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Introduction

The aim of this workshop is to familiarize participants with a genre of linguistic
mediation that, over the last three decades, has come to constitute one of the
most interesting innovations in the field of translation: titling for live performing
arts, best-known as sur-titling — a technical and editorial solution inspired by the
now widespread tradition of sub-titling.

Using the more generic scenario of multimedia translation as a starting point, we
shall focus our attention on the specific methodology required for music theater
and drama in comparison with audiovisual productions, and identifying the
criteria that titling for live performing arts shares with the reality of the stage —
to begin, the practice of rehearsing.

From a historical and esthetic contextualization of this phenomenon, which
began in Canada in 1983 and took root in New York the following year, we shall
analyze a selection of examples that take into account both the linguistic and
musical importance of the authors and the impact of the staging. We will see
how the /imits that emerge coincide with a sort of operative compass.
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On the shoulders of a giant
From sub-titles for the cinema to sur-titles for the theater

1.

Live performing arts, to be precise drama, opera, the musical, puppet theater,
and other, lesser known traditions, boasts a history dating back thousands of
years. Audiovisual narration, on the other hand, has had a journey little more
than a century old, having begun with the cinema in 1895; my own grandfather
could have told us about its first steps.

From the young audiovisual experience, however, around thirty years ago
(1983) live performing arts adopted a technical-literary device that has proved
valuable in facilitating the breaking down of linguistic barriers in textual content
— subtitles, which all of us have experienced at the cinema, on computers or on
mobile devices.

The difference is that cinema sub-titles (incubated in the use of captions adopted
by the silent movies) at the theater become sur-titles thanks to their position high
up, allowing spectators to read them more easily: a solution couched in common
sense, founded on a familiar, comfortable formula, widely tested and even
studied as theory by a number of scholars.

2.

The process from the better known sub-titles to the lesser known sur-titles might
therefore appear as the gradual extension of a translation system from the
audiovisual to the theatrical context. But this passage from film to stage goes
much further that the technical aspect, and is today considered one of the most
interesting innovations in the field of linguistic mediation.

The first experiment with sur-titles, destined to define the beginning of a new
literary genre, took place in 1983. It was based on a consolidated experience in
sub-titling, the use of which, if we consider captions inserted between images,
coincides with the birth of cinema. It is fair to say, therefore, that sur-titles rise
on the shoulders of the giant named sub-titling.
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3.
What exactly happened in 1983, and in what context?

We could speak of a rudimentary technical device for sur-titling as far back as
1949. We are in the French sector of a post-war Paris and Bertolt Brecht's
production Die Ausnahme und die Regel (The exception and the rule) is being
staged in two versions by Jean-Marie Serreau at the Comédie des Champs-
Elysées: both in French translation (with German sur-titles) and in the original
German (with French sur-titles). But this is an isolated case, which went
unnoticed despite having taken place in such a cosmopolitan context as Paris.

Why this oblivion? It was not the right moment.

The right moment arrived almost four decades later, in 1983, in a context that
was focused on music and thanks to the clear determination of directors and
managers such as Lofti Mansouri, whose intuition told them that this method
derived from the cinema had the potential to be a powerful tool for popularizing
theater, allowing many operatic masterpieces to be presented in their original
text. We are in Toronto, where the Canadian Opera Company is to produce an
experimental staging of Elektra (composed by Richard Strauss to Hugo von
Hofmannsthal's libretto), sung in the original German with sur-titles in English.
The following year (1984) at the New York City Opera, Jules Massenet's
Cendrillon (Cinderella), to Henri Cain's libretto, is staged for the first time in
the United States with the same innovative criteria: in the original language (in
this case, French) with sur-titles in English. And as early as 1986, at the
international festival of the Maggio Musicale, Florence hosts the European
debut of sur-titles for the musical drama Die Meistersinger von Niirnberg by
Richard Wagner (The Master-Singers of Nuremberg, to the composer’s libretto),
sung in the original German with Italian sur-titles.

Through the experience of opera, this form of linguistic and cultural mediation —
which is available today in numerous advanced techniques, such as the
multilingual options of cabled monitors and wireless devices — has grown into a
regular, necessary tool with the audience of opera and drama across the world.

4.

The success of sur-titles and their main characteristics, as we can see, come
precisely from their ability to take on the difficult challenges facing audiences of
operatic theater — or rather to clarify textual content, maintaining the originality
of the sung word, unchanged in its untranslatable uniqueness of sound and
poetic dimension.
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The operatic repertoire, traditionally for the masses and today regrettably elitist,
is a sort of ambassador for a particular culture and a certain language. The
Italian language, for example, is at home in English-language opera houses, as
are English and German in opera houses in Latin countries. And this is (by now)
a fact.

But in the territory of opera houses, where in the past the language of opera
traditionally was a common idiom and expressed a common cultural heritage,
nowadays the language of the sung word unites few and distances many: it
unites experts and lovers and distances the new generations. Because of this,
cultural institutions, in order to support their very existence, must open the doors
of theaters to a fresh, new audience and at the same time gratify the old guard.

The national and at the same time cosmopolitan aspect of operatic theater has
therefore found in the linguistic mediation of sur-titles an extraordinary
popularizing expedient capable of amplifying both the range of spectators and
the programming of theatrical seasons. And this has become the norm in every
part of the world for at least three decades.

Before the use of sur-titles, theaters were either limited in programming operas
linguistically distanced from their audience (avoiding for example Janaceck in
New York, or Berg in Madrid) or had to use singable (rhythmic) versions that
compromised both content and musical aspects (just think of Wagner sung in
Italian or Verdi sung in German).

Composing for one language rather than another means creating music from the
sounds, cadence and colors of that particular language. Those sounds, cadences,
and colors (that) make a score one with the original poetic text. If there have
been notable exceptions, they have just confirmed this general rule.

5.

The first and most important factors that distinguish the habitual use of sub-titles
(as developed in film), from the use of sur-titles are therefore the experience and
the knowledge of opera. The same factors are equally important when sur-titles
are displayed in other forms of theater, for example in drama.

Professional attention to the music, and therefore principally to the rhythm, is the
compass that orientates and distinguishes the author of sur-titles — whether
working in operatic productions, where the music follows a written score, or
following actors, whose musicality is certainly not visible from a stave but is
clearly recognizable in the beat of the dialogue.
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The attention to the rhythm of the song or the actor, furthermore, is closely
functional to a sort of dramatic mapping of the work. To follow the rhythm, in
other words, means to follow the story and tell it again together with the actors.
With the principal aim of drawing the least possible attention to oneself and not
stealing space from the stage.

6.1

The ancient method of work based on rehearsing is the other factor that, in
associating the habitual use of sur-titles to theatrical procedures, marks a further
difference from what happens in cinema, where the authors of sub-titles are
faced with a finished product, identical every time it is reproduced, without the
renewed involvement of the actors.

From this point of view, the theater succeeds in metabolizing everything, even
the cinema and a technique born in the cinema, such as sub-titles. But on
condition that this new element be included and optimized through a system that
involves every component of live performing arts, such as music, direction,
scenery and costumes, and lights.

And this system, in other words, is simultaneous checking in real time of all of
the scenic elements. Sur-titles included — a resource that is not in itself an
attraction (except in rare exceptions) but that, guiding the spectator during the
staging, requires a specific technical, linguistic, dramaturgical and esthetic
functionality.

To rehearse, also in the case of sur-titles, therefore means to correct. To correct
the original solution according to what happens or changes on stage. To correct,
by reducing the text, and an excessive effort in terms of reading rather than
watching. To correct a graphic format that slows down reading or is not clear
next to what is heard.

6.2

The live performing arts are by their own nature non-mechanical, non-routine
work. The constant and inevitable variations in every presentation, as well as the
focus necessary to sustain the performance from beginning to end, are all
elements that affect the work of those who write and send the sur-titles, clearly
distinguishing them from colleagues dealing with sub-titles.
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The most uncomfortable placement of theatrical titling (sur, over), in
comparison to cinematographic titling (sub), requires longer reading times than
for sub-titles and, as a consequence, (the need for) a complex and demanding
editing, with the aim of creating a translation-adaptation that favors much more
what is seen and heard on stage rather than the text to be read.

In any case, the very specific editing required by sur-titles stresses aspects of
audio-visual use, already highlighted by scholars of multimedia translation: with
the same text, reading is slower than listening; to facilitate listening, it is
necessary to intervene in every text to be read. Under specific circumstances, a
text might need to be shortened, but not mechanically; on the other hand, it
might need to remain uncut, or even to be enlarged, with no fear of excessive
length or repetition.

The point to which a (written) adaptation is faithful to the original (spoken /
sung) text depends on the reading time. Each single caption of sur-titling will
therefore have a specific relationship with the original language: from a
maximum of information (in which the original is even enriched) to a minimum
of information (in which the original is considered untranslatable).

6.3

It should be kept in mind that, in drama and opera, both the original scripts and
librettos have an important poetical and historical weight. To mediate
linguistically and culturally with these texts is a highly responsible task
requiring the adoption of effective popularization strategies, capable of
overcoming centuries of gap between the audience and the stage.

7.

We have seen how the thirty-year experience on a large scale for sur-titles
(formulated for the theater) has benefited greatly from the previously established
tradition of sub-titles (which(, we might say,) were created at about the same
time as the cinema). So much so that studies on sub-titles are useful to put into
context the question of sur-titles — even if they do not quite grasp the more
specific nature of sur-titles.

Indeed, it has not been stressed so far how important the experience of musical
works is for linguistic mediation in the theater, a factor that has molded common
practice more than any other aspect - together, naturally, with the working
methods of live performing arts, based on rehearsing every solution alongside
other components, and with the need for very specific editing.



