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lorea addressed himself to
simple persons, or to
what there can be of
simplicity in persons

who are not simple,

Franclseo Gercla Lorea
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INTRODUCTION

The theatre for me is the most direct and effective
means of expressing an idea and communicating it to people.
Some artists express themselwes through line and cclor or
through sounds and words. But I believe that there is no-
thing more vital, fresh, and, therefore, meaningful than ex-
pressing an idea through living vehicles of communication,
that is, through the living bhuman being. This is the reason
I bave committed myself to the theatre.

With an opportunity to direct a full length play, the
most essential factor for me was to select a play through
which I could express my feelings about people, life and the
world, and to communicate this understanding to people in a

moat effective form.

fiving in the twentieth century, I have been quite aware
of one particular quality of it: the shattering power of
over—organization, which controls all of human existence to
the extrememof deformity. As the result of a tremendous
digcipline of mind in the course of a long history, we have
brought about a highly specialized development in the forms
of our existence. We have derived great benefits from this;

mankind can be justifiably proud of his accomplishment.




|

Furthermore, we cannot even begin to think of going back a
few centuries and living as people did then. Yet when I per-
‘coiva the things around us, I fear we have been itrapped some-
where along the way. We seem to have lost the things which
are most essential to lmman life, in the very process of seek-
ing to improve life. For, as I see the world, the role of the
protagonist has been transferred from man as an individual te
a society, a social organ. It is now society which has con-
trol and molds mankind to its way, and we are obliged to
follew in whichever direction thkise monster happens ito be go-
ing. Our status has been relegated to that of mere components
in an immense social organ, rather than of protagonisi.

This perverted relation between man and society is the
very thing I call deformity. For in this relation the easen-
tial values of man ~ his freedom, his fertility, his gpontaneity,
the genuine quality of his heart and soul - are forced inte
small, sterile, stereotyped boxes to make him function proper-
1y as a part of the social machine. This dehumanizes human
nature. The tension between the nature of man and the inhu-
man outer force of modern society inevitably drives man's
center out of the inner self, for to live there - in ocne's inney
seld - - results, because of his sensitivity, in pain and
frustration which may eventually lead to neurosis. Thus man's

center is placed outside of himself. 4And this misplacement




of focus is a dangerous step teward lesing a center in melf,
therefore, in life. Man's spontaneous sensitivity, which be-
comes gxternalized when his cemtér is placed outside himself,
graduglly becemes dulled by the inanimate, metallic hardness
of the external werld. For since the living delicacy of inner
sengitivity and the inanimate hardmess of the cuter world cannnot
exist together, man's sensitivity is washed away and finally
there exists a shell of a man unable to respord with genuine
feeling to the world agbout him. Mederm man ties his center
mersly to the ferms of life, the materials, rather than to the:.
pubstance. As man's life becomes inoreasingly determined by the
outward forms of existence, he 10-.3 the fresdom to carve ocut

for himself a life of his own cheesing.

So much fer a brief analysis of modern man and the werld.

The medern theatre reflects maturally the thavadevishics: of
modern life. It is filled with neureotics, failures, deblumanized
figures, people with tremendous preblems crushed by external
ferces-trivial people. Williams, Al})oo, Pinter, Beckett, and
Ionesco—they draw charmingly disturbed, hopelessly oriented
people. My personal view ¢f these playa and characters is rathsi
unfavourable, although I appreciate their value and artistry.

T would like to see not what we are and what we will eventually

become, but what we can be. Hope rather than fear.

{9]
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When I firat discovered ILoreca's apirit, shiming out of
the provincial Spanish world, I was fascinated by his vital
soul struggling for life and freedom. It was not toce long
before I decided to choose one of his plays.

It was an exciting privilege as an artist to‘be able
to explore and wander in the world of Yorca -~ his heart,

his mind snd his art.

Since World War I there has been no
more begutiful mind in the theatre than
Lorea'‘s. It was a mind at the same
time passionate, complex, and natural
and, as the theatre must be, contagious
a-nd. friendly.

Stark Young
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LORCA AS A PERSON

For Federico the most important thing was
life, with all its drama and confuslion.
Art was a conseguence of hisz life.
He addressed himself to gimple personsa,
or to what there can be of simplicity in
persons who are not simple.
Laughter and tears are the two poles of
his theatre, the fundamental attitude of
an author who likes to live; that is to
say, to suffer and enjoy life's course as
an inevitable universal drama.
He was dedicated to his c¢alling; not to
his literary calling, but to his calling
Francisco G. Lorea
Somewhere in a letter to GJeorge Guillen {a great con-
temporary Spanish poet), lorca once wrote that his poetry
was made out of love, force, and remunciation. This state-
ment gives us a clear vision not only of his poetry, but
algo of his persen. For lorca, te live was to love, and to
love was to fight, and in fighting with inevitable forces for
love, one is led to renunciation - to death. This seems to
have been a core of Lorca's being. One of his poems expresses
thig very essence of life: in this short, simple poem his
whole person is vividly revealed.
Song of Desperate Love
The night does not wish to come

go that you cannot come
and I cannot go.
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Here, from

heroine at

But I will go, though a scorpion sun should
eat my temple.

But you will come with your tongue burned
by the salt rain.

The day does not wish to come
80 that you cannot come
and I cannot go.

But I will go yielding to the teads
ny chewed carnation.

But you will come through the muddy
sewers of darkness.

Feither night nor day wishes to come
g0 that I may die for you
and you die for me.

his play Mariana Pineda, is a poem sung by the
the end of the play:

I am freedom because love wanted it so,
Pedrol! the freedom for which you left me.
I am freedom stricken by men

love, love, love and eternal solitude.

lorca, who adores Mariana as the greatest emotiocnal exper-—

jence of his childhood, desoribed her during an interview on

the occasion of the play's first performance in Buenos Aires,

December 29, 1933.

I came to the conclusion that Mariana
Pineda was a woman, a marvel of a woman;
and the reason for her existence, the chief
motive of her life, was love and freedom.

Mariana lifted two weapons, love and free-
dom, in her hands - net to conquer tut to
die on the gallows. They were two fists
beating constantly on her own heart. . .

Nailed to these two crosses of sorrow and
happiness - the two immortal illusions




created by the gods to give man's life asome
hopeful meaning - Mariana Pineda appeared
befores me like some fabulous and most beau-
tiful being, her mysaterious eyes following
with ineffable tendernsss all the movements
of the city. Materialising this ideal figure,
I imagined the Alhambra o be a moon adorn-
ing my heroine's breast; her skirt the sur-
rounding lowland embroidered in a thousand
tones of green; the white petticoat the snow
of the mountain etched against the blue sky;
and the scalleped hem the golden flame of a
copper-colored lamp.

I would not heaitate to say that Lorca, who adores Mariana
as a most fabulous and most beautiful being, identified him-
self with her. These "two immortal illusions" must have been
ntyo fists beating constantly" on his own heart.

© One oé the essential qualities of his being, though
already mentioned, should perhaps receive greater emphasis:
his keen awareness of the oonstant enemy, death. Iife, for
lorca, was always next door to death. life, or love, there-
fore, must be affirmed in the teeth of death. 4ind this
avareness deepens and intensifies the momenta of living.

A statement by Madariaga about the Spanish people pro-

vides a background for understanding Yerca's particular view

of 1life and death.

. « » Whether consciocuasly or not, the Span-
iard lives against a background of eternity.
Hence it is that the twe poles of hie psycho-
logy should be the individual and the universe;
the subject and the wkole; and that life for him
ghould consist in the absorbing of the uni-
verse by the individhal, the assimilation
of the whole by the subject. . «

Spain, p.25.

ry——
—
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life is not merely preparation for eternsl life, bui rather
l1ife itself has vital significant values. Man is not a being
gubordinate to the whole universe, but a being standing equal,
and in oppositién, to it. This stTong sense of opposition
and the perception of the values of man and his life must

have been a driving force for Lorca to live, to affirm his

life.

This assertion of the meaning of life against death
leads us to another distinct characteristic of lLorca: his
human pride. His vision of human pride is expreased especially
in his mature dramatic works through the action of the heroes
and heroines. Certain of his poems also reflect his view of
human pride.

Ignacic goes up tiers

with all his death on his shoulders.
He sought for the dawm

but the dawn was no mel'e.

He seeks for his confident profile
and the dream bewilders him.

He mought for his beautiful body
and encountered his opened blood.

a & @

T don't want them te cover his face with handkerchiefs

that he may get umed to the death he carries.
' Go, Ignacio; feel not the hot bellowing.
Slesep, Tly, Test; even the sea dies!

from "Lament for Ignacio Sanchez Mejias"

I sensed that tha{ had murdered me.
They swept ihrough cafes, graveyards, churches,

they opened ihe wine casks and the closets,
they ravaged three skeletons to yank the gold
teeth out.

ll




But they never found me.
They never found me?
Ne. They never found me.

from "Poet in New York"

|
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LORCA AS A PLAYWRIGHT

1. Lorca's Inheritance from the Traditional Spanish Puppet
Theatre

In Spain, as in other Mediterranean couniries, puppet
theatre has been a popular form of drama. It has been per-
formed at fairs, festivals, and in its own well-established
theatre. lorca, as his brether says, had been intereétod
in and closely involved in the puppet: theatre from his child-
hood. His favorite toy was a miniature theatre, and he made
figurines and invented plays for them. Later, when lorca
became recognized as a poet and more interested in the
actual theatre, puppetry afforded him an inexpensive mode of
production. Lorca's friendship with some of the leading
puppeteers (such as Manuel de Falla who wrote operas for the
puppet theatre) simply intensified his fascination with the
wooden actors. It was in these puppet plays that Lorca for
the first time discovered how drama transmutes the words
into azn element of physical action.

Phere were two types of puppet theatre during the period
of Lorca. One was the violent Punch and Judy-like drama in
which plot, theme, even logic are sacrificed te burlesque,
and the other is the more complex, romantic musical, and
somewhat narrative genre. They afforded Lorca free rein to

implement his imagination. Most of Lorca's early plays,

:
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such as The Spell of Butterfly, have the characteristic of

the puppet form; lyrical, nmarrative, and expository speeches
link the episecdic framework of the scenes. These plays are
imaginative and simple and colorful. Yet these were not
necessarily an ideal preparation for the stage and for bhuman
actors, who, by their very presence, could make their atti-
tudes and deeds explicit, without need of detailed epraition.
Although Lorca learned basic things about drama from the pup-
pet theatre, he had a disadvantage in approaching drama from
the puppeteer's peint of view.

This disadvantage was gradually eliminated from his
work when he began his dramatic experiments in surrealism.
For in these works Lorca was forced to depend less upon words
for his dramatic effect, according to the surrealist mode
itself, and more upon the physical symbol of the character

in action. (If Five Years Pass, The Public)

(It is interesting to note how that the over-theatrical
colorful puppet theatre elements and non-theatrical surrealism
brought about the very quality of theatrical mastery in his
later works. Alse, it is very interesting that the Japanese
Kabuki theatre, which has much the same theatrical charac-
teristics as lerca's, was influenced a great deal hy the

puppet theatre in the early days of its development.)
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2, lorea's Inheritance from the Traditional Spanish Theatre

Among his contemporary writers, Lorca was diatinctive in
the menge that he worked more originglly and in closer asso-
ciation with the rich traditiocnal theatre.

Lorca lived in Spain during a peried of turmoil and revo-
lution in terms of creative art. It was a time when Spain

was beginning to feel the creative and revolutionary energies

that had been released in the reat of Burope after the First
World War. Then Spain was still primarily an agrarian nation,

and had not suffered from the embattled experiences of Eurcpse,

but nonetheless, the repudiation of decadent medievalism was
being emphasized through what was happening in Europe. This
atmosphere and these activities animated the young generation.

The Spanish version of cubism and other avant garde achools

of srt sprang up, and those who became wholehearted disciples
of these new trends were influenced to emigrate to Paris to
find more nourishment.

But it wes indicative of his gecod senae and of his in-
$uitive understanding of what is basic to the Spanish theatre
that Lorca did not join his friends in simulating the Euro-
pean poatwar literary jitters. He refused to take these new

trends as panaceas, although he was constantly assimilating

a valuable store of insight from books, ideclogies and

practices; but rather he showed much more interest and spent




much more energy in investigating the forms and essential
qualities of the Spanish traditional theatre. His attitude

toward the classic Spanish theaire was intensified through

his trip to New York. The Love of Don Perlimplin and The "

Shoemaker's Wife, whickh were written after his trip, were

both cast in traditional Spanish dramatic modes. (This period
followed his puppet and surrealism periods.)

Traditionally, the Spanish drama is a direct cuigrowth of
the popular language and themes of traditional balladry.
It found its characteristics from as early as the mid-fifteenth

century, when a litile Christmas plece, Representgciéh de

NuestTo Senor, tied up its dramatic consequences with a

popular ballad sung at the end by a chorus of nuns. A little
later, Juan del Encina developed ithe possibilities of com-
bining songs and recitatien in his pastoral and religious
plays — a device which gradually became respectable through
the efforts of other early playwrights, until it finally
blossomed into Calderon's music drama. Gil Vicente's tumul-
tuous farces and religious allegeries are full of characters
whose feet are aching te dance, whose voices at every turn
are breaking into inspired songs. Lope de Rueda's peasant
characters admirably expressed the popular idiom of the day.
And finally, by the time Juan de la Cueva evolved the farce

between-aots, a strong national seniiment had invaded the

2]



theatre: the legendary heroes of Spain walked across the

stage and the whole rich ireasury of ballad literature was
opened to exploitation. Thus before the Golden Age all the
materials and techniques of Spanish national drama were al~
ready implicit in ites structure. It was only left for lope
de Vega to perfect the form of the ballad on the stage, and
for Calderon de la Barca to give to the drama that spirit
of speculation and faith which was the heart of the Spanish
religious obmession throughout the Middle Ages and the
Renaissanoce.

Both lLope and Calderon spoke to a people whose lives

were controlled by Catholicism and infused with a sense of
pride. YLope's plays reflected his age's secular precccupations:
the spirit of intrigue, heroic action, and all the frivolities
of the grand spectacle blended with popular slapstick. Cal-
deron clothed the world in the Spanish black cape of honor,
religious fatality, and the vivid promise of release from
this weary earth into heaven. The pecple loved Calderon
passionately and trembled before the austere lyricism of his
plays. But in Lope they rejoiced, for his was mostly the
anarchic spirit.

Through the investigation of the forms and the tempera-
ment in the traditional theafre, Lorca discovered a molid

bage for his poetic drama precisely in these two greatest
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classical writers. Iike Lope, Lerca is essentially a lyric
poet. His dramatic instinct grew cut of a sense of communica-
tion he felt himself able to establish with the people. Also,
he was possessed with the need te ﬁreate spectacle, a visual
and.'musical supplement to the art of the spoken word. It “
was in Lope that Ieorca found a form for his drama. On the
other hand, lorca seems to have been influenced by Calderon

in ideolegical terms, for his works have a close moral affinity
with Calderon's drama. Like Calderon, he seems to reduce

1life to a symbolic formula; he holds that traditional Spanish
respect for honor, and sees on life's flashing momaic face

the essential mask of death.

Phus, the characteriatics found in leorca's mosi mature
worke are the off-spring of the integrated essences 'in the

works of two great classical writers.
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THEE PLAY

Blood Wedding is a poetic expression of ILorca's maturing

view of life. It is a strange combination of the universal
and the provincial perspective. The play was written in
1933, and was based on a newspaper account of an incideni
almost identical with the plot.

Blood Wedding is about Spanish peasant lovers who had te

live by strict social conveniions, sacrificing their natural
passion. Diiven, however, to pursue their inevitable passion,
they cause a severe conflict and thns lead themselves to ulti-
mste disaster. The conflict in the play is between social
conventions (social law) and the levers' passion (matural

18.“') .

1. Theme and Meaning

In humsn life, socizl law and natural
law conflict. But in order to fulfill
our lives, we muat affirm outr passion,
even in the teeth of death. For "bei-
ter dead with the bleocd drained away
than alive with it rotting”.

The theme of the play ie expressed through the action ef
two lovers, the action reflecting Terca's poetic pattern of
love, ferce and renunciation. ILorca's hero is Leonardo, who
jg driven to assert the meaning of life and to affirm love.

Once having forced himself to follow the soclal law and sae-
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rifice his natural passioa, he inevitably comes to realize
that he has ¥aken a wrong path, and he is now driven {o pur-
gue what seems to him the essential thing: to affirm his
passion. He comes to his lover's house just before her wed-
ding and speaks to her:

Ever since I got married I've been think-
ing night and day about whose fault it
was, and every time I think about it, out
comes a new fault to eat up the old one;

but alwaye there's a fault left.

To burn with desire and keep quiet about
it is the greatest punishment we can
bring on ourselves . . . It only served
t0 bring the fire down on me! TYou think
that time heals and walls hide things,
but it isn't true! When things get that
deep inside you there isn't anybedy can
change them!

Act II, Scene 1. (underlining mine)

Leonarde now has not only a perception eof life, but alse the
strength and passion to pursue it. He is the only figure in
the play who fights to live. He takes the Bride away from
her wedding celebration fiesta and runs with her into the
foreast. There for the first time in the play be reveals his
determination to affirm his passion.

The birds of early merning

are calling among the trees;

The night is dying

on the stone ridge;

Let's go to a hidden corner

vhere I may love you forever.

feonardo struggles to reach a place of freedom to affirm bhis

life, his love. But deatiny is much too overpowering, and




at the end of the scene he is forced 1o encounter death. ITeo-
nardo's strong willpower to take action, his fight with obata-
cles, and hig final triumph of uman pride in death are wall
expressed in the poem which appeared earlier, but which I
would like to repeat here, "Seng of Desperate Love".

The night does not wish te come
g0 that you cannot ccme
and I cannot go.

But I will go, though a scorpion sun should
eat my temple.

But you will come with your tongue burned
by the salt rain.

The day dces not wish te come
go that you cannot come
and I cannot ge.

But I will go yielding to the toads

ny chewed carnation.

But you will come through the muddy

gsewers of darkness.

Feither night nor day wishes to come

g¢ that I may die for you

and you die for me.
Tnterestingly enough, Leonardo is the only character in the
play who is given a name by the author. lerca's intention

ig clear.

26
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2, JIdezs Bearing on the Theme

A. Oppomition of Life and Death

The idea of the opposition of life and death permeaies
the whole play. It is most expressed in the character of the
Mother. {In lLerca's plays, characters are sometimes symbolic,
i,e., pergonifications of a certain idea or quality, rather
than three-dimensional beings. This is especially true in

Blood Wedding.)

« o o First your father; to me he smelled
like a carnation and I bad him for barely
three years. Then your brother. Ok, is it
right -~ how can it be - that a emall thing
like a knife or pistdl can finigh off a
man-abullofam?...

Mother - Act I, Scene 1.

