.

EllA
Reta, respn:
P'es RLa?

POETA
Y tu, am, rxn:
ccets tu?

t chø a cpu estines...
çotser. . 4erqi, t'estina.

I ix,
a ci d'cxeila,
gmthtirth-
ni l'ale d'aire qe s'exIrfa
tes BraJia9-;
dl:

m as rt cite fa niitt tes
cite m'asçera?

EllA
?'blt tauçs, di, sI, nolt taie!
tote Ia v1!
rtser avats ri,arL..
b't reaxthlV d'cnt
ni c cm, n tea mLras,
l'astreta th ta un,

fire a Ja i teva
tot aija, h
y axava.
tur1a'm, nr1a'm a!
s cp la siti, asta i

q tot nui ser reviva.

SCINE IV

'lie REF a-il ELLA loddng çessiixetely
ateathoder.]

SHE
Wt grast 1±ess ths affatel i
to na1 )i write ath aiiline

It seaie tint a grast ieç.plress las
inl nnl to Irepire delL

ammflae t1
etd in Inferior

tie 9±linE wetLy th nr i e
dictatal to it.

SHE
Ret, ar ne:

nt is roetry?

POET
mii	 a	 un:

are

SHE

A w:na hin 311 love...

re. .	 e lovas

ir
ek In Lçers, s quietly,

Innrear,
a) ro a will ie3r athlr-
reitier tie ixeath of air th1th

iet	 r wxds;
sçeak:
i&i't it trte tint 3N11 lBVe 1i

aitlng frr unfix a hog tinn?

SHE

Brakog tine, ths, a1x tine!
Aitfetine!
ed evmlefcrenybirth!...
I rnusuter yxi, I àxi't krrx fmn ckere
cr fran m, hit	 stares,
tie grip of ir irnI,
e	 r	 ,
I	 to kriw all tl 	 th1i...
a	 fix den.

ktonn,	 ctonnri!
let ne 1r nir voice, tint wzlre
thith cxxipl.etely revi tie.
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I! r d1rth	 t oltes,
tates ltes cn estrelles
t&l eel, ozn gra l'aD5:
y t'an!, jo t'an!, jo t'an1...
Rlg d'esçera, n dies
th fthe I rifts d'imaii,I nm
rat em tot tai,
on tees & nes 1ii,
nes	 y athfrfri
ythsIts.

1L mLl ltes ].'hra aie]Ja
q.ie et vegi rer inner xp-1

nolt nat ab e]s ulis thi nui
as cp'ab els ce l'ailnn!
rs ap.ell. dia t ie ahst,
na vkh, am alxa el fr&i±;
am aiz Ia term el xniErat,
e firs d'ella ro mtreei sa].vacio;

cIaI1dIanesb1ai
fle SBthla el eel, ni ttae las hxes,
nes atrthle el viute.

laterra
cl.E levies trepitt!...
Y tu j
divlxwmt 1enn,
amirlait y

LLzt qe fLotaves ei iii ru
d tanr, d'alxai6, d'ithIatria!

RtLA

gx Iat!

E Ia stL, ata nPiLxlia
flay

POET
Yes! I cait to tell u a h.nirei tines,
as n tines as dare are stars
In tie thy, graire In tie saxi:
I love ii!, I love xi!, I love 3w!.,.

azy with he, In ny feverith thys asl
slaspless n1ts ny thits
'	 ys lThe xs,
ny lfllEIcxe too sere ii1ayiirs,
ny yesrrth,g, ny a±itlae

my ±sires.
B1l a thimil tines Is dat mr
in AT[th I sai ou fir tie first tine-
nuth less with tie eyes of ny lxily
di with thee of my 93i1!
Fan dat thy I Inve ixthiçeI yai
with ny life, lil a fantic;
as tie th1	 wxp tie asrth,
kIIMlr dat withxit It, dare Is m

[sslvatlm
fran dat thy the y	 mrs Nie,
tie hits
life it.1f sl te _______
SD flliI5T eilng3 I lave kfrI tie eirth

haI!...
kd yxi - ly,
divirely brnt-ffiu1,

nf1irig a.il se,
iiae dat i fleet
am a clami of løe, of airatim,

[of h1ahy!

let me iesr tint eteanl nelthy.

POET
, çp.e t'Ie estinet,	 , I lave ].ovl )Ui ,

lththnavls!	 ]ifeofnylife!
Q.i'he aifert ir to,	 I lay aifferei fir ui a,
c	 cp.e't 'L!	 fran tie tine I sa yai,
flEa tot e]. ait	 yet ei 'e aifferlr,
th lxxi grat l din), 	 I will gllly gLe,
ce lxxi grat th ckn,	 I wi-U glMly give

qie t'l-o pr dL.	 tint I siesk to yw.
ke q.i'anxosa ma firkh	 ltw tint love las c]si my wini
l eli ja res i csitjo,	 I cire rothIr ie;
]a pr ba mrL	 iu I inpIiy die.

1. This Is clearly a rdng of tie fo]kwlng Eras Ith oamr in tie a i,glral
1.ies:hn of Oririel (!?ktres, 1891, 40) atl ala oamr later in Th. 4):

tk mU w*ltes l'hxa aqiella	 L1 a thxaatI tines is tint Inn
qie' t 'vegl. rer a inner... 	 inthidi I first sayx1...
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RLTA
J t'Ie saiiiat thr de xmbe't,

Ie sitit tm btre pxp ±1 nu,
pI i1MJt tan]Us& sr

gum era yet jreva
a soi	 n se	 a tj.
PbgungY1e1creya
qiineiaxandeya
q seria tern am sedes ni!

(ta dbtre ard1 vat les
cxth].aia d'in vals hpttrs.
HIA' a c'eixa care c'ennt del. lmth,
ci REDt se U aoth aL pai.)

SHE
I e driec1 of yci.i befize I law you,
I bece it or hirt lt ag1nt mire,
I IBue 1rMc81 yr raie withxit laxwing
Deax1beveçtaye1tOyY1

as ae prays to 0x1.
1th atth yy I teliecei

nibeart toidne
det I wxi]ñ be 3uirs as you wxild be

mire!]

(Fthn frsife tle vase stiatre of a
it1nB S1tZ c be 1ñ.

SE	 cbii cn a hnth,
iile tIE REC lais at ber f.)
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?i:). 6 (Trio)

(Nelopea)
(ath	 xzt)

da	 tar
uø cap aize ta et]Ja,
atre]Jr les ne ab tea n,
y ai e.l fodi cia t u]Js
ciaix atr
rerar tm ale,
smtlnt el tel ax betre,
prlarte a cal d'crella sa	 r1ar,

tarte an t'estlnn
y t'l estinaia;
37 1r els tas uUs
y cicxre'L a besales,
y estr't ei n lxaa9zs 1ji'nt,
avuy, d,	 fir,

2A
(Cantat)
tta'l, airc nai,
tm aize us esçatfla,

!b. 6 (Trio)

(Spoken over the music)
(with fee11r)
I wiikl like to rest

a1 m x niif,
1a oir lmls In nth,
an l amnth
In de fire of uir	 ;
resde r t

)UZ t teath
sUatly thL9er In nr ,
tell w det I love w
an dat I've aicays ]riei ycxi;
an Ur e
an ck dan with 1dsas,
apyilnmyciaiirkx anre
tcxlay, tu'fzr-uW, wldit au, with.t

[d!

1E
(m&
tl it, ny
lena VLr	 V In1]Liar,

1. M

	

y aitxe11it ].es	 ab tea na
tan l'hlim d'anx se r,uh.

Qnftrgti's itre aI
nt metres ors tre;

pir1n a cai d'cxella sa er1ar,
fan a in a1 foc ries bsafes.
Y b3Izrs cia in'
en 1zs i'm cia i'altre,
y visn
ax adre ox

	

aii, this, sa f,	 e mxhiça.

	_______	 axi live In eterral iihi,

ir1mia inmfze,
sing de Iin of ] withit wxia.
I or fresda mingle

]±ig or bets 1t;
siJEItly cthLer in xr ear,
let or lds9es nelt in a sirle f1.
Au	 ag1n,
in auth ode ania,

beart _
today, toirizrw au wLdat aul, withit

d!]
Fran this point In Th. 6 i.ntii tie eu, (kaabs c.irp1etely das da drIIMtiC
etrmrture of S	 4,	 i inlxtxix± a r	 rt fcr (1 iers3ff ()an±'s
reizidng, hver, is cJly thrival fran ?res tect, as cal be	 1r anerIrg
tie thltM text ae with t foli. In aIllttcn, (kan1 t
fran tie	 poetic duii an btdth ?xea tssel (1e1. Ii,ever, to awild
cxnftEiai with tie traets th1± Inikate ices thIth slx tcder, m
lmts ere iI fr)fl tare an.
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'a',	 !
'as,	 t!
ih, air!
i'i es na ax!

'ch, ar!
Gi, nm trr!

1th, anx!
'i es m ox!
S3p hc, se.Elx sr1ai!
cE]ast[ taeita1dL9a,

rA
Qtes?ea-itarnrncap
scfre ta fla!

RIZA
lècata'l a nal,
tmp aize i	 t]Ja!

i Q, reim 1 øal airr,
- abd,
ox sdxe ax.
Mxis ax scire ox,,

n r	 n!

RILA
I Q, 'u ixa estizrat,

n abd,
ax pdre ax.
AixEs ox sdre ox,,
- p ze n!
T1 qicyi las tees

or
th, ]!
th, n	 ire!
th,love!
Ya'are1rt!

SUE
ch, 1!
h, n& trire!
ch, l!
YQI &e n1t!
Qnn, aitin	 dr!
let ne lear r &et

Wet I sal1 is to ].i ny 1-1
inii±r!

SUE
ti j n love,
l	 IEaI a n thr!

ch,	 ofnic,
let e live tctker,

rt xn leart.
flie 'U li'e euii&e

rt xn leart!

SHE
ch, ny est1 pet,
let li'e tcgtler,

rt	 rt.
'Ilie '&ll li euu&e
1rt m
let ne grip oir hds.

qia tai ox	 I.etnyleart
ax rL	 tX In )U.

RILA	 SHE
rr1a, pr1a,	 - lane
E la s&iti aEsta i,	 r yr

tc, -' 1x!
	

In i1ers, s quietly!

GAZT	 AZTRL

ch, b 1, , , !
	

Q,	 quietly, y , y ,	 !
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EUA
eita l'hza ei qie vaig

'eira't çer ap irInr!

EPOETA

1 

th,anx!

IRUA
un la ]J arthita

I
Lavui, ia, sa f(, sae nuaa.

1 tqnrnar
rxi soire tai ar,

ElLA
I	 nr
Lsi sire tai ax.

CAZTFL
' mix, ja, yi, ,!

ElLA
;ita Phxa ai qt.n vaig

ira't çer ap rriner!

ar!

ElLA
I Ftin tin la Lain arthta
I thirtraxs;

aui, m, s f, se nua.

I s,
sdre ax!

rrA
itan l'hliire d'aitr!

&iten l'airr!

SHE
aii hxr In i1th I yai
fcr tin first tine!

POET
h, love!

SHE
let alt inart nelt
in xn acht flaie;
taiay, tanxr a1 WLthYit ii, WLthXit

[dn'

let my irt reçce
nuirIeart.

SHE
let my inart
at y,ir h2art.

POET
in thii.ers, so quietly!

GAZTL
so qzLetly, , yes, yes!

SHE
flII hir In 'cbith I s y.0
fir tin first tine!