READING VOICES
SUR-TITLING AND MULTILINGUAL TITLING FOR THE LIVE PERFORMING ARTS

But differences may also become a common patrimony. In this way the
experience that the authors of sur-titles have gained through the sung word, and
that they have then been able to extend to straight plays, can again be made
available to those who, in cinema, deal with guiding the spectator through his /
her own journey through the text.



READING VOICES
SUR-TITLING AND MULTILINGUAL TITLING FOR THE LIVE PERFORMING ARTS

Stops on a journey through the text: from Verdi to U2

a) Verdi Macbeth (1865)
b) Britten The Rape of Lucretia (1946)
¢) Lorca La casa de Bernarda Alba (1936) [The House of Bernarda Alba]

d) De Filippo Le voci di dentro (1948) [The Inner Voices]
e) Shakespeare A Midsummer Night’s Dream (1595)

f) Barrie Peter Pan (1904)

g) U2 Ordinary Love (2013)

a) Verdi - Macbeth (1865)

Libretto by Andrea Maffei and Francesco Maria Piave, after the play by William
Shakespeare

Production directed by Martin KusSej for Bayerischer Staatsoper Miinchen
(Munich 2008)

Original language: Italian

Target languages: English, Spanish, French, German

Act IV, scene 4: Sleepwalking scene (11'20)

Subject

Shakespeare's tragedy Macbeth (1605-1608) describes the rise and fall of the
protagonist, moved by an insatiable thirst for power. Feudal lord under Duncan,
King of Scotland between 1034 and 1040, the general Macbeth becomes king in
turn by assassinating his sovereign and having murdered all those who could
legitimately contend the stolen throne. In his mad rush towards the abyss,
Macbeth is supported by the witches, who predict his future, and by his wife,
Lady Macbeth, who urges him to act, and tries to nullify the nightmare-like
visions that afflict him. In his operatic resetting (1845 and 1865) Verdi remains
quite faithful to the essential points of Shakespeare's plot. During the famous
sleepwalking scene, we see Lady Macbeth tormented during her sleep by the
vision of the first murder, of Duncan and his guards, in which she had actively
participated by killing the guards.
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Program (TBC)

- Listening to the English singable version of the scene

- Analysis of a possible timing (in the original Italian version)

- Comparison of multilingual solutions: a) original Italian version, b) English
adaptation, ¢) Spanish adaptation, d) English singable version, ) Shakespeare's
original.

Note

Being a rather slow monologue with a theatrical source that is famous in the
English-speaking world, this first stop on our journey should prove reasonably
simple to follow. It is also an opportunity to deal immediately with the core
classical opera repertoire (1865). The first hearing of the English singable
version is useful to see why we turn to sur-titles instead of a rhythmic (singable)
translation.

b) Britten - The Rape of Lucretia (1946)

Libretto by Ronald Duncan after William Shakespeare and André Obey
Production directed by David McVicar for Aldeburgh Festival (Aldeburgh
2001)

Original language.: English

Target languages: Italian, Spanish, French, German

1. Act 11, «This Dead Hand», final scene (4°58”)

Subject

The Rape of Lucretia is an opera composed by Britten in 1946 to Duncan’s
libretto after Shakespeare and based on André Obey. It is a very innovative work
from a dramaturgical perspective because the plot develops around both the
actions of the protagonists (historical characters at the time of the conflict
between Rome and the Etruscans, at the end of the VI century BCE) and the
commentary of two narrators, our contemporaries, external to the plot. The story
tells of Lucretia, who is raped in her bed by the usurper Tarquinius, last King of
Rome, while she dreams of the return of her husband Collatinus. Unable to bear
the dishonor, Lucretia kills herself in the presence of Collatinus, despite her
husband's reassurance of his love and attempts to convince her that no body can
truly be raped if the spirit does not consent. We will view the moments that
immediately follow Lucretia's death, in which the principal actors (both
characters and narrators) react to the tragic event and suspend the action in a
densely polyphonic and instrumental mix.

10
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Program (TBC)

- Comparison of multilingual solutions: a) original English version, b) Italian
adaptation, ¢) Spanish adaptation, d) French adaptation, €) German adaptation.

- Check on reading times.

Note

The example we propose (taken from the ending of the opera) presents the
writer of sur-titles with a higher level of difficulty in comparison with the earlier
example, both for the complexity of the situations on stage and for the rich and
original way in which the vocals are interwoven with the music. The stylistic
differences between Britten, who maintains a dimension of chamber-music, and
the earlier example of Verdi's monologue will appear interesting to today’s
viewers.

¢) Lorca - La casa de Bernarda Alba (1936) [The House of Bernarda Alba]
Production directed by Lluis Pasqual for the Teatre Nacional de Catalunya
(Barcelona 2009)

Original language. Spanish

Target languages: Italian, English

1. First scene (12'44”)

Subject

La casa de Bernarda Alba (The House of Bernarda Alba) is a play written by
Lorca in 1936 (shortly before his death in the Spanish civil war) and staged
posthumously in Buenos Aires in 1945. The text, in short, is both the
representation and criticism of an obtusely patriarchal social and family
structure, led by the widow Bernarda Alba in the role of executor and guarantor.
As such, Bernarda Alba supervises the lives of her five daughters, who are
forced to live like nuns in an enclosed order. It is the youngest, the twenty-year
old Adela, in the name of love, who attempts to break free from her mother's
domination; even this rebellion, however, will finally be suffocated and she will
be killed. We will view the beginning of the play, which allows us to enter into
the spirit of the work without further introduction.

Program (TBC)

- From the original version to the adaptation: a) original Spanish version, b)
Italian adaptation, c) English adaptation.

- Check of the linguistic registers in the adaptations.

11
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Note

After two very different but both emblematic fragments of opera, we have
moved to examine sur-titling in (the environment of) straight plays. For those
who deal with linguistic mediation it is an opportunity to discover a new type of
musicality — the actors' musicality. Lorca's text is also the pretext for getting to
grips with more everyday linguistic registers, far removed from the operatic
fragments we viewed earlier.

d) De Filippo - Le voci di dentro (1948) [The Inner Voices]

Production directed by Toni Servillo for Teatri Riuniti di Napoli and Piccolo
Teatro di Milano (Milan 2013)

Original language: Italian

Target language: English

1. Act I, fragment (10'2”)

Subject

This work was written in 1948 by Eduardo De Filippo, Neapolitan dramatist,
actor and director who was active both before and following the Second World
War. In Le voci di dentro (The inner voices), the author explores his preferred
themes: the temptation to give up communicating and the contradictory
relationship between reality and dreams. And it is the dream of the protagonist,
Alberto, to set the scene. Alberto dreams, as if it were true, that his neighbors,
the Cammaruta family, kill his friend Aniello Amitrano and make the body
disappear. He reports his neighbors and has them arrested but, being unable to
prove his accusations and realizing that it had all been a dream, he finds himself
in trouble in his turn. The members of the Cammaruta family, incredibly, begin
to accuse each other of a crime that none of them have committed. So Alberto,
pretending to have found evidence, accuses his neighbors of being murderers,
yes — but murderers of reciprocal esteem and trust. We will see a fragment of the
first act, in which Alberto and his brother Carlo, visiting the Cammaruta family,
try to make them contradict each other.

Program (TBC)

- From the original version to the adaptation a) original Italian version, b)
English adaptation.

- Check of the linguistic registers in the adaptation.

Note

Although this is not simply considered a play in dialect, the work is still filled
with Neapolitan culture and sounds. It is therefore a form of theater that, while
dealing with some of the principal theatrical themes of the 1900's, uses regional

12
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linguistic registers that are difficult to render in any form of translation. It is for
this reason that the English adaptation for sur-titles implies challenges that are
not to be underestimated.

e) Shakespeare - A Midsummer Night’s Dream (1595)

Production directed by Tim Robbins for The Actor's Gang (Culver City, CA,
2014)

Original language.: English

Target language: Italian, French

1. Act I, scene 2: The presentation of the artisans (5'52”)

Subject

Written around 1595, this is one of Shakespeare’s most famous plays, in which
three stories are interwoven, united by the common thread of the marriage
celebrations of the Duke of Athens (Theseus) and the Queen of the Amazons
(Hippolyta). These three stories tell of: the amorous misunderstandings between
two couples of young Athenians (Hermia and Lysander, Helena and Demetrius);
the sentimental rivalries between the EIf King (Oberon) and the Fairy Queen
(Titania); the preparation of an amateur production, Pyramus and Thisbe, by a
group of craftsmen in honor of the marriage of Theseus and Hippolyta. We will
concentrate our attention on the craftsmen, whose group includes Nick Bottom,
the weaver; we will see the moment in which they come together for the first
time and begin rehearsing what, according to their own grotesque definition, is a
«lamentable tragedy».

Program (TBC)

- From the original version to the adaptation: a) original English version, b)
Italian adaptation, c) French adaptation.

- Check of the textual reduction in the Italian and French adaptations compared
with the English original.

Note

With this Shakespeare play we return to a more traditional context, more
familiar to the English speaking world, but not easy to deal with. The scenes
devoted to the craftsmen, in particular, are generally very fast moving and full of
colloquialisms, providing plenty of challenges for anyone trying to find, through
an edit that aims to notably condense the text, a functional compromise between
an adaptation in a language other than English and comfortable reading times.