At the very beginning of the first scene, even before
anything happens, the idea of the oppression ef death is
introduced through the Mother. She is constantly aware of the
cppression of death, expecting bloodshed every minute. She
gpeaks before the wedding celebratien:

#hat blood would yeu expect him to have?
His whole family's bleod. It comes dewn
from his great grandfather, who started

jin killing, and it gees en down through the
whole evil breed of knife-wielding and
false smiling men . « « On the forehead
of all of them I see only the hand with
which they killed what was mine . . »

That's why it's so terrible to see one's
own bleod spilled out om the ground. A
fountain that spurts for a minute, but cosis
usg years. When I got to my son, he lay
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two levers.

fallen in the middle of the street. I wet
my hands with his blood and licked them
with my tongue - because it was my blood . .

Mother ~ Act II, Scene 2.

The Mother's consociousness of death constantly opposed te life
brings into the play the intense walues of the living nements.
Ierca intensely affirmed life besause he saw it always stand-
ing over againat its ememy death. Through the Mother he

heightens the meaning and value of the living moments of the

His composition is clear.

After the killing of the twe men, the play ends with a

poetically heightened expression ef this very idea:

And this is a knife,

a tiny knmife

that barely fits the hand;

fish without scales, witheut river,

so that on their appeinted day, between
twe and three,

two men are left wtiff,

with their lips turning yellew.

And it barely fits the hand
but it slides in clean
through the astonished flesh
and steps there, at the place
where trembles enmesghed

the daTk roet of a mcream.

Aot III, Scene 2.
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B. Patalistic View of Life
Because of their streng senme of desiiny, the charac-

ters in Blood Wedding are able te accept with a certain resig-

nation the kind of life they have to lead. Thias idea iz ex~
pressed in the play on two different levela.

Servant: In this country it does not even cool off
at dawn.

Bride: My wmother came from a place with lots of
trees from a fertile ceuantry.

Servant: And she was so alivel

Bride: But she wasied away here.

Servant: Fate.

Bride: As we're all wasting away here . . .

Act II, Scene l.
Teonarde: . + « And the silver pins of your wedding
turned my red blood black.
Ard in me eur dream was choking.
ny flesh with its poisoned weeds.

Oh, it ien't my fault -
the fault is the earth's.

Aet III’ Scene 1.
Mother: . . « with a knife;
with a 1little knife,

on their appeinted day, two men killed
sach other Teor love.

Act IIT, Scene 2.
(Underlining mine)

Interestingly enocugh, lerca asets the action of the play around
the lives of women whose place in the society is static and
deternined even befere their birth. The orly reason for their
existence in the Spanish seciety is their role as wife and
mother. Therefore the horison of their lives is usually

lizited — as the Mother eften says ~ to the walls of the




house. lorca emphasiges the idea of fate through the lives of
these women.

The fatalistic view of life is expressed differently in
the Forest Scene. Moon and Death, characterized by Lerca asm

supernatural ferces, manipulate luman livea. It is they who

prepare and lead the two youmg men to death. I can feel Ierca's

human pride passiomately burning and fighting against these
inevitable forces.

C. Problem of Honer and Pride

Torca takes a definite gttitude teward the problem
of honor and pride in Spanish so¢ciety. The smense of honer in
man is a reflection of the judgment of his value made by other
men. Spanish peasant seclety, as any other socleity, has a
strong regulating meral cede which developed out of the tra-

ditional culture and social conventions. Throughout its long

history, these regulating prineciples ef society became force-

ful eneugh, so that any individual who neglected them was

cast off from the society as an abuser of the social hoenoer.

In such a smociety man's value is measured by his loyalty to
this sexse of gocial honer. Therefere every worthy man not
only respects the social ocode, put alse is guardian ef it.

Thus the sense of social honer contrels each individual's
existence in the community. It works as a motivation for their
action. (Leomarde's status in the aocciety is a good example

of one who violates social honor.)
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Pride is self-esteem in man's gbility to maintain the
social code in this particular society. It is his pride which
drives the individual to hold on te his social hener, in ordex
not te be cast off frem the seciety.

Apparently, in the world ef Lerca,t¢ maintain soccial honor
and te affirm his life preduce a conflict. Therefore individuals
are forced to choese one of the twe. Most of the characters
in the play, except for Leenarde, have chosen the former, and
their lives are motivated hy their loyalty to the social code
and by their pride in exercising 1t. ILerca clearly indicates
hig attitude toward them in the sotion of the play. Is is
seen mest clearly in the action eof leonardo, who fighta social
principles in order to affirm his life in ihe true sense. In
addition, the Mother's obsession with secial honer and with
family honer in the seciety becemes the direct motivatien for
the killing of the two men in the forest. The present relation-
ship between Leonarde and the Bride, the static situation in
Leonarde's family, and the arranged marriage between the
Bridegroom and the Bride - each of these relationships expresses
the misfortune that results from absolute adherence to the
social law. Lerca bas Lecnarde, who has followed the mecial
law and now Tealizes his mistake, speak about pride:

Bride: But I have my pride. 4And that's why I'm
getting married. I'll lock myself in
with my lusband and then I'll have to

’ love him above everyons slse.
Leenarde: Pride won't help you a bit! . . What good
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was pride to me? And not seeing you, and

letting you lie awake night after night?

No goodl It only served to bring fire down
ol me.

Act II, Scene 1l.

For lorca true human pride consists in affirming one's life.
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FORM OF PRODUCTION

1. @General Statement of the Production Plan

Blood Wedding as a play has a rather unique form. It

contains elements of realism, symbolism, romantiéism, and
classicism, with a fusion of dialogue, poetry, songs, dance
and music. It does net have a consistent style, but has a
style of its own, particular te this particular play. We may
call it the style of Blood Wedding by Garcia Lorca. Therefore,
the director's first decision was to bring a style out of each
gscene with whatever it prejects, without being restricted by
ready-made conventions.

However, realism was the basic style chosen for the pro-
duction. The play itself lacks this very base, being a poelic
statement rather than a complete piece of a dramatic work.

The play springs less from the treatment of the story in
terms of characters' relationships and situations, than from
the qualities and forces embodied by the charactera. The
director did not want to see the qualities flying in and out
on the stage, and speaking poems. In order to communicate
the theme of the play most vitally to the audience, ghe had
to have real human beings living in solid situations.

With realism as the basic style, simplicity was an impor-
tant element te the production. By heightening the symbols,

cclors, dance and songs with beautiful abstract lights and

i
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sets, the script has the potential of being a great spectacle.
But again, the director was more interested in expressing the
idea through the peeple in the situation, than through elaborate

theatrical artifices. The very nature of Bleod Wedding lies

in its primitivenese. She did not wani this nature te be
decorated.

There were two characters in the play who could not boss-
ibly fit inte the realm o¢f realism: Moon and Beath. So, through
lights, costumes, make-up, and acting, the atyle was to be
adjusted to the level of an impersonal, symbolic world. The
director's intention was to present these two on totally
different levels, so that the audience would kmow that they
were not people, but the perasonification of supermatural

forces standing in eopposition to bhuman beings.
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The Vision of the Play

Aet T

Scene 1: Obsession of death and a sigrn of fore-
shadowing tragedy.

Scene 2: Oppressed and fruestrated passion, with a
sign of bursting out.

Scene 3: Strong social conventions. The ritual of
arranging a marriage. People's sccial
face, the sense of social honor and pride.

Throughout Act I the atmesphere is stark, devoid of

desire. It is rigid, calm and controlled, with a

sign of anarchic passions in people.

Act IT

Scene 1: Impénding anarchic passion and agitation
of contrel. Sense of fate.

Scene 2: Animsted excitement of the wedding cele-
bration gradually freeing the expression
of the péeplo's emotion and passion.
Stripping away of contrel, of the social
mask.

The atmosphere is hot, passionate, animated and free.

The movementas are fresh, vital, free, guick. The

apeed of movement and the volume of noise quickens

and increases as the scenes go on.

Conception of Act II, Scene 2:

This scene consists of eight litile acenes, and
rather an expressionistic quality. TFor the scenes
do not dirsctly follow each oiher, nor do they de-
velop in terms of action. Rather they are exposgitions
or expressions of what is going on from different
perspectives. (This is especially true in the transi-
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tion from the guests' entrance to the discovery

of the Bride's absence.) The scene worke as a
whole. Therefore, the directorial intention was

to emphasize the crewd's movemenits and noise sven
when dialogue was being carried on on another area
of the stage, rather than trying to focus attention
in the direction of the dialogue. (Actually, in

the production

Act IIT

Scene 1: Conflict between passion and a sense of
sooial honer, expressed through the Bride
and Ieonarde. Conflict between human
pride and death as a supernatural power.

Scens 2: "We have terrible days ashead" — the
barren fate of these women. Their lament
on man's death embodies their passion
for their men and children. Heightened
oppesition §f life and death. The im-
portance of social honor diminishes from
the people toward the end. There is a
sengse of nobility, a movement to the
impersonal.

Now the perspective shifts from inside to ocutside

the play. It is mere objective, detached; the

whole atmosphere becomes impersonal.

37
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3« Dominsnt Mood of the Preduotion

Thu Spanish temperanent, derived from the land and the
peeple, sets the tone of the play. One might use the image of
a castle in describing the land - there is a feeling of lefti-
ness, barrenneass, dryness, and space, with a hidden ﬁrin&tiva
vitality and fertility rooted deep in the soil. The Spanish
people have much the same charaocteristics. They are a people
with violent, primitive, deep passions. Since they live with~
in a rather rigid traditional, sec¢ial code, they express
their imner passions through their mugic, dance, songs, and
bullfights. In the preductien this basic Spanish temperament

should be tempered with a dark, heavy, fatal gquality.

4. Funetions of Collaberaters in Ferming the Style

Set: to present the atmesphere of the land of Spain (hot,

dry, stern), as well am te previde the sense of place. The
four walls of the house are important to visually give the
feeling of the confined lives of these women. The general
quality of the set should be heavy, oppressive.

5&3@13 to create place and time of day, and to heighten the
mood according to the geenes - (heat of sun, ceol air of the
forest, exciting hot air of the wedding celebration, disas~
trous, grim, heavy air of the lament on death).

Soumds to emphasize emeticnal sentiment and to sustain the

I
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flow of action between the scenes. Guitar music was used to
heighten the Spanish moed.

Costumes: to convey Tealiam by the use of material contempo-
Tary with the time and place. Use of color symbolism.
Properties: te emphasigze the kind of life the characters led
in the period and in the place. To heighten the images of
poetry: knife, flower, water...

Actoras: to know their personal histories and relations %o thn
other characters and to the situation they are in, and te
present themselves as three-dimemsional beings. They must

find the way to intensify their meed aa characiers.




METHOD OF WORKING WITH THE ACTORS

Dus to her limited experiemce and to the kind of play and

cast she had, the directer did not set a definite method of

werking with the acters prier te the rehearsal period. However,

lat Week:

2nd Week:

3rd Week:

4th Week:

5th Week:

a brief work plen, shown belew, was submitted to the acters.

Set up the physical reality in the scenes:
l. Find cut what is happening and what
you are doing.
2. Set up relationships between charactersa.
3. Find out their need.

Set a rough blecking and the actors should
begin communicating with each other with
lines. Lines should be learned by the end
of this week.

Develop acting values:
1. Develep character elements.
2. Intenaify the needs of the character.
3. Feel the meod and the rhythm of the p
Pl&yo
4. Set the blecking.

Polish acting walues:

1. Actors werk en the timing, and rhythm
of the character as well as on their
growth frem the beginning of the play
to the emd.

2. DPirecter werks on pace, rhythm, and .-
contrast.

Technical rehearsals.

Along with this chart, tihe director had prepared herself
in twe areas: (1) the backgroumd ef the play, that is, all the
persenal 1ife stories éf each charaoier, and their relationships,
whbat happend among these people befere the play starts, and what

happens off stage during the play; amd (2) the materials to
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intreduce the Spanish temperament: articles em Spanish people
and land, paintings(Picasse and Goya), music(Flamence guitar),
and Spanish people to talk te the acters. (The directe herself II
had a long conversation with Francisce Garcia Lorca, and Mrs.
Gilman, a daughter of a contemporary Spanish pest, George Guillon.i4
There were twe important dotofninations on the director's
side in choesing the method of working om this production. In
her previous work, a firm, already-set conception ef the play
(interpretation of charascters, blecking, rbythm, as well as ideas

and meaning of the play) tended te impose form upen the actors,

rather than meoulding the gotors contributions of a free inagonat101

with the directers cencepiien. This preved te be a dangerous
path to g dead, sterile production. Therefore, her first deter-

minagtion was to give the aoters im the early peried of rehearsal

as much freedom as possible, and te keep her ideas and conceptions
flexible. (40tually, howsver, this method did not work well, for
most of the acters were rather confused with the freedom given,
and did not know what te de with it.) The second determination,

as minor as i mey meem, was never to act for the acters. Since
this is the sasiest way to commmicate the director's idea to

the actors, this had been her favorite method, But, this alse

proved ig¢ .be a dengerous method which may bring puppets on thd

stage inastead of living people, especially with the unexperienced

actors.

What was done during the actual rehearsal peried was moatly

ve——— vm— ——— —————
i — - —
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w the adjustment to irdividual acting preblems. In ether werds,
the directer manipulated her methed, if she had any, accerding

to the actors, the problems, and the situation.

|

I

LAY
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DIRECTOR'S DAILY 10G




JANUARY 8-15

Casting:

DIRECTOR'S DAILY 10G

Becaguse of the confliot with the majer produc-

tion, student interest in the audition was very poor.
Bages for casting:

1.

2.
3.

Instinct for the role and for the play. Be-
cause of the kind ef play, the acter's instine-
tive grasp of the charagter and the play was
highly regarded.

The aotor's texture or quality.

Their devetien te the werk. X would rather werk
with hard, diligent workers than with tempera-
mental, taleated people.

JANUARY 30 (WEDBESDAY)

First Reading: The meeting was delayed by thirty min-

utes, walting for an acter. Quite a few cast members
were absent without amy notice.

1.

2.

3.

Introduction to Spain. BRead the articles about
Spain, the Spanish people, their traditiens and
temperament.

Intreduction of the characters in the play.
Each character explained his or her persensal
bhigtery (who he is, where he is from, etc.),
and his recent concern {his need) to the cast.
The purpose ¢f this was to oreate a senase of
intimacy and cosmunity among the acters as
characters, as they beleng te a small community
in the play. The actors were expected to do
gome homewerk during the wacatien.

Discussicn ef the play. Very vague reaction
from the cast.
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4.

Read-through (atanding up). Gave actors the
freedom to move arsund to see how much they un-
dersteod the ¢characters and the situation, and
how well they could manipulate, by themselves,
their understanding.

Result: most of them had neither freedom ner
any sign of imagination. They stood there and
read it. It was shoocking to the directer, who
was walting teo see smomething happen. Two fresh-
men in the leading roles were extremely poor.
Ho sense of communieation, faked acting!

Jaceb ~ so—ealled acting. Aeting without any
reality.

Elena - purely emetional reading. Her body is
tensge and atiff,

Found four types of speech pattsrns.

TANUARY 31 (THURSDAY)

Act I, Scene 1l: To set up the reality and the relatiocmships.

1.

24

Mether and Son:

Slew rehearsal. Jaced undersiands well intellec-
tually but does net meem to be able to translate
that inte simple acting terms. Nancy plays

too straight! Seems te $ce an image of a sternm,
strong woman; plays that instead of playing a
moment by a mement, whatever happens in the
soript. Her bedy is stiff; lack of relaxation
and flexibility.

Decided to have a special session with Elema
and Jaceb to werk en basic acting.

Mother and Neighber:

Clarified what is happening.




FEBRUARY 1 {FRIDAY)

Act I, Scene 2: To set up the reality and the relationsbips.
Regult:

Barbara - fair.

Marita - seemed to have the beat understanding eof

what was geing on. {Joed quality.

Ginny - sesmed te indicate. Feel that it might be
hard to break her down and bring out her ' .
inside.

Steve - surprised me with his idiesymcrasies. Al-
ready toe cencerned with what he is geing
40 wear, where he is geing te be on ia.ch
line, and with bits and business. 4 sign
ef inseeurity? Have to shift hims attention
frem outside to inside. Told him to be
concerned with the inner core ef the
character only,for a while.

Tense, blue rehearsal. Felt the pressure of feur
impossible, rocky weeks ahead.

FEBRUARY 2 (SATURDAY)

Imprevisations: for Jaceb and Elena, to bring them down
te a base of talking and listening.
First Imprevisation: .
A boy and a girl live in the same building. They
know each other emly casually. It is tweo o'clock
in the morning. The beoy comes dewn %o her apart-
ment from & party upstairs to make eut with her.
He bet his pride en this deal with his friend.
Se he has to win. The girl's action is to get
rid of him, as she has an exam early nexi morning.
Result: The first ¢ime they indicated whatever
they did. The secend time they suddenly siarted




417

to listen, think and talk. Jake, especially,
dropped the artificial classic tone in his
speech and brought in simple reality.

Second Improvisationt h
The Bride is &t the field, waiting to see Leo-
nardo pass. There, unexpectedly, the Groom
appears. The Bride has to get rid of the Groom
before Leonarde cemes. The Groom has to find
out why the Bride is behaving in such a way.
Regult: Both of them succesefully played the
action. There was & senge of something happening.
Jake told me afterwards that for the firﬁt time
he could ses what the Bridegroom is gbing through
in the play from both ends, when he was told what
the Bride was doing in the field. By both ends,
Jake meant both before and after he realizes what
is happening in the Bride. Fruitful rehearsall

FEBRUARY 4 (MONDAY)

Act T, Scene 1t Communication. Since Nanoy does not have
a sense of communication, the main purpose of this re-
heargal was to get her to commanicate.
Result: Let her take as much time as she needed to
go through & preocees of listening, abserbing, ad-
justing and reacting. Whenever she misged any of
this process, I stopped her and had her do it again.
Hor aoting tends to evolve only in her head without
pinking into her depth. Also, the image she sets
up, whatever it is, is in her way. A colorless,
dry reading!
Jake, a8 a result of the improvisations on Saturday,
communicates well on the simple level. But now he
lacks a vitality and projection. Depth and ihtenaity.
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Noticed that he has a funny movement mannerism. Ho
soxrt of jiggles around. Utterly unspanishl
Act I, Scene 2: To set up the relationsghip beiween Ser-
vant and Bride. Break dewn -the scene.
Elena has a deep umderstanding and right impulses,
but no conirel over its vecsl and physical expression.
Yvonne emoticmally over-actsll

FEBRUARY 5 (TUESDAY)

Act I, Scens 3: To set up the reality and the relationship.
(Pather absent)
Act I, Scene 2: Imprevisations te develop the insight
and experierce of the scene within the acters.
Firgt Inprovisations
Focus on Ginny. The situation is the szme as the
scens. (inny is to get Steve's attention to
foous on her and on hig family. This is the last
chance. Steve is to get her te shut her mouth.
Result: Not tee geod. Ginny did not seem to
know what te de. Instead of relaxing herself
to open fer the spontaneous mements, she thinks
intellec¢tually.
Secend Improvisation:

The situation is the same. Start the socene with
the lines in the soript. Told Steve to break
avay frem the soeript whenever he felt like it.
The actions are the same.
Result: When Stewe suddenly started to speak
different lines, Ginny at first seemed puszzled.
Gradually she began te adjust. She really had
to take in what Stewe said. Steve weni se far
as to slap her face. (Cinny's reaction to that
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war excellent.
After the rehsarsal had a talk with Ginny. Now
she knows, she said, the difference between an

indication and a true reaction. She found it
in her.