POET
cli, l!

SHE
let ar Fearts nelt
In a arthit flain;
today, tL)ICL	 axi withiit €ni, wLdit

[d!
let live 1otinr,

rt	 1rt!

POET
Sire tin hin of love!

SHE
Sh of love!
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GAZIEL

Rzn en iii sal fcc,
es '.

RIJA
en tn aol fcc,

metr

Y1seins ciu.ien1ios
l'tn th]. a1tr.
h, r]a,	 1a!

tata'l ai nai,
tcn p sthe nn esçatJJa.

Rzn en iii sal fcc,
nJett

h,anr!

Rxn en tzi aol fcc,
b.

a, aiir!

CA7TRT.

1,W1etc

St&B
p	 nixir.
cii, r &iix:e jo t'an,
car &1I4z y t'an.

ë r nes 1ty am
p.E 1en rtrfr.

'1, r saqz jo t'an,

car &i 4xe jo t'an.
y1i th ____

let our 1d.	 ue.lt
in a single flaie.

SHE
let ax ld.s9es nelt
In a single fb.

kxl let lB kiss aln
In eath odts .
th, sc, sgk!
t1t1rTixYJe,
leen ox ea1 Q thui±r.

rA
let ax kisses nelt
In a single flinp.
ai,le!

SHE
let ax kisses nelt
In a sing1e fI.

Y, , ) S ), yes! etc

Ni I ceslre mdth,g inxe
a i die	 __
ch, I'll ice yxi	 iuxe,
I'll love vu enx.

SHE
NN I c'eslxe mthlng nixe

die . __
ch, I'll. 1 yo.i eunxe,
I'll ].ove yxi ezuii.
('fl eiixa an kiss çessirately)

del Cuadro Segcn	 x1 of Secoxl Tableau



éQntxxt?
c ait san?

CAZTFL
A	 teva.
Dine th xx clarepL el mi da
y avaits c'e	 L?1f1L vr

th nm dxa.
(s')
Yte, axtasta:
Dhrie el tal ar,__
g a]n ht

IvrA
as	 tit e]d3,t
ybes tht ]	 be;

hXa(Ethi)t
tot am1fnct th bath
r8r]n wn hi
2. dinmi m rxit r res er res.
(AlJartli el 1132)
Api't 1xesIto la ia snth

r tinta;
Ixta'm l'estilet y is vitela.

GM TEl.
(ax),
1r c aiaD?

rA
èr finnr•

GA7JEl
(45	 )
Fininr?...

IçErA
S, e1pte.
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ADRO T

Ia nntali exca thi P'dner Qi1ro.

G1ik V

Eitra- GAZLEL y ei. RErA.
Mx(s cpi çt la prta
thsareixm esailtures y
oxtimtgs	 t an al rimi.

B eittar el RITA, eLs cdats li
tr rthnt 1s xa
y c1çeli21 taxié.

rH I im TARIPAIT

te saie à3Yr as tbe first 11 i.

SCFEV

Rter GZEEL a de REt.
As soaas tleyteve axie t1iti de
the do tbe sail	 a artair
dlsear au t1 a baxnes as in

q1ç:ii l•]
Wm tbe REt aiters tte n1ii gilddy

his at a glm
a also dLsr.

Wáerstel)
W-ere ere tbe ckxxs?
W-ere e ie?

CAZT
In nr Imse.
fte 1W thy wlfl m thrtly
sai tefire g air exite ys
Ittoaijymywxk.
(Sits thai)

U 1W, a ne:
es i l sa	 tJress

within y'3r lrt?

Yam are ttI1y spladid
an te na'e t1rs nuth better;
bit u's de tine to ive
aU ampHjirnLs
let's sçeak 111 p:atical. nai.
'lie thvi]. i't cb saethlr fir mthing.
(3retdr t his ann)
Ire I rresait yxi with ny bleai
x iiic;

give ne de stiletto au tie eUun.

CAZIRI.
(alrçd$ei)
Bit -t's this all alxi.t?

'1bsi.

CAZTRI.
(en nze arL)
'lb sigi?...

Yes, de t.



(hiifet)
Neata.

(umy)_
I &n't ifl1L3ti1Li.

-404-	 GAZIEL

CAZTPL
,Qx(nte?

rA
c,Hn Ls rfar?
Si 1	 his.

bi quji o1v1cb	 lea
llexe this qu'hs afavorit?

ccB tuqu'loqu'ath
th tea uirc, qii lea aa,

saththsesv
fixnR In rte?

r'm. . an	 e.

On iit1,].t sathli.
N)t t so c.tLx?

is ncr'iin.

CAZTEL
(lafInt €1 ritre)
II1Dt t'Ie aegit,
rErm'mcL'eya
qi This ea tal gtai.
}er 1x qu'sx1to vim a4ta
albntth]2srnUesE
n arraBt tctlnn p 1merv1bl.

(bxn e '1fir el riure)
Ta tevau I dit!
Qrth ta	 q ni d'ella
sts tea, nL ea	 teva
ni 1'est1iii JO	 tait.
N); IslE pxt
] nr'dxa a mi temE y alA)
és Ia1TaO]ia.
Ja estidi rEgit.

c1', &n, lntil
ci'et sar1s ni q. firmis.
Mn dis 1'iufu
l'In b%.g1R1d

a is t,
a1ai, ]alliin...
y alD a iznxa
ui DS -.

GAZIEL
th ?

Pogr
lb yxi 'cit to test ne?
I wiU ant1aE xeat1y.
Lb yi.xi thliic tiet I've fcrgttai
tIxe ].ex1s 'il.th ui like so mxii?
lb xi thirk I ckn't krw tiet In jutNit
for or fas,	 r ats dEn,
sigs a rat with tie blLxxl of t]EIr

GAZIEL
(sarstic.Uy)
ii ni. • .ai I.O.U.

An I mt iiite:1 to yai?

GAZIEL
ct 1añrg)

I tIut yxi re irnxat,
bit I didn't bei.ieve
det i ie
Fran dEt thIth I lr, yr.xi still
live ma tine offa1rystrri,
thidi bive dim1 with evue ei

lea Ealess.
(lie iang ain)
Yml	 to1	 r ci	 !
O	 r , thui lww
nDthIr of. It's mt yoirs
i th I deti&i it fiet nuii.
N); I lEve carnal ny wit
to a axsfiul xxrixslrn, axi this
Is tie cnly rrd thith I	 I.
NN I'm satLsfiei.
ltw ui sea t1, rELtier bi idfrg
r sing &e a i.

lEve ni IU
to earth,
toiifa, Iiit...
a thE,
at ]esst it giws m ltthles.
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GAZIEL
VhD esp]icD.

Parlar4 ath claretat
erqte m'taigiIs.
(S'ab)

No. 7 (Duo)
(tat)

1

N) sts aa els s
this pframts th rra?
ee m t'a±,axthi

els h	 th]ixats?
c	 t'tkXM±31

t axe tcn [ar}l
les %erthjats axa

hihajxxgat eliimn?
[N) t'akxM±al &raral
[les ves oms.]
Dn±i ha, tot .s ffmti±,
tal 9012 has [amlat]2.

d.Y ai.E.1Ja mikitu q'.e
m'ha e9Dltat r1i±?

GAZTRL

tkh!

IErA
!Y afla abraiio q
m'ha fet I..i vi?

AZT
tht1fa!

eis si estith çt!1

GAZIEL
PU explain.
I will sçeak clearly
90 that	 n inrsta1 n.
(estadsip)

No. 7 (Duo)
(ang)

nnt t i Iear tha edres
of claçpfng Imis?
aly tha ceafiing 1a
mEt 1f	 xi?
Dnt t dey ir1 3x1 stxp,
Jng havy a ywr hart

thee glittering cr
thith tl-e wxld 1 pit ti-ere?
[tn't dey n1 y..i stocp,]
[th glitterir c.]
ll, eU, everything is a lie,

au yw have dLie1 it all.

ir
Bit snt ahit that nu1tib
that hiard ne yield to har?

GAZTRT.

It es a lie!

or
kd t±t abraticn SbIth
has n tie f1 liJe a living Gxl?

GAZIEL
A lie!
Nw yw that I'm satisfi1!

l.M: frmt
	 fcrdeai

2. M: delirit.	 1BThlIiiBtei



/Qiiplerta es ne mL1D;
- se
iHsfptcnnta.
Bare jxeta!

\rUxet!
freiie!!

tan servit el fèst(,
y athrrab&t!

misqfr' is op1ete;
I cai th1a n leave,

sflii with n sfi.
Ibcxpet!
Bxr ler!
ixnm!!

i l	 eqI tie fst,
ad it intcDd.cates u!
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2
c' b smts	 a eL sx
d'ixa	 ta d'r,
d'u cerroteig dciids.crfm
cpie t'1 a1rLt e.l ax?

m t'x
l'p.irrer d'infern
d'u ulls eladxcxcs
jiraite ior etem?
u± be, t es nit1da,

nHt± y sois nuitida,
tal sols I c1Jimt.

!IA
a	 axrt d'anx,
ce mfra qdsida?

GI

cYEUretOcfrth
cp m'le tcmit Is vkh?

CAZT

siesththt!

h te']s be fet xe oiiplts,
ala ta sads,

l'I aitLecrista, la feikitat,
his pest alE Uar1s

ai la aa &iita;
&e his	 itlrte n
ke i c iFrLrn

aeglatlxa,
&e	 as,
yla set d'anr
yIasetcgi(rI
nay, ta
nay l'ajras.

2
tZn't yxi bear tiE ethe9
of a gslAri sviee,
of a st dttering
thidi his amiiai yxir 1rt?
Di't tiE inferm.l sçerk]ing
of the splaxlld ey
tint e le etl
still bxn

ll, w?1l, ecerythng Is a lie,
a lie ad aiiy a lie,
ati ycu've drisi it all.

Ml tint	 rt of Ie,
of eqrLaLte m.1c?

GAZIEL
It as a lie!

Ml tint fieLy kiss
txfri 1- returrel life to ne?

cAZIR
Alle!

wxj see tint I'msetisfii!

NN xi hw I lBce fuiffliM
r dream,

z yi in tath bnss,
ie pit r ]içs

m tie lnly ap;
lmefirth )O1 will be xnxe thirsty.
Ifirth vu wlfl in to aif ne

[thiily still.
ikxefixth yi will crae,
lfixth xi will y
au the thIrst fix 1
ad tie thirst f glczy
wifl T be extli4ni
es]asyili.

1.	 wztl &e mt ittai in tie C, hit are iTTpl 1r tie tt in tIE nncd.



rL
Are cp' aevistce
asrts els	 sair,
que'm fa sofrir,

aivtyg1ath1
a set,

set d'aior y glcrli,
s1R v1s3a 0 nrtt
-

[set d'anr]
smgra1ifrLt!

POET
Nzq tlBt I ve 1a1 ny
drean flulfihipri,
knt &,a it natter
to crace a.1 to ym?

xei thst,
fi thirsts of ] azi glity,
QItirIE life cr th,
nn1 ne aLu€!
[thirst f ie]
n tie ndty ad stttr!

-407-	 GAZIEL

(c4zriJ1 careix tIB	 (zn c1Lrs rxxi tine f1xqila
fIatura rer Ia caiaiya.)	 in a birst of flaie.)