13
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f) Barrie - Peter Pan (1904)

Production directed by Robert Wilson for Berliner Ensemble, music by
CocoRosie (Berlin 2013)

Original languages: English, German

Target languages: Italian, Spanish

1. Act I, fragment (3°36”)

2. Act I, fragment (2°8”)

3. Act 11, fragment (4°28”)

4. Act 11, finale (3°28”)

Subject

Barrie's most famous theatrical work, Peter Pan, premicred over a century ago
(1904), narrates the fantastical adventures of a boy who, refusing to grow up
because he does not want to go to school, nor submit to adults, ran away with his
Lost Boys to Never Land, an imaginary kingdom populated by mermaids, elves,
Indians, pirates and various animals. Peter, described also as «never borny, has
lost his shadow, or rather his human nature, and asks for the help of children
from the real world, including Wendy, to reclaim it. His Lost Boys, after a series
of adventures, are adopted by Wendy's mother, but Peter refuses to be taken
under anybody's protection for fear of being forced, becoming an adult, to give
up flying. From this sort of Victorian myth, Wilson and CocoRosie's version
emphasize the dark and worrying aspects, and in doing so are much more
faithful to Barrie's text than any other film or theater adaptation.

Program (TBC)

- Comparison of multilingual solutions: a) original English and German version,
b) Italian adaptation, ¢) Spanish adaptation

- Check of the linguistic registers in the adaptation

Note

The theatrical version of Peter Pan, presented last year by Wilson and
CocoRosie, i1s an opportunity to emerge ourselves in the dimension of the
musical, where singing and acting are traditionally alternated. The fragments we
examine offer very original examples from the perspective both of theatrical
codes, and linguistic codes, showing the disenchanted attitude of great American
authors and interpreters towards a classic of European literature.

14
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g) U2 - Ordinary Love (2013)

Song for the film by Justin Chadwick «Mandela: Long Walk to Freedom»
(2013)

Video by Oliver Jeffers and Mac Premo (3°39”)

Original and target language: English

Subject

The song Ordinary Love is part of the soundtrack composed by Irish group U2
for Chadwick's recent film dedicated to Mandela: Long Walk to Freedom. There
is not a real story to follow. Rather, the combination of written text, musical
composition and visual experience create a sort of tale made of emotions and
reflections.

Program
- Vision of solutions already devised by the authors.

Note

Rather than being an example to follow, this is a question of taking note of the
infinite expressive possibilities offered by a combination of Word, Sound and
Image. U2's video is therefore intended to be a light and non didactic conclusion
to an intense journey through the text. The lesson, if anything, would be
‘negative’: as in Ordinary Love the written text itself becomes an image,
merging with the cinematographic sequences, in traditional sur-titling the strict
adherence of this technical expedient to the theatrical production should, instead,
make the text disappear to a degree

Translation by Helen Byrne and Aloma Bardi.

15
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SABLICH S., Wagner con le didascalie [Wagner with Captions], program
notes, Die Meistersinger von Niirnberg, European début of surtitles, Florence,
Teatro Comunale, 1 June 1986
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Material
Adaptations, translations and original texts presented during the workshop

a) Verdi - Macbeth (1865)

b) Britten - The Rape of Lucretia (1946)

¢) Lorca - La casa de Bernarda Alba (1936) [The House of Bernarda Alba]

d) De Filippo - Le voci di dentro (1948) [The Inner Voices]

e) Shakespeare - A Midsummer Night’s Dream (1595)

f) Barrie - Peter Pan (1904)

g) U2 - Ordinary Love (2013)

18



READING VOICES - MATERIAL
ADAPTATIONS, TRANSLATIONS AND ORIGINAL TEXTS PRESENTED DURING THE WORKSHOP

a)

Italian edited original
English adaptation
Spanish adaptation
French adaptation
German adaptation
367
- Vegliammo invan due notti.
- In questa apparira.
- Two nights we waited in vain.
- She will appear tonight.
- En vano esperamos dos noches.
- Esta noche vendra.
- Nous veillons en vain depuis deux nuits.
- Il apparaitra au cours de celle-ci.
- Wir haben zwei Nachte vergeblich gewacht.
- Heute wird sie kommen.
368
- Di che parlava nel sonno suo?
- Ridirlo non debbo ad uom che viva.
- What was she saying in her sleep?
- | must not repeat it to any living man.
- ¢De qué hablaba en suenos?
- No he de decirselo a ningun mortal.
- Dans son sommeil que disait-elle?
- Je ne dois le répéter a homme qui vive.
- Was sprach sie in ihrem Schlaf?
- Das kann ich keinem Menschen sagen.
N 370
370
Eccola!
Here she is!
iAhi llega!
La voila!
Da ist sie!
371
- Un lume recasi in man?

- La lampada che sempre si tiene accanto al letto.

- That lamp in her hand?
- She keeps it always beside her bed.
- ¢Y esa lampara en su mano?
- Es la que siempre guarda junto a su lecho.
- Une lumiére a la main?
- C’est la lampe toujours a c6té de son lit.
- Sie halt ein Licht in der Hand?
- Dieses Licht brennt immer an ihrem Bett.
N 372
372
- Oh, come gli occhi spalanca!
- Eppur non vede.
- Oh, her eyes are wide open!
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- Yet she cannot see.
- jOh, tiene los ojos abiertos!
- Mas nada puede ver.
- Oh, comme elle ouvre les yeux!
- Et pourtant elle ne voit pas.
- Oh, wie sie die Augen aufreiBt!
- Trotzdem sieht sie nichts.
N 373
373
- Perché sfrega la man?
- Lavarsi crede.

- Why is she rubbing her hands?
- She thinks she’s washing them.
- ¢ Por qué se frota las manos?

- Cree lavarselas.

- Pourquoi frotte-elle ses mains?
- Elle croit les laver!

- Warum reibt sie sich die Hande?
- Sie glaubt, sie wéascht sich.

N 374
374
Una macchia é qui tuttora...
There's still a spot here...
Aun queda una mancha aqui...
Une tache, qui est toujours la...
Da ist immer noch ein Fleck...
375
Via, ti dico... o maledetta!
Away, | tell you... you cursed one!
Esfamate, maldita... Te lo ordeno!
Va-t-en, te dis-je... maudite!
Fort, sag’ ich... verdammter Fleck!
376
Una... due... gli & questa I'ora!
One... two... it is time!
Una... dos... {Ya es la hora!
Une... deux... L’heure est arrivée!
Eins... zwei... das ist die Stunde!
377
Tremi tu? Non osi entrar?

Are you shaking? Dare you not go in?
¢ Tiemblas? ¢No te atreves a entrar?
Tu trembles? Tu n’oses entrer?
Du bist dangstlich? Traust dich nicht hinein?
378
Un guerrier cosi codardo?

Oh, vergogna! Orsu, t’affretta!

A soldier and so cowardly?
What a shame! Come, make haste!
¢Un guerrero tan cobarde?
iQué vergiienza! jVamos, apresurate!
Un guerrier aussi couard?
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Quelle honte! Allons, dépéche-toi!
Ein Soldat und so feige?
Oh, Schande! Los, beeil dich!
379
Chi poteva, in quel vegliardo,
tanto sangue immaginar?
Who could ever imagine
so much blood in that old man?
¢Quién hubiese imaginado
un anciano con tanta sangre?
On pourrait imaginer qu’il y eut
tant de sang chez ce vieillard?
Wer hatte gedacht, daB so viel Blut
dieser alte Mann in sich hatte?
380
Chi poteva tanto sangue immaginar?
Who could imagine so much blood?
¢ Es posible imaginar tanta sangre?
On pourrait imaginer tant de sang?
Wer hatte so viel Blut gedacht?
N 381
381
Che parlo?
What did she say?
¢De qué habla?
Qu’a-t-elle dit?
Was sprach sie da?
381.1
Di Fiffe il Sire, sposo e padre or or non era?
Was the Thane of Fife not
a new husband and father?
¢No era acaso esposo y padre el Conde de Fife?
Le Sire de Fiffe n’était-il pas époux et pére?
War der Than von Fife
nicht eben noch Gemahl und Vater?
382
- Che ne avvenne?
- Oh, terror!
- What happened?
- Oh, horror!
- ¢Qué le ha sucedido?
- jOh, terror!
- Qu’est-il advenu?
- Quelle terreur!
- Was ist aus ihm geworden?
- O Grauen!
383
E mai pulire queste mani io non sapr6?
Shall | ever be able to clean these hands?
¢Podré alguna vez limpiarme las manos?
Je ne saurai jamais laver ces mains?
Werde ich diese Hande nie reinwaschen kdnnen?
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N 384
384
Oh, terror!
Oh, horror!
iOh, terror!
Quelle terreur!
O Grauen!
N 385
385
Di sangue umano, sa qui sempre.

It still smells of human blood here.
Siempre conmigo ese hedor a sangre humana.
Ici est toujours I'odeur de sang humain.
Hier riecht es immer noch nach Blut.
386
Arabia intera rimondar si piccol
mano, co’ suoi balsami, non puo.
The perfumes of all Arabia
could not cleanse this little hand.
Toda Arabia no podria purificar
con sus balsamos una mano tan pequefa.
L’Arabie entiére de ses baumes
ne peut purifier cette petite main.
Ganz Arabien kann mit seinen Balsamen
diese kleine Hand nicht reinigen.

N 387
387
- Ohimé!

- Geme...

- Alas!

- She moans...

- jPor Dios!

- Como gime...

- Hélas!

- Elle gémit...

- O weh!

- Sie seufzt...

388
| panni indossa della notte...

Put on your nightgown...

Ponte la bata...

Enfile tes vétements de nuit...

Zieh dein Nachtgewand an...

389
Oh, pria ti sbratta! Banco é spento...
Cleanse yourself first! Banquo is dead...
jAséate primero! Banquo ha muerto...
Allons, va te laver! Banquo est mort...
Auf, wasch dich! Banquo ist tot...
390
E, dalla fossa, chi mori non surse ancor.
And no-one has ever come back from the grave.
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Y los muertos no regresan de la tumba.

Et nul mort n’est jamais ressorti de la tombe.
Und kein Toter erhob sich noch aus seinem Grab.
391
Questo ancor?

This too?
¢ Esto también?