Had conference with set designer.

FEBRUARY 6 (WEDFESDAY)

Act II, Scene 2: To break down the scene between the
Servant, Bride and Leonarde.

Decide to start blocking as the actore seem incapable of
translating whatever is happening in the situstion into
stage movements. The freedom which I have been allowing
them has been good-for-nothing. Sadl

FEBRUARY 7 (THURSDAY)

Forest Scenet To break down the scene, and to improvise
the movement with lines.

Act ITI, Scene 2t To break down the scene and read.

FEBRUARY 8 (FRIDAY)

Mugic rehearsal: Singing mainly.
Fouhd out that those actresses who are suppomed to sing
cannot sing. Ruth is tone-~deaf. Hard to believe. The
only possibility is Yvonme.
Decided to change singing part to chanting, although léss
effective and harder to justify. The children's scene
in Act III, Scene 2 will die . . .
Reading Run-throught

Elena

Nancy...?}

Ginny

Jake

T T e ket o A0 e e ey et P —
T P e e e o o s st e
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PEBRUARY 9 (SATURDAY)

Acting Exercises To work with Nancy and Ginny on projec-
tion of different kinds of emotions.

Nancy - go through hate, jealousy, hope, despair,
relief, resignation, using the materials in
the script, and sitting on a chair.

Ginny - go through joy, anxiety, fear, anger, jealousy,
and remorse.

Regultt it ie hard for Nancy to project wvulgat emo—

tione such as greed or jealousy. Have to take away

her noble dresmy gquality. Another problem with her
is communication. For this, decided to force her

t0 wear her contact lenses. Nancy sesms not to

realize what she is doing and what she is not doing.

An air of self-satisfaction keeps her from facing

herself, that is, from facing herself to a starting

point. This zpparent confidence may simply be a

facade covering her imner insecurity, but I toock a

chence and attempted to break it down. Anyway, she

needed a distractive experience. She was appalled
at my unfriendly, ceel, professional attack, as the
director happened to have been a personal friend
who had been always nice and considerate to her.

She left rehea:sal confused, but let her be disturbed

for awhile.

Ginny has a projection problem. Have to find a

way of deepening snd intensifying her need.

Called up Nancy's roommate late at night to check

how Nancy was feeling.

PEBRUARY 11 (MONDAY)

Line reheargal: without director.




51

FEBRUARY 12 (TUESDAY)

Act I, Scene 1t Analyzed the scene from different poss-
ible angies. Read each time with different interpretation.,

Jake hag difficulty in playing a simple single action.
Nancy loocked like the whole world was against her. Al-
though she lost a friendly attitude toward the rehearsal,
she began to have a dark, gloomy quality.

Act I, Scene 2t Blocking.

Aot IIT, Scene 2¢ Reading.
Conference with light designer.

FEBRUARY 13 (WEDNESDAY)

Singing Rehearsalt People were absent.

Nancy's body is stiff and tense. Jake still jiggles.
Tried to work on his movement physically, from outeide,
-but it only made him more conscious about his body and
therefore more awkward. It may be &z matier of focus. If
he knows and can concentrate on what precisely happens

in the scene, he may be able to drop his mammerism.

Forest Scenet Start blocking. Found that Elena could
not move and speak. Stopped blocking and did some im-

provisations. Took some sketches of interesting movements.

Act IIT, Scene 2: DBlocking.

Decided to use music to help Elena's movement. If

she learns the movemenis with music as & dance first,
and then tries to coordinate with the lines slowly,
it might help. Told Nanrcy to drop the strong sigde

of Mother's character, as this was the only quality
she could project at the moment. Ginny is conming
slowly, but truthfully.




FEBRUARY 14 (THURSDAY)

Act II, Scene 2¢ Experiments in blocking and some shaping.
Act IIT, Scene 2t Blocking.

Aot I, Scene 1¢ Blocking. The blocking I gave at the
lagt rehearsgal did not seem to work for Jake. So he was

asked to bring in hie own blocking, which would be organic
te him. Some of them were nice. Decided to go along with
that for awhile. '

FERRUARY 15 (FRIDAY)
Act II, Scene 2¢ Servant's song. Blocking.

Act II, Scene 1t Blocking. Servant, Bride and Leonardo.
Act IIT, Scene 2t Three little girls. Blocking.

FEBRUARY 16 {SATURDAY)

Act IT, Scene 2t Improvisations of the crowd sceme. Got

some ideas; the music hes been arranged between three
boys. Many people were absent. No sense in having re-
hearsal with so many absent!

Why are people absent from rehearsal without any notice?
Production meeting.

FEBRUARY 18 (MONDAY)

Forest Scenet The purpose of this rehearsal was to bring
out a womanly quality in Elena, and to create some kind
of feeling-tie between Elena and Steve.
1, Elensa:
I had & talk with Elema on Sunday. Through
the conversation I found that she has had some
experience and has the potentiality of being
more of a woman than she appears.

With Ravel's "Bolero" - told her to relax and
just feel the music, then let her slowly move




the middle section of her body. Amazingly,
Elena, with music,s moves gracefully, sensually.
Her rigid body carriage began to have moftness.
2. BSteve and Elenas
Improvisation: Steve is sitting on a bench
in the park, reading a book. It is late after-
noon. Elena is to invite him to her apartment,
without using a word. Put out the light in
ihe roor and put on Ravel's “"Bolero".
Resultt Successfull I did not give action
to S8teve, but told him to respond, or not, to
her in the way he felt. Toock a long time be-
fore anything sterted to happen, as Stev@ did
not take any interest in what Elena was try-
ing to do. DBut as Elena beautifully, desperate-
1y, started to manipulate her body and feelings,
Steve's attention was gemuinely focused on
her and hig interest in her got stronger . ...
3. Choreographed the scene - with music, without
1ines; Very slow, relaxed rhythm. Avoidéd
anything which might give tension to Elena's
carriage. Told them to relax and feel something
between them. Successful rehearsall '
4. Jake: hig little scene in the forest.
Act T, Scene_1: Attempted new blocking as the first
arranguﬁoﬁt had not heen werking.
Aet III, Scene 2: Run—threugh with all the women.

FEBRUARY 19 (TUESDAY)

Aet I, Scene 3t Work on rhythm. Elena's timing is so

irregularsy it never comes out as a sustained, controlled

rhythm. Bennett's absenee does not help at all.
Act I, Scene 2: Work on rhythm. They responded well.
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Act I, Scene 1! . New blocking. Brought more movements

to Son. Seemed to work better for Jake. Allowed Nancy
to bring in the bitterness and the sirength of this
woman agein. Her acting seemed a little richer.

FEBRUARY 20 (WEDNESDAY)

Jake.
Act III, Scene 2t Blocking.
Act IIt Crowd scene. Attempted to met some of the

blocking. But it did not seem to work since so many of
the camt were absent.

|
FEBRUARY 21 (THURSDAY)
| Act II, Scene 1t Set blocking. FElena, Steve, and Yvonne.

Act ITI, Scene 2t The scene between Mother and Bride is

not working.
FEBRUARY 22 (FRIDAY)

Run-Through:t This rehearsal was especially planned for
- the people who were on crew for the major production and
who could not make the rehearsals otherwise. Bui neot a
single one of them appeared at the rehearsal. We wasted

an hour waiting, then called off the rehearsal.
Act III, Scene 2t Check the blocking, and start working

on the-acting value. Problems with Elena and Nancy.

The attitude of some members toward the rehearsalg is
poor. This seems to affect the spirit of the production.
Rather messy situation.

Started to have rehearsals with Bennett in the mornings

alone.




FEBRUARY 23 (SATURDAY)

Bup-Throught Nothing was accomplished because three
mugicisns were absent. Changed schedule from run-through
to Act I, Scene 1 ~ Nanoy and Jake.

Forest Scenet To the dance mowement we ochoreographed

last time, added little hand movement with the words. Still
with the music, and at a slow tempo. Let them whisper

the words instead of talk. Elena was still etiff; but
gofter than before. The music meems to help.

FEBRUARY 25 (MONDAY)
Aot IT, Scene 2t Meant to be setting the crowd mcene.

But again due to the absences among the cast, very littfle
accomplishment.

Act 1, Scene ?: Bridegroom and Mother. Jake's problem —
cannot concentrate, cannot bring vitality, cannot listen,
cannot move. None of the peints brought up in previous
rehearsals have been improved. '

Realized that the director's kind and tolerant attitude
has been partially the cause of the irresponsibility and
ill-cooperation from some members of the cast toward the
production. This ie about the time to throw bombs to
shake them up» Mr. X suggested, "Now, remember, these
are high school kids, not &...". The director is in the

process of becoming a director rather than a personli?

FEBRUARY 26 (TUESDAY)

Act I, Scene 1t Jake and Naney. Started to use 'whip'
to keep Jake's concentration full and alert. Every time
he did wrong, I whipped a chair or desk. Drove him muts.
But for the first time, he was very responsive and in-
tense all the way through the rehearsal, and every second




he was trying to do his best. He improved. He brought
in the vitality of a young boy. Nancy...?

Forest Scenet Bonny came %o rehearsal for the first
time. Leonardo and Bride scene finally set in detail.
After a fow times with music, ran through with words
and movement without mumic. It worked beautifully.

FEBRUARY 27 (WEDNESDAY)

Run-through for Mr. Kazanoff.
| ' "There is & form.

Work on the crowd scene.

Sharpen the crucial wmoments.

There are acting problemse...,"
gaid he.

Aot I, Scene 23 Worked on Leonardo's enirance for an
hour. Still it is not working.
Act I, Scene 1¢ Worked on Nancy's variety.

FEBRUARY 28 (THURSDAY)

Act II, Scenes 1,2 Servant, Bride, Leonardo.

Aot III, Scene 2: VWomen's and children's scene.
Act I, Scene 3¢ With Bemmett, final blocking.
Forest Scenet Woodcutters, Bridegroom, Death. Moon is

gtill missing. Woodeutters' scene is not working.

MARCH 1 (FRIDAY)

Steve and Elena: The scene just before the wedding is
not working. Hard to block organically - too many
poetic words! Deoided to shorten some of the poetic
expression. Seemed to help the timing between the
Bride and Leonardo.

Yvonne: Tried to set the songs and blocking with the
business. Ego of Yvonne and Huth who plays for




her conflicts. Between the two of them the direc-
tor's ego has gone somewhere. It takes a long,

long time for Yvonne to coordinate the activities
in the scene.

MARCE 2 (SATURDAY)

Woodeuttergt Reblock the scens.

Crowd Scene: Finally set. Meahwhile, the members of the
crowd have been changing. Ga&e each of them an action to
play.

Run—through: Ugh, ugh! The show is not yet in a shape

to get in Room 204 in a week. Still tremendous primery
acting problems. Act I, Scene 2, which hag been working
quite well, somehow began to go downhill. Marita is too
conscicus about her acting. Steve got confused. FNancy...?

MARCH 4 (MONDAY)

Nancy, Jeke and Pats _
The personal relationship between Nancy and Pat
off-stage is brought in on stage. They do not work
togéther. Jake is getting bettery he is more con-
sistent all the way through.

Ginny and Maritat
Ginny is a steady wdrker. The inner being of the

 character is there, but it lacks energy. Yvonne

ig gick - absent.

Conference with costume designer.
MARCH 5 (TUESDAY)

Act ITI, Sceme 2: Nancy, Elena and Ginny. Work on the

last moments of the play.
Crowd Scene! Tried to work on the scene with the musicians.

Yvonne is absents could not accomplish much.

]




MARCH 6 (WEDNESDAY)

Aot T, Scenes 1,2,3¢ ERun-through. Again Yvonne is absent.

Aot III, Scenes 1,2¢ Run-through. Rorest Scene is not

coordinating. John MclLean's first appearance at a re—

hearsal.

None of the anctors have yet found the key.

MARCH 7 {THURSDAY)

The afternoon rehearsal was canceled. Instead, the direc-
tor had a long conference with Nancy. During the con-
vergsation, I found that Nancy had an antagonistic feeling
toward the director, which came about as the result of
what happered in the early part of the rehearsal period.
(She actually lost her feith in me as a person. She
became disillusioned because of what I had done to her

at the rehearsals.) At any rate, this personel problem
between us had been the barrier to her breaking through
to the role. We re-establighed our relationship after

& long conversation.

Stop and run run-throught Keith (costume designer) ocame

to the rehearsal.

MARCH 8 (FRIDAY)

Act TI, Scene 2: Work on the ending of the scene.
Act IIT, Scene 23 Children's Scene. Experiment with

their props.

Run-throught I felt that the actors are not quite clear
ag to what they are doing. Decided to have indiwidual
conferences with them in order to go over the soript
again ~ next week in the mornings.

Yvonne is still abgent.
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MARCH 9 (SATURDAY)

Work with Steve and Elena,
Act IIt Rehearse the cuee. Crowd members tend to move

‘differently every time.
MARCH 10 (SUNDAY)

Main characters were called t¢ the theatre to have a
blocking rehearsal prior to the run-through.
Run-throught with Mr. Kazanoff,
¥ancy finally has found the key. I was, for the
first time, emotionally invoived with the play,
watching the rehearsal. It seems as though” the
whole production finally clicked. Now, this is a
real gtarting point.

MARCH 11 (MONDAY) ,
After a week's absence Yvomme finally came back to the
rehsarsal.
Yvonne and Elena.
Experiment with some changes in the Lullaby scens, Act I,
Scene 3, and the Woodcutters' Scens.

Blocking rehearsal of the crowd scene.

MARCHE 12 (TUESDAY)
Work on ithe climactic scenest the ending of Acte II and III.
Bup-through: with lights and sound. Mr. Hierch came to
the rehoarsal.
During breaks, tried to work with the light and sound cues.

MARCH 13 {WEDNESDAY)

Work with Nancy and Elena; Steve, Elena and Yvonne.
Run—through: Most of the actors seem to be on their way.
Egpecially Nancy.




MARCH 14 (THURSDAY)

Act 11, Crowd Scene.
Dress Rehearsal.

MARCH 15 (FRIDAY)

Porsonal conferences with the actors. Stage manager had
technical rehearsal at the theastrse.

Critigue FPerformance.
MARCH 16 (SATURDAY)

Act I, Sceneg 1,2.

Stop and Bun Bun-through: Spent a great deal of time ex-
perimenting with a change of set in Aot II, Scene 2,

Finally decided to remove ft:he upper stage wall. This gives
more Scope. o

MARCH 17 (SUNDAY)

Act III, Scene 1¢ 3Sharpen the timing of the entrances and
exits of the characters. More experiments in lights.

Work on the coordination of three characters: Moon, Death,
and Bridegroom. Chenged some complicated movements of
Leonardo and the Bride to simpler ones.

Act TI, Scene 2: Uave a little more choreography to the
crowd ainging.

Run—through.

MARCH 18 (MONDAY)
Performance — 8:00 p.m.
MARCH 19 (TUESDAY)

Performance ~ 4300 p.me.
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STUDENT COMMENTS




‘enough te reiterate my primary oriticism.

Anthony Dingman:
Having already aired my viewe on botk the Friday critigue
performance amd also the final Tuesday perfermance, I find it

t
difficult to say anythimg new at this peint. Perfaps it is well

I think Akemi deserve a great deal of credit in cheosing such
a difficult play in the first place, and secondly fer deing such
a commendable job with it. The preduction was not perfect, but
I felt that it was one of the most successful graduste productions
this year in terms of carefully dﬁlineating its dramatic ides.
Again, hewever, I must quesiion this, simply because there are
a number of faoctors which enter inte such an opinien. In the first
place, I was quite familiar with this theme in Blecod Wedding
through preceding class discussions, secondly, the theme is also

found a large extent in my own graduate showy A View From The

Bridge; and thirdly, it may simply be the lucidiity of Loroca's
writing that made the theme s0 apparent.

Lastly, although such of the credit for such and imaginative
and effectivesetting may have to ge to Doug Schmidt, since the
director is ultimatgkresponsiblo for the entire production, Miass

Horie deserves full commendatien fer thgt alac.
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Ron Irving:

I would like to thank the directer fer giving me my first

view of a Lorca work. I would also wish to commend her for her
for her courage im tackling this play umder the conditions and
limitations of a graduate thpaia predustion. The mere I astudy
this play the mere I realise just how difficult it is te

to preduce in the best of situation.

When one considers that the directer was working ¥ith actors
ranging from freshmen te graduate students, the high degree of
unity she achieved is particularly remarkable. Her costuming
waabghbihdr amafing feat which enhanced the total productionm.

And, for me, the use of live mumic was the most succesaful te-

chnical accomplis+bment adding a dimension which could not have -
been achieved in any other way-certainly not through recerded
magie.

I was greatly impressed by the werk done over the week-end
and felt that. Tuesday's perfermance was far more successful on
the whole than Friday night's. The performances ef The Bride
and Leonarde, had improved measurably; and the opening up of
the wedding acene added more dynamic imtensity and interest to
an already suoccessful scene.

The setting, which in itself was a remarkable technical a
_aohievument for 210, served to reinforce the restriciive
atomosphere in which the characters live; but I fear it also

proved a restrictive influence om the fertile mind of the




directer. Frem her past work I kmew how rich her imaginatiéii
can be in providing visual mymbols which, through deceivingly

simple use of line, form andcolour, crsate a potent impact.
The set as consiructed prohibited (under 2IC lighting

conditions) the mest effeciive use of colour pymboliam which
could have heighteﬁoi the forece of the tragedy providing a
riehhbss and variety equal to the writing siyle.

A less naturalistic appioach would have allewed her to
intensify this itragedy in the terms with which she is
p;rticularly adept.

My chief criticism eof the preduction centers around the
pivetal character of Leonarde. My persocnal belief is that he
should "ceme acress" as a far more sympathetic persom--a good
man whose tragic destiny is shaped by the power of the passion
which drives him.

"I feel that as he was portrayed(less se on Tuesday) the
character tended to weaken the theme ¢f the play as set forth
in the Statement of Intention.

The directorand I have discussed the crucial second scene
of the play and have reached friemdly disagreement on it.
Should the poetic symbolism be displayed seo ovn;iy at thise
point? I would say no. Coupled with the latter part(after
Leonarde's entrance) this scene added a heaviness that effected

the whold perfermance.