* * *
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vi

Ia Bun thi dI.a miit
jer la ffrEstta. EL REA a1.

aianpe1fLwLy
eesires d'ui pa.a mmuira:

irA
sjit tot davari...

y9DL3cesvarL?...
(G:x1Bx a c1atr)
Is C]BrOr thi rru dia
tcxm a la realitat
totes lea aeea.
ith]Jizn, 1ftasi!

B
c?estrLe.Mis th l'atlxa
q.'s cI?Stda,
q. hi fa?
(if el nmr1t àb efi.sio)
L'dxa es aiL..
y s la nEc'dra,
na esçeza, nn f{11A!

hit, c*i film nEva!,
eata lea alea,
i t'leth.t iavkh!
Q.xL at si'm fins viize

tal w	 ta an v1sca
als ig1!

(L'qriireix cziitxB'1 cix.
Se setai a fixa al it
lea rll this (XMBS
q.	 tat mLtj 1xrratca.)

SCE VI

'flB1Jt of t1rB day
res t1t	 e wixth. e T

isakx. Is1m1cnhL
1x1, au after a thxt ra.e

[niinrt1r:

hs nv th]irhin anthlBi...
au s it cnly dalirfttn?...
(It tegir to gt ]it)

litafderthy
tm all d ddr
to reality.
ch ]Jt, nay i antliie!
flvl ing visim,
ii &e ctti with t1
Et	 .

Wet &ies it nBtter?
(early seizing tte nm.r14t)
'Jl	 ic is Ite...
au it'swXk,
nrh, ndaiter!
Hill, thnkiter!
Yi are treath,
I hwe gL'i )U1 life!
WD kms, çezte u will na1a ne
live as cmturles!

(i S7	 it ag3lret his 1t.
Frrxn ciitsife in t1 rtal de 1ater of
tie 'JLIS cu te leard, ea tiey eaa
MDIk, singh)
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Th. 8
(catat)
x*usos
Ièro ro tasta,vlute,
el rirx1ç1 es riure
y riure y rhire
yruure [yruure!]

12115 jah diii,

[...]2
leading to OrcIstra1 Lbstlixle

Fde Caziel

GAZIEL

Th. 8
(are)

E TOFFS
Bit living is rot azxi,
it's nixe inprtait to 1ai
a1ai11a
a11a [ad1ai.J
M SDl21rn says,

[...]

1xI of Caziel

1. M:
l'1ntL1. qe ro riu ro viii.

2. N:

h, stLa 1iinn, rlu!
dnbcthxa!
riu ei c1spit.

ruute m es gr!
fli tat c?e riu9 l'Prtista crea...

y plora, çet ga plorar.
(Ra el uaiscript n 1s aiant)

tl fool wh ±a31't 1au di't
[li'e.

a tstly hm3rl, 1a!
Ia m )1 will!
1A-oit of spite,
as if 1arir iai't aiiàb1e!
As lcng as yxi lai de artist

[creates...
au criss, te 1 eis crying.
(Gives tI nui1cript a big kL)
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Liliana (1911)

Poema Lirico en Tres Quadros (Lyric poem in Three Tableaux).'

Manuscripts and Sources

Text: Adapted by Granados from Liliana, Episodi L:(rich-Dramtich by

Apeles Mestres, written during Nay 1911.

NSS: S-Bit, MS 1587. Bound In beige cloth-board.

a) 13 pp. Written In black Ink (now faded) on a wide variety of

different types of paper which Include the back of greetings cards,

bills etc. P. 1 contains some pencil sketches of set designs; p. 2

contains a brief outline of the story; p. 13 includes some figures

which relate to the costs of the production Including the director's

and the copyist's fee [see Plate 31]. The MS Is dated in two places:

on p. 2 '27 Maig 1911', and on p. 3 '28 Maig 1911.'

b) 2Opp. A neat copy of MS (a). Written in black ink on white

chequered paper. Some pages contain crossed-out sketches for other

works (some dating from 1906) on the reverse. The MS is dated in two

places: on p.7 '29 Maig 1911', and on p.30 '30 Maig 1911'. This MS

accords with the first edition.

Pubd: Liliana, Episodl L1'rich-Drantich 'irispirat en el poema del

mateix [same] nom, (Barcelona, Imp. Anonima, 1911), l5pp. Mestres

derived his drama from an earlier poem he had written in 1906,

entitled Liliana, poema Ilustrat per el mateix autor, (Barcelona,

Vilanova y Geltru, 1907), 279pp (with Spanish trans. by J. M.

Arteaga-Perelra), 2 (Barcelona, 1948), 3 (Barcelona, 1989).

1. On the first page of the OS the work Is referred to as 'Poema';

the title 'Poema 11rico' is given In the progranine for the first

performance. Tableau is the most suitable equivalent to 'Quadro',

which literally means picture, and was first used by Collet (1926).
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)kislc: Composed by Granados during Nay to July 1911.

MSS: 1) F-Psal, OS 193pp (52.5c35.3 cm), 28-stave paper, ruled in

blue/grey. Autograph in Granados's hand In black ink, pencil, and

purple crayon, with numerous alterations and empty pages between

sections. P. 1 bears the title 'Liliana/Poeina', and is signed by

Nestres and Granados. The NS Is undated. The OS contains several

cuts and amendments as well as musical directions which suggest it

was used for the first performance. Words are missing from the vocal

parts in various places.

2) S-Bcdm:

a) VS (nos 2, 3, 6 only). In copyist's hand. These correspond to

the altered version of the OS.

b) Set of 53 orchestral parts in a copyist's hand which correspond

to the OS.

c) Set of 28 vocal parts In a copyist's hand.

Unpubd

Instrintat1on: plc, 2 fi, 2 ob, en,g hn, 3 cl In A, bcl, 2 bn, 4

hn in F, 4 tpt in B flat, 2 cut In A, 3 trbn, tuba, timp, perc, hp,

s tr.

Liliana is divided into three cuadros [tableaux] which consist of

spoken dialogue interspersed with six musical numbers.

1. The OS includes a stave labelled for contrabassoon, but this part

has not been added. Granados continually changes the bass clarinet

stave to clarinet 3 (the two parts never occur at the same time),

suggesting that the bass clarinet player could double as clarinet 3

when needed. Trumpets only occur in Nos 3 and 6, in which comets
are absent. Granados lists the comets by their French name,

'pistons'.
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First Performance: Sunday 9 July 1911, Palaclo Municipal de Bellas

Artes, Barcelona, conducted by Jauine Pahissa) The performance was

organised by the Ayuntamiento (City Council) as part of the

festivities which accompanied the 6th International Exposition of

Art [see Plates 27_30].2

Cast (in order of appearance; * denotes spoken part):

LILIANA, a nymph who lives in	 /
the Fairy Pool	 Srta Liuro (S)

FLOK, 'el prudent ? )	 Sr Liuis Puiggar1' (T)

MIK, 'l'intrepit' forest-dwelling gnomes Sr Caries Capdevila (T)

PIJK, 'el delicat) 	 Sr Josep Santpere (T)

*FLOR_DE_LLI [Fleur-De-Lys], the king
of the Syipha	 Sr Artur Balot

Silfos y Silfes [Sylphs 1, Granotes [Frogs], as well as numerous

dancers dressed as insects [see Plate 29].

Stage decorations: Srs Moragas and Alarma, with Sr Vilomara

Costume design: Apeles Nestres

Choreography: Donya P. Pamies

1. Liliana was featured in the second half of the concert. The first

half, which began at 10 pm, featured a concert of symphonic works,

also conducted by Pahissa (see Chapter 4).

2. After Granados's death Liliana was adapted as an orchestral

suite. Two items 'Lillana and the gnomes' [No. 2] and 'the Frogs

Chorus' [No. 3] were peformed on 6 Nay 1921 by the Pau Casals

Orchestra, at the Palau de la N(sica in Barcelona.

3. Notes on the MS of the text, which relate to the production

costs, suggest that six Sylphs were used in the actual performance.

As the Chorus of Sylphs and the Chorus of Frogs both require the

same voices, it is possible that the both choruses used the same

singers.
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Liliana,Poema LIrico en Thea Quadros

ADRO PRTh

th txrs cia la 1va a el Qxth1
cia lee a1es. (kae adies a
çrizier tecie, rer adie els ajnls
e. i e]. gxth va a çertlres a]. fris
itr rcxi alter. El. foth th].

so]. ixtait il.hinlre l'escaB.
liliae, 9irtlnt de l'i,
s'avaa a i1itiqr el ro.i dia.

11{A I

lb. 1

p1iy1I c1k!1141a1

(Cantat)

T.TTJANA

1
Si1it, di S1, cs besa
el dmth1esmntaee!

i1iit•:, di al, [cp'alegres]Z
lee res nlas!
Q, S1, r lee füfles

a lee 1rais,
rer qLIL']s axel]s tefiJa,

lee fkrs Jsta;
i ailla de Ia salva, n enUa,
di 31, din, [din] ci.E hi ha,
[djn] qihiseilJ!...

F	 TABLFAU

ki cçi1ng In tie fcrest ir tie
ir1 pq ' Ebol. tn tie 1ar -	 In

tie fregrnx1 tie Ittol ' be	 i.
It disçears Into tie distaxe
tet	 1d ijds. 'lie se Is
ii.lunlrntel ty mys of tie rising an.
1iJiai, rising ip fran tie ter,
ns fitd to eet tie r thy.

scIE I

No. 1

kthacal 1hi [l:ling Into]

(sung)

LTTJANA
1

cket1ng, o an, tlt kL
tie nnintair& amlts!

o 3.n, [that gl1-1e]
tie Nac thUc&
o, an, fcr thin tie leeves
m tie hm±es gr,
fir knn tie birde twitter,
fir chin tie fIrs burst ftLUI
far bexd tie fixeet, far tex,
o &n, teu ne, [tell nel, nt there Is,
[teilne] et tisre Isbem1!...

1. In Cata1ai a 'grth' is a iiñiAiy ofthot of a river 1arg strein rader tim a
salf-antalrBi pDol. A ne Ir82ise tralatIcn rzikI be

2. M:
iaUes	 Ith ahs with ls
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2
th SD]., tera eterrs
ci'e1 f1niømt aclaras,

1tczDcaqfil.]u1thB
l'eterriitat c r;
bi qu'eis sets es1r1rs

E Ia hbza aig,
bi LE this nxr q.E't 'voltai

xa lxrr3a y altra;
b1cJE	 [cly terra]1 yrr a-ills;
c1i SD1, d1	 [din]	 hi ha,
a aIJa!, [n a-ills]
(dign, digin E hi ha]
[nhihans enhJ!1

(s'a	 a]. u d'm arlre.
tè thLA21 altL 3
açarei1 FUX, MIX, y IU<.)

2
o &n, etenn]. ]J,t
th ta the fint,

e bxth th lThudmtes
tle pasing of eternity;
yxi th seardi fcr tl seciets
hiá 1 1ibire,

th s tha otker sife of tha 1d
th	 a b

s [y a rth] a em1;
o an, tell ne, [tell ne], s'.tt t1re is,
1! ftexd]
[tell flE, tell ne &t tl Is]
[tell iie t thare Is hanI!

(Se sits & at tIE fiot of tIE	 .
FU MIX a KR r frtm dth
se tr

* * *

1. N:
term y ce1	 artha
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KSGA II

(Parlat)

FL
JD't 41lrh LLliae!
El. &il. q.'s ileva
m tañenn wn tu;
la t(ui est

pmteseat]Jis
es tn hil trihit.
I.sallunval1a]Jxin

tmixa
rrL te'l fo±/e_tc8 ufls;
sai rest es pfre;
ta p11	 ferelx el i oiiL
Açtadehngrat,

iJ1
e.]. res9it q.e 't lith:
es el,pes bell tresr
qie te la tPrra, sx1 czJklLtjlt
n pr.
(1Iza el nBteU qie'i coix(a
y li rzta m açerta gr]a
cfkts)
& lea Ikrs; a be9s,

s rrai2s, s a,
perfIiTB;

ab ella 1axtixea b,
/

1ansdignceto.