Qu’est-ce encore?

Auch das?

392
A letto, a letto... Sfar non puoi la cosa fatta.

To bed, to bed... What's done cannot be undone.

Al lecho, al lecho... Lo hecho, hecho esta.
Au lit, au lit... Tu ne peux effacer ce qui est fait.
Zu Bett, zu Bett... Was geschehen ist,
kannst du nicht ungeschehen machen.
393
Batte alcuno! Andiam, Macbetto...
Someone is knocking! Come, Macbeth...
jAlguien llama! Vamos, Macbeth...
Quelqu’un frappe! Partons, Macbeth...
Es klopft! Fort von hier, Macbeth...

394
Non t’accusi il tuo pallor.

Do not let your pallor accuse you.
No dejes que la palidez te delate.
Que ta paleur ne t’accuse pas.
Deine Blasse darf dich nicht verraten.
395
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- Oh, terror! - Batte alcuno...
- Oh, terror! - Andiam, Macbetto!
- Oh, horror! - Someone is knocking...
- Oh, horror! - Come, Macbeth!
- jOh, terror! - Alguien llama...
- jOh, terror! - Vamos, Macbeth!
- O terreur! - Quelqu’un frappe...
- O terreur! - Partons, Macbeth!
- O Grauen! - Es klopft...
- O Grauen! - Fort von hier, Macbeth!
N 396
396
Non t’accusi il tuo pallor.

Do not let your pallor accuse you.
No dejes que la palidez te delate.
Que ta paleur ne t’accuse pas.
Deine Blasse darf dich nicht verraten.
397
- Ah, di lei pieta!

- Andiam, Macbetto... andiam.

- Mercy on her!

- Come, Macbeth... come.

- iTened piedad de ella!

- Vamos, Macbeth... vamos.

- Ah, pitié pour elle!

- Partons, Macbeth... partons.
- O Herr, hab Erbarmen mit!

- Fort von hier, Macbeth... fort!
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b)

The Rape of Lucretia

English edited original
Iltalian adaptation
Spanish adaptation
French adaptation
German adaptation
360
This dead hand lets fall
all that my heart held when full...
Questa mano morta fa cadere cio che
il mio cuore racchiudeva, quand’era colmo...
Esta mano yerta vacia mi corazén
de todo aquello que lo colmaba...
Cette main morte laisse tomber
tout ce que possédait mon cceur...
Diese tote Hand laBt alles fallen,
was mein Herz einst besessen hat...
361
when it played like a fountain,
prodigal, with love liberal, wasteful.
quando sgorgava come una fontana,
prodigo d’amore dispensato a piene mani.
cuando borboteaba cual fuente cristalina,
prodigo de amor, generoso, extravagante.
lorsqu’il offrait avec prodigalité dans
une élan d’amour généreux, gaspilleur.
als es freigiebig herschenkte,
in groBzugiger Liebe, verschwenderisch.
362
So brief is beauty... Is this it all? It is all.
Effimera & la bellezza... E tutto qui? E tutto.
Efimera es la belleza... ;| Nada mas? No hay nada.
La beauté est éphémeére...
C’est tout? Oui c’est tout ici.
So kurz wéahrt Schonheit... Ist dies alles? Es ist.
363
Romans, arise!
See what the Etruscans have done.
Romani, ribellatevi!
Guardate i misfatti degli etruschi.
iRomanos, de pie!
Observad lo que han hecho los etruscos.
Romains, relevez-vous!
Voyez ce que les Etrusques ont fait!
Roémer, erhebt euch!
Seht, was die Etrusker getan haben!
363.1
Here lies the chaste Lucretia,
dead, and by Tarquinius ravished.
Lucrezia giace morta, violata da Tarquinio.
Aqui yace la casta Lucrecia,

muerta, por Tarquino violentada.
La chaste Lucrece git ici,
morte, souillée par Tarquinius!
Hier liegt die keusche Lukrezia,
tot, und von Tarquinius geschandet!
364
Now let her body be borne through our city.
Esibite adesso il suo corpo alla citta intera.
Que su cuerpo sea escoltado por toda la ciudad.
Que I'on porte son corps a travers toute la ville!
Tragt ihren Leichnam nun durch unsere Stadt!
364.1
Destroyed by beauty, their throne will fall.
I will rule!
Il loro trono cadra, distrutto dalla bellezza.
E io regnero!
Caera su trono, por la belleza destruido.
iY asi reinaré!
Détruit par la beauté, leur trone va tomber.
Je régnerai!
Zerstort von Schonheit, wird ihr Thron nun fallen.
Ich werde herrschen!
365
- She lived with too much grace to be
of our crude humanity. - Their throne will fall.
- Ella ha vissuto con troppa grazia per far parte
della nostra rozza umanita. - Il loro trono cadra!
- Tanta fineza su vida exudaba que no cabia
en esta cruenta humanidad. - Caera su trono!
- Elle avait trop de gréce pour faire partie
de notre humanité. - Leur trone va tomber!

- Sie hatte zu viel Anmut, um Teil unserer rohen
Menschheit zu sein. - lhr Thron wird nun fallen.
366
Now place the wreath about her head and
let the sentinels of the dead guard her grave.
Adesso ponetele la corona sul capo
e le sentinelle veglino sul suo sepolcro.
Colocadle ya la corona de flores en la cabeza
y que los centinelas vigilen su sepuicro.
Déposez la couronne sur sa téte et laissez
les veilleurs des morts protéger le sépuicre.
Nun legt ihr den Kranz um das Haupt und laBt
die Totenwachter das Grab von Lukrezia hiiten.
366.1
- Here lies the chaste Lucretia, dead.

- Why was it begun? It is done!

- Qui giace la casta Lucrezia, morta.

- Com’é potuto accadere? Ma é accaduto!

- Aqui yace la casta Lucrecia, muerta.

- ¢Como empezo6 todo esto? Se acabé.

- La chaste Lucréce git ici, morte.
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- Pourquoi cela a-t-il commencé? C’est tout!
- Hier liegt die keusche Lukrezia, tot.
- Warum fing es an? Aber es ist getan!
367
Beauty is the hoof of an unbroken filly
which leaps into the sun and is gone.

La bellezza € come lo zoccolo di una puledra

indomita che si slancia verso il sole e scompare.
La belleza es cual vaso de indéomita yegua
en esfumada carrera hacia el sol.

La beauté est comme le sabot d’une pouliche
indomptée qui s’élance vers le soleil et disparait.
Schoénheit ist der Huf eines ungezahmten Fohlens:
es springt in den Sonnenschein hinein und ist fort.

368
- They have no need of lips to love.
- So brief is beauty. Is this it all? It is all!
- A loro non servono le labbra per amare.
- Effimera @ la bellezza. E tutto qui? E tutto!
- Ya no sirven los labios para amar.
- Efimera es la belleza. { Nada mas? jNo hay nada!
- lls n’ont pas besoin de Iévres pour aimer.
- La beauté est éphémeére. C’est tout? Oui!
- Sie konnen lieben ohne Mund, sterben ohne Tod.
- So kurz wahrt Schonheit! Ist dies alles? Ja, es ist!
369
In their love all’s dissolved, all’s resolved.
What is there but love? Love is the Whole.
Nel loro amore, tutto si & dissolto.
Che cosa c’e oltre? L’amore é il Tutto.

Todo se funde en el amor, y todo se resuelve.
¢Hay algo mas que el amor? El amor es Unidad.
Dans leur amour, tout est dissolu et résout.
Qu’est-ce qui compte a part ca? L’amour est Tout!
In ihrer Liebe 16st sich alles, klart sich alles auf.

23

Was zahlt denn auBer Liebe? Sie ist das Ganze!

370
How is it possible that
she being so pure should die!
Com’e possibile che lei,
essendo cosi pura, sia morta?
¢ Coémo es posible que,
siendo tan pura, ella deba morir?
Comment est-il possible
qu’elle, si pure, doive mourir?
Wie kann es maoglich sein, daB sie,
die so rein ist, sterben muB3?
371
How is it possible that
we grieving for her should live?
Come possiamo vivere in lutto per lei?
¢Como es posible que nuestro dolor
por su muerte no tenga fin?
Comment est-il possible que nous,
qui la pleurons, devions continuer a vivre?
Wie kann es moglich sein, daB wir,
die um sie trauern, weiterleben miissen?
371.1
So brief is beauty!
Cosi effimera é la bellezza!
iTan efimera es la belleza!
La beauté est éphémeére!
So kurz wéahrt Schénheit!
372
Is it all? It is all.
E tutto qui? E tutto.
¢Nada mas? No hay nada.
C’est tout? Oui, c’est tout ici.
Ist dies alles? Ja, es ist alles.
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C)

La casa de Bernarda Alba

Italian adaptation
English adaptation
1
Li ho nelle tempie, questi rintocchi di campane.
| feel the tolling of those bells between my temples.
2
E da piu di due ore che suonano.

Son venuti i parroci da tutti i paesi...
They’ve made that row more than two hours.
Priests have come over from all the villages...