I fully appreciate the directers particular difficulties




with cast and crew and am sorry that such conditiona exiasted.
I cam only hope that her disallusienment will be seftened in
time, because it would be unfortumate that'the theatre loéose such

a creative persen as a result of this one experience.
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William Sheffler:

The views presenteé im this paper are based on the Moinday
evening performance of Bloed Weddimg as I was umable te attend
the other perfermances. My reactions to the presentation as
& whole are mixed and while much of what fellowas must be considered
negative criticism, the acript is exceptionally difficult and
there were a number of stirring moments in the ——highlighted
by the Moon-Death scene.

Outstanding, fer me, is the way in which Akemi was able teo
dramatize and theatricalize the seript in terms of the situation
and relationships she develeped. I think the script is especially
intimadating in the fact that large sections of the script are
undramatic and untheatreical at least in the terms that ocur
contemperary audience find accepiable. Frequently there are long
sections of the sgcript which give no indicsiion of action line
or where the action line is simply suspended. Akemi was successful
in finding a dramatic impulase fer almest all of these sections
and she did so within the stylistic limits—basically "realistic'~-
that she had chosen for her preduction.

This very accemplishment, however, also presented some serious
desadvantages. The very casting of the play into "realism" removed
some of the devices of variety, theatrical if not dramatic, which
add to the overall impet of the werk and which are distimetly
Lercan lyricliam. Just-as many of the chorus passages in Greek

drama are not strictly dramatic, I don't think it is altegether

— - —— ]




kw

————

82

fruitful to tightly contain such scenes as the Lullaby, the wood-~
men, and the three little girls seenes in roaiism or even to
ingist they be dramatic in the most limited meaning of the word.

The twe things which disturbed me most about thﬁ productien,
however, were its lack of contrast and ii! heaviness,. The
production was relentlessly heavy. Instead of deFalla's Ritual
Fire Dance, we got something skin to Brunhilde's immolationm Scene
from Die Walkure by Wagner. Instead of Spaniards of great tem—
perament and passion, ii{ was something rather relentleasly Teuionic.
The effort was to create a tragic mode and use fereshadewing, the
achievement gWs something so heavwy that froem the first you felt
nothing really more horrible could happen to these people as theY
sesmed already weighed down well past hépe. From the first socene
the Mother was already so tragic a figure that nothing could
happen to move us beyound where we were. This oppressive heaviness
added to the unvarying "realiem" produced a tremendous lack of
contragt-—except for the Moon-Death scene—— and made sustained
interest most difficult.

The final criticise of the production I found in the use of

the stage mpace—— and this basically is to be found in the set. |

It seemed to limit both thi play and the director. From what I
have seem of Akemi's work and from what others have said, she
seems t0 have ar admirable ability to create mood and a great:
flexibility in the way she uses space. I've seen her create the

&

offocthcenfinonent on an open and bare stage with much space-
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and the mood was sustained for the length¢ of the play. In the

same show ghe did gome very excitimg things with stage movement
in ocreating plastic relationships. In the setting which she used
for Bloed Weddimg, the comfinement was such that it seemed to
oppress the production. Its limited space and its limited ato-
moaphere seemed to hamper the directer's work. It was go much
flat black and white that it seemed to permeate the production
with the same feeling. Somehow the black waas not that exciting
eand dynamic black of Spain(it had so little vital contrast) II
tut the meﬁring of an oppresmsed peeple with a broken spirit.
Prom the above comments it is apparent that I was disappointed
in the production. It is also true that thisldisappeintnont ie
due, in no small part, ite my expectations from Akemi. It is true
that the script is an exceptionally difficult one and I'm not
ashamed to say that I would not have the temerity to attempt
it. Perhaps, then, I've no right to be disappeinted except that
I have a very great respect for Akemi's ability. In addition to
the two qualities I've already admired, I 've foumd both her

work and her ideas extraeordinarily clean and precise. The resultis

bave always had amost engrossing balance of the classic and the
passionate. I felt these would all go io bring an interesting
expereince to the preduction. They should have. New I only wonder
what it was that bhampered the situation and prevented the -

connection. I still feel it should have been there.
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FACULEFY COMMBNTS

The general attitude of the faoulty teward the production
wap faverable. They agreed that I had dene a conaiderably
successful job with a ratber difficult play and with the
situatien I had. Especially there was a great dezl of commen—
daticn on the Moon-Death scene, and en the creativity of the
designers. Alse, there was appreciation fer the accomplishment
made by freshmen and sophomers studenis.

The main criticism was that the performance lacked con~
trast and variety in the scenes. They felt that the rhythm
was too heavy and that it stayed em ene level throughout the
whole play. The dirscter th»reughly agreos with this criti-
¢igm. There was some minor criticism on things which sould
have heen improved in other situations gnd with different
actors. I will net include those cemments here.

Mr. Watis alone expresased a negative feeling toward the
preduction, although he too appreciated the work the directer
and other company members had done. It seams that the
production did net reach the standard he wished io see repre-

sented in the play.
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FINAL EINDSIGHT CONCLUSIONS

Above all, I would like te express my gratitude to the
actors, designers and crew members who showed their asincere
intereat and cecoperatiorn in werking fer the preduction of
Blood Wedding. Goed or bad as the result might have been, I
a@ sure that for sach of us the experience will remain a
fruitful seed for ocur future grewth.

To the one who directed the preduction the result remains
& failure. For, mainly, she feels that she did not fulfill
the responsibilities of s director, regardless of the diff-
tculty of the preblems she had. The performance lacked the
egsential directorial values, such as contrast from scene to
scene, variety of rhythm and pace, and accentuation of the
crucial moments of the play. Alse, cemmunication between
the directer and the teclmnical staff was rather weak. This
preduced preblems in c¢cordinating the tecknical aspecis with
what was happening on stage. These problems would have been
considerably less if the director had had mere skill and exper~-
jence in the management of this area.

leoking baok, it seeme that her rele during this preduc-
tion was net that of directer, but rather that of an acting
coach -~ furthermore, a poor one. It appears now that the

directer was trapped in the situation, and lest a chance te
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work with the play as a directer.
A turning point in this regard came aiaut during the

third week of the rehearsal peried, when the director had te

face overwhelming acting problems in the cempany. Then, instead

of stepping out of the situation and trying to find remedies
for the problems, she placed herself right in the center of
the difficulties and felt them with the actors. The preblem
2ot deeper; her invdvement sank deeper in the wud! Gradually
she lost perspectiive for the whole production, and her creative
energy was wepped in coping with these problems. Thus, the
director's function toward the final stage of the rehearsal
period was neglected, and tﬁe preduction stagnated on the
level of the third-week rehearsal peried. I have learned a
legson out of this experionco; I now realige how important it
ig for a director to maintain a detachment beiween herself
and the production, se that she can always be objective. A
director should always be aware of preblems, but shoudd never
feel thenm. |

Now, why were there so many acting problems? Some of
the acters spoke up to me after the preduction. They said
t+here was some confusion among the asters regarding the under-
standing of the play and of what the directer wanted from them.
I wish that they had spoken earlier in the rehearpsal periocd.

But this little incident indioates exactly the kind of problem
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which existed between the diredior and the actors: that is,

the prebler of communicatien. This was attributed mestly to
the director's language barrier, and partially to the lack of
persistence and sensitivity en thp actors' side in trying te
understand what the directer meant. As for the acters' con-
fusien in understanding the seript, it seems that they ceuld
net quite ses ths distinction betwesen the acter's breakdown

of the soript and the ideas and meaning ef the play. This §on—
fuasion of two seemingly identical but sometimes completely

different facters get in the way of develeping the clear greund

fer their aoting. Mest of the acters were yeung and inexperienced

The directer could have helped them if she had imown the sit-
uation. In addition te this, the freedem given to the actoers
during the early rehearsal period, and the director's open,
flexible conception ef the play served only to create confusion
and insecurity among the acters. Thease preblems could have
been Tereseen if the director had had more experience and
paturity. She failed to help the mere experienced actors,
gince she had not the time to help them bring eut their best,
having been involved in the preblems with the inexperienced

ptudents.

The public reaction to the preduction was interesting.

These who liked the show liked it very much, while these who
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did not had & lot to say. It seems that ome~third of the
audience was on the latter side. The ocommon oriticism was -
"too heavy", "teo tragic" -~ which is valid to a certain degree.
Yot, this oritioism led me to the conclusiﬁn that these people
might not have been able te really appreciate ithis kind of

play. Some pecple wanted to see a beautifully symbolic musical

spectacle. Others wanted te see, if net a speatacle, a tragedy

with & light American sauce. Other directers may checse their

own intentions and form for Bleed Wedding. Bui the general

experience offered through this preduction was what this

director wanted. She did net want it any other way.

Above all, the momt important value gleaned by the direc-
tor during the experience of working with this production

was a great deal of new insight inte herself, as a person.
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ACT I SCENE I

table (against DL wall)

table and 2 chairs {(LC)

knife with bone handle { table DL)

potatoes, paring knife, wooden bowl (table LC)
coat (fireplace hook UL)

cross of maroon flowers (back wall, R of C)

SCENE 2

table ( against DL wall)

table and 2 chairs (LC)

washing stand (RC)

chair (DR)

pottery washing basin and jug { washing stand RC)
white cotton towel (back wall hook UL)

2 dull metal glasses and pitcher ( table DL)
sewing basket (table LC)

wooden bowl with edible grapes (table LC)
swaddled doll (chair DR)

saddle bags (off R)

SCENE 3

tabvle (DL)

table and three chairs (RC)

lace tablecloth (table RC)

tray with small cakes and tray with 3 wine glasses (off R)
wine bottle (off R)

2 gift wrapped boxes (off L)

6



ACT II; SCENE I

bench (RC)
chair (UL of C)

mirror and comb (off L)
SCENE 2

table (L)

table and 2 chairs (DR)

trays of cakes, wine bottles, glasses, bowls of fruit
tray of cakes (table R)

white flower lay (off R)

ACT III} SCENE I
2 axes (off L)
SCENE 2
maroan wool skein (off R)

2 corpses (off L)

at

(table L)
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ACT ONE
SCENE 1

A room painted yellow.

BRIDEGROOM, entering. Mother.

mOTHER, What?

BRIDEGROOM. I'm going,

moTHER, Where?

BRIDEGROOM. To the vineyard.

He starts to go.

moTHER. Wait.

BRIDEGROOM. You want something?

MOTHER. Your breakfast, son.

BRIDEGROOM. Forget it. I'll eat grapes. Give me the
moTHER. What for?

BRIDEGROOM, laughing. To cut the grapes with,

MOTHER, muttering as she looks for the knife. Knives,
knives. Cursed be all knives, and the scoundrel who in-
vented them.

BRIDEGROOM. Let’s talk about something else.
~ mortHER. And guns and pistols and the smallest little
knife—and even hoes and pitchforks.

BRIDEGROOM. All.right.

moTHER, Everything that can slice a man’s body. A
handsome man, full of young life, who goes out to the

vineyards or to his own olive groves—his own because he’s

BRIDEGROOM, lowering his head. Be quiet.

MOTHER. . , . and then that man doesn’t come back. Or
if he does cumeback:ts only for someone to cover him
e mth a ’_‘- i (&8 it L 1 g

salt so he won’t
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Warn Cue #I and House
Warn Guitar

House to%
3cte.pause

Go g,uit.an__I
w7

House down 1

20ct. |

i
Cue #I :
6et. fade

|
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CHARACTERS

THE MOTHER

THE BRIDE

THE MOTHER-IN-LAW
LEONARDO'S WIFE

THE SERVANT WOMAN
THE NEIGHBOR WOMAN
YOUNG GIRLS

THE BRIDEGROOM

THE BRIDE'S FATHER
THE MOON

DEATH (as a Beggar Woman)
YOUNG MEN

I.

33




I.
2.
3.
4,
5
6.

Mother inchair DL
take coat off rack
X R door

stand, X L cupboard
stop

face DL

q9






warn low theme

loat. W you dare a knife on
body—or how I let this serpent el <

She takes a knife from a kitchen chest.
stay in the chest.

BRIDEGROOM. Have you had your say?

moTHER. If T lived to be a hundred I'd talk of nothing
else. First your father; to me he smelled like a carnation
and I had him for barely three years. Then your brother.
Oh, is it right—how can it be—that a small thing like a
knife or a pistol can finish off a man—a bull of a man?
No, T'll never be quiet. The months pass and the hopeless-
ness of it sﬁngsinmyeyesand even to the roots of my
hair.
BRIDEGROOM, forcefully. Let’s quit this talk!
rotHER. No. No. Let’s not quit this talk. Can any
g me your father back? Or your brother? Then ther
jail. What do they mean, jail? They eat there, smoi
re, play music there! My dead men choking with
nt, turning to dust. Two men like two beautiful fl
e killers in jail, carefree, looking at the mountains.
ARIDEGROOM. Do you want me to gO kill them?

MOTHER. No . . . If I talk about it it's because . . . Oh,
how can I help talking about it, seeing you go out that
door? It's . . . I don’t like you to carry a knife. It’s just
that . . . that I wish you wouldn’t go out to the fields.

BRIDEGROOM, laughing. Oh, come now!

- motueR, I'd like it if you were a woman. Then
wouldn’t be going out to the arroyo now and we'd both of
us embroider flounces and little woolly dogs.

BRIDEGROOM, he puts his arm around his mother and
laughs. Mother, ‘what if I should take you with me to the
vineyards?P

moTtHER, What would an old lady do in the vineyards?P
Were you going to put me down under the young vines?

BRIDEGROOM, lifting her in his arms. Old lady, old lady—
you little old, little old lady!

ather, he used to take me. That’s the

Vv



46 Blood Wedding

, myh. -'0'

way with men of good stock; good blood. Your grandfather
left a son on every corner. That’s what I like. Men, men;
wheat, wheat.

BRIDEGROOM. And I, Mother?
MoTHER. You, what?
BRIDEGROOM. Do 1 need to tell you again?
MOTHER, seriously. Ohl
BRIDEGROOM. Do you think it's bad?
MOTHER. No. 1
BripEGROOM. Well, then? 2
motHER., I don’t really know. Like this, suddenly, it
always surprises me. I know the girl is good. Isn't she?

~ Well behaved. Hard working. Kneads her bread, sews her
y *ﬂdrts but even so when I say her name I feel as though

had hit me on the forehead with a rock. ;
f BriDEGROOM. Foolishness. Wi I
*1 MoTHER, More than foolishness. I'll be left alone. N t

mlyyouareleftme—lhatato see you go.
w BRIDEGROOM. But you'll come with us. .
smoTHER. No. I can’t leave your father and brother here
alone. I have to go to them every morning and if I go
away it's possible one of the Félix family, one of the killers,
might die—and they’d bury him next to ours. And that’ll
never happen! Oh, no! That'll never happen! Because I'd
dig them out with my nails and, all by myself, crush them
against the wall.
BRIDEGROOM, sternly. There you go again.
moTHER. Forgive me.
Pause.
low theme _ ____ Howlonghave you known her? |
[ BRIDEGROOM. Three years. I've been able to buy the 2
| nom.'l‘hreeyears. She used to have another sweet-
heart, didn’t she?

| BRIDEGROOM. I don’t know. Idontthinkso Girls have to
| look at what they’ll marry

& ’=

ready low theme




el

I. Mother sit DL
2+ Bridegroom kneel front of Mother

3. Bridegroom sit L of C

2]



2.
3.

5.
6.
Te

Mother rise, X to cupboard
Bridegroom rise

Mother face son DL

XC

start x to R

C

X R



. father, and when they K looked at the wall in
- front of me. One woman with one man, and that’s all.
BRIDEGROOM. You know my girl's good.
motHER, I don’t doubt it. All the same, I'm sorry not
to have known what her mother was like.
BRIDEGROOM, What difference does it make now?
MOTHER, looking at him. Son.
| BRIDEGROOM. What is it?
motHER. That's true! You're right! When do you want
me to ask for her?
n;:mscnoom. happily. Does Sunday seem all right to
you
e MOTHER, seriously. I'll take her the bronze earrings
_they’re very old—and you buy her . ..
PRIDEGROOM. You know more about that . . .
/ .« + . you buy her some open-work stockings
d for you, two suits—three! I have no one but you now
RIDEGROOM. I'm going, Tomorrow I'll go see her.
oTHER. Yes, yes—and see if you can make me happ
six grandchildren—or as many as you want, since you
ather didn't live to give them to me.
srIDEGROOM. The first-born for you!
moTHER. Yes, but have some girls. I want to embroider
and make lace, and be at peace.
' BRIDEGROOM. I'm sure you'll love my wife.
motHER. I'll love her,
She starts to kiss him but changes her mind. '
Go on. You're foo big now for kisses. Give them to your ]
wife.
Pause. To herself.
When she is your wife. 7
BRIDEGROOM. I'm going.
motHER. And that land around the little mill-work it
aver. You've not tak: of it

e
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morHER. Cod

volume up | The Son goes out! The Moi?wr remains seated—her back
to the door. A Neighbor Woman with a 'kerchief on her I

stop at knoeck | head appears in the door.
Come in.

~EicHBor. How are you?
MOTHER. Just as you see me.

NEIGHBOR. I came down to the store and stopped in to
see you. We live so far away!

MOTHER. It's twenty years since I've been up to the top
of the street. -
NEIGHBOR. You're looking well.
MOTHER. You think so? ;,i

Ive thought your son and mine are better off where. hey
~ are—sleeping, resting—not running the risk of being left
helpless.

moteER. Hush. That's all just something thought up—
but no consolation.

NEIGHBOR, sighing. Ayl

MOTHER, sighing. Ay!

Pause.

NEIGHBOK;, sadly. Where’s your son?

motHER. He went out.

NEiGHBOR. He finally bought the vineyard!

motuER, He was lucky.

~eicHsoR. Now he'll get married.

MOTHER, as though reminded of something, she draws

low theme :
very soft T . herchﬁrmmTheN%

ready low theme




I.
2.

3.
4

Neighbor enter R

Mother X to table, pour drink
Neighbor sit R of table
Mother sit DL.

{e3
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NEIGHBOR, in
- MoTHER. You know my son’s sweetheart?
rn Cue #2 NEIGHBOR. A good girll
MOTHER, Yes, but . .. -
NEIGHBOR, But who knows her really well? There’s no-
body. She lives out there alone with her father—so far away
—fifteen miles from the nearest house. But she’s a good
girl. Used to being alone.
moTHER. And her mother?
~NEIGHBOR. Her mother I did know. Beautiful. Her face
glowed like a saint’s—but I never liked her. She didn’t love
her husband.
MOTHER, sternly. Well, what a lot of things certain people
know!
| NEIGHBOR. I'm sorry. I didn’t mean to offend—but it’s o
i . Now, whether she was decent or not nobody said '
. t wasn’t discussed. She was haughty.
1%y orneR. There you go again! -__
¥ scHBOR. You asked me. .
o orHER. I wish no one knew anything about them—
Sre the live one or the dead one—that they were like
e two thistles no one even names but cuts off at the right
moment.
| NEIGHBOR. You're right. Your son is worth a lot.
ready stop moTHER, Yes—a lot. That’s why I look after him. They
told me the girl had a sweetheart some time ago.
NEIGHBOR. She was about fifteen. He's been married two
| years now—to a cousin of hers, as a matter of fact. But
nobody remembers about their engagement.
wmotrER, How do you remember it?
NEIGHBOR. Oh, what questions you ask!
motrER. We like to know all about the things that hurt
us. Who was the boy?
stop ___ ==

- [ TP “ad bl o e,
P 0% Hr ¥



moTHER. Félix!
NEIGHROR. Yes, but—how is Leonardo to blame for any-
thing? He was eight years old when those things happened.
ready low theme moTHER. That’s true. But I hear that name—Félix—and
it's all the same.
Muttering.
Félix, a slimy mouthful. I
She spits.
It makes me spit—spit so I won’t killl
nErcusor. Control yourself. What good will it do?
: MoTHER. No good. But you see how it is.
Tesey Cu?#E NEIGHBOR. Don’t get in the way of your son’s ha
Don’t say anything to him. You're old, So am I It’s time
you and me to keep quiet.
- moraer. I'll say nothing to him,
~ NEIGHBOR, kissing her. Nothing

\ : N dorakn. Have you ever known such a hot sun?