T.TTJANA.
(1Lt Ia r]a)

th
ass flits ne
lea n b11 ps &1 nm.
te totmi1u!
Q.e'n sari d'1en'!
y cp'aranJees 3c1!

MIK
(ab arroia)
Ates flcrs, T11 fe,
sEn	 trLgtes,
b1niiesthtu,
al.Et trihit,

rk ga ofarirts,
es tn rxfre trihit.
i lea rllPR
els t8 llavIs
nl']s b1ats ais ta ulls;
Ia blaxnr th lea blatpes
uerrIcs s'ainzm1x d'aixi,g.

lxn gret,
aklim lflia,

SCF2E II

(Spoken)

FL
&tlrs to i, UJia!

ngsn
lsrDt aslitifiulasyai

15ilidxdc
thlth pits a tr uii±rs
is a hiit1.e tribte.
Ir ]iit is rx,t eel to tie ]iit
of y gze, a e does mt him
with t fire of ywr eyea;
ler resait is uwxt1r;
yir bity wm'ø ae's grh.
Axt with gxxl	 ,

t TJJiaB,
tie Iz1t thIth I give to yii:
it is tie nt lycviHfljl tz:ite
det de earth	 s, ter nest pe

(Discart tie ckek	 rs him
aI Ixests ler with a ngif1it

r1a1 of fkrs)
are x flrs; they are r

1, 3fl 1at&, )ii	 ,
r er;

they r] w4th deir sp1alId
_	 [te,

are nt wLtiy of i.

TThTANA
(taldng tie riax1)

th flriq
tiese flcrs n to be tie
uxet butifiu1 in tIe rk1 to ne.
I t±akai fran tie hittanofnylt!

re sobifiul!
— dey are!

MIK
(arrTtly)

th flrs
area srrygLft,
lerdly wrthy of i,
det trihite,

th Fkk cèiges to offar i,
is a px tribite lni.
'lie pcçpies are 1et1ly eBl
toyxir]ips
ixr tie oxnfkrs to yxir e;
tIe thits of tie thite
h1ea seam n b	 r'-
aI1ine Ti1b,
graEfiuly ax
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el lxesmt q 't cbth:
eseluesbell. t
qu'i sea atts
la terre garth ocult.
(Llaça el irateU y li pes&ita
cks piats th jcfls)
S&i els dlamts...y s l'ar!
mi-i c sea	 ,
frth .i'-i an pit rthill;

tai ab el d1a th re,
dlgBdetu.

dfik!
Eas ta dlarmts ne sethim
10 nis pt th]. nx
?'fil uer t ax!
Q'n s&i d'bemxs!

i g flimh an!

(S'itxtmi1t gaz1oaait al. a
Ia r1ath th firs, se cix
Is diaiB T5	 el cx1I.aret
c d1aniits, axtaitse a 1'a1
a	 h11Rre.)

tbe zt txith I give ui:
it is tIE noat 1iitifu1 ttesaire
iIth lies hi

c1 in tIe 1xE1s of tIe earth.
(} discards big cloak au Iresets lEr
with ts beets of je1s)
'hey are daniu1s...at1 this is ld!
'hIe blooi of ler veire,
tIe fire that roars cp within lEr;
tl-ey festocn ler with a qt1's crxi,
ati are float wxthy of ii.

T.TT.TAN&
¶t ui, ch fik!
Yor diarrn	 n to iie
to be tIe ast xec1rxig in tIe wrid.
I da*ytu frun tIe lxttan of nrIrt!
:IIey are so 1*ifiu1!
Hrit tIeyIE!

(flu1ly,	 twires tIe rIaxi of
fkrs arcxnl ter self, pitt1r ai
tIe cr au tIE dIaa tEddae,

E nx	 to tIe iter's e1 to r1nfte
If.)



(Cantat)

LILTANA
_ fls 1tlls
- (th]1s esçqtflas,
flotant d'ai, d'aUl,
ne fan te! tenicsa!...

1l1'ainqtiimc1iii,

[Bn fan lenu apPstes finrs,]
[an fan teca ata flirs. I
[nnjsa ire	 e el mirall,]

[an el mf,,itl de 1'a1.]

astuqiLfs
sth1ar1n les
hatJDs tai as!

T.ThTANA.

A	 fls c
[deli fle etfl,
en fa 1eni.
A - n
clnt Ia na testa,
Uthint scIxe mi pit,
en fan teniri, hcio...!

	

el mm1l de	 c m'h diii.

[Hn fan 1Euu8a.l

as tuqil.
th1ar1 fl es
xut1os ' es!

L11.TANA,
Qñ-enn an wig an 1'dgR

iiind'r!

injsa]2 t'hL tt±ari
si't ees annai ax!

(FT..ac y MIK se ontaipla ab aire
trinnfiiit. R reimeix oietermt.)
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lb. 2
	

lb. 2
(Sung)

LTLTANA
ese idl	 rs

det tuthIa fran my ±rs,
fketlr,g hider au thider,
nelneIa*ifiu1! hrnHfiu1!...
It's tIe refItim In tie

kthth tells me so!
[1iese flmers g me biiHflu1 .,]

Idese f1cers nele me baiHfu1.]
[In tie refletiin I '	 1UQ ttiftil.

[Ian,
[In tie ref1at1rn In tie water.]

cçtim1 ly ir a3irtiw sçeU,
tiey n t uxie b ti flu

LTT.TANA

'fl- flcxers tint tnthle
[ftn] fly thui±rs,
n me h*ifiu1.

se n	 staes
Ath ax1mle my 1i,

axi sçaxide ai my dt,
me1e me biti fiji, 1.miH flu ...!
It's tl-e refleticn in tie inter

,1th tells me so!
[fleyn me btifiiL]

cire 1	 ir seirtive sçell,
w n t e t

cnxi!

LThTANA
}bi hitiflu1 I	 n in tie ter
with my d1n of gid!

Yix1	 nne iiP1fiu1
ffi1ne!

(F1a axi ?flK ontaiplate ler with
a trbIait air. RK reielns d3layeL)

+ + +

1. N: per
	 fran

2. N: ?'b1t rris t'hi tzxteries... 	 bi w:xiiLI sn ne so...
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(Parlat)

FWK
Cab iron)
Ytu, Bkesixth1e?
Y t'a res a nostrarte
a Tfli bxli 1 na?...
Rr lnmxtal	 sius Ia
vergxiya a't
as tel wh rt
a sa .i ck1a?
m ta tills er s as?
el sairig ce]s	 flavi
m't sclrB?...
t cpta lea trs?

MIK
(th sarasi)
Rfre Bk! th l'afrcntts.
Pri ai chi rtrli
1'iiinthmpor,
03fl t&i y cmy, ei tal hxa

r grat a Lillarn!
h e:

çpE li ben cbt al ixire?
fli, Rick, al LuqLe l'aUa
1s zotht a,la tars
__ fkrs u perf1iies.
..b be t iiolt ;
iluitait ab lea tereltes

aUatalfixs
th sea aitra,
y li be arrt
el nes rant, nes xis
this trxs q gva.
<Qa'ben thixat, &nhg,
al rxre Bk?...
ava is rox th

afrcntarlo ties, si res li
qithi er ofer a Tt1i!

(n.LK y MIK iabi a riure.)

(Spoken)

FUX
(with irony)
Axi yai Bk, i it be

t )U1 dare tO Tw
anty 1r to Tf 1 frB?...

airely, evm if w livi fc ever,

E g fre trmi
y ber	 t 'vols?

Dxi' t yxi bece e fix ber dn1B?
Itai't tIe stiLls of 1 lipe
fasdiBte yxi?...
Fkx iion, dEl, cb ytz.i beve flir?

MIK
(rsticaily)
Bxr Bk! Thn't irailt him.
}è iimt f1 SXtI ai,dety!
Tht beving thIgBI to be grateflul
to T i1 frB, iril.lie yru ad tiE,
mt arely ga at his iry il!
Bit...0	 :

i left tl-e pxr thing?
Ycxi, ic, a	 n 1xtie,

rth
of ber nnst pflui1 fks.
I beve ckre evi nxxe;
str1ing with tbe aks
I 1-Eve thl1 to tie ry
bels of tie earth,
ad I bece i2s1
tie t	 ad n1s

th e .
WEt, tIBI, 1-eve left
f cr Bk?
Ik h,z re his d ae!
W-iy thxilñ lrsi].t him aiy ie, if
dere is wthing ieft to offer to

[miaE.

(HK ad K beret wt 1a±g.)

(aLatse, ab rthle irxli)
Q.Eres1xeq., ding,

fl	 rrsa?
cQ tot In'h3 be.i pes,

1ars iifl1?
Thth in trx millrr oferli,

(rising w with rthle iriiigetkn)
WEt err Iag is this?
bi say det IDthing remirE fix tie?
Th u resfly thiric tint yxi've ta1m
everything, ui axie.ita1 etd?
I"vea trirethlthis far 34er11r

[to offer ber,
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nDlt ns Irant arare!...
Ièr jrli tn trlixit

si dige	 1ll
y graiia ro rEcesalto sflcz.ar
la terra ni IB.tcar a ftirgr
ai sea aitras.
&1s ne cal	 trar
aiel sa1b.Erith1n1ax,
ap{ d1ri, a.iJ. cnt sa 1nnt

fl UI di al UI t,
a tes hxes resplatèix acteraB.
(/t fire a Ia a c?e]. gx±)
ELUes1gxth, anit!
FicLq RflIPR
?e lea nits estre1Jaes,
aiIiu a	 irath!

qitcscridc,
als c.1 frn c'e 1'a1.!
Ythyrotegeatnigeada
caitarli rer are liavls a Ti1fr,cilaca6
qfal clar th Thm m'lni
satit asp:irar tat.es wffii.

(Lea Qaotes vai airtint th 1'ai
y saltat chunt th lea rxs.
RK au. u b y d1r1gix
ch lea kattes	 ta
anat.)

it's m.x3 nire ixecia t1ui yurs!...
1b Ixesat ler with a trlhte
kiith is wxthy of ler 1ity
au gta, I dU±'t real to thEkr
t1e earth, i did I cmI
to rrieg In ler h1s.
AU I reehl to cb s paetrate
Into de sarbBry of n 	 rt;
lere within, lere re Fer lne,
1l1 a gxi In a taiple,
h1	 a1ys In a aerig1 fIan.
(i alvaies to tFe e of de pol)
QllJiiral of de pDol, listaI to ne!
Faithl fr1
of tFe starry nights,
rag ml to my eaesty!
It is I is mUir yw;
rL9 ip fran de ottan of tke ted
I wxild mt, i wild I c'.are to,
saranfe Tf1Lr with my ci 11çe.
Sing to lEr, t1i, tFe aug

l tIe light of tIe noa
I hive Feard ui sigh so nmy tfres.

(lIe Frogs swim to tIe airfae of tie
ter au leap aito tie rods.

RK txos a biL1ni au dirts
tie Flogs, io slag soIaii1y.)