3
La chiesa & una meraviglia.
The church looks lovely.
N4
4
Al primo responsorio, Maddalena é svenuta.
During the first response Magdalena fainted.
5
- E quella che rimane piu sola.
- Era I'unica che amava suo padre.
- She’s the one who’ll be most bereft.
- She was the only one who loved her father.
N 6
6
Grazie a Dio, possiamo star sole un istante.
Thank God we can remain alone for a while!
7
- Son qui per mangiare. - Se ti vede Bernarda...
- Lei non mangia e noi dovremmo morir di fame!
- I've come to eat. - If Bernarda should see you...
- She’s not eating, and wants us all to starve, too!
8
Prepotente! Tiranna... S’arrabbi pure!
So strict, domineering... But hard luck!
9
- Ho aperto il vaso di salsicce.
- Mi daresti qualcosa per la bimba?
- I've opened the sausage jar.
- Won’t you give me some for my girl?
10
Ponzia...
Ponazia...
N 11
11
Va’ pure.
Go on.
N 12
12
Prendi pure una manciata di ceci.
Oggi non se ne accorgera di sicuro.
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Take a handful of chick-peas, too.
She won’t notice it, today!
13
- Bernarda!
- E la vecchia.
- Bernarda!
- The old woman.
15
- L’hai chiusa bene?
- Ho dato due giri di chiave.
- Is she locked in?
- Two turns of the key.
16
Metti anche la spranga:
ha dita come dei grimaldelli.
You should use the bolt too:
she’s got fingers like picklocks.
N 17
17
Ora viene!
She’s coming!
N 18
18
Pulisci bene ogni cosa.
Make sure the place is clean.
19
Se Bernarda non trova tutto lustro,
mi tira i pochi capelli che mi restano.
If Bernarda doesn’t find everything gleaming
she’ll pull out the little hair | have left.
20
- Che donna!
- Tiranna di tutti noi!
- What a woman!
- Tyrant of all around her!
21
Ti si pud sedere sul cuore e guardarti morire,
un anno intero, mantenendo un sorriso gelido.
She could squat on your chest for a year and watch
you die without wiping that cold smile from her face!
22
- Su, pulisci quelle stoviglie!
- Ho sangue alle mani, dallo strofinare.
- Clean those pots, go on!
- My hands are red raw from cleaning.
23
Lei e la piu precisa, la piu onesta, la piu nobile...
She’s the neatest, the most
decent, the loftiest of beings...
24
Il suo povero marito s’é guadagnato il riposo!
Her poor husband deserves a good rest!
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25
- | parenti ci sono? - Quelli di lei.
La famiglia di lui non la sopporta.
- Are all the relatives here?
- On her side. His family detests her.
26
Sono venuti a vederlo morto.
They came to see him dead.
27
- Ma basteranno le sedie?
- Se non bastano, staranno in terra!
- Are there enough chairs?
- Plenty. Let them sit on the floor.
28
Dalla morte del padre di Bernarda,
nessuno € entrato sotto questo tetto.
Since Bernarda’s father died
no one has set foot inside these walls.
29
Lei non vuol essere spiata nel suo dominio.

She won’t have them see her in her stronghold.

29.1
Maledetta!
Curse her!
30
Con te, si @ comportata bene.
She’s always been good to you.
31
Si, trent’anni a lavar le sue lenzuola;
trent’anni a mangiare i suoi avanzi...
For thirty years I’ve laundered her sheets;
for thirty years | have eaten her leftovers...
32
Notti di veglia quando tossisce...

e giorni a spiare i vicini per riferirle.
Sleepless nights when she coughs...
days spying on neighbors, reporting to her.
33
Mai un segreto tra noi... Eppure... maledetta!

No secrets between us... And yet... | curse her.

34.1
- Abbia negli occhi un chiodo di dolore!
- Ponzia! - Ma sono una buona cagna, io.
- May she have a burning nail in her eyes!
- Ponzia! - But I’'m a good bitch.
35
Latro quando me lo ordinano
e mordo chi mendica, se mi aizzano.
| bark when I’'m told, and bite
the beggars when they whips me on.
36
Ho figli sposati, lavorano la terra...

Ma io mi stufero, un giorno.

My sons work her fields and they’re both
married... But one day I'll have had enough.
37
- E quel giorno...

- Quel giorno?

- And then...

- And then?

38
Mi chiudero con lei in una stanza
e le sputer6 in faccia un anno intero.

I'll lock myself in a room with her,
and spit on her for a year.

39
«E per questo, Bernarda, per quello»...
«Bernarda, here’s for this, and that»...
39.1
Finira come una lucertola pestata dai ragazzi.
Until she looks like a lizard the kids squashed.
40
Certo, non invidio la sua vita.

But | don’t envy her life, for sure.

41
Le restano cinque femmine; tolta Angustias,
figlia del primo marito e che ha i soldi, le altre...
She’s five daughters on her hands; Angustias,

from the first husband, is well off, but the others...
42
hanno pizzi, camicie di filo...
ma per eredita solo pane e uva.
have lots of fine lace, and linen camisoles,
but their only inheritance is bread and grapes.
43
- Avessi io ci6 che hanno loro!
- Noi abbiamo le nostre mani...
- | wish | had what they have!
- We have our hands...
44
- E una fossa nella terra della verita.
- La terra che lasciano a chi non ha nulla.
- And we’ll have a hole in God’s earth.
- The only earth for us, who have nothing.
46
- Questo cristallo ha delle macchioline.
- Non vanno via col sapone o con lo straccio.
- This glass has still marks on it.
- They won’t come off with soap and water.
N 47
47
L’ultimo responsorio. Vado a sentirlo.
The final prayers. I'm off to hear them.
48
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Mi piace come canta il parroco.
| love the priest’s singing.
49
Nel paternostro ha alzato la voce in alto...

come una giara riempita d’acqua poco a poco.

In the paternoster his voice rose up...
like a pitcher slowly filling with water.
50
Sul finale, ha steccato...
Pero é una delizia sentirlo.
At the end he gave a screech...
But it was a glory to hear him.
51
Mai come il vecchio sacrestano Troncapino.

No one matches the old sexton, Tronchapinos.

52
Canto alla messa di mia madre,
Dio la benedica! Risuonavano i muri...
He sang at the Mass for my mother,
God bless her! The walls resounded...
53
E, quando diceva Amen, era come
se in chiesa fosse entrato un lupo.
And when he said Amen
it was as if a wolf was in church.
N 55
55
- Ti romperai la gola!
- Romperei ben altro, io!
- You’ll strain your windpipe!
- | would strain something else!
N 56
56
- Che Dio gli perdoni!
- Sia lodato Iddio!
- May God forgive him!
- Praise be to God!
57
- Che ci aspetti molti anni!
- Sia lodato Iddio! - Oggi e sempre!
- May He wait long years for us.
- Praise be to God! - Forever!
58
Vengo per gli avanzi.
I’'ve come for the leavings.
59
La strada per uscire la sai.
E gli avanzi servono a me.
The street’s that way.
Today’s leavings are for me.
60
Tu hai chi ti da da mangiare.

Ma io e la mia bimba siamo sole.
You’ve someone to feed you.
My child and | are on our own.
61
- Anche i cani sono soli, ma vivono.
- Li ho sempre avuti, gli avanzi.
- Dogs are on their own too, but survive.
- They always give me the scraps.
62
Fuori!
Get out!
63
Chi vi ha detto di entrare?
Who said you could enter?
N 64
64
Mi hai lasciato le pedate.
You’ve left footmarks.
N 65
65
Pavimenti lucidati con I’olio,
credenze, mensole, letti di ferro...
Polished floors, cupboards,
pedestals, iron bed-frames...
66
Tutto per far masticare veleno a chi, come noi,
vive in capanne, con un piatto e un cucchiaio.
While those of us who live in a hut with only
a plate and a spoon have a bitter pill to swallow.
67
Non restasse nessuno a renderne conto!
| pray there’s none of us left to tell the tale!
N 68
68
Si...
Yes...
69
Fate pure chiasso!
Go on ringing!
70
Avanti con la cassa bordata d’oro
e i teli di seta per avvolgerla!
Bring on the box with gold trimmings
and the silk straps to lift it by!
71
Non te la passerai meglio di me.
We’ll both end up the same.
72
Peggio per te, Antonio Maria Benavides,
stecchito nel tuo abito di panno e negli stivali!
Rot then, Antonio Maria Benavides,
stiff in your wool suit and your boots!

26



READING VOICES - MATERIAL
ADAPTATIONS, TRANSLATIONS AND ORIGINAL TEXTS PRESENTED DURING THE WORKSHOP

73
Peggio per te! Non tornerai ad alzarmi
le sottane dietro la porta del tuo cortile!
Rot! You’ll not be lifting my skirts
again behind the stable door!
N 74
74
Antonio Maria Benavides!
Antonio Maria Benavides!
75
Queste pareti non le rivedrai mai piu,
non mangerai piu il pane di questa casa.
Never will you see these walls again,
nor will you eat the bread of this house!
76

Di quante ti hanno servito, io ti ho amato di piu.

Of all your servants, | loved you the most.
77
E dovro vivere, dopo che te ne sei andato?
Must I live on when you are gone?
78
- Silenzio. - Bernarda!
- Meno grida e piu lavoro.
- Be silent. - Bernarda!
- Less wailing and more work.
79
Dovevi pensare a pulir meglio
per le visite di condoglianze.
You should have better cleaned
this house for the mourners.
N 80
80
Via. Il tuo posto non é qua.
Go. This isn’t your place.
N 81
81
| poveri sono come bestie:
paion fatti di un’altra sostanza.
The poor are like animals,
they’re made of different stuff.
82
Anche i poveri soffrono le loro pene.
The poor have their sorrows too.
83
- Ma le scordano davanti a un piatto di ceci.
- Bisogna pur mangiare per vivere.
- But they forget before a plate of chickpeas.
- You have to eat to stay alive.
N 84
84
- Alla tua eta, si tace al cospetto
di persone adulte. - Zitta, bambina.

- At your age you shouldn’t speak
in front of your elders. - Hush, child.
N 85
85
- La limonata é pronta?

- Si. - Dalla anche agli uomini.

- Is the lemonade ready?

- Yes. - Give some to the men.

86
- La stanno prendendo nel patio.

- Escano, poi, da dove sono entrati.
- They already have theirs in the yard.
- Let them leave the way they entered.
N 87
87
Maddalena, non piangere.

Se vuoi farlo, vai sotto il letto.
Magdalena, don’t cry.