~ercuBor. The children carrying water out to the reapers 4
are black with it. Goodbye, woman.
| motHER. Goodbye.
Cue #2 | The starts_toward, the door at the left. Halfway
1 there aﬁe Ttops md .- crosses herself. |
blackout===— - CURTAIN
interim gui tg

warn theme |
warn Cue#3




I.
2
Do
4.

rise X DL
rise, go to Ngther
X UR

exit
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ready

theme

ready Cue#3
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ACT ONE
SCENE 2

A room painted rose with copperware and wreaths of
common flowers. In the center of the room is a table with
a tablecloth. It is morning,

Leonardo’s Mother-in-law sits in one corner holding a
child in her arms and.rocking it. His Wife is in the other
corner mending stockings.

MOTHER-IN-LAW,

o

Lullaby, my baby

once there was a big horse
who didn’t like water.
The water was black there
under the branches.

. When it reached the bridge
it stopped and it sang.
Who can say, my baby,
what the stream holds
with its long tail

in its green parlor?

WIFE, softl

Y
Carnation, sleep and dream,
the horse won't drink from the stream.

MOTHER-IN-LAW.

My rose, asleep now lie,

the horse is starting to cry.

His poor hooves were bleeding,
his long mane was frozen,

and deep in his eyes

stuck a silvery dagger.

Down he went to the river,

]
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‘ Carnation, sleep and dream,
the horse won’t drink from the stream.
i MOTHER-IN-LAW.
My rose, asleep now lie,
warn Cue#3a the horse is starting to cry.

He never did touch
I the dank river shore
though his muzzle was warm
and with silvery flies.
So, to the hard mountains
' : he could only whinny
just when the dead stream
covered his throat.
Ay-y-y, for the big horse
who didn’t like water!
Ay-y-y, for the snow-wound
big horse of the dawn!
MOTHER-IN-LAW.,
Don’t come in! Stop him
and close up the window
with branches of dreams
and a dream of branches.
| were
! My baby is sleeping.
MOTHER-IN-LAW.
My baby is quiet.
WIFE,
has him a pillow.
1 MOTHER-IN-LAW,
His cradle is metal.
WIFE. :
warn horse ‘ His quilt.a fis







I.

2

Leonardo X UC, put saddle bag down, take off jacket-hand to Wife
Wife X UC, assist Leonardo

Leonardo X to wash basin DR
Wife X DRC



1o¥

SRS X iy L

warn gulitar stop  moruEr-IN-LA
Lulla

WIFE.
Ay-y-y, for the big horse
who didn't like water!
MOTHER-IN-LAW.
Don’t come near, don’t come inl
Go away to the mountains
and through the grey valleys,
that's where your mare is.
wirE, looking at the baby.
My baby is sleeping.
MOTHER-IN-LAW, i

My baby is resting.

y.
Carnation, sleep and dream,
The horse won't drink from the stream.

HER-IN-LAW, getting up, very softly.

ready Cue#3a

EONARDO, Wheres the baby?
wire. He'’s sleeping.
LEONARDO. Yesterday he wasnt well. He cried during 2
the night.
wirE. Today he’s like a dahlia. And you? Were you at
the blacksmith’s?
LEONARDO. I've just come from there. Would you believe
it? For more than two months he’s been putting new shoes
on the horse and theyre always coming off. As far as I can
see he pulls them off on the stones.

wirg, Couldn't it just be that you use him so much?
LEONARDO. No. I almost never use him.

wiFe. Yesterday the neighbors told me they'd seen you
on the far side of the plains.

LEONARDO. Who said that?

: %’
; i - - ol W 4 5 .;
s s 20 e



hand towel to leonardo DR

Leonardo X to table, sit UC chair; Wife X UC

Wife X L to cupboard

Wife sit L of table

Leonardo rise, X UL; Wife rise; Mother-in&law enter L
Mother-in-law X DR, sit

Leonardo pace L .to RU

Leonardo turn to Wife, X to UC

(09



I. Wife rise; Leonardo X to Wife L
2. Wife and Leonardo exit L; Girl enter R, X to DR



wiFE. Tomorro I|
I hope they'’re going to invite us. ;
LEONARDO, gravely. I don’t know. ]

MOTHER-IN-LAW. His mother, I think, wasn’t very happy
about the match. :

LEONARDO. Well, she may be right. She’s a girl to be care-
ful with.

~ wire. I don't like to have you thinking bad things about
. a good girl.

, MOTHER-IN-LAW, meaningfully. If he does, it’s because
. he knows her. Didn’t you know he courted her for three
| years?

LEONARDO. But I l;eft her.

. To his Wife. I
I * Are you going to cry now? Quit that!

|\ He brusquely pulls her hands away from her face. 2 a0
: Let’s go see the baby. § s
warn Cue#3b’ an They go in with their arms around each other. A Gi . '."g:
#3¢c appears. She is happy. She enters running. s
GIRL. Sefiora. 4 r};&
MOTHER-IN-LAW. What is it? e xi
crL. The groom came to the store and he’s bought the .

of everything they had.
MOTHER-IN-LAW. Was he alone?
| cirr, No. With his mother. Stern, tall.
.’ She imitates her.
And such extravagance!
MOTHER-IN-LAW. They have money.
cirL. And théy bought some open-work stockings! Oh,
such stockings! A woman’s dream of stockings! Look: a
swallow here,
She points to her ankle.
a ship here,
She points to her calf. ol ol o
. and here,

warn baby

rno
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She polnts 0 her thighNaNA RiZH

a rose!
MOTHER-IN-LAW. Child!
GIRL. A rose with the seeds and the stem] Oh! All in silk.
warn theme MOTHER-IN-LAW. Two rich families are being brought
together.
Leonardo and his Wife appear. [,
GIRL. I came to tell you what they’re buying. I
LEONARDO, loudly. We don’t care.
wire. Leave her alone.
warn Cue#é4 MOTHER-IN-LAW. Leonardo, it’s not that important.
GIRL. Please excuse me.
. She leaves, weeping. L2

MOTHER-IN-LAW. Why do you always have to make
le with people?

LEONARDO, I didn’t ask for your opinion.

e dindown, Ughgt fable
MOTHER-IN-LAW. Very well.

Pause. .

wirg, to Leonardo. What's the matter with you? E 3

lea’ve you got boiling there inside your head? Don't I

me like this, not knowing anything.

ready Cue#3b LEONARDO. Stop that.
#3e wire. No. I want you to look at me and tell me.
ready baby LEONARDO. Let me alone.
ready theme He rises. Xto R
wire. Where are you going, love?
baby LEONAHDO, sharply. Can’t you shut up? | 4
MOTHER-IN-LAW, energetically, to her daughter. Be quiet!
Cue #3b Leonardo goes out. R
“The baby! g
theme : bedroom| and o1
thebabvinkeranna The Wifshasrsmainedstmdmg.

unmoving.

.
i
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23
3.
4,
5.

Girl X L to Leonardo

Girl exit R; Leonardo X R -y t-
Wife X, sit L of table

Wife at UC

Mother-in-law rise X L, exit, enter carrying child, X D R, sit

i
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Cue #3e¢ His poor hooves were bleeding,
his long mane was frozen,
and deep in his eyes
stuck a silvery dagger.
Down he went to the river,
Oh, down he went down!
And his blood was running,
Oh, more than the water.
wirE, turning slowly, as though dreaming.
Carnation, sleep and dream,
the horse is drinking from the stream.
MOTHER-IN-LAW,
My rose, asleep now lie
the horse is starting to cry.

" Lullaby, my baby.
OTHER-IN-LAW.
Ay-y-y, for the big horse
who didn’t like water!
, dramatically.
Don’t come near, don’t come in!
Go away to the mountains!
Ay-y-y, for the snow-wound,
big horse of the dawn!
MOTHER-IN-LAW, weeping. 2
My baby is sleeping . . .
WIFE, weeping, as she slowly moves closer.
My baby is resting . . .
MOTHER-IN-LAYW.
ready Cue #4 Carnation, sleep and dream,
ready gaitar the horse won’t drink from the stream.
WIFE, weeping, and leaning on the table.
My rose, asleep now lie,
Cue #4 : - [Wife how head]
guitan;l
ct.

cut guit

L& 4; / Ir
Warn Cue#5, .. e
Vorn oELER TR
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1‘1 - L "lf.. 3 “1 .’
: e S
ready Cue#5
ready gulitar ACT ONE
SCENE 3

Interior of the cave where The Bride lives. At the back

knock at door]

gui tag—‘I is a cross of large rose colored flowers. The round doors
have lace curtains with rose colored ties, Around the
Cue #5—+ o walls, which are of a white and hard material, are round

. fans, blue jars, and little mirrors. [

cut guitar—— e :

She is very affable, full of hwnble hypocrisy. The Bride
- groom and his Mother enter. The Mother is dresse
~ black satin and wears a lace mantilla; The Bridegroo
! g ~ black corduroy with a great golden chain.
- Won't you sit down? They'll be right here.
! ~ She leaves. The Mother and Son are left sitting motior

{,) less as statues. Long pause. 6t
~ wmorner. Did you wear the watch?

BRIDEGROOM. Yes.

He takes it out and looks at it.

MOTHER, We have to be back on time. How far away
these people live!

BRIDEGROOM. But this is good land.

moTHER. Good; but much too lonesome. A four hour
trip and not one house, not one tree.

BrIDEGREOM. This is the wasteland.

motHER. Your father would have covered it with trees.

srDEGROOM. Without water?

motHER, He would have found some. In the three years
we were married he planted ten cherry trees,

Remembering,
those three walnut trees by the:mill,

a whole vineyard anc‘lj

¥
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I.

"3

Servant X to UC door, open ; Mother*and Bridegroom step in-

Servant indicate DR table and chairs; Mother X to DR tablej,
Bridegroom follow lMotherj Bridegroom and Mother sit simultaneocusly
reapectively in chair UC and R of table; Servant exit L

.II‘






a plant called
dried up.

Pause. 3¢t
BRIDEGROOM, referring to The Bride. She must be dress-

ing.

wwhite hair. His head is bowed.

Bridegroom rise. They shake hands in silence.
FATHER. Was it a long trip?

MOTHER. Four hours,

er_entersHe is very old, with shining
The Mother_and. the

ZThey sit down. I

FATHER. You must have come the longest way.
MOTHER. I'm too old to come along the cliffs by

BRIDEGROOM. She gets dizzy.

Frrrimhi
-

oTHER. But now it does. Don’t complain. I'm not here
to ask you for anything.

FATHER, smiling. You're richer than I. Your vineyards
are worth a fortune. Each young vine a silver coin. But—
do you knowP—what bothers me is that our lands are
separated. I like to have everything together. One thorn
I have in my heart, and that’s the little orchard there,
stuck in between my fields—and they won't sell it to me
for all the gold in the world.

BRIDEGROOM. That's the way it always is.
FATHER. If we could just take twenty teams of oxen and

move your vineyards over here, and put them down on
that hillside, how happy I'd be!

o

2 }-‘

3
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PATHER, What's iminé ¥s ‘Hers-nd “what's yours is his.
That's why. Just to see it all together. How beautiful it is
to bring things together!

BRIDEGROOM. And it would be less work.

motHER. When I die, you could sell ours and buy here,
right alongside.

FATHER. Sell, sell? Bah! Buy, my friend, buy everything.
If T had had sons I would have bought all this mountain-
side right up to the part with the stream. It’s not good
land, but strong arms can make it good, and since no people
pass by, they don’t steal your fruit and you can sleep in

MOTHER, And? ;
FATHER. It seems all right to me. They have talked

MOTHER. My son has money and knows how to mana :

FATHER. My daughter too.

moTHER. My son is handsome. He’s never } 3
woman. His good name cleaner than a sheet spread out
in the sun.

FATHER. No need to tell you about my daughter. At
three, when the morning star shines, she prepares the
bread. She never talks: soft as wool, she embroiders all
kinds of fancy work and she can cut a strong cord with
her teeth. ™

moTHER. God bless her house,

FATHER. May God bless it.

The_Servant appears with two trays. One with drinks
and the other with sweets.

MOTHER, to The Son. When would yo

like the wedding?

-~
-




I.
2.

Servant X L to R

Servant enter R, place trays on DR tablej stand UR



I. Bride enter L X to C,. Bridegroom rise at Bride's entrance X to C

2. Bride X DR to Mother, kneel
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. I shall be much pleased if you like her.

FATHER. The day
years old.

moTHER. Twenty-two! My oldest son would be that age
if he were alive. Warm and manly as he was, he’d be
living now if men hadn’t invented knives.

FATHER. One mustn’t think about that.

MoTHER. Every minute. Always a hand on your breast.

raTHER. Thursday, then? Is that right?

BRIDEGROOM. That’s right.

FATHER. You and I and the bridal couple will go in a
carriage to the church which is very far from here; the
mdingpartyonthe,camandhmesthey’ﬂbﬁngvﬁth

exactly twenty-two

¢ Bride appears. Her hands fall in a modest pose a:
head is bowed.

HER. Come here. Are you happy?
e, Yes, sefiora.

FATHER. You shouldn’t be so solemn. After all, she’s

- going to be your mother.

BRIDE. I'm happy. I've said “yes” because I wanted to.
MOTHER, Naturally.

She takes her by the chin.
Look at me.

FATHER. She résembles my wife in every way.

moTHER. YesP What a beautiful glancel Do you know
what it is to be married, child?

BRIDE, seriously. I do.

MOTHER. A man, some children and a wall two yards
thick for everything else.

BRIDEGROOM. In“ed?
—— -
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warn low ‘theme

Blood Wedding

motuER. No. Just that yo ve—that’s it! Live long! I
BRIDE. I'ﬂknowhowtokaap mywm'd
moTHER, Here are some gifts for you.
BRiE. Thank you.
FATHER. Shall we have something?
wmotHER. Nothing for me.
To the Son.
But you?
BRIDEGROOM. Yes, thank you.
He takes one sweet, The Bride another. E
FATHER, to The Bridegroom. Wine?
moTHER. He doesn’t touch it.
- FATHER. All the better.
- Pause. All are standing.
BRIDEGROOM, to The Bride. I'll come tomorrow.
~ BripE. What time?
~ BrEcrooMm. Five.
srioE. I'll be waiting for you.
srIDEGROOM. When I leave your side I feel a great
and something like a knot in my throat.

warn Cue #6

eBripEGROOM. That’s what I tell myself.
moTHER, Come. The sun doesn’t wait.
To the Father.
Are we agreed on everything?
FATHER. }gneed
moTHER, to The Servant. Goodbye, woman,
ready Cue#b sERVANT. God go with you!

ready Iow theme The Mother kisses The Bride and they begin to leave in
silence.

MOTHER, at the door. Goodbye. daughter.




I.

L7

All rise after "No"; Bridegroom X to behind Bride, assists her
to rise then retreats 3 steps U ¢

Father pass tray to Groom; Groom pass to Bride 3 Father plages
tray on table :

Mother X UC to door; Father foiloews her to UC L of door

Groom goes to doors Bride kneels before Mother UG R of door



I.

2.

3
4,

Servant X to DL table, Carry gifts over to chair L of DR table
Bride X U of chair L of DR table

Servant X to LC; Bride X to DC
Servant X to Bride DC; hassle with Bride over gifts
Servant X to L of C pacing slowly U; Bride X slowly U

7



‘( : il | p ‘
FATHER. I’_

low theme_ | ﬂ“ykﬂﬁluc-d
Cue #6 - SERVANT. T'm bﬁrsﬂz?gotz; see the presents.

BRIDE, sharply. Stop thatl
SERVANT. Oh, child, show them to me.
BrIDE. I don’t want to.
SERVANT. At least the stockings. They say theyre all
open work. Pleasel
BRIDE. I said no.
servanT. Well, my Lord. All right then. It looks as if 2
you didn’t want to get married.
2 BRIDE, biting her hand in anger. Ay-y-y!
| servant, Child, child! What's the matter with ou?Are

BRIDE, holding her by the wrists. Let go.
SERVANT. Ay-y-y, girll

BRIDE. Let go, I said.

SERVANT. You're stronger than a man.
BRIDE. Haven’t I done a man’s work? I wish I were.
sERVANT. Don'’t talk like that.

BRIDE. Qmet, 1 said. Let’s talk about something else.

low theme ul

SERVANT. Did you..hear a hm'se last night? 4
BRIDE, What time?

I SERVANT. Three.
warn horse BRIDE. It might have been a stray horse—from the herd.

I ~ SERVANT. No, It carried a rider.

BrioE. How do you know?
| ( SERVANT. Because I saw him. He was standing by your
| P

window. It sh
$ Temmy =

18



warn interim BRIDE. Maybe it

guitar 5t fliae Gae.
SERVANT. No. { I.
BRIDE, You saw him?
SERVANT. Yes.
BRIDE. Who was it?

cut theme_ SERV.
ready horse BRIDE, mmgly Liar! You liar! Why should he come
ready blackoufa heref -

horse— - W T T T
mvm. at tkewfnd«o I.ook. Lean out. Was it

blackout .

QUICK CURTAIN

house up

Intermission _
Warn Cue #’Ta
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1., Servant X closer to Bride C

2. Servant X quickly to RC; Bride X R to door



I. BServant enter L ,, X UL, take UL chair, place CC3 Bride sitting
DR chair as lights rise, moves to Servant placed chalir LC, sits
Servant circles Bride as she combs hair



™
..ﬁ.v"-‘- Lo

P A
house at
ready Cue®™f
warn guitar

ready guitar
house down

guitap—

3et same . -
Cue #7 —Iservant. T finish combing your hair out here.

A
T

-
7

scRNE 1

The entrance hall of The Bride’s house. A large door in
the back. It is night. The Bride enters wearing ruffled
white petticoats full of laces and embroidered bands, and
a sleeveless white bodice. The Servant is dressed the

BRIDE. It's too warm to stay in there.

sErvANT. In this country it doesn’t even cool off at

The Bride sits on a low chair and looks into a litile
Snirror. The Servant combs her hair.

om a country.
SERVANT. And she was so happy!
"BRIDE. But she wasted away here.