* * *
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CJNA III	 SCE1E III

No. 3	 No. 3
(Cantat)
	

(Sung)

l! l! le Liiian!
Sa1 LiJ.laB [ci'ets]l
gr&ia yb11i
y s 1km y al,gr1a,
rerifin y atnxxiia.
al! 1! sal'e Ulia!

e Wia m re e.,dstir(a,
nLllun
nialEgda,
rerfixn
rilanirnta.
l! 1! 1e Ulia!

E1.la h3 s tx, tçJ.E tot esta ella
Ia Thin
1'a].da,

l! l! sale UliaB!

1 del Qiadro Prir

cWXus [of fi]
}il! }il! Thil T1!
}kil liJlae [h, is]

a	 ,
au is 1Jt axl jr,
- a 1my,
}bil! Iil! thil Tfl!

athit liliaB rothing wiiii edst,
iir B
r yy,

hriiizy.
l! Iil! Iil lJJiaB!

ae is all, 1, in 1er,
all Is 1Jt,
[ad]	 ,

if	 Iy
Ikil! Fil! Thu T1!

Eixl of tl First Tableau
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I
ADRO S

Ih re ailrin en el	 th Ia selva.
D'titre lea arrels d'tn rare art BILK.

Rc14AIV

lb. 4
(Melopea)1

FU
Cab p( antra)
I h U13, Uliai
..b to qiul aer
na sara, te d'ea,
Et m'nl	 al cxr,
çexxp cal cp t'lo d1;
yvwbe1, toa,
alxLsterlare:
"Ith Lilian, art1rrd
bomth ]asalva
ala	 nts a±i,
irts pl&aits y 1rtats;
vim ab mi, art1m juts
events el fith thi d!a
therti en el lrafls

iiii @ihdscts.
Thisren el ns eU,
el flES tS this rares
cp'th am fiuL, saiçte wrt
d'im eterm eix1x
thbira ale raigs,thl al
y's oxun de zwls
y cvia en an airs
el ilaip z3gza±r.
JD't ulie aU.a dalt,
a la dun ns alta,
1x d'atrit al hivern,
.trrzo d'ar a]. estiu
y aUA thit, xa al ci,
jmts de Ia terra,

d aiUs de Ii
qts fdtu flu."

(F thb xe aait /
en un arre]. s suire a MIK,
qiE art çer Ia dreta.)

SIOND TABTFMT

A glnaiy gime de in tbe frrest,
FTIX sits lBt	 tin ros of a oak,

SGE IV

Ib, 4
(Melodrama)

FU
(with lntae pc(qfrIl)

(Ii, TA1b, TA11nI
I thi't laxw iui it will be,
bit it will be, it Ins to be,
beal9e flr lrt	 't a:ntain it,
becai9e I Inve to spk to )ui
ati in a kiiper, at x feet,
I will say to ui:
'th U1f,v, j'

I Iatw tte fixest ati its
nrt	 y	 ,
soa1tii
ain with un, let's g totinr
befixe tin r thy
a	 tin &thg birds
in tin lxa
let's thx tin aint aclat,
a st	 oak tree,

cw, - l
with en eterrnl grnes,
stcçe tie an's rays
all mr aa of clj:uis,
all thflets lIn axsa of
the g-z	 li.
I wlfl taIe ii w tieta,
to tie hlest lrais,
lreed tie ?ilwr of Winter,
au Samer's g1ci Lhrxie,
au tinre alx, rrer to }ven,
jurir tie earth,
liIa b1rttsofQl

'll bil.lil a rt."

(i drcçs of tie ixaith
witinit	 MIK,

to is sittir rEaLty.)

1. 'lIe exnl 'lähleui Is entirely Ja1uBl r a in.nfral lu±gtxuil (thlth jrrinls
a rer1se of a ]arg	 t1rn of ND. 1).



MIK
(ab çasd v10lata)
I Q UJiaa, UhlaB!
cler qu rdar u terçe
lo c Iith dlritre'l pit?
E tn set fei,axh
q.E m'a1x y mofe;
escxilta y et dire
1.0 q.e p gxin 1 dit:
"ch lflirn, rtIm!
pertixn]Jixiyth ialva!
its ]a creya grai
y1'invac?ear;Iavr, m se pe,
m'air ect y nEs.th:
N) nes tu'm thTh.g
yiayaif1xr!
Partlm Thi 11 ix,

s Th sere!
Ia t	 vta;
e1ninttasyp1a
y p1ats d'cr grant
y irs	 IEit
jas th at rrerfr
y 1xeço1d1waa.
Ysiai,am't1Bsts,
si'm diI tn dIa
"v Ia lhrB, els este]s,
ax S4	 t"
p eslare l'aay,
y c?ce 1xats, Lilian,
er Hf a tce

.L LUJIP11tt.

(F thi cie size tra r
y	 fat1ait	 ',e.ire
a RI c.i'arrlva rer Ia eserzB.)

LILIANA
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ElK
(with Vi1)1f3]t ifrri)
Cli T11{rn, Tflia!
W th,IId I WIth)1d kzr
døt iidi I 1n within BE?
It's a a1eavyiet ir1

xi oxs ati siffr,cates ne;
]istai ati I will tell yo.i
vkt in ii his seid lefrze:
"thUhlaB, ]at'sg!
let 'a g far fran de frtt!
C I thxt U of it
axl hid hire wlJJJrLy;
taIay, I &nt t knw 'ciiy,
it çears wild au wretdth.
It cceat't sn xx1 to iie aiyne,
r hi,airlait cr flxry!
let's far, thire lbw,
ñrder hind, ñrder ay fix er!
Jhi earth is t;
the wrid Ins nostair ad plaire
ad	 of	 gtaizn
ad flthng s,
de lair of s naeters
aidetrai1ofhxricans.
kd if tint wxi't an1,
if, an thy, i seid
"I it tin nxxn ad tin stars,
ad tint splaulid en",
I will lxir.st into sç,
ad In	 nithi1, lilian,
I wELl roll tin
at ir feat, lilce a carç.et."

( "w chri mto a rod
ad aans fataising,
trareof RI, th arrived
cn the left.)
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Cab paa10 dki1nB)
ithTll1, Td1i!
aior nei, thIç arr

'mfa viureynixir!
rossjxyjre,

iies ca1J± c	 t'lx digt,
rtelo ta th satxr...
y a1a s lo c' t vuy dir:
"Ir seqxe	 hBn Is
riursa selva!
Part1ina1fa, si1s,
ce l'a1Ja ait Ins mit;
sa rethr, wra taj,

ra tn arthit elstici;
t rep'Is in festl,

inhinre sa cjiletut.
Qe hi La qe iray er ney,

ala rosslroLs hi catin
sihi st1r tav
d'axmxi1a aiiIm?
AU Inix, sal ab to

th nit, tots nova,
aest l p1 th Thin
se±iar in rre ahim.

tnabiin!
EL ro-ies!...
Y rxStrat a t pLntes,
uiiLre mfeiint el ten
fLU l'eternitat,
a1, thULhts th tot,
mare ste anmi
Lat ab ilun this tan ulls
y ab na felkitat."

( seat al Thrrel thx ce graiites
sainixIiait l'hlnre a LILIANA.
1 scpte eaJatai a dim xhDtheigs
yriallxI è Lfl1A
yF1.LR-E-III.	 /Mcrint d'estxefa:xLo this QtME.)

(with et nss1m)
(Ii TA1irB, L1]ira!

r cxin love,	 t h,ve
hi m31S ne live ai dis!
Icln'tkuQifIwlfl,

if I cxt to say it to yii,
bit Ireel tokruT...arxl this
is at I nust say to y*1:
"Let's alxirdn ti-n raursafiiL ñxest
for ever!
If ycxiwant to,
to tIn ter re a ete bxn;
its oiidmss, yar thxe,
wifl te a turning salsticE;
its rep, an tmrUr linrqnt,
ad its qiiet, a ljnn.
W-nt ±ns It nEtter if ti-n ntirgilas

er sing ain,
if I i tear tIn ablixre 1-nrnrny
of ylir oice?
'There Inl, alxxe withyw,
aln with ne, all mire,
ti-nt sky full of liit
wifl i li1 a blak cBrn..
Nt ecianaI!
Nthirgess!...
kd I'll lie Wntrate at ywr feet,

Ust hny tine
sñm etemity
ttere, thrgttm ty all,

ir drean
ait of ti-n liit of yix eyes
ad n Iiis."

+ + +
(1In crtnldng frogs can In leard in tIn
distaxe, singing a ln to lilian.
ar1H1ly tIn thinrs ad 1ater of
ULI ad F1LR-E-US is Inard fran
within.
i-e S sai, ththfimL)

Ff del Tableau Segon	 1 of the Sec1 Tableau
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JADRO TG

El. Gxdi c las Nia1 q il.hmimt
Fels esIat1xs ce1 aol xmit.
Al pai c la casta, s'dre la

erm c ULINQA, revestith
d'aresyfR1.
A 1'Eltra1a ce la verm esta
astb1itLIya s pa
ElfIHE-!LI er1atli enjogssaarmt.

FSC1XA V

ULThN y FTLIHE-UI.
rEr tee, ats entre

lea 1ez±es, FUR, MIK y RI(
els anteTpl1 aterrats.

(Parlat)

FLOR-DE-LLI

Q	 s soleta,
aola]aselva,
sole enel gxth,

itLe fkES iY1 i(kR,

as	 as,
- nes,
SXES rXtes,
adxa y tri.stcxl...

Vim a la plan!
laplaBesaipla,
]Jinre, sa fites,
SaB UES tnimUes LE 1'luitzo.
Laplass iThire!

a la plaTi,

vim ab eLs sU,
vim a ua regE,
re d'aux.

AUa'&hi cata,
srhj rin, s'hi

alclarth]Jjxn,
jalraigclsol;
a:Lja's viu lHiire

gigv1ure!
Ia plaB as 11!
sols l'estelafa te

r trel.

IIITRD TABLEAU

'J1 Fairy Ftol is ThndrEta
t1- splaxtxirs of de eing an.
At t}e foot of tte terfaU
LILI t s ca is sirrtini
1y lfng ivy at-rI ferns.
ULLAN is ataI at tFe aitra,
with Fl IR-LE- at ler feet,
flirting with ler.

SCEEV

UU a EIR.
ih tie foregrtirrl, hkk 1eti tie
pLits, FUR, MIX ad HR lock at
In cxiiplete stcnithait.

(Spoken)

FLJR-DE-LYS
Wiy are i so solitary,
alcxe In t1 ft,
alae in tie pol,
tet	 lele fkrs,
stmt ter,
krotty b:as,

sta1	 e,
ad sa1as?..

ce to tie plain!
'lie plain is ala,
free, wLdait tcuiriss,
with m otier lJ.s t1a tie hrizrn.
'lie plain is free!
Gie to tie plain,

ie with tie Sylhs,
cnie tony kJrn,
tie kirgbn of Jove.

ere tiey sing,
tley 1a ad
indeflEcfllit
ad In tie rays of tie en;
tiere ae is free to a
all tie pleaares of life!
'lie plain Is free!
The cnly ceiling
is tie starlit sky.



(Parlat) (Spoken)

FLc-DE-ILI
(rimt) _
Rxes wJJs
rUDS rklfi1s!

FUJR-DE-LYS
(la
Thor old tnes!
Iley're auth it lixais cr!