Or, get under your bed.

N 88
88
Sentito?

D’you hear me?

N 89
89
Avete cominciato i lavori sull’aia?
Have you started the threshing?
89.1
- leri.

- Il sole cade come un piombo.

- Yesterday.

- The sun beats down like lead.

90
Da anni, non sento un calore simile.
It’s been years since it’s been this hot.
91
- C’era Pepe il Romano, fra gli uomini.
- Si, c’era.

- Pepe el Romano was with the mourners.
- He was there.
92
C’era sua madre.
It was his mother.
93
Lei ha visto sua madre.
She saw his mother.
94
- Pepe non I’abbiamo visto.
- Mi era sembrato...
- No one saw Pepe.
- | thought...
95
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C’era il vedovo di Darajali.
E stava molto vicino a tua zia.

The widower from Darajali was there. By your aunt.

96
- Quello I'abbiamo visto tutte.
- (Serpe maledetta... Lingua tagliente!)
- We all saw him.
- (Wicked woman... A tongue like a knife!)
97
In chiesa, le donne devono guardare
solo il prete, perché porta la sottana.
Women shouldn’t look at any man in church

except the priest, only because he wears a skirt.

98
Chi volta la testa, cerca il calore dei pantaloni.

Gazing around is seeking the warmth of trousers.

98.1
(Vecchia dannata... Tizzone d’inferno!)
(Dried up old lizard... Brand from hell!)
N 99
99
Sedete.
Sit down.
N 100
100
- Sia lodato Iddio!
- Sia benedetto e lodato!
- Praise be to God!
- May He be blessed and praised!
101
- Riposa in pace, coi santi custodi del capezzale.
- Riposa in pace!
- Rest in peace, with the saints above your bed.
- Rest in peace!
102
- Con I’angelo san Michele e la sua spada.
- Riposa in pace...
- With St Michael the Archangel and his sword.
- Rest in peace...
103
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Con la chiave che tutto apre
e la mano che tutto rinserra.
With the key that opens all gates
and the hand that closes them.
104
Riposa in pace!
Rest in peace!
105
- Con le anime beate e le fiammelle dei campi.
- Riposa in pace!
- With the blessed souls and the tiny
flames of the field. - Rest in peace!
107
Con la santa carita e le anime di cielo e mare.
With holy charity and the souls of earth and sea.
108
Riposa in pace!
Rest in peace!
109
Concedi il riposo al servo tuo,
Antonio Maria Benavides.

Grant rest to your servant, Antonio Maria Benavides.

110
Porgi a lui la corona della tua santa gloria.
Grant him the crown of your sacred glory.
110.1
Amen.
Amen.
N 111
111
Questa borsa di denaro la mandano
gli uomini per le messe in suffragio.
This money is from the men, for prayers.
112
Ringrazia e da loro un bicchierino di acquavite.
Say thanks and give them a glass of brandy.
113
Maddalena...
Magdalena...
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d)

Le voci di dentro

English adaptation
283
- Good morning!
- Good morning. - What’s up?
284
Rosina, please, can you get this stain out for me?
My daughter gave me those liqueur chocolates...
285
She didn’t tell me, and | bit into it. It spurted out
on to the lapel of my jacket and on my tie as well.
N 286
286
They’ve been in here since early this morning.
287
- To what are we indebted for a visit so early?
- Nothing to be alarmed about...
288
- Our Don Carlo was taken ill on the stairs.
- | told you...
289
If you don’t take care, you’ll visit the next world.
290
- I hope it won’t come to that.
- Yeah, hope. We live on hopes here.
291
- Did you have your coffee?
- The doorbell!
292
It rang while you were talking with your brother.
292.1

Go get it... Might be something urgent, a telegram.

293
Who is that? Who’s at the door?
N 294
294
- Nobody was there.
- Sorry | heard wrong.
295
- Were you able to sleep?
- | must be going.
296
- I’'m meeting someone at the station.
- So you are leaving, then? - Leaving?
296.1
| was speaking with your sister before...
297
Rumor had it yesterday in the building
that the Cimmarutas were moving out.
298
Donna Rosa denied... Now you say you’re

29

off to the station... we have a contradiction.
299
- So you are moving out?
- No, I’'m not.
299.1
- You go to the station without leaving?
- What’s wrong with that?
300
| have an appointment at the station!
301
You have an appointment in Piazza Garibaldi.
302
You said station... It slipped out... There are trains
at the station, people leave... you can even emigrat«
303
Not you. Just going to Piazza Garibaldi. | see.
304
But it’s freezing out there... Don Pasquale...
Piazza Garibaldi is the square of the Seven Winds.
305
Why should you go there and get pneumonia?
306
- Do | have to come and consult you before?
- No, of course not...
306.1
That was meant as friendly advice.
307
As for myself, when I’ve time in the morning,
there’s nothing better than pottering around...
308
«Papariare» we say in Naples.
What a cool dialect we speak!
309
«Papariare» ... dilly-dally at the various
odd jobs you never had time to accomplish.
310
Little things, sure...
310.1
Well, things like «Why don’t we move
that picture there on to the other wall?»
311
«So pass me the hammer...
Give me a nail, and the ladder...»
312
Or... «Shift this carpet into the other room...»
313
«It has to be beaten... Where is the beater?
Let’s go on the balcony, so the dust goes out...»
314
When you wake up in high spirits, and you feel
like saying: «l would like to move this dresser».
315
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«Push and pull... mind the door...
Careful, don’t scrape the dresser...»
316
Now I’'m to get out of bed
and start moving furniture?
317
What! This is no major move, just a little touch.
318
You can’t imagine how shifting a dresser
can change your home. It’ll look like new.
319
Me and my brother never leave
our furniture in peace.
320
- We move it around all the time.
- Ev’ry morning.
320.1
Just a few adjustments. I'll confess you...
321
| often wanted to tell you something, but thought:
«Why? They’d tell me to mind my own business».
322
Now | have to say that this dresser...
322.1
This dresser is not in its proper place.
323
If it doesn’t face the entrance,
it’s wasted, and it loses its value.
324
- That’s a fine dresser.
- It’s really fine. - A fine dresser.
325
It’d be right over there...
326
In the corner... So that when you come in
you see it in front of you, it increases its value.
327
Listen, if Don Pasquale sees it
in the right place, he’ll believe me.
3271
- C’mon, gimme a hand!
- Right away!
328
- The dresser stays where it is...
329
No! You got me wrong; you just let us work.
329.1
See what a neat job me an’ my brother can do.
We move it a little bit to the left... to the right...
330
If you don’t like the change,
we’ll leave it where it is. C’mon...

331
No! Do me a favor...
332
It’s there for a reason. It’s in its proper place.
334
Don Pasquale, don’t get angry.
We only wanted to be of service...
335
Carlo, it’s none of our business, forget about it.
336
You’ve blanched... The dresser
can’t be touched, can’t be moved...
337
Of course! It’'s my dresser, and it’s in my home!
338
Did | ever come to your home to move stuff about?
339
You are welcome to come over and shift furniture.
340
- Come... - And move.
- Yeah, move some.
341
Don Alberto, | don’t know what all this is about,
but | had a dreadful night... didn’t sleep a wink.
342
That’s what | was saying to your sister.
Sleep has become a luxury...
343
See, donna Rosa? Don Pasquale can’t sleep.
And he can’t sleep because of his worries...
344
He puts his head on the pillow and he’s in a turmoil.
3441
- All the things bottled up inside come out.
- There’s nothing whatever preying on my mind.
345
- The reason | can’t sleep is...
- Why? -1don’t know.
347
It’s because the dead people are so many.
348
Enough. They outnumber the living.
349
- Sure, people have died since the beginning.
- People have died...
349.1
What dead people are you talking about?
350
- People whose lives have come to an end.
- You mean people who died by themselves ...
350.1
In a natural way. Of course...

30
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351
They find peace, don’t haunt us.
But with the others it’s different.
352
The ones who should still be living, but die
because of someone else, they don’t go away.
353
They remain. They are all around us... hovering...
354
They hide themselves inside the tables...
in the drawers, under the pillow, the carpets...
354.1
Under the furniture, inside the wood...
355
They’re wispy, persistent, stubborn...
356
Don Pasquale, you often come back home
tired at night... and you go straight to bed.
357
You put your head on the pillow, turn down
the lights and you are about to fall asleep...
358
When you hear...
N 358.1
358.1
«What happened? ...Who’s there?»
359
You turn the lights on, you toss the pillow,
and the blanket... «\What’s happening here?
360
Then you say: «Alright... maybe
the wood of an old dresser cracked».
360.1
The wood of an old dresser
cracked in that very moment?
361
A dead person did it. A dead person who

protested, defending themselves, threatening...

362
And teasing you.
363
For example, you’re seated
at the table, writing a letter.
363.1
When suddenly a door opens behind you

364
«Who’s there? Come on in... Who’s there?»
N 365
365
Nobody... You run, you look all over the place.
And you say: «<How can a door open by itself?»
367
Then you convince your conscience again:
«Well, it must have opened by itself...» By itself?
368
A dead person did it. They opened the door,
and then looked at you... had a good laugh...
369
And they vanished.
370
They are terrible, hide themselves everywhere,
in the tables, in the drawers, under the sheets...
371
They hide in your jacket sleeves,
hindering your movements.
372
You can’t put your jacket on...
you get annoyed... but you can't...
372.1
Because it’s a dead person who
slipped into your jacket sleeves.
373
They are persistent, stubborn,
hide themselves everywhere...
374
Even in your tie.
375
And you say: «<How come? Every morning
I do it in a second. What’s going on now?»
376
A dead person got into your tie...
their hand gets it all mixed up, upside down.
377
Doesn’t let you tie your tie, you just can’t do it
3771
Don Pasquale, you can’t tie your tie.
N 378
378
That’s why there’s no sleeping at night.