SERVANT. Fate.

BRIDE. As weTe all wasting away here. The very walls
give off heat. Ay-y-y! Don’t pull so hard.

SERVANT. I'm only trying to fix this wave better. I want
it to fall over your read.

The Bride looks at kerself in the mirror.
How beautiful you arel Ay-y-y!

She kisses her passionately.

BRIDE, seriously. Keep right on combing.

SERVANT, combing. Oh, lucky you—going to put your
arms around a man; and kiss him; and feel his weight.

rue. Hush.

R

.Mi mother came from a place with lots of trees—

(20



BRIDE, sternly. Will you be quiet.
sERVANT. But, childl What is a wedding? A wedding is -
just that and nothing more. Is it the sweets—or the

bouquets of flowers? No. It’s a shining bed and a man and

a woman.
BrIDE. But you shouldn’t talk about it.

SERVANT. Oh, that’s something else again. But fun enough
tW¢

srIDE. Or bitter enough.

_ servaNT. I'm going to put the orange blossoms on from
eretohere,sothewreathwﬂlshi.neoutontopofymn’

’ Shameaonfheapﬂgsoforangeblosm
BRIDE, looking at herself in the mirror. Give it to me.
- She takes the wreath, looks at it and lets her head
in discouragement.
" SERVANT. Now what's the matter?
BRIDE. Leave me alone. 5
* servaNT. This is no time for you to start feeling sac
Encouragingly.
Give me the wreath,

The_Bride takes-the-wreath-and-hurle-it-arway.
Child! You're just asking God to punish you, throwing the
wreath on the floor like that. Raise your head! Don’t you
want to get married? Say it. You can still withdraw.
cut guilt The Bride rises.

fade BRIDE. Storm clouds. A chill wind that cuts through my
heart. Who hasn’t felt it?

SERVANT. You love your sweetheart, don’t you?
BRIDE. I love him,
SERVANT. Yes, yes. I'm sure you do.

warn Ist. melody BRIDE. But this is a very serious step.

" | e

ready guitar cut
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I. Bride takes wreath from Servant

2., Bride hurls wreath UC and X DR; Servant retrieves wreath, X to L
of Bride DR



2.
3
L
S5e
6.

Bride X to LC chair, sit; Servant fihnlsh combing hair

Bride rise

Servant dance around Bride straightening Bridéscdress

Bride X L
Sefrvantxbreplace chair LC to UL

Servant X to UC door; Leonardo enter, X diagonally to DR

»



ready Ist. melod&

Ist. melody

SERVANT. I'll put on the wreath.
BRIDE, she sits down) Hurry. They should be arriving by
now.

volume um}, |

ready cut

ready crowd song
ready guitar

|

servANT. They've already been at least two hours on the
way.
srioE, How far is it from here to the church?

sErvANT. Five leagues by the stream, but twice that by
the road.

The Bride rises and The Servant grows excited as she
looks at her.
SERVANT,
Awake, O Bride, awaken,
On your wedding morning waken!
The world’s rivers may all
Bear along your bridal Crown!
BRIDE, amﬂ!ng Come now.

mvm, enthusiastically kissing her and dancing arous

¢ banging lof the front door latch is heard.
BRIDE. Open the deor! That must be the first guests.
She leaves. The Servant opens the door.
SERVANT, in astonishment. Youl
LEONARDO. Yes, me. Good morning.
servaNT. The first onel
LEONARDO. Wasn't I invited?
SERVANT. Yes.

122



ready crowd song
ready guitar

58

SERVANT. Where's : 3 .
LEONARDO. I came on my horse. She'sies

road.

sERVANT. Didn’t you meet anyone?
LEONARDO. I passed them on my horse.
SERVANT. You're going to kill that horse with so much

racing.

LEONARDO, When he dies, he’s dead!

SERVANT. Sit down.|Nobody's up yet.

guitanr

crowd snl+

LEONARDO, Where's the bride?

SERVANT. I'm just on my way to dress her.
LEONARDO, The bride! She ought to be happy!
SERVANT, changing the subject. How’s the baby?
LEONARDO. What baby?

SERVANT. Your son.

LEONARDO, remembering, as though in a dream. Ahl
SERVANT. Are they bringing him? '

VOICES.

Awake, O Bride, awaken,

OI‘OWd{_

On your wedding morning waken!
LEONARDO.
Awake, O Bride, awaken,

crowd hu+

~  On your wedding morning waken!

SERVANT. It’s the guests. They're still quite a way off.

LeoNARDO. The bride’s going to wear a big wreath, isn’t
she? But it ought not to be so large. One a little smaller
would look better on her. Has the groom already brought
her the orange blossom that must be worn on the breast?

BRIDE, appearing, still in petticoats and wearing the
maﬂs.Heh‘oughtit.




I.

2e
De

During preceeding diaXogue Leonardo moves to DR chairs, on
"S1t down" 'he rests foot on chair

Servant X U@ door

Bride enter L

123
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b
4o

Bride L of C
Leonardo X closer to Bride
Leonardo X to R then back to Bride L of C

Servant X to Leonardo; Leonardo push her UC3§ Bervant X to UC door
Bride X DL during hassi2§ Leonardo X to Bride DL

.
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| 99
Why do you ask if they brought the orange blossom? Do I

you have something in mind?
LEONARDO. Nothing. What would I have in mind?
Drawing near her. 2
You, you know me; you know I don’t. Tell me so. What
have I ever meant to you? Open your memory, refresh it.
But two oxen and an ugly little hut are almost nothing.
That's the thorn. 3
BrIDE. What have you come here to do?
LEONARDO, To see your wedding.
sRIDE. Just as I saw yours!
coNARDO. Tied up by you, done with your two
OB, they can kill me but they can’t spit on me. But
‘money, which shines so much, spits sometimes,
 puE, Liarl
- wieONARDO. I don’t want to talk. I'm hot-blooded
don’t want to shout so all these hills will hear me.
_ BRIDE. My shouts would be louder.
sERVANT. You'll have to stop talking like this.
T'o The Bride.
You don’t have to talk about what's past.
The Servant looks around uneasily at the doors.
BRIDE, She’s right. I shouldn’t even talk to you. But it
offends me to the soul that you come here to watch me,
and spy on my wedding, and ask about the orange blossom
with something on your mind. Go and wait for your wife
at the door.
LEONARDO. But, can’t you and I even talk?
SERVANT, with rage. No! No, you can’t talk. 4
LEONAERDO. Ever since I got married I've been thinking
night and day about whose fault it was, and every time I
think about it, out comes a new fault to eat up the old one;
but always there's #faule et

®

warn Cue#7

N



can @0 @ lot to/ride voughshod 1 stu 0. the 1
desert. But I have my pride. And that’s why I'm getting
married. T'll lock myself in with my husband and then

L T'll have to love him above everyone else,
warn crowd Ist. LEONARDO. Pride won't help you a bit. 5
melody He draws near to her.
BRIDE, Don’t come near mel
’ LEONARDO. To burn with desire and keep quiet about it |

is the greatest punishment we can bring on ourselves.
What good was pride to me—and not seeing you, and
letting you lie awake night after night? No good! It only
served to bring the fire down on me! You think that time
s and walls hide things, but it isn’t true, xt isn’t true

ready -Cue#fTal « :

RIDE, trembling I can’t listen to you. I can't listen

r voice. It's as though I'd drunk a bottle of anise
asleep wrapped in a quilt of roses. It pulls me alo
I know I'm drowning—but I go on down.
ERVANT, seizing Leonardo by the lapels. You've got o -
right now!
LEONARDO. This is the last time I'll ever talk to h
Don’t you be afraid of anything.

BRDE. And I know I'm crazy and I know my breast rots |
with longing; but here I am—calmed by hearing him, by
]‘ustsaﬁnghimmwehisarms.

loud hum——

ready crowd

crowd Ist. melod
Cue #T7a

1

Awake, O Bride, awaken,
On your wedding morning waken!
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6.
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Bride DL of C, Leonardo and Bride face to face

Leonardo takes étep_closer to Bridej Bride X farther DL,
Leonardo X to behind Bride; takes tight hold on Bride's arm
Bride breaks Leonardo's hold for an instant; he regains it

Servant X DL,grabs Leonardo to pull him away; Leonardo forcefully
pushes her away and X UR of C

Leonardo &s2ke Btep to C
Bride exit L



W

I.
2.

e

Ist. girl and boy with guitar enter X UR of G% Servant X C##

2d. girl, second boy with guitar, and 3rd. girl enter UL of C;
3rd. girl X DR

3rd. boy with guitar and guest enter,j}nd. boy X UL of C j guest
X UR; Ist. girl and Ist. boy with guitar X DR

## ‘Servant greets guests and creates general enthusiam by
mow¥ing from one to another throughout dialogue



| Don’t you come near her again.
LEONARDO. Don’t worry.

He goes out to the left. Day begins to break.
sRizengg —— oo
| Awake, O Bride, awaken,

the morning you're to marry;

sing round and dance round;

balconies a wreath must carry.
o =

Bride, awaken!

&nwm, creaiing enthusiasm.

by the &unk and the branch
of the laure!si

with her long hair,
snowy sleeping gown,
patent leather boots with sﬂv&-
her forehead jasmines crown.
SERVANT.
Oh, shephert
the moon bggins to shinel
FIRST GIRL.
: Oh, gallant,
' leave your hat beneath the vinel

Bride, awaken,
for over the fields
‘the wedding draws nigh

with trags
| and ca 3

R 20 ot

FIRST YOUNG MAN, entering, holding his hat on high.
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| VOICES, r"—
Bride, a

SECOND GIRL.
The bride
has set her white wreath in place
and the groom
ties it on with a golden lace.
SERVANT.
By the orange tree,
sleepless the bride will be.
THIRD GIRL, enfering.
By the citron vine,
&0, gifts from the groom will shine.
Thrsacuesucometn
GQUV\‘&*’
Dove, a
Inthedawn
shadowy bells are shaken.
GUEST.

The bride, the white bride

today a maiden,

tomorrow a wife.

Dark one, come down
GUEST.

Little dark one, come down,

cold morning wears a dewy crown.
BEROT GUEST.

Awaken, wife, awake,

orange blossoms the breezes shake.

Ist. melody A tree I would embroider her B

with garnet sashes wound,
And on each sash a cupid,
with “Long Live” all around.
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I.
2

3

Father enter L
Father X to R
Father stands L of DR e¢hales



|

4 The morning you're to marr
Ist. melody’”‘ s ehgmgyi?}‘]l m":my
worthy, mountain flower,
of a captain’s dream,
I FATHER, entering.
A captain’s wife I

the groom will marry.
He comes with his oxen the treasure to carry!
is like a flower of gold.
When he walks,
blossoms at his feet unfold.
SERVANT,
Oh, my lucky girll i
SECOND-¥OUTH. | 11, bo\‘ = c\w‘ror
ﬁld‘e, awaken.
SERVANT,
Oh, my elegant girll
l FIRST GIRL.

Through the windows
hear the wedding shout.
SECOND GIRL,
I Let the bride come out.

FIRST GIRL. 5]
Come out, come out!
SERVANT.
I ring and ring out clear!
FIRST YOUTH,
‘For here she comes!

| I For now she’s near!

128



The
of 1900, with a
pleated gauzes and heavy laces. Upon her hair, brushed
in a wave over her forehead, she wears an orange blos-
som wreath. Guitars sound. The Girls kiss The Bride.
THIRD GIRL. What scent did you put on your hair?
BRIDE, laughing. None at all.

SECOND GIRL, looking at her dress. This cloth is what
FIRsT YOUTH. Here's the groom!

BRIDEGROOM. Salud! A11 echo "Salud"

FIRST GIRL, putting a flower behind his ear.
B3 The groom

is like a flower of gold.
*amcom: GIRL.
t Quiet breezes
from his eyes unfold.
The Groom goes to The Bride.
- srmE. Why did you put on those shoes?
~ BrEcrooM. They're gayer than the black ones.
~ LEONARDO'S WIFE, entering and kissing The Bride. Salud
- They all speak excitedly.
LEONARDO, entering as one who performs a duty.

The morning you're to marry

We give you a wreath to wear.
LEONARDO'S WIFE.
So the fields may be made happy
with the dew dropped from your hair!
MOTHER, to The Father. Are those people here, too?

FATHER, Theyre part of the family. Today is a day of

gultar burs t—r

i S
T

o !

-!-‘!‘
, 3
Nia

= EEeas

forgiveness!
motHER. I'll put up with it, but I don’t forgive.
f:’%ﬁ". ?3 :ermmoou. With your wreath, it’s a joy to look at
- s e-;.,: &
= t“_‘ '4 ¢




I.
2.
3

4.

Se
6.

129
. Bride enter Lj; 2d. and 3rd. girls X to Bride D L of C .

Groom and Mother enter UC

2d. and 3rd. girls X to Groom UC

Groom X to Bride D L of C

Leonardo and Wife enter L ,, X to Bride D L of C
Leonardo and Wife X UL



I. Groom, Bride, Mother and Father exit UCj others follow slowly, -
Servant ks last; Wife and Leonardo remain; Leonardo X DR chairs
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BRIDEGROOM. _:y

BRIDE. Yes. I want to be your wife right now so that I
can be with you alone, not hearing any voice but yours.

BRIDEGROOM. That’s what I want!

BRIE. And not seeing any eyes but yours. And for you
to hug me so hard, that even though my dead mother
should call me, I wouldn’t be able to draw away from you.

BRIDEGROOM. My arms are strong. I'll hug you for forty
years without stopping.

BRIDE, taking his arm, dramatically. Forever!

Ist. melody i m'rmfn] Quick now! |R0und up the teams and carts!
The sun’s already out.
smoTHER., And go along carefully! Let’s hope
goes wrong.
The great door in the background opens.
! SERVANT, weeping.
' As you set out from your house,
oh, maiden white,
remember you leave shining
_ with a star’s light.
. | FIRST GIRL.
| Clean of body, clean of clothes
ready Cue #’711 | from her home to church she goes

They start leaving.

65

Now you leave your home
for the chureh!

SERVANT.

I The wind sets flowers
on the sands.

l THIRD GIRL.

Ah, the white maid!

I —

SENTT TR

i E,

L
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volume down Oy
hold Bue #7b LeomrdoandhaWifemlaﬂm

WIFE.
LEONARDO. P

wiFe. To the church. But not on your horse. You're
coming with me.

LEONARDO. In the cart?
wirg. Is there anything else?
LEONARDO. I'm not the kind of man to ride in a cart.
wire. Nor I the wife to go to a wedding without her
husband. I can’t stand any more of this!
LEONARDO. Neither can I!
wire, And why do you look at me that way? With a

warn Crowd BLnig

’ eastoﬁbyymButIhzveamn Andanother ming,
CT’OWd sgoneg v o, I ) Foes. u\.bnunn T8 fate was the"s: Ille weu’ '

As you set out from your home

and to the church go
‘ remember you leave shining

with a star’s glow.

WIFE, weeping.

Remember you leave shining

l with a star’s glow!
I left my house like that too. They could have stuffed the
ready Cue #8 whole countryside in my mouth. I was that trusting.

LEONARDO, rising. Let’s gol
wiFE. But you with me!

_ LEONARDO. Yes.
|  Pause.

U

warn Crowd ain_g




I.
2.
3
4,

Wife X to Leonardo DR
Leonardo rise,face Wife

Wife turn Away from Leonardo, Face D

Leonardo takes Wife's arm, turns her to face him

-

I3l



I, ﬁife and Leonardo exit UC

2.. Servant moves table to table arranging for party

~



-'Ifni{'b
I
crowd son
Cue . As you set out from your home
I and to the church go,
remember you leave shining
cut gultar | with a star’s glow.
S5ct.. 8ilence sLOWw cunra?ﬂ
ready gult :
ready Cue#

ACT TWO
SCENE 2

%

The exterior of The Bride’s Cave Home, in white |
cold blue tones. Large cactus frees.__S}ladbwy'_ d

ervant on

:-mﬁlewaterwasﬁowmg,
for the wedding night comes.
May the branches part
and the moon be arrayed
at her white balcony rail.
In a loud voice.
Sotou‘tthexab}eeioths' ths!




Wi
for their wedding night comes.
Oh, rime-frost, flashl—

and almonds bitter

warn ¥hange Bl with honey!
to interim In a loud voice.
Get the wine ready!

In a poetic tone.

Elegant giri,

most elegant in the world,

see the way the water is ﬂowing,
for your wedding night comes.
Hold your skirts close in

under the bridegroom’s wing
and never leave your house,

for the Bridegroom is a dove
with his breast a firebrand

and the fields wait for the whisper
of spurting blood.

ready 1nter;l7

interim

m-rm.Arewetbeﬂrstones?

sERVANT. No. Leonardo and his wife arrived a while ago.
They drove like demons. His wife got here dead with
I fright. They made the trip as though they'd come on
horseback.
FaTHER. That one’s looking for trouble. He's not of good
blood.
' motaER. What blood would you expect him to have?
His whole family’s blood. It comes down from his great
grandfather, who started in killing, and it goes on down
through the whole breed of knife wielding and false




133
I. Mother enter UC- with Fatherj Servant stand UL
2. Mother slowly X to DR table; Father follow

‘w



I. Mother and Father DR, father L.of ﬁm.her; talking heard in distanc
2. Mother sit chair R of table; Father sit L of table
3. Mother and Father toast

N



L
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<1 *j}l\' "

I 'SERVANT., Buthmvcanshaleavett-atthat?

MOTHER. It hurts me to the tips of my veins. On the
\ forehead of all of them I see only the hand with which

they killed what was mine. Can you really see me? Dont

I seem mad to you? Well, it's the madness of not having

- shrieked out all my breast needs to. Always in my breast

there’s a shriek standing tiptoe that I have to beat down

and hold in under my shawls. But the dead are carried

‘ off and one has to keep still. And then, people find fault.
She removes her shawl. 2
raTHER. Today’s not the day for you to be remembering
these things.
. morHER. When the talk turns on it, T have to speak.

nth yml.
motHER. That’s my hope: grandchildren.
They sit down.
| FaTHER, I want them to have a lot of them. This land
needs hands that aren’t hired. There’s a battle to be waged
against weeds, the thistles, the big rocks that come from
l one doesn’t know where. And those hands have to be the
owner’s, who chastises and dominates, who makes the seeds
grow. Lots of sons are needed.
motner. And some daughters! Men are like the wind!
They're forced to handle > Weapons. Girls never go out into \
the street.
FATHER, happily. 1 think they’ll have both. 3
MOTHER. My son will cover her well. He’s of good seed.
warn crowd lﬂ-t-lgh:lisfatbe:wuldhﬁwhadmanymwi&ime
- FaTHER. What I'd like is to have all this happen in a
.a.y So that right away they’d have two or three boys.
| MOTHER. Butitsmtlikeﬂmt It takes a long time. That’s
i vhy it's so t . blood spilled out on

——
e r—




ready cr-owld la4k

5 o, + e STL.., .

us years. When I got to my son, he lay fallen in the middle
of the street. I wet my hands with his blood and licked
them with my tongue—because it was my blood. You don’t
know what that’s like. In a glass and topaze shrine I'd put
the earth moistened by his blood.