-425- 	LILIANA

LIIJANA

rEul BILO terres lnms,

flim ns	 n, /es pIe asçay,
s	 , stes, exta,

flora m's ckmi ni nxen nny.
Seito fri	 y esciats
e vi	 m'itrn,

1ra398 ci'estrer
se____
aires c'm lxesn ain Si voles;
sento acnnles d'm auuta

E Ti, se cpi'&s...
1 Ibtser lea fixja na fatagla,
an tots e]s a, cpa'al ferse din
se c?EsvaEi	 rer	 ITSS!

FIA-DE-ILI
Th, m t'iya ta

tm ar wr i'air sau(a
y et nra en siiris is 'veritat.
I Vim a Ia plan, cp.i'es alegr1a,
ys liflrtat!
A]fl toth
yces lea rrplbkiq
y el vilx d'ales	 a3a11es
this vole th SI1 fr tait en thr,

E flian,
volt ae
y en	 etm 11im

en
thflcrenfkr.
Vim a is vith!

vim ab e]s clIfi,
cxrthnrnar!

lb. 5
(Cantat)

T.1T.TAIIA

Fills c'e Va1, fur bjeetaB,
DaresthlapiaB,

[ni]l ce ses,festes, d3xes y ts;
rq leyist n term 'a9ta selva,
ns s cE'iS on ais rd1.

T.TLTANA.

I often drii of jjmae rin-saei

of mxe sere liit ati ixtal sças,
of flarNdng p1a1n, vast au

of f1rs thldi rr c1e or dl.
I ]. krLr au de pilsirig
of life ith1th into,drstea ne,
of anis ddI cla, ne,
of voices thth athire ne,
of lxzes rod ne as i ;
I 1 tie rescia of a 1nuziy
ti1th Is a nstery to ne...
PedEçs tley are çzoitts of n faitasy,
lfl all ±, 1ith fae ay
for flix with tie ixeak of thy!

FLlJR-DE-LYS
th, yilr faitasy cki't theive yi
It's yair virgin ieart dth avdxely
dreaied, re1ir de truth in dreare.
Qne to tie plain ere it's l
a frea!
ete iater ays

rir ait yJpi3ly
ati tie vllxatl.m of 1	 wIr fran
tie fUt of Syli1s sfrgthg totier
as tieyg1ity,
bsdng ai uthia
fhtterlr in ai eteel
xrrecngmtsafw1n1
fran fhr to f1xr.
Chre to tie life!
caie with tie sy]4ii,
lesrt of n Inert!

Pb. 5
(Sung)

LTLTA1IA,

A dater of tie ter, wxxfla:il flr,
I lamz mdrlr of tte plain,
Inn of let biets, threa au saw;
tie forest Is tie mly earth I lee i,
tie cnly aple, tie 	 its

+ + +
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LILIANA
EUs tot IT) 1XXfl...

FLOR—DE—LLI
Thpxre!

LIT.TANA
EI.ls tot to satei...

FLOR-DE-LLI
tia qE'm ri

1 si sa!...
th, do1 a,

1s	 t!to cL
"ser" lo qu'es?
"Sater", If tfrr, as r Fermsa
on ets 1nirea,
"Sater', Lillirs, es abrarte
an p t'a±xo,
"SIer, as fcnlre cIs oxs,
doe fl q tn aol les.
Asa(lia,
Ia ai, l'eterrB!
iaiyres n!

(S'ál:ra	 ab ella
y la'	 aça9icm±ITBlt.
Iz totes mes, 'volait y 11Lnt

tre lea tEzfces va	 reixmt
oXr c Silfc&s.)

T.ITJANA
'Ily ' do anythir...

FLFZJR-DE-LYS
fly cai't do arthtr!

LTLTANA
Iciixq etythfr...

FTXJR-DE-LYS
.1.1 tlBt krm1&?
h! Dn't nElce ne lai!

th,	 t friati,
yili1cene to taflyii

t to Iciiw rUy ne?
'lb kxtw, UjiaB, is to as 1itifiu1
as i are.
lb knw, IiJia, is to akre yii
In t1e y I do.
lb ktw is	 tearts,
tw) flaies, nelt In a s1r1e Idas.
This is tI grail scime,
tie eterral Lay!
'i1s au rothing eL!

(I eTitacea ter
aul kIss ier asicmtely.
Fran all siàs, flying a-il gli1ing
tet tie tn:èrgtth, cri of

ae3r.)

* * *
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CI& VI
	

SCE VI

LU1ANLâ y FU1HE-LIT.	 LILIANA y F1fl1HE-I.
FlAX, MIX y HE amts iriner teni. FIfE, MIX an HE, aslxrrLgFBi, in de
SILKS y SILIFS.	 foregrcxxd. (hrt of SIEH3.

FLOR-DE-LLI
thicant)
SUths, Silfes, frs &s,
flors vilxaits y alJJgas9ñ?s,
9±its n, flDS axtesare:
Silfos, Silfes, a Lil1a,
ostra relrB y scteram,

1eIxEi ab	 tres cts.

No. 6
(Cantat)

ILR DE SILFOS
Vim a la plaB,

lnrce1ae1va,
vima1ap1aa!
Selve, Ti1ii!
Ia pia iliute,
èse es teva
n'ets scterae!

1ve, TJlian!

(Parlat)

FLAK, NIK, K
(dk)
iUJiaB, U..

(Cantat)

ci DE SILFOS
Vim a la plan,
vim ab els slJ,
vim a ser flute,
ca-itar y vhire!
1is ci'are tot lo çola,

tot lo qi'atuin,
tot ID e
Vim lilian!

(FTi1HLI sp1e las alas,
pjthi ab in 1zast a LILIANk

y se l'ath çels aires.
FILE, MIX y RE ca aterrats
retorcaitse th<sçera3aiait,
nmlies els SLXS ie
e-itLxn d'eiis in faranbla
esthr?.)

FLFIJR-DE-LYS
(irMds)
Sy1fLs, fluttering flcrs,
vflxa au saving flrs,
nTf 3IJjeCtS, my crirtiers:
Sy14±L9, 1Xm3 Lf]ia-i,

g	 a scerej,
with yoi

No. 6
(Sung)

C1L)RIJS OF SYLPHS
(bin to tte plain,
flcr of de fxest,
aie to tte plain!
Hill, Tilliare!
Fthn L aards,
tte free plain is yrs,
bi are	 rnji!

1, Lilian!

(Spoken)

FLL, MDC, K
(sally)
lii are, Tl1{arn!

(Sung)

cii.us OF SYLPHS
Clue to tie plain,
am with tie syi,
am tote free,
tongatoli!
Fran i	 ds, everything tint yi

[thisyirs!
yddng w cai ainfl

ad everything ii± gr!
Qua Ti1iar!

FLELR--US fo1ds ids wings
aul, seizing L1LIANA in Iths

of intp tie with.
FICK, MIX aul RE fall to tin graini,
thsçeiring ath feeti,
ii1.st tin LI 'ain a nerry

farathla arni tien.)

E D
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B SELECTED LI'rrERS BY GRANADOS WHICH REFER TO THE CATALAN THEATRE
WORKS (WITH ENGLISH TRANSLATIONS, NOTES AAND FACSIMILES)

Each new line arid paragraph are indicated, respectively, by a single
stroke / and a double stroke //. In the English translations only
paragraphs are marked.

Letter on Picarol to Mestres (Argentona July 1904) [S-Wrihc]

Querido Apeles,
el dla 14 hace/mos1 el Picarol en el teatro del los propietarios
Gracia.// Gual tiene dos! decoraciones: una del siglo XV qua! nc
tiene el portal que Vd/ indica al fondo: y dice Gual:! si le es
igual que ponga la/ que tiene del siglo XVI que es/ hermosa.1/
tratarla entonces/ de hacer qua la acci6n pase en! el XVI.// Por
supuesto poniendo! una nota en el prograina qua! diga ser acuerdo
entree1/auto y director.!! Quiere c9ntestar! dos motesde
letrai// Yo ire a verlef uno cle estos clias. i-ioy we voy al/ campo
no me entiendo! de felt-ia.!! Nil recuerdos a Laura" y/ saba le quire
siempre// Enrique

[Dear Apeles,/l On the 14th [of July] we are producing Picarol at
the Theatre of the Proprietors of Gracia. Gual has two set-
decorations. There is a fifteenth-century one which does not have
the hail at the back which you indicate, but Gual says that If you
are in agreement he would rather use the sixteenth-century one,
which is beautiful.!! The action is therefore going to pass in the
sixteenth [century]. Naturally there will be a note in the
progranine affirming the agreement between the author and the
director.!!... I shall come arid see you one of these days. Today I
am going for a day in the country and forgetting totally about
work.!! A thousand kisses to Laura!!, yours as ever,!! Enrique]

1. The letter refers to the performance of Picarol which took place
as part of the Vetliades Artistiques [Artistic Soirees] organised
in 1906.

2. Laura Radenez, Nestres's French-born wife.



-429-

Letter on Foilet to Mestres (?1906) [S-mno, coil. Renart, 10.134]

Estimat Apeles1:
tinch el gust de presentarli/ al senyor Smo, nostre representant/
artistic, qui desitja tenir els/ figurins de Foilet.// Seu ainich
sempre afec[tuos}// Enrique Granados

[My dear Apeles,// I have the pleasure to introduce you to Senor
Siino, our artistic representative, who wants to have the figurines2
for Follet.// From your affectionate friend// Enrique Granados]

1. Although undated, this letter was almost certainly written
before letter 10.136 and relates to the planned production of
Follet during 1906, at the Teatre al Bosch, for which no other
details exist. It was apparently cancelled by the Granados because
of disagreements with the artistic director.

2. 'Figurins' were costume designs, probably created by Mestres
himself.



-430-

Letter on Follet to Nestres (?1906) [S-Bmus, Coil. Renart, 10.138]

Querido Apeles:
estoy mal hace ya algunos dLas./ Naffana de todas maneras iremos
Casanovas- y yo a last once de la rriaana.// La agradecerfa me
prestase el4ibreto de Foliet porque el mb esta en la/ libreda de
la academia' y/ tendria que perder mucho tiem/po para buscarlo.
Casanovas/ me lo pide con urgencia,/ yo estoy en cama y ml consejera
no lo encontrar{a.// Una horrible cajalera/ me tiene postrado en
caina. Ademas una almorrana me sallo en la misma ullera.// Adios,
mis recuerdos a Laura y Vd reciba me pellizco en el ombligo de au/I
flirique Granados

[Dear Apeles,// I have been poorly for some days. Tomorrow, all
being well, Casanovas and I will go off at eleven o' clock. I
would be grateful if you could rush me the lijretto of Follet
because mine is in the library of the academy' and I will have to
waste time looking for it. Casanovas has asked me for it urgently.
I am in bed and my helper cannot find it. Beastly toothache has got
me laid up in bed. I'm also suffering from piles. Goodbye, and a
thousand remembrances to Laura and a nip in the navel, yours,!!
&irique Granados]

1. Casanovas may have been Granados's agent or a representative of
the Teatre al Bosch.

2. The Academia Granados.
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Letter on Foliet to Mestres [S-1imis, Coil. Renart, 10.136]

Tarremb ' 30 July 1906
Querido Aples,
"AL BOSQUE , FOLLET, VARIETEES [sic] , / FJEG0S ARTIFICLALES! ! ! [" 1

Pudimos consentir esto? Acabo de escribir a Casanovasi suprimiendo
el estreno.//Creame Apeies:/ de palabra le convencer/ de cuanto no
deshonra un estreno como esta.//Adios, siinpatico,/Muchos recuerdos
para Laura de Amparo/ y mios y sabe lea quieres sierripre,//
flirique Granados

[Dear Apeles,//"TO THF BOSQUE, FOLLET, VAIJci.iS [sic],
FIREWORKS!!! ["]//Could we consent to this? I jave just 'written to
Casanovas cancelling the performance. Believe me Apeles: in truth, a
performance like this would be a disgrace. Farewell, friend,
Kindest regards to Laura from Amparo [Gall and myself and know that
we like you always,!! Ehrique Granados]

1. Probably a reference to the Teatre al Bosque, which was well-
known for its spectacular musical productions. The arresting effect
of the opening line conveys Granados' a utter indignation that
Follet should be produced in the manner of the French variets, with
fireworks.
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Letter on Gaziel thought to be to Llu(s Graner (?1906) [S-Bitc,
Coil. Canals, 2680]

[...?]