31
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e)

A Midsummer Night’s Dream

English unedited original
Iltalian adaptation
French adaptation

135
- Is all our company here?

- You were best to call them generally, man by man,

according to the scrip.
- Ci siamo tutti?
- Prendi la lista e chiamali uno per uno.
- Toute notre troupe est ici?
- Prends la liste et appelle-les I'un aprés l'autre.
136
Here is the scroll of every man's name which is
thought fit, through all Athens, to play in our
interlude before the duke and the duchess on his
wedding day at night.

Ecco i nomi di chi puo recitare il nostro interludio,
in Atene, la notte del giorno delle nozze dei duchi.
Voici qui jouera dans notre interméde,

a Athénes, la nuit du jour des noces des ducs.
138

First, good Peter Quince, say what the play treats on,
then read the names of the actors, and so grow to a

point.
Zeppa, prima dicci di cosa parla il dramma.
Leggi quindi i nomi degli attori e ci saremo.
Pierre Quince, dis-nous le sujet de la piéce
et venons au fait en lisant les noms des acteurs.
139

Marry, our play is The Most Lamentable Comedy and

Most Cruel Death of Pyramus and Thisby».
Il dramma é la Lamentevole Commedia
e la Morte Crudele di Piramo e di Tisbe.
La piéce, c’est la Lamentable Comédie,

et la Tragique Mort de Pyrame et Thisbé.
140

A very good piece of work, | assure you, and a merry.

Un capolavoro, vi dico. Uno spasso!
Une bonne piéce, vraiment. Et bien gaie!
141

Now, good Peter Quince, call forth your actors by the

scroll. Masters, spread yourselves.

E ora, Zeppa, chiama gli attori
secondo la lista. Signori, in fila!
Allons, Pierre, appele tes acteurs
suivant la liste. Messieurs, en rang!

142
Answer as | call you. Nick Bottom the weaver.
Rispondete all’appello.

Nick Rocchetto, tessitore...
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Que chacun réponde a son nom.
Nick Bottom, tisserand...
143
- Ready. Name what part | am for, and proceed.
- You, Nick Bottom, are set down for Pyramus.
- Eccomi. Dimmi intanto la mia parte.
- A te, Rocchetto, & assegnato Piramo.
- Présent. Nomme le réle qui m’est destiné.
- Tu, Nick Bottom, auras le réle de Pyrame.
144
What is Pyramus? A lover, or a tyrant?
E chi & Piramo, un amante o un tiranno?
Pyrame? Est-il un amant ou un tyran?
145
- A lover that kills himself, most gallant, for love.
- That will ask some tears in the true performing of it.
- Un amante che ha fegato d’uccidersi per amore.
- Per fare bene questa parte, bisognera piangere.
- Un brave amant qui se tue par amour.
- Ce réle demandera quelques larmes.
146
If 1 do it, let the audience look to their eyes. | will
move storms; | will condole in some measure.
Se mi ci metto, guardate gli occhi al pubblico.
Faro scoppiare bufere, mi affliggero al punto...
Si je le fais, que I'auditoire tienne bien ses yeux.
Je ferai rage... et je saurai gémir comme il faut...
147
To the rest. Yet my chief humor is for a tyrant.
E gli altri? Certo, sarei un tiranno nato.
Et les autres roles? Je serais un tyran parfait.
147 .1
| could play Ercles rarely, or a part to tear a cat in, to
make all split.
Sarei un Ercole inaudito
o altre parti da spaccamondo.
Je pourrais jouer Hercule a ravir,
et le r6le de Déchire-Chat, a tout rompre.
148
The raging rocks and shivering shocks shall break
the locks of prison gates...
Rocce furenti... colpi tremend.i...
porte di carceri mandate in pezzi...
Les rocs en furie... des chocs frémissants...
les verrous des portes des cachots brisés...
149
And Phibbus' car Shall shine from far...
E il carro di Febo, da lungi fulgente...
Et le char de Phébus brillera de loin...
150
and make and mar the foolish Fates.
arriva e sbrindella il Fato demente.
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il fera et défera les destins insensés.
N 151
151
This was lofty. Now name the rest of the players.
This is Ercles' vein, a tyrant's vein. A lover is more
condoling.
Roba bella tosta! Sono parole da Ercole...
da tiranni. L’innamorato sara piu sdolcinato.
Cela était sublime! C’est le ton d’Hercule...
le ton d’un tyran. Un amant est plus plaintif.
N 152
152
- Francis Flute the bellows-mender.
- Here, Peter Quince.
- Cecco Zufolo, aggiustamantici.
- Eccomi.
- Francois Flute, raccommodeur de soufflets.
- Ici, Pierre.
153
Flute, you must take Thisby on you.
Zufolo, tu dovrai interpretare Tisbe.
Flute, tu te chargeras du réle de Thisbé.
154
What is Thisby? A wandering knight?
Tisbe? E un cavaliere errante?
Thisbé? Est-il un chevalier errant?
155
- It is the lady that Pyramus must love.
- Nay, faith, let me not play a woman.
- E la dama che Piramo ha da amare.
- Mi fate recitare da donna?
- C’est la beauté que Pyrame doit aimer.
- Vous me faites jouer le role d’'une femme?
156
- | have a beard coming.
- That's all one.
- Ma mi spunta la barba!
- Fa niente.
- J’ai de la barbe qui me vient!
- Cela est égal.
157
You shall play it in a mask, and you may speak as
small as you will.
Reciterai con una maschera.
E farai la voce acuta quanto vuoi.
Tu le joueras sous le masque.
Tu feras la petite voix tant que tu veux.
158
And | may hide my face, let me play Thisby too. I'li
speak in a monstrous little voice...
Se copro la faccia, faré anche Tisbe.
E diro, con una mostruosa soavita...
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Si je me cache, je jouerai le role de Thisbé.
Je ferai extraordinairement bien la petite voix...
159
«Thisne»

«Tisbettal»

«Thisbé»

159.1
«Ah, Pyramus, lover dear...
thy Thisby dear, and lady dear!»
«Piramo mio, dolce amante...

Son la Tisbe tua, la tua donzella!»

«Ah, Pyrame, mon cher amant...

Ta chére Thisbé, ta chere bien-aimée!»

160
No, no, you must play Pyramus; and, Flute, you
Thisby.

No, tu farai Piramo. E Zufolo Tisbe.

Non, tu feras Pyrame. Et toi, Flute, Thisbé.
160.1
Well, proceed.

Andiamo avanti.

Allons, continue.

161
- Robin Starveling the tailor.

- Here, Peter Quince.

- Robin Starveling, you must play Thisby's mother.
- Berto Agonia, sarto. - Eccomi, Pietro.

- Tu farai la parte della mamma di Tisbe.

- Robin Starveling, le tailleur. - Ici.

- Tu joueras le réle de la mére de Thisbé.

N 163
163
- Tom Snout the tinker.

- Here, Peter Quince!

- Tom Beccuccio, calderaio.

- Presente!

- Thomas Snout, le chaudronnier.

- Me voici!

164
You, Pyramus' father. Myself, Thisby's father.
Tu farai il padre di Piramo. lo quello di Tisbe.
Tu seras pére de Pyrame; et moi, pére de Thisbé.
N 164.1
164.1
Snug, the joiner...

Incastro, falegname...

Snug, le menuisier...

165
You the lion's part. And, | hope here is a play fitted.
Farai il Leone. E mi pare
che il dramma ora sia a posto.

Tu feras le lion. Et voila une piéce bien distribuée.
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166
Have you the lion's part written?
Pray you, if it be, give it me, for | am slow of study.
Se hai la parte del Leone, passamela:
lo sai che io ci metto un po’ a imparare.
Si tu as le réle du lion, donne-le-moi;
tu sais bien que j’ai la mémoire lente.
167
You may do it extempore. For it is nothing but
roaring!
Ma la puoi improvvisare... Basta ruggire!
Tu peux le faire impromptu... Il suffit de rugir!
168
Let me play the lion too. | will roar, that | will do any
man's heart good to hear me.
Dai a me la parte del Leone.
Ruggirdo da ammansire tutti.
Laisse-moi jouer le lion.
Ce sera un plaisir de m’entendre rugir.
169
| will roar, that | will make the duke say, «Let him roar
again...»
E al mio ruggito il Duca dira: «Ancora...»
Je rugirai si bien que le duc dira: «Encore...»
170
«Let him roar again!»
«Che ruggisca ancoral!»
«Qu’il rugisse encore'»
171
An you should do it too terribly, you would fright the
duchess and the ladies, that they would shriek.
Troppa ferocia atterrirebbe la Duchessa.
Ainsi, tu épouvanteras la Duchesse.
172
- And that were enough to hang us all.
- That would hang us, every mother's son.
- Finiremmo tutti sulla forca.
- Sulla forca? Poveri noi!
- C’en serait assez pour nous faire pendre.
- Nous faire pendre? Malheureux!
173
| grant you, friends, if that you should fright the
ladies out of their wits, they would have no more
discretion but to hang us.
Se le dame per paura impazzissero,
questi sono cosi scemi da impiccarci.
Si vous épouvantez les dames,
ils ne hésiteront pas de nous pendre.
174
But I will aggravate my voice so that | will roar you as
gently as any sucking dove.
Scuriro la voce: ruggiro piano...
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come fossi una colomba da latte.
Je vous promets de grossir ma voix...
je vais rugir comme une jeune colombe.
175
| will roar you an 'twere any nightingale.
Ruggirdé come un usignolo.
Je rugirai comme un rossignol.
N 176
176
You can play no part but Pyramus.
Tu non puoi fare altro che Piramo.
Tu ne peux faire d’autre role que Pyrame.
177
For Pyramus is a sweet-faced man, a proper man as
one shall see in a summer's day, a most lovely
gentleman-like man.
Perché Piramo ha un bel sembiante,
come non se ne vedono. Ed é raffinato.
Car Pyrame est un homme d’aimable figure,
un homme rare, bien fait. Et il est charmant.
178
- Therefore you must needs play Pyramus.
- Well...
- E cosi, farai Piramo.
- Bene...
- Ainsi, tu seras Pyrame.
- Allons...
179
| will undertake it.
Accetto.
Je m’en chargerai.
180
- What beard were | best to play it in?
- Why, what you will.
- Che barba metto?
- A tuo piacere.
- Quelle barbe est la plus indiquée?
- Celle que tu voudras.
181
I will discharge it in either your straw-color beard,
your orange-tawny beard...
Recitero la parte con la barba
color paglia o color tannino...
Je ’exécuterai avec la barbe paille,
ou avec la barbe orange...
182
Your purple-in-grain beard...
Oppure con quella porporina.
Ou avec la barbe rouge.
182.1
Or your French-crown-color beard, your perfect
yellow!
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O con la barba alla francese,
giallo-oro, il piu giallo che esiste!
Ou couleur de téte francaise:
jaune comme l’or, un jaune parfait!
183
Some of your French crowns have no hair at all, and
then you will play barefaced.
Se ci sono francesi pelati,
reciterai senza barba anche tu.
S’il y a de tétes francaises chauves,
toi, tu feras ton role sans barbe.
N 184
184
But masters, here are your parts.
Signori, ecco le vostri parti.
Messieurs, voila vos roles.
185
And | am to entreat you, request you, and desire you
to con them by tomorrow night...