FATHER. Now you must hope. My daughter is wide-
hipped and your son is strong,

s ~ FaTHER. A small one. People can’t stay long.
~ Wiservant. Here they arel

“; MoTHER. That's why I'm hoping. |

They rise.

FATHER. Get the wheat trays ready!

servaNT, They're all ready,

EONARDO'S WIFE, entering. May it be for the best!
MOTHER, Thank you.

LEONARDO. Is there going to be a celebration?

ests begin entering in gay groups. The Bride and
come in arm-in-arm. Leonardo leaves. '

FATHER. It was brilliant.

moTHER. Whole branches of families came.

BRIDEGROOM. People who never went out of the house.

moTtHER. Your father sowed well, and now you're reap-
mg it.

ripEGROOM. There were cousins of mine whom I no
longer knew.

motreR. All the people from the seacoast.

BRIDEGROOM, happily. They were frightened of the
harses..

They talk.
thmyouthjnhngmtp
BRIDE. I'm not thinking. g

a5 r*’
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3

4

Father rise

Leonardo and Wife enter UC, X to DR

Bride and Groom X DC after entranoe.UC; crowd enter UC, gets food
and drinik LC table, disperses into groups UL, UR,. and DL -

Groom X to group UR; Mother X to Bride DC; Father X UR

L]

-
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Crowd and guitar heard off stage 5 Servent exit L
Mother X to fa.ther RC; Leonardo and Wife enter R , X UL

@rowd exits in small groups and singularly UC and R
Mother sits chair R of table; Neishbor(guest)enters R sits U of M
Father exits UC

Groom X to Bride DC; members of crowd enter, go to food, talk and
exit during Groom-Bride dialogue

R
Ist. and 24. girls enter X to Bride; girls and Bride exit R

Groom X UL and to table LC; Groom cirgleés table during conversati
with Wife; Wife sits R of table LC

.
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MOTHER
Guitars are heard. - I

srIDE. Like lead.

MOTHER, stern. But they shouldn’t weigh so. Happy as a
dove you ought to be.

BRIDE. Are you staying here tonight?

MoTHER. No. My house is empty.

BRIDE. You ought to stay!

dance guitar FATHER, to The Mother. [Look at the dancelthey’re form- 2
ing. Dances of the far away seashore.

Leonardo enters and sits down. His Wife stands rigidly

ready dance guitar

behind him.
. wmotseeR. Theyre my husband’s cousins. Stiff as s
- at dancing, )
% FATHER. It makes me happy to watch them. What & -
~ehange for this house! &
- He leaves. " 4
BRIDEGROOM, to The Bride. Did you like the oran £
 blossom? lr;
BRDE, looking at him fizedly. Yes. ':;

proEGROOM. It's all of wax, It will last forever. l’d :
ou to have had them all over your dress.

srE. No need of that.

| Leonardo goes off to the right. 5
FIRST GIRL. Let’s go and take out your pins.

BRIDE, to The Groom. T'll be right back.

LEONARDO'S WIFE. »l hope you’ll be happy with my £

] cousin!

BRIDEGROOM. I'm sure I will,

LEONARDO'S WIFE. The two of you here; never going out;
] building a home. I wish I could live far away like this, too!
BRiDEGROOM. Why don’t you buy land? The mountain-

side is cheap and children grow up better.
Lzomnnos WIFE. We don’t have any money. And at

e

- R

-

i



' monmosmYes,butherestoﬂyarmxdtoo
I much; from one thing to another. He's not a patient man.

SERVANT. Aren’t you having anything? I'm going to wrap
up some wine cakes for your mother. She likes them so
much.

BRIDEGROOM. Put up three dozen for her.

LEONARDO'S WIFE. No, no. A half-dozen’s enough for

.y oom Arent you dancing?
~ SERVANT. No one will ask me. as
& Two Girls pass across the back of the mge durmg

serVANT. Welll Are you tossing me a compliment, boy?.
What a family yours is! Men among men! As a little girl T
saw your grandfather’s wedding. What a figurel It seemed
as if a mountain were getting married.
BRIREGROOM. I'm not as tall.
SERVANT. But there’s the same twinkle in your eye.
Where’s the girl?
srEcroom, Taking off her wreath.
| servANT. Ah! Look. For midnight, since you won't be
sleeping, 1 have prepared ham for you, and some large
glasses of old wine. On the lower shelf of the cupboard.
In case you need it.

agsat midnight.




I.
2.
3’-

4,

Servant erter L

Wife rise

13

Wife exit UC} Mother and Neighbor exit UC: Groom X DL of C; Servant

X to Groom after "Aren't jou dancing"

Servant X UL followed by Groom

e
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2.
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Ist. boy and 3rd. boy enter UC, X to Groom UL ; sServant exit L

Groom and boya exit UC, then Bride enters L X to C; Ist. and 24.
girls enter R X to Bride c

Bride followed by girls X to table R; Leonardo enter R X to.UL



AcT TWO Scene 2 _ 73
SERVANT, Sly'ly.ﬁ m_._'\‘l{_". ik r; = . .- 1
She leaves.
FIRST YOUTH, entering. You've got to come have a drink
with us!

BRIDEGROOM. I'm waiting for the bride.
seconp YouTH. You'll have her at dawn!
FirsT YouTH, That’s when it’s best!
SECOND YOUTH. Just for a minute.
BRIDEGROOM. s

They leave. Great excitement is heard. The Bride enters.
From the opposite side Two Girls come running to meet

up

S cm:.. To whom did you give the first pin; me or

sripE. I don’t remember.
FIRST GIRL, To me, you gave it to me here.
- SECOND GIRL. To me, in front of the altar.
oE, uneasily, with a great inner struggle. T don’t know
anything ab_out it.
FIRST GIRL. It's just that T wish you'd ...
BRIDE, interrupting. Nor do I care. I have a lot to think
about.
SECOND GIRL. Your pardon.
Leonardo crosses at the rear of the stage.
BRIDE, she sees Leonardo. And this is an upsetting time.
FIRST GIRL. WE wouldn’t know anything about that!
BRIDE. You'll know about it when your time comes. This
step is a very hard one to take.
FIRsT GIRL. Has she offended you?
| BRiDE. No. You must pardon me.

| seconD GIrL. What for? But both the pins are good for
getting married aren’t they?

138
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BRIDE. Are you so eager?
I SECOND GIRL, shyly. Yes.
~ srmE. Why?

| ¥mst cmL, Well , .

 She embraces The Second Girl. Both go running off.
. The Groom comes in very slowly and embraces The
dole Bride from behind.

BRIDE, in sudden fright. Let go of me!
BRIDEGROOM. Are you frightened of me?
BRIDE. Ay-y-y! It's you?
sripEGROOM. Who else would it be?
Pause.

Your father or me.

BRIDE, That’s truel

sRIDE, darkly. Of course! .
| pmiecroom, embracing her strongly and a litile bit
| brusquely. Because he’s old.
 BRIDE, curtly. Let me gol
. BrmEGRoOM. Why?
I ' He lets her go.
- Brme. Well . . . the people. They can see us .
' The Servant crosses at the back of the stage again with-
out looking at The Bride and Bridegroom.
I BRIDEGROOM, What of itP It's consecrated now.
BRIDE. Yes, but let me be . . . Later.
i BRIDEGROOM. What's the matter with you? You look
frightened!
l | BRIDE. I'm all right. Don’t go.
Leonardo’s Wife enters.
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2

3
4

Groom enter UC; Leonardo X UR and exit R
Groom X DR to Bride, embraces her from behind; Bride rise.X C

Bride and Groom X DL
Wife enter R

N
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I.
2.
3.
4,
5.

Wife X DL

Wife exit:UC; Servant enter L, X DL
Servant exit R i
Bride X to L doorway gul
Mother enter UC, X to table LC, sit R of table .

]



| BRIDEGROOM. Wm t
LEONARDO'S WiFE, Did my husband come through here?
BRIDEGROOM. No.

| LEONARDO'S WIFE. Because I can’t find him, and his horse
isn't in the stable either.
up

=S, . He must be out racing it,
down. . The Wife leaves, troubled. The Servant enters. 2

SERVANT. Aren’t you two proud and happy with so many
good wishes?

.« | proEcroom. I wish it were over with. The bride is a
[»ﬂl‘—l |

little tired.
sERVANT. That’s no way to act, child.
BRIDE. It's as though I'd been struck on the head.
SERVANT. A bride from these mountains must be stro
To The Groom.

Youre the only one who can cure her, because
yours.
She goes running off.

warn class
guitar

= BRIDEGROOM, embracing The Bride. Letsgodanoe b S
b= le. (&2
'Lt- He kisses her. B
BriDE, worried. No. I'd like to stretch out on my bed a
little.
ready classPcal srpEGROOM. I'll keep you company.
srmE. Never! With all these people here? What would
they say? Let me be quiet for a moment.
BRIDEGROOM. Whateyer you say! But don’t be like that 4
} tonight!
BRIDE, at the door. Tl be better tonight.
BRIDEGROOM. That’s what I want.
class1calL_a____JﬂqummuwmmEB = 3
MOTHER. Son.
1 BRIDEGROOM. Where've you been?
| MOTHER. Out ' . Are you happy?
1 %
]
2
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{ motHER. Where’s your wife?
BRIDEGROOM. Resting a little. It's a bad day for brides!
moTHER. A bad day? The only good one. To me it was
like coming into my own.
The Servant enters and goes toward The Bride’s room.
| Like the breaking of new ground; the planting of new
trees.
BRIDEGROOM. Are you going to leave?
motHER. Yes. I ought to be at home.
BRIDEGROOM. Alone. _
moTHER. Not alone. For my head is full of things: of
men, and fights.
BRIDEGROOM. But now the fights are no longer fights.

warn dance |

guitar The Servant enters quickly; she disappears at the rear
. of the stage, running.
2 motrER. While you live, you have to fight.
;g: y - sripEGrRoom. Il always obey youl
,4.; moTHER. Try to be loving with your wife, and if you se
ﬁ:f she’s acting foolish or touchy, caress her in a way that wi

hurt her a little: a strong hug, a bite and then a soft kiss.”
Not so shell be angry, but just so shelll feel you're the
man, the boss, the one who gives orders. I learned that
from your father. And since you don’t have him, I have to
be the one to tell you about these strong defenses.
ready dance srioEGRoOM. Tl always do as you say.

FATHER, entering. Where's my daughter?
BRIDEGROOM. She’s inside.

dance | The Father goes to look for her.
T - FIRsT GIRL. Get the bride and groom! We're going to
dance a round!
FIBsT YOUTH, fo The Bridegroom. You're going to lead it.
I FATHER, entering. She’s not there.




Groom X R of Mother

Servant enter UZ X exit L

Groom kneel at Mothers feet

Father enter R, X L, exit L; Mother rise X R

Ist. girl enter UC} exit'Uc
Father enter L

i ]



2.
3.
4,
5.
6.
T

Groom exit R; Ist. girl enter UC, exit UC
Groom enter R, X RC then exit UC

Servant enter L, X to Father UL of C

Groom enter R,XRRC; Mother X R of G

Wife enter UC X C; Wife after speech X UL
Mother X C3 Groom X UC then®R; Mother X URC
Groom X URC; exit UC

-
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FIRST GIRL. Theyve sﬁn‘teﬂ it a!rudyl
She leaves.
I BRIDEGROOM, entering. She isn’t there.
MOTHER, uneasily. Isn’t sheP
FATHER. But where could she have gone?
' SERVANT, entering. But where’s the girl, where is she?

warn Cue #1‘0 MOTHER, seriously. That we don’t know.
The Bridegroom leaves. Three guests enter.
FATHER, dramatically. But, isn’t she in the dance?
vm. She’s not in the dance.
FATHER, with a start. There are a lot of people. Go look!
| sErvanT. I've already looked.
| ¥aTHER, tragically. Then where is she?
'BRIDEGROOM, entering. Nowhere. Not anywhere.

ready gultar eug

~ | is your daughter?
Leonardo’s Wife enters

"Sheandl.eomrdo Onthehorse Withtheirarmsaround

FATHER. That's not true! Not my daugl:ter!

MOTHER. Yes, your daughter! Spawn of a wicked mother,
- and he, he too. But now she’s my son’s wife!

BRIDEGROOM, entering. Let’s go after them! Who has a
horse? -

motHER, Who has a horse? Right away! Who has a
irn passion gultaborse? Il give him all I have-my eyes, my tongue
| even, . ..

| voice. Here’s one.
MOTHER, to The Son. Gol After them!
He leaves with two young men.

" motHER, to The Father. What does this mean? Where

LEONARDO'S WIFE. They've run away! They've run away!

i \'f'{ |

r&
i

&
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ready passion
ready Cue #I0 FATHER. Hi;:JF};
unnmmlxmmtwmmmthmwﬂmmuhu:nwmm not T
that onel But now she’s my son’s wife. Two groups. There
are two groups here.
They all enter.
My family and yours. Everyone set out from here. Shake
the dust from your heels! We'll go help my son.
ﬂwpumkumwmsmmnmgmmm

Ourofhmtonau'mds_ The

Cue #1I0
passion guitrr
Tets,
out_ |

CURTAIN

house

N

warn Cue#IIX

- g,









"“
jouse down *
ready Cue #II
ready guiltar

3ot backouti

J
guitar——|
6cet.

Cue #I1J

warn Clie #Iia. :

e

gl

FIRST WOODCUTTER. And have they found them?
(SECOND WOODCUTTER. No. But they’re looking for them

- sECOND wWooDCUTTER. They ought to let them go.
FIRST woopcuTTER. The world is wide. Everybody can

Y 3 R. B
dbwn > WOODCUTTER. You have to follow your passion.
. woopcuTTER. They were deceiving themselves but

at t*e blood was stronger.

» woopcuTTER. Blood!
FIRST WOODCUTTER. You have to follow the path of your

blood.

SECOND woopcUTTER, But blood that sees the light of

day is drunk up by the earth.
FIRST woopcuTTER. What of it? Better dead with the

wp_l___ 0gd, drained away than alive with it rotting

145



down

night’s ambush.
r woopcuTTER. But not the horse.
‘ WOODCUTTER. No.
woopcuTTER. By now he must be loving her,
wooncutTeR. Her body for him; his body for her.

| wmmd woopcuTtER. They’ll find them and they’ll kill
them.

. FIRST woopcuTTER. But by then they’ll have mingled
theu' bloods. They’ll be like two empty jars, like two dry

- sEcoND wooDCUTTER. There are many clouds a
wouldbeaasyforthemmnnottocotneoutbu‘\'
~ amwwe wooDCUTTER. The bridegroom will find them w
- or without the moon. I saw him set out. Like a raging
- His face the color of ashes. He looked the fate of all
- clan.

. Fmst woopcurTER. His clan of dead men lying in tl
nﬂdd.leofthestmet

: woomYmthinkthey'ﬂboablemhmﬁ !
through the circle?

guns for ten leagues ‘round.
woopcuTTER. He's riding a good horse.
SECOND WOODCUTTER. But he’s carfying a woman,
I FIRST WooDCUTTER. We're close by now.
SECOND WOODCUTTER, A tree with forty branches. We'll
soon sﬁl_lt it down.

up

down, From the left shines a brightress

o b ’ FIRST wooncmm
warntCue #II e
Moon among the great
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SECOND WOODC!
ready Cue #Iib Cover the blooc
FIRST WOODCUTTER.
Cue #I1Ib O lonely moon!
e f Moon among the great leaves.
rarn Clle #Ilc SECOND WOODCUTTER,
Silver on the bride’s face.
| f
O evil moon!
Leave for their love a branch in shadow.

go out. The Moon appears through ths shinin
chtness at the left. The Moon is a young woodcutt
'awk#efaos Thasmgeuksammm

andacathedrals eye,
false dawn on the leaves,

they’ll not escape; these things am I
Who is hiding? And who sobs

in the thornbrakes of the valley?
The moon sets a knife stl
abandoned in the air

larn Cue #IId which being a leaden threat
#1le yearns to be blood’s pain.
Let me in! I come freezing

down to walls and winﬂuwsl

Open roofs, open breasts
where I may warm myself!
I'm cold! My ashes

of somnolent metals

seek the fire’s crest

on mountains md streets.
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Blood Wedding

But this night there w:Ii be

red blood for my cheeks,

and for the reeds that cluster

at the wide feet of the wind.

Let there be neither shadow nor bower,

and then they can’t get away!
O let me enter a breast
up
ready CuefITd A heart for me!
#1Ie Warm! That will spurt
over the mountains of my chest;
oh let me

let me come

ready Cue#II
fIIgﬁ

Cue AIIf

even among the dark trunks I want
the whisper of gleaming lights
so that this night there wﬂl
sweet blood for my cheeks,
and for the reeds that cluster
at the wide feet of the wind.
is hiding? Out, I say!

up “aue #1l1lg

They will not get away!
T will light up the horse

ready Cue#IIh
ready horse

o

He diMppeafs amoagthemnke andthestags goes back
to its dark lighting. An Old Woman comes out completely
covered by thin green cloth. She is barefooted. Her face
can barely be seen among the folds. This character does
not appear in the cast.

Gue Ih

BEGGAR WOMAN.}
‘ just when they’s near.

ready Cue #111i

They won't get past here. The river’s whisper
and the whispering tree trunks will muffle
thetomﬂxght oftheirshnaks

ho*aﬁ
|
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ready Cue #IfL o heavy hodies wikh &e Hinats
Let not one bird awake, let the breeze,
| gathering their moans in her skirt,
fly with them over black tree tops
l or bury them in soft mud.l

Impatiently.
Oh, that moon! That moon!
The Moon appears The intense blue light returns.

One band through the ravine
(2 and the other along the river. I'm going to light up the
| boulders. What do you need? e
| BEGGAR woMAN. Nothing. LA
"t | mooN. The wind blows hard now, with a double edge.
{
.i

BEGGAR WOMAN, Light up the waistcoat and open
s; the knives will know the path after that.
. MOON.

But let them be a long time a-dying. So the blood
will slide its delicate hissing between my fingers.
Look how my ashen valleys already are walung

Cue#11) down

| | Hs goes. The stageisleftdwrk

horse_down | seccan wosan. Quickll Lots of light! Do you hear me?

| They can’t get away!

The Bridegroom and The First Youth enter. The Beggar I
Woman sits down and covers herself with her cloak.

| BRIDEGROOM, This way. |
FIRST YOUTH. You won't find them.

I BRIDEGROOM, angrily. Yes, T'll find them.

FRsT YouTH. I think they’ve taken another path.

ago I felt the galloping.

e % e
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i Blood Wedding

BRIDEGROOM, infensely. Listen to me. Theres only one

horse in the whole world, and this one’s it. Can’t you

ready b(%ue#llk understand that? If you're going to follow me, follow me
without talking.

| FIRST YOUTH. It's only that I want to . .