Josh Gran[er ?]2
Muy seor mb:!! me he ido entusiasmando/tanto con ml obra
Gaziel /que casi la he convertido en una 6pera en un acto.// Se
necesitan ahora verdaderos elementos tanto/ vocales como
Instrumentales,! por lo que temiendome/ perdida uria obra grande! al
Teatre Principal, he! cedido [?] [a] esta.
[p2]
No tengo inconven[iente ?]! en trabajar en otra obra! para Romea2,
pero esta resulta ya deinaslado! complicada.!! Sirvanse dispensar/me
y aceptar ml adini/racbon mas slncera/!suyo af[ectuosainente?J! [y
...?]// E. Granados
Ic Tarremb [?] por Calduch' [?]

[Jose Graner2 ?]!/Dear Sir:!! I have been very enthusiastic about
my work Gaziel , which I have nearly changed into an opera in one
act.!! It now needs the addition of certain vocal and instrumental
elements, [p2] with which, being afraid of losing a great opportunity
in the Teatre Principal, [I am conforming with your wishes ?]. I
don't mind working on another work for Roniea, but this is proving
fairly complicated. Please accept my most sincere admiration, Yours
[affectionately?], E.,Granados.
Tarremb6, for Calduch']

1. The letter heading contains faint markings too indistinct to be
read which might be a date, day of the week or place.

2. Despite the fact that Granados begins his letter with 'Dear
Jose', the adressee Is probably Liuls Graner, the impresario behind
the Espectacles i Audicions Graner [see. Chapter 4] for which
Granados composed Gaziel.

3. Gaziel was premiered on 26 October 1906 at the Teatre Principal
[see Chapter 4].

4. Possibly a reference to Calduch, Granados's regular copyist.
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Letter on Liliana to anonymous recipient 1 [US-NY, Nary Flagler
Cary Coil., l3pp, 8vo]

[I have not attempted to correct Granados's numerous mis-spellings
and faulty grariinar, but have acknowledged mistakes in the usual way.
Because some of Granados's musical quotations do not correspond
exactly with the orchestral score, only the number (rather than the
bar numbers) of each piece has been given.]

Barcelona 22
October/I 1911

Non cher ami,	
2Le pome Liliana qui/ a t6 jou avec grand succes/ a Barcelona

est une s&rie de/ scnes qul se ,passet ,t entre gno/mes et fleurs.
Liliana est/ une fleur qui a te leves avec un sol piux par lest
trois gnom9s, Puck - Nick et/ Flok ou Flock; c'est egal //,Chacun
d'eux represente Un! sentiment, chaqun d'euxà/ une qualite ou don:
Flock/ est la Fauna (je ne sais en Fran9als)/ Nick est la richesse,
et Puck/ est la posie.
[p2]	 /
Quand Liliana est devenue/ d'une beaute extraordinaire et/ fine,
arrive un beau jour/ celul qui doit leur enlever! le bonheur. Flock
Nick et/ Puck, perdent en un moment! sa bien-aim6e Li1iana pour/
qui. laquelle us taient tou4jours en comptence pour .lui etra
agrab1e cherchant/ toujours a la ter. Arrive! l'auir et la
jeunese, et l'enleve.// L'introduction est un/ chant de nature,
chante part Lil,ana, c'est conine tine! salutation au Soleil. Aprs/
tine petite entree de l'orches/tre coninence le chant
[Ex. 1: No. 1]

[My dear friend1 , ft The pom Liliana, which has been performed with
great success in Barcelona , is a series of scenes which take place
between gnomes and flowers. Liliana is a flower who has been
brought up with pious care by te three gnomes: Puck, Nick and Flok
(or Flock - it's all the same) .1/ Each of them represents a
sentiment. Each of them has a quality or gift: Flock represents the
animals (I don't know the word in French), Nick is wealth, and Puck
is poetry. [p. 2] When Liliana has developed her extraordinary and
delicate beauty, something happens one fine day to remove their
happiness. Flock, Nick and Puck, lose in a moment their much-loved
Liliana, for whom they were always competing and always trying to
spoil. Then came love and youth, and the abduction. It The
introduction is a song of nature, sung by Liliana, like a greeting
to the sun. After a short entry by the orchestra the song begins,//
[Ex. 1]]

1. The addressee is possibly the writer Georges Jean-Aubry (1882-
1949) who, at that time, was a strong supporter of Spanish music in
the French press.

2. Liliana was performed on Sunday 11 July 1911 [see Chapter 4].

3. In Mestres's original text the names are actually spelt without a
letter c thus: Flok, Nik, Puk.
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[p3]
[Ex. 1 cont.]
et augmentant l'orchestration/ et peu peu dim jusqu'a/ ce qu'on
arrive au PP. Dane le parcours [?] Liliana est sortie! du fond
d'une faur [sic]: tout! au loine [sic] un lac bleu et quel/ques
roches eclaires par les pre/miers rayons du solell.! Liliana chante
[Ex. 2: No. 1]
[p4]
[Ex. 2 cont.]
[p5]
C'est une invocation! de Liliana au soleil./ Elle est nee au bord
du/ lac, moiti fleur, moit1/ faune. Elle ne connait que l'ombre
et le lac,/ et elle demande au soleil quit dore lee soninets, ce
qu'il/ y a plus loin des mon/tagnes.// Oh toi Soleil qui c1a1res/
la haut des montagnes! / Pour qui lee oiseaux chantent/
[Ex. 3: No 111 	 /
pour qui lee fleurs s'ouvrent/ ou eclatent!
[p6]
[Ex. 3 cont.]
Dit moi soleil/ ce qu'il y a plus loin,! au-del des montagnes!/
[Ex. 3 cont]2
Un autre detail c'est/ celul du chant des! gnomes lorsque a "for!
de Lly["] (l'armour) enleve! Liliana. Dane sa douleur! us
chantent:
[p7]
[Ex. 4: No. 4]
[p8]
[Ex. 4 Cont.]
Ce fragment devient/ apres, tin vrais morceaux! symphonique pour ,
corde! Cor Ingi (solo) Flute et/ Clar:/ Pablo Casals a te/ amene
[?] d'entendre de l'oeuvre.!/ C'est tree pnible pour! ma modestie
de vous/ dire que la scene! des grenoullies est d'un! efet [sic]
surprenant.

[p3] [Ex. 1 cont.]// and adding to the orchestration, and then
getting gradually quieter in order to arrive at a pianissimo. In
this passage Liliana has emerged from underneath a thicket: in the
distance a blue lake with several rocks lit up by the first rays of
the sun. Liliana sings:!! [Ex. 2] [ p4] [Ex. 2 cont.] [p5] It is an
invocation to the sun by Lillana. She was born beside the lake,
half-flower, half-animal. She only knows the shade and the lake,
and she asks the sun that gilds the suniits what is beyond the
mountains • Oh Sun which brightens the mountain peaks! For whom the
birds sing/I [Ex. 3]!! for whom the flowers open and burst forth.
[p6] [Ex 3 cot.]!/ Tell me Sun what there is beyond the mountains!
[Ex. 3 cont.] !/ Another detail is that of the gnomes' song whilst
Fleur de Lys (love) captures Liliana. In their grief they sing:
[p7][Ex. 4] [p8] [Ex. 4 cont.]!! This fragment comes afterwards, a
real symphonic piece for strings, cor anglais (solo) flute and
clarinet.!! Pablo Casals has been introduced to the different
episodes of the work.!! It is very painful for my modesty to tell
you that the scene of the frogs makes a surprising effect.]

1. Granados has already quoted this phrase which occurs within his
previous example [E,c. 2].

2. Ex. 4 is an extremely inaccurate quotation, which suggests that
Granados did not have the score at hand when he wrote the letter and
was simply writing the music as he remembered it.
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[p9]
Ii foudrais [5191 entendre! ça, car c'est long et/ dificile [sic] a
vous dormer! idee dana ce bout del papier. Ce sont des! vraies
[sic] morceaux sympho/niques, ainsi qua lal scne des cadeaux, dont/
Flock et Nick ofrent [sic] a! Liliana lee richesses et/ les fleurs.
Sont tout/ a fait des morceaux del concert. La phrase! passion"ee du
moment out Llliana se trouve belle! avec sea fleurs es [sic] come!
suit:
[plo]
[Ex. 5: No. 21
[pill
La fin c'est/ une farandolel dansee par toutes/ esces d'insectes,
fleurs/ et et. dont le theme! comence doucement/ et va en
crescen1o/ jousqu&au [sic] plus fort! qua possible. Le the/me eat
coTlinence 5a:
[Ex. 6: No. 6]
un autre detail:
[Ex. 6: No. 6] et et apres:
[pl2]
[Ex. 6: No. 61
Et po9r finis jet vous dirais qua l'oeqyre! a donn une Impression!
de poesie trs intense et! aussi une tres grande im/pression de
musicailte.// J'ai peur de vous fai'tiguer, sans cela, je pou,Irrais
encor [sic] vous signaler! quelqu'autre motif.
[p13]	 F	

Ps.	 /
Prenez moi blent cher and, ma bonnet volonte de vous etre! agreable
et surtout! pardonez [sic] les tout des fautes d'ortagraphe [sic] I
que je dois avoir! comises : je ne! posede [sic] pas assez le!
Francais pour une! chose come 'aurai! voulu vous envoy// Comptez
toujours/ sur mas grande and/tie
Votre E. Granados

[1. [p9] One should hear this for it is long, and it is difficult to
give you an idea on this bit of paper. There are some real
symphonic pieces, like the scene of the presents in which Flock and
Nick offer riches and flowers to Liliana. These are concert pieces
entirely. The passionate phrase at the moment when Liliana is made
beautiful with flowers Is as follows: [p101 [Ex. 5] [p11] The end is
a farandole danced by all sorts of insects, flowers etc etc of which
the theme begins softly and has a crescendo to the loudest possible
sonority. The theme begins thus:/TTFx. 6]!! and another detail:!!
[E,c. 6] and afterwards: [p12] [Ex. 61// And to finish I can tell you
that the work has given a very intense impressi6n of poetry and also
a very great Impression of musicality. I am afraid of tiring you,
otherwise I could give you several other motifs. [p13] Be sure my
dear friend of my willingness to please you and and above all pardon
the spelling mistakes which I must have made: I don't possess
sufficient French to tell you all the things I would have wished
to.// You can count on my sincere friendship// Yours, E. Granados]
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C SONGS AND STAGE WORKS WITH TEXTS BY APELES NESTRES

The dates and place of publication or the first performance of all
works is given, where known. For unpublished works, the date of
composition only is given.

ngs

After Verdaguer, Mestres was the most widely set Catalan poet. In a
homage to Mestres, the Revfsta Musical Catalana [371 (1934), 425]
listed all the composers who set his texts. In addition to those
listed here, this Included the names of Cassadc^, Francisco MI and
Josep Ribera, although no details of the works are given. It is
likely that numerous ocher song settings remain undiscovered.