BRIDEGROOM. Be quiet. I'm sure of meeting them there.

Do you see this arm? Well, it's not my arm. It's my

brother’s arm, and my father’s, and that of all the dead

‘ ones in my family. And it has so much strength that it

can pull this tree up by the roots, if it wants to. And let’s

move on, because here 1 feel the clenched teeth of all my

| BEGGAR WOMAN, whining Ay-y y!
- . Fmst yours. Did you hear that?
. E BRIDEGROOM. You go that way and then circle back.
; »

hoy,

FIRST YOUTH. This is a hunt,

" BRIDEGROOM. A hunt. The greatest hunt there is.
The Youth goes off. The Bridegroom goes rapidly to
left and stumbles over The Beggar Woman, Death.
BEGGAR WOMAN. Ay-y-yl
BRIDEGROOM, What do you want?

BEGGAR WOMAN. I'm cold.
BRIDEGROOM., Which way are you goingP
I BEGGAR WOMAN, always whining like a beggar. Over
there, far away . . .
BRIDEGROOM. Where are you from?
] BEGGAR WOMAN. Over there . . . very far away.
BRIDEGROOM. Have you seen a man and a woman run-
ning away on a horse?
] BEGGAR WOMAN, awakening. Wait a minute .
She looks at him.
[ : Handsome young man.
] She rises.
| But you'd be much handsér
I ' BRIDEGROOM. Tell me; a

NETS
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2.
S

Beggarwoman croliching DL
Groom X DL to R of Beggarwoman

Reggarwoman rise

n
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i

BEGGAR WOMAN. mw_hat broad shoul-
,I ders! How would you tid out on them and not
have to walk on the soles of your feet which are so small?
| BRIDEGROOM, shaking her. 1 asked you if you saw them!
Have they passed through here?
BEGGAR WOMAN, energetically. No. They haven’t passed;
| but they're coming from the hill. Don’t you hear them?
I BRIDEGROOM. No.
I BEGGAR WOMAN. Do you know the road?
BrIDEGROOM. I'll go, whatever it’s like!
BEGGAR WOMAN, I'llgoalongwﬂhyou.lknowt!d;

tkeir axes on their shou!ders Th&y move alauly
* WOODCUTTER. I
“O rising death!
. Death among the great leaves.
SECOND WOODCUTTER.

Don’t open the gush of blood!
| FIRST WOODCUTTER.
N e O lonely death!
| Death among the dried leaves.
THIRD WOODCUTTER.
| Don’t lay flowers over the wedding!
i SECOND WOODCUTTER.

O sad death!

i Leave for their love a green branch.

' FIRST WOODCUTTER.

O evil deathl
up ’ Leavefo;their]owa'hmnchﬂeenﬂ

horse upl ————"rhsy go they are talking. Leonardo and The

Brideappe

——
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l Blood Wedding

M “m“_';fm! R

BRIDE.
| From here I'll go on alone. )
You go now! I want you to turn back.
‘ Hush, T said!

i With your teeth, with your hands, anyway
. you can,

take from my clean throat
the metal of this chain,
and let me live forgotten
back there in my house in the ground.
Andifyoudon’twanttoldllme
as you would kill a tiny snake,
set in my hands, a bride’s hands,
the barrel of your shotgun.
Oh, what lnmmﬁng, what fire,
sweeps upward through my head!
What glass splinters are stuck in my tongue!
We've taken the step now; hush!
because they're close behind us,
and I must take you with me.

* BRIDE.

Then it must be by force! r-'.‘
I LEONARDO. 11
By force? Who was it first -
went down the stairway?

I went down it.
LEONARDO.

And who was it put

a new bridle on the horseP

| s

' BRIDE,

I myself did it. It’s tmei I

ry







ke

g’.’

- B

' ;'f 3 —|

And whose were the hands
strapped spurs to my boots?

The same hands, these that are yours,
’ but which when they see you would like

\ ’ LEONARDO.

to break the blue branches
and sunder the purl of your veins.
1 love youl I love you! But leave mel
For if I were able to kill you
T'd wrap you 'round in a shroud
| with the edges bordered in violets.
: Oh, what lamenting, what fire,

horse up splinte; .
§ BocauseI tu.edtofm:g\estyou
and put a wall of stone
between your house and mine.

It’s true. You remember?

‘And when I saw you in the distance

I threw sand in my eyes.

But I was riding a horse

and the horse went straight to your door.
And the silver pins of your wedding
turned my red blood black.

And in me our dream was choking

my flesh with its poisoned weeds.

Oh, it isn’t my fault—

the fault is the earth’s—

and this fragrance that you exhale

from your breasts and your braids.

: Oh, how untrue! I want
fromyoumithnbednmfood,

horse down.

—— ""ﬁft
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warn Cue #IIm

|
N
warn cue#Ir

|
|

He embraces her strongly.

LEONARDO.

Blood Weddins
- then you teH me to go back

andlfollowyou,

like chaff blown on the breeze.
Ihaveleftngood honest man,

and all his
withthaweddingfemhalf over
and wearing my bridal wreath.
Butyaua;ethemewﬂlbepunisbed
and that I don’t want to happen.
Leave me alone now! You run away!
There is no one who will defend you.

LEONARDO,

are calling among the trees.

The night is dying

on the stone’s ridge.

Let’s go to a hidden corner

where I may love you forever,

for to me the people don’t matter,
nor the venom they throw on us.

And T'll sleep at your feet,

‘to watch over your dreams.

as though I were a bitch.

Because that’s what I am! Oh, I look at you
and your beauty sears me.

Fire is stirred by fire.

“The same tiny flame

wmldﬂmwheatlmdsmgeﬂm
Let’s gol

Where are you taking me?
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a shame to clean women,

so that people will see me

‘with my wedding sheets

mthebrem!ﬂaobnnmrs.

I,toq,woﬂdwanttoleawyau

if I thought as men should.

_Bntwheremycu I go.
Cue #IIm Ymreﬂzesame T&astep Try.

hores o my waist and your thighs.

ready Cue#II|

' Run!
It's fitting that I should die here,
with water over my feet,
with thorns upon my head.
And fitting the leaves should mourn me,
a woman lost and virgin.

LEONARDO.
Be quiet. Now they'’re appearing.

BRIDE.

LEONARDO.
Quiet. Don’t fet them hear us.

ready Cue #12 e
‘eady cut guitar Tha i
BRIDE.

LEONARDO, embracing her.
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Lue #12 And 1 dead 1601

! They go out in each other’s arms.

| The Moon appears very slowly. The stage takes on a

| sirongbluel Thstwovdalﬁnmhéwdswdenly
cut horse || e e ST e e oy and the music
cut gultar ofﬂwﬂmmumkmmonmmwmshmkm

varn Cue #1300
warn gultar §&

guitar—r_

3cte

o

Lue #13

Beggar Woman appears and stands with her back to the
audience. Shsopemhermpeandetandsinﬂwoentefof
the stage like a great bird with immense wings. The

Moon halts. The curtain comes down in absolute silence.

CURTAIN

ACT THREE
SCENE 2

The Final Scene

A white dwelling with arches and thick walls. To the
right and left, are white stairs. At the back, a great arch
and a wall of the same color. The floor also should be
shining white. This simple dwelling should have the mon-
umenttal feeling of a church. There should not be a single
gray nor any shadow, not even what is necessary for
perspective.

Two Girls dressed in dark blue are W

FIRST GIRL.
Wool, red wuoL
what

oy

N



I. Leonardo and"Bride exit UC
2. Ist. girl and 2d. girl sit face to face DR

™



I.
2
3.
4.
5e

3rd. girl enter R X to DR
>rd. girl X C then UL

5rd. girl X DR above sitting girls

3rd. girl X UR

3rd. girl bounce ball from UR to UL then to C and DR during

speech



iarn Cue #I13a

ACT THREE Scene 2

SECOND GIRL.
Oh, jasmine for dresses,
fine wool like glass.
At four o’clock born,
at ten o'clock dead.
A thread from this wool yarn,
a chain round your feet
a knot that will tighten
the bitter white wreath.

LITTLE GIRL, singing,

Were you at the wedding?
FIRST GIRL.

No.

LITTLE GIRL.
Well, neither was I!
What could have happened
’midst the shoots of the ardsP
What could have hap: '
_’neath the branch of the olive?
“What really happened
that no one came back?
Were you at the wedding?
SECOND GIRL.
We told you once, no.
LITTLE GIRL, leaving.
Well, neither was 1!
SECOND GIRL.
Wool, red wool,
what would you sing?
FIRST GIRL.
Their wounds turning waxen
Asleep in the morning,

]
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92 Blood Wedding

but mountains, blue mountains,
are letting it pass.
Running, running, running,
and finally to come
to stick in a knife blade,
to take back the bread.
She goes out.
SECOND GIRL.
Wool, red wool,
what would you tell?
FIRST GIRL.
The lover is silent,
crimson the groom,

- at the still shoreline
g '3 {".ia I saw them laid out.
ready Cuef1le Sy  She stops and looks at the skein.
5 _,:' LITTLE GIRL, appearing in the doorway.
Nengal Running, running, running,
- the thread runs to here.

L

=
-

All covered with clay
s I feel them draw near.
- Bodies stretched stiffly
in ivory sheets!

The Wife and Mother-in-law of Leonardoe appear. They
are anguished.

FIRST GIRL. Are they coming yet?

secoND GinL. What can you tell us about the wedding?
FIRST GIRL. Yes, tell me.

MOTHER-IN-LAW, curtly. Nothing,

LEONARDO'S WIFE. I want to go back and find out all

about it.
MOTHER-IN-LAW, sternly.
You, back to your house.
Braye and a]one in your house.

O
-




=21

I. 3rd, girl exit L : i b
2. Jrd. girl roll ball to sitting girls from L, then X DR an’ =x -

3. Wife and Mother =-in-law enter L X L of C, sitting girls rise X'C

s



I.
2.

3.
4,

Wife and Mother-in-law exit R; beggarwoman enter DR

Girls cluster together UL
Beggarwoman X C

Ist. girl X closer to Begzarwoman

7

C



varn Cue#I3nh

Never again. Neither dead nor alive.
We'll nail up our windows
and let rains and nights
fall on the bitter weeds.
LEONARDO'S WiFE, What could have happened?
MOTHER-IN-LAW,
It doesn’t matter what.
Put a veil over your face.
Your children are yours,
that’s all. On the bed
put a cross of ashes
where his pillow was.
They go out.
BEGGAR WOMAN, at the door. A crust of bread, little girls.
LITTLE GIRL. Go awayl
The Girls huddle close together.
BEGGAR WOMAN. Why?
LITTLE GIRL, Because you whine; go away!
FIRsT GIRL. Child!
BEGGAR WOMAN.
I might have asked for your eyes! A cloud
of birds is following me. Will you have one?

LITTLE GIRL, I want to get away from here!
SECOND GIRL, to the Beggar Woman. Don’t mind her!
FIRsT GIRL, Did you come by the road through the

arroyo?

BEGGAR WOMAN. I came that way!
FIRST GIRL, timidly. Can I ask you something?
BEGGAR WOMAN.
I saw them: they’ll be here soon; two torrents
still at last, among the great boulders,
two men at the horse’s feet.
Two dead men in the night’s splendor.
With pleasure.
Dead, yes, dead.
First 6inL. Hush, old woman, hush!

n
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94 Blood Wedding

BEGGAR WOMAN.
Crushed flowers for eyes, and their teeth
two fistfuls of hard-frozen snow.
Both of them fell, and the Bride returns
with bloodstains on her skirt and hair.
And they come covered with two sheets
carried on the shoulders of two tall boys.
That’s how it was; nothing more. What was
fitting,
the golden flower, dirty sand.
She %oes. The Girls bow their heads and start going out

rhythmically.
FIRST GIRL.
Dirty sand.

ready Cue#I3b

SECOND GIRL,
Over the golden flower.
LITTLE GIRL.
Over the golden flower
they’re bringing the dead from the arroyo.
Dark the one,
dark the other.
What shadowy nightingale flies and weeps
over the golden flower!
She goes. The stage is left empty. The Mother and a
Neighbor Woman appear. The Neighbor is weeping.

, __MoTHER, Hush)
NEIGHBOR. I can’t.

MoTHER. Hush, I said.

At the door.
Is there nobody here?

She puts her hands to her forehead.
My son ought to answer me. But now my son is an armful
of shrivelled flowers. My son is a fading voice beyond the
mountains now.

With rage, to The Neighbor.

Will you shut up? I want no wailing in this house. Your



el

I. Girls X C then exit R
2. Mother and Neighbor enter L; Neighbor UL, Mother X R



2
3.
4,
Se

Mother X C

Neighbor and Mother kneel

Neighbor X to Mother then UL and kneel

Bride enters L; Neighbor goes to intercept her
Bride X C; Mother rise and takes steps toward Bride



tears are only tears from your eyes, but when I'm alone
mine will come—from the soles of my feet, from my roots—
burning more than blood.

NEIGHBOR. You come to my house; don’t you stay here.

MOTHER. I want to be here. Here. In peace. They're all
dead now: and at midnight I'll sleep, sleep without terror
of guns or knives. Other mothers will go to their windows,
lashed by rain, to watch for their sons' faces. But not I.
And of my dreams I'll make a cold ivory dove that will
carry camellias of white frost to the graveyard. But no;
not graveyard, not graveyard: the couch of earth, the bed
that shelters them and rocks them in the sky.

A woman dressed in black enters, goes toward the right,

and there kneels. To The Neighbor.
Take your hands from your face. We have terrible days
ahead. I want to see no one. The earth and I. My grief
and I. And these four walls. Ay-y-y! Ay-y-yl

She sits down, overcome.

NEIGHBOR. Take pity on yourself!

MOTHER, pushing back her hair. I must be calm.

She sits down.
Because the neighbor women will come and I don’t want
them to see me so poor. So poor! A woman without even
one son to hold to her lips.

The Bride appears. She is without her wreath and wears

a black shawl.

NEICHBOR, with rage, seeing The Bride. Where are you
going? -

BRIDE. I'm coming here.

MOTHER, to The Neighbor, Who is it?

NeicHBOR. Don’t you recognize her?

motHER. That’s why I asked who it was. Because I
don’t want to recognize her, so I won't sink my teeth in
her throat. You snakel!

She moves wrathfully on The Bride, then stops. To The

Neighbor.

1ol



warn Bue #13¢

96 Blood Wedding

Look at her! There she is, and she’s crying, while I stand
here calmly and don’t tear her eyes out. I don’t understand
myself. Can it be I didn’t love my son? But, where’s his
good name? Where is it now? Where is it?

She beats The Bride who drops to the floor.
NEIGHBOR. For God’s sakel

She tries to separate them.

BRIDE, to The Neighbor. Let her; I came here so she'd
kill me and they'd take me away with them.

To The Mother.
But not with her hands; with grappling hooks, with a
sickle—and with force—until they break on my bones. Let
her! T want her to know I'm clean, that I may be crazy,
but that they can bury me without a single man ever
having seen himself in the whiteness of my breasts.

moTHER. Shut up, shut up; what do I care about that?

BRIDE. Because I ran away with the other one; I rar
awayl!

With anguish.

You would have gone, too. I was a woman burning with
desire, full of sores inside and out, and your son was a
little bit of water from which I hoped for children, land,
health; but the other one was a dark river, choked with
brush, that brought near me the undertone of its rushes
and its whispered song. And I went along with your son
who was like a little boy of cold water—and the other sent
against me hundreds of birds who got in my way and
left white frost on my wounds, my wounds of a poor with-
ered woman, of a girl caressed by fire. I didn’t want to;
remember that! I didn’t want to. Your son was my destiny
and I have not betrayed him, but the other one’s arm
dragged me along like the pull of the sea, like the head
toss of a mule, and he would have dragged me always,
always, always—even if I were an old woman and all your
son’s sons held me by the hair!

A Neighbor enters.



I. Mother rips off Bride's shawl; Bride drops on knees

2. Mother turn away from Bride

N



I. Mother circles Bride during speech
2. Another neighbor enters R kneels UR; Mother X DC
3. Bride X UR kneels by door; Wife enters RX C



L~

ACT THREE Scene 2 97

moTHER. She is not to blame; nor am Il I
Sarcastically.
ready Cue #I3c Who is, then? It's a delicate, lazy, sleepless woman who

throws away an orange blossom wreath and goes looking
for a piece of bed warmed by another woman!

srE. Be stilll Be stilll Take your revenge on me; here
I am! See how soft my throat is; it would be less work for
you than cutting a dahlia in your garden. But never that!
Clean, clean as a new-born little girl. And strong enough to
prove it to you. Light the fire. Let’s stick our hands in;
you, for your son, I, for my body. You'll draw yours out
first, :

Another Neighbor enters. i

Cue #¥I3e hat _does your good name matter to me? 2
What does your deat.T; matter to me? What does anything [
. about anything matter to meP Blesséd be the wheat stalks,
because my sons are under them; blesséd be the rain, be- ‘
cause it wets the face of the dead. Blesséd be God, who
stretches us out together to rest.
Another Neighbor enters.
BRIDE. Let me weep with you.
warn Cue #I4 moTHER, Weep. But at the door.
The Girl enters. The Bride stays at the door. The Mother b
is at the center of the stage.
LEONARDO'S WIFE, entering and going to the left,
He was a beautiful horseman,
now he’s a heap of snow.
He rode to fairs and mountains
and women’s arms.
Now, the night's dark moss
crowns his forehead.
MOTHER,

A sunflower to your mother,

a mirror of the earth.
Let them put on your breast
the cross of bitter rosebay;



ready Cue #I%

98 Blood Wedding

and over you a sheet

of shining silk;

between your quiet hands
let water form its lament.

WIFE.
Ay-y-y, four gallant boys
come with tired shoulders!

BRIDE.

Ay-y-y, four gallant boys
carry death on high!

MOTHER.
Neighbors.
LFFrPER-SIRE; at-the-door.
' ing-them-now.
MOTHER.

It’s the same thing.
Always the cross, the cross.

WOMEN.,
Sweet nails,
cross adored,
sweet name
of Christ our Lord.

BRIDE. May the cross protect both the quick and the

dead.

MOTHER.
Neighbors: with a knife,
with a little knife,
on their appointed day, between two and three,
these.two men killed each other for love.
With a knife,
with a tiny knife
that barely fits the hand,
but that slides in clean
through the astonished flesh
and stops at the place
where trembles, enmeshed,
the dark root of a scream.



IeT

I. Bodieg carried in L to DC; Mother kneels at bodies; Wife kneels
Rof U
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c 414 BRIDE.
a tiny knife
that barely fits the hand;
ready gultar fish without scales, without river,
so that on their appointed day, between two
and three,

with this knife,
warn and ready two men are left stiff,
Cue #I4a with their lips turning yellow.
MOTHER,
And it barely fits the hand
but it slides in clean
through the astonished flesh
and stops there, at the place

a iEIl4a. the dark root of a seream.
| The Neighbors, kneeling on the floor, sob.

blackout l
passion gultar

|
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