1) Collections

Avant (Barcelona, 1875)

Some of the poems were set as theatre works by Josep Rodoreda, A.
Romeu, E. Obiols, N. Rodriguez and J. N. Arteaga [see under Stage
and Choral Works].

Cansns ilustradas (Barcelona, 1879)

Contains three songs by Rodoreda
FCansons, (Barcelona, 1903), set by Carme Karr

Violetas: canccns de primavera (Barcelona, n.d.), Lamote de Grignon

Cansns per la mainada, (Barcelona, c. 1920), Mas i Serracant

Los peques cantores, (Barcelona, c. 1920), Mas i Serracant

ii) Individual songs

Natinacla de octubre, set by Joan Goula; f.p. Barcelona, Palau de
Bellas Artes, 23 June 1901, sung by Sra Grassot [Teatro Regional,
490 (1901), 273

Santa nit, (Barcelona, n.d.), Borrs de Palau

La barca, (Barcelona, n.d.), Borrs de Palau

Zulelina ('serenata morisca' for soprano; Barcelona, n.d.), Rodoreda

CanØ Catalana No. 2 (1895 - New York, 1967), Pablo Casals

Canc^ Catalana No. 3 (1896), Casals

ICanço_Catalana No. 4 (1896), Casals

Canço Catalana No. 5 (1897), Casals
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Canp d'agost, Pere Enric de Ferran

[(1898; cited in Catalonia, 6 (15 May 1898, 104-5)1. The text may
be taken from Mestres's cyclical poem Els mesos written around
this time (see under Stage and Choral Works)J

No Passareu!, Cassi Cassademont (Bordeaux, 1916)

iii) Songs set by Granados

La Boyra, (1900)

Lo rey y'l juglar (n.d.)

[Cited in Carreras 1. Granados, 1985, 50]. Lost. The poem
appears in Baladas (1889)

El cavalier se'n va a la guerra (c. 1875)

Cited in Curet, 1967, 437. Possibly one of the 12 songs with
Mestres's texts Granados was reputedly working on in 1915; see
Chapter 3. Lost

Elegia Eterna (Madrid, 1915); f.p. Barcelona, Palau de la M'sica
Catalana 31 January 1915 (sung by Mada Barrientos)

Stage arxl Qxral 1rks

This is a list of all the works set to music as theatre works. A
complete list of all Nestres's dramas can be found in Fundaci6 Caixa
de Barcelona, ed. (1986), 96-7

Canç del Armer [from Avant] (Barcelona, 1876), Enric Obiols; f.p.
arce1ona, 29 June 1876

Visca la pau (for mixed chorus; 1878), Francisco Asenjo Barbieri;
f.p. (in Castilian trans.) Madrid, zarzuela, March 1884

La canç del desertor (drama L(ric; c. 1881), Josep Rodoreda

La nit al bosch (idyll dramatic, 1; 1883), Rodoreda

La Roselia (drama lfr1c; 1885), Rodoreda; unperf.

El ca9ador negre (drama 11'ric; c.1885), Rodoreda; unperf.

La flor de la vail (drama 11'ric; 1897), Joan Coula; f.p. Barcelona
2 June 1897

Els Nesos (12 songs for chorus; 1897), Casals

Priinaveral (chorus; c. 1899), Borrs de Palau [Teatre Catala, 28
July 1899) n.p.J

Petrarca (poema, 1, 1899), Granados, see Appendix A
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Las Deu (chorus; c. 1899), CelestI Sadurnl [Teatre Catala, 20

September 1899), n.p.]

La non-non de'els papellons (chorus; c. 1899), Sebastien Rafrt
[Teatre Cata1, 442 (1900), 2]

I
Magarido (poema uric, 2; 1900), Amadeu Vives; unperf.

Caziel (poem i(ric-dramtic, 3; 1900), Granados; see Appendices A
and E

Picarol (comedia lIrica, 1; 1900), Granados; see Appendices A and D

La reina del cor (drama llric; n.d.), Morera; see Appendix D

La nit de nadal (drama l{ric; n.d.), Morera; see Appendix D

La Rosons (marina drantica, 1; 1900), Morera; see Appendix D

La barca (idili drantich; n.d.), Morera; see Appendix E

Nit de reis (drama i(ric; n.d.), Morera; see Appendix E

Joan de l'Os (condia, 2; 1900), Morera; see Appendix E

Follet (drama uric, 3; 1901), Granados; see Appendix A

El pals de vano (Pierrot iladre) (drama llri9, 1; 1906), Celesd
Sadurni; see Appendix E

Qaento de Nadal (teatre per a infants, songs bZ Mestres, 2; 1908);
f.p. Barcelona, Nova &ipresa de Teatre Catala, 21 December 1908

/	 I	 /La preso de Xauxa (fantasia lirich dramatich, 1; c. 1910), Borras
de Palau; f.p. Teatre Granv{a de Barcelona, 5 March 1910

Liliana (episodi L(rich-draitich, 1, 1911), Granados; see
Appendix A

La viola d'or (com' dia musicale, 3; 1913), Morera; f.p. (outdoors)
Terres (Garriga nr Barcelona, 30 August 1914

Una vegada era un rey (rondalla lIrica; 1911); Cassi Cassademont

Gloria a C1av (chorus) Cassademont; f.p. Barcelona, 1916

La Taberna d'en Mallol (drama i(ric, n.d.), Felip Caparros; f.p.
Barcelona, Teatre Nou, 19 April 1930
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D WORKS PERFORMED IN THE FIRST SEASON OF THE TEATRE LIRIC CATALA
(1901)

All these works were performed several times during the following
season. Avi&a's (1985, 288) chronological list of the performances
contains numerous inaccuracies and for this reason I have not
attempted to give performing dates for each of the works. All the
works listed were performed for the first time except those marked
with an asterisk. All of them were performed at the Teatre de
Tivoli in Barcelona.

January - March 1901

*La1egr1a gue passa, Enric Morera/Santiago Rusi'ol

Les caramelles, Morera/Ignasi Ig1sias

La reiria del cor, Morera/Ig1sias

*La Rosons, Morera/Apeles Mestres'

L'adoraci del pastors, Morera/Mn. Cinto Verdaguer

L'aligot, Morera/Josep N. Jord

Cigales I formigues, Morera/Rusio1

La nit de Nadal, Morera/Jord

Cors joves, Joan Gay/Jord

El hop pastor, Gay/Eduard Marquina

Colometa la gitana, Joan Lapeyra/FznIli Vilanova

Trista aubada, Salvador BartolI/ Josep Folch I Torres

Picarol, Enrique Granados/Mestres

1. F.p. Teatre de Retiro, Sitges, 25 August 1899
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E WORKS PERFORMED IN THE ESPECTACLES I AUDICIONS GRANER

All these works were performed at the Teatre Principal in Barcelona

although the Sala Nerc was used for concerts of chamber music and

film shows. All the works listed were performed for the first time

except those marked with an asterisk. This is an augmented version

of the list found in AvitI6a (1985, 312-4).

1) First Season (12 October 1905 - 18 Nay 1906)

El comte Arnau, Enric Norera/Josep Carner

*L I alegrja gue passa, Morera/Santlago RusifIl

Els tree tambors, Morera/Adri Gual

La barca, Morera/Apeles Nestres (F.p. Bna, 23 September 1903)

*La Rosons, Morera/Nestres

El miracle del Tallat, Morera/Carner

*La nit de Nadal, Morera/Josep N. Jord

Fra Carl, Morera/Xavier Viura

La fustots, Robert Schumann/Carner

La matinada, Felipe Pedrell/Gual

La dona d'algua, Pecanins/Costa i Liobera

*picarol, Enrique Granados/Mestres

La pres6 de Lielda, Jaume Pahissa/Gual

La sardana dels promesos, Adri Esquerr/Morato

Donzella gue va a la guerra, Lainbert/Manuel de Montoliu

La mona de Pasgua, the authorship of the music and text is
anonymous
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ii) Second Season (20 September 1906 - 4 June 1907)

La dame d 'Arag, Esquerr/Morat

Las calderes de'n Pere Boter^, Esquerra/Morat6
Permeti 'm, Esquerr/Puiggar(
Nit de rels, Morera/Mestres

La santa espina, Morera/Angel Guimera
La resurreci de Llatzer, Norera/Guimer

Festa completa, Narciso Freixas/Paima
Gaziel, Enrique Granados/Mestres
El pal's de vano (Pierrot liadre), CelestI Sadurnl'/Mestres
Innoc'ncia, Joaquim Grant/Eduard Au].s

La rambia de lea Flora, Vilar/Pitarra

La nina dormida al bosc, Pahissa/Nontoiiu
Joves i veils, Josep Ferrer/Enric Fuentes

iii) Third Season (27 October 1907 - 22 April 1908)

Joan de r6s, Morera/Mestres

Lea roselies, Esquerr/Jord

El fill del rel, Amadeu Argelaga/Marinel.io

Apeu pla, Frederic A1fonso/Auis

Rodam6n, Freixas/Nogueras Oiler
No diguis blat, Borras de Palau/Auls
Els gendarmes, o gui vigilia no dorm, Sadurnl'/Moratg

T' estimo, Esquerr/PuiggarI
La festa de les donzelles, Esquerr'à/Rivasi Nonell

El portal de Bethiem, Morera/Esquerra/Prats

La reina vella, Morera/Guimer
Vora el mar, Alfonso/M. Ayarbe/Vilaregut
El testament de n'Ainelia, Carme Karr/Llir(s Vl'a
Parada I taverna, Figueres/Boter i Roger

La liar, Salvador Bartoll'/Jaume Brossa
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Diario de Barcelona, (29 October 1906), 2341

Correo Catalan, (30 October 1906), n.p.

Diluvio, (1 November 1906), 14: "Gaziel" by Federico Urrecha

Esguella de la Torratxa, 1453 (1906), 732: Includes Vilomara's set design
on p. 737

flustracin Catalana, 179 (28 October 1906), 702

Noticiero UnIversal, (29 October 1906), n.p.

Poble Catal, (28 October 1906), n.p.: 'Teatre Principal' by F.

Revista Musical Catalana, 34 (1906), n.p.

Vanguardia, (28 October 1906), 7

Veu de Catalunya, (29 October 1906), 2

TdlIanat

Noticias, (? February 1908), n.p.: 'De la "Atlantida" a "Liliana" by Manuel
Marinel.lo (t)

Vanguardia, (? February 1908), n.p.: 'Busca buscando' by Juan Busc6n

Diario de Barcelona, 10 July 1911, 2345-46

Diluvio, 11 July 1911, 18

Escna Catalana, 249 (1911), 3

Esquella de la Torratxa, 1698 (1911), 435: Includes photographs of
principal actors and costumes

ibid, 442: 'El debut de 1'Apeles stres' by Xarau

Joventut Teatral, 98 (1911), 651: 'Liliana' b3? Josep Fons Oliva

Poble Catal, (9 July 1911), 2

Poble Catal (10 July 1911), n.p.

Poble CataL (12 July 1911), 1: "Liliana" a Bellas Artes', by Alexandre
Plana

Revista Musical Catalana, 91 (1911), 220-21: 'Palau de Bellas Artes' by I.
F.

Vanguardia, 10 July 1911, 4

\
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