Vi supplico di impararle a mente per domani sera.
Je vous supplie de les apprendre pour demain.
186
and meet me in the palace wood, a mile without the
town, by moonlight.

Ci rivedremo tutti al parco ducale,

a un miglio dalla citta, col chiar di luna.

Nous allons nous trouver dans le parc,

a un mille de la ville, au clair de la lune.

187
There will we rehearse, for if we meet in the city, we
shall be dogged with company, and our devices
known.

35

Proveremo la. Se ci riunissimo in citta,

i curiosi spierebbero tutti i nostri trucchi.
Nous allons répéter la-bas; car, en ville,
les curieux pourraient espionner notre plan.
188
In the meantime | will draw a bill of properties, such
as our play wants. | pray you fail me not!
Intanto elencheré il necessario. Non mancate!
En attendant, je dresserai la liste
des préparatifs. Ne manquez pas!

189
We will meet, and there we may rehearse most
obscenely and courageously.

Noi ci saremo e proveremo
nel modo piu osceno e ardito.
Nous-nous y rendrons; la nous pourrons
répéter de facon plus obscéne et audacieuse.
190
Take pains, be perfect! Adieu!
Mettetecela tutta! Addio!

Faites tout le possible! Adieu!

191
- At the Duke's Oak we meet!

- Enough!

- Alla quercia del Duca!

- Finitela!

- Au chéne du duc!

- C’est assez!

192
Hold, or cut bow-strings!

Siate di parola!

Tenez votre parole!
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English-German unedited original
Iltalian adaptation
Spanish adaptation
8
Have you ever heard a whistle
just before the dawn?

Hai mai sentito un fischio, poco prima dell’alba?
¢Has oido un silbido al despuntar el alba?
9
When the calm of night is calmest
before the morning yawns?

Nel silenzio piu profondo,
quando il giorno scaccia la notte.
Cuando la noche es mas profunda,
antes de que despierte la manana.

N 10
10
A whistle cold and clean
which cuts through the window.

Un fischio puro e gelido, che passa dalla finestra.
Un silbido claro y afilado que traspasa la ventana.

11
And slips between your rib’s cage
like an arrow toward an apple.
E s’insinua tra le costole
come un dardo in una mela.
Y se inserta en tus costillas
como flecha en la manzana.
N 12
12
Rosy and serene it’s nothing like a bird call.
Un fischio roseo e luminoso,
diverso da quello di un uccello.
Silbido de buena fortuna, no de pajaro agorero.
13
From the forest of the sea
it’s something other worldly.
Sembra provenire da una cupa foresta
presso il mare, da un pianeta sconosciuto.
Parece provenir de un bosque oscuro
junto al mar de un ignoto planeta.
N 13.1
13.1
A dark angle it may be.
E un angelo oscuro, forse.
Tal vez sea un angel tenebroso.
N 14
14
Have you ever heard a whistle
just before the dawn?

Hai mai sentito un fischio, poco prima dell’alba?
¢Has oido un silbido al despuntar el alba?
15
When the calm of night is calmest
before the morning yawns.

Nel silenzio piu profondo,
quando il giorno caccia la notte.
Cuando la noche es mas profunda,
antes de que despierte la manana.

16
A whistle cold and clean
which cuts through the window.

Un fischio puro e gelido, che passa dalla finestra.
Un silbido claro y afilado que traspasa la ventana.
17
And slips between your rib’s cage
like an arrow toward an apple.

E s’insinua tra le costole
come un dardo in una mela.

Y se inserta en tus costillas
como flecha en la manzana.

18
Rosy and serene it’s nothing like a bird call.
Un fischio roseo e luminoso,
diverso da quello di un uccello.
Silbido de buena fortuna, no de pajaro agorero.
19
From the forest of the sea
it’s something other worldly.
Sembra provenire da una cupa foresta.
Parece provenir de un bosque oscuro.

N 21
21
Ich bin Peter Pan
Sono Peter Pan.

Soy Peter Pan.

N 22
22
Ich suche meinen Schatten.

E cerco la mia ombra.

Y busco mi sombra.
>N 29
29
Wer ist da?

Chi é?
¢ Quién anda ahi?

30
Niemand!

Nessuno!
iNadie!

31
Ich méchte schworen, ich sah ein Gesicht.
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Eppure giurerei di aver visto un volto.
Juraria que vi un rostro.
N 32
32
Mary, ich warne dich...
Mary, ti avverto...
Mary, mira que...
33
Ohne den Binder um meinen Hals
gehen wir heute Abend nicht essen.
Und wenn wir heute Abend nicht essen gehen,
geh ich nie wieder ins Biiro.
Se non riesco a farmi il nodo, non ceniamo fuori.
E, se non ceniamo fuori, non torno piu in ufficio.
Si no logro hacerme el nudo, no iremos a cenar.
Y si no hay la cena, no podré regresar al trabajo.
35
Und wenn ich nie mehr ins Biiro gehe, verhungern
du und ich.

E, se non torno in ufficio, moriremo di fame.
Y si no trabajo, nos moriremos de hambre.
36
Und unsere Kinder setzt man auf die StraBe!
E i nostri bambini finiscono in strada!
iY los ninos terminaran en la calle!

N 37
37
George, als ich vorhin hereinkam,
sah ich ein Gesicht am Fenster.
Entrando, prima, ho visto un volto alla finestra.
Cuando regresaba, vi un rostro en la ventana.
38
Ein Gesicht am Fenster? Ach was!

Un volto alla finestra? Ma via!
uUn rostro en la ventana? jQué va!

39
Das Gesicht eines kleinen Jungen.

Ich hab ihn nicht zum ersten Mal gesehen!
Era il volto di un ragazzino.

E non lo vedo per la prima volta!

Era el rostro de un niiito.
iY no es la primera vez que lo veo!

41
Ich spiirte einen Luftzug,
drehte mich um und sah ihn mitten im Zimmer.
Ho sentito una corrente e, voltandomi,
me lo son visto proprio in mezzo alla stanza.
Senti una rafaga y, al darme vuelta,
me lo encuentro en medio del cuarto.

42
- Im Zimmer?

- Der Junge entwischte...

37

- Nella stanza?
- Il ragazzo é fuggito...
- ¢, En el cuarto?
- El nifio escap0...
43
Nur sein Schatten blieb im Fenster hdngen.
Ma la sua ombra é rimasta appesa alla finestra.
Pero su sombra quedo6 suspendida en la ventana.
44
Mary!
Mary!
iMary!
N 45
45
Er war nicht allein.
Mit ihm kam eine kleine leuchtende Kugel.
Non era solo. Con lui,
c’era una piccola sfera di luce
No estaba solo.
Una pequena esfera de luz lo acompanaba.
46
Sie bewegte sich im Zimmer wie ein Lebewesen.
E si muoveva nella stanza, come fosse viva.
Y se movia por todo el cuarto,
como si estuviese viva.
47
Sonderbar.
Strano.
Extrafho.
48
- George, was hat das alles zu bedeuten?
- Ja, was?
- George, cosa puo significare?
- Si, cosa?
- George, ¢ qué cosa puede ser?
- Si, ¢qué cosa?
>N 464
464
Was stell ich mit ihm an?
Cosa devo farne di lui?
¢, Qué haré con él?
N 465
465
Mein ewiger Feind, mein einziger Freund...
Il mio eterno nemico, il mio unico amico...
Mi eterno enemigo, mi inico amigo...
466
Ich mache ihn... zum Mann!
Faro di te... un uomo!
iEn hombre... te convertiré!
N 467
467
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What have | become, my heart has come undone.

Cosa sono diventato? Il mio cuore é sconfitto.
¢En qué me he convertido?
Destruido esta mi corazon.

468
Butl... | am a man.
Ma io... io sono un uomo.
Pero... si soy un hombre.
469
Not a boy, not a child... not a friend to anyone.

Non un ragazzo, non un bambino... non un amico.

Ni un muchacho, ni un nifio... ni un amigo.
N 470
470
I am (am 1?) all alone.

lo sono (lo sono?) tutto solo.

Estoy (¢ estoy?) en soledad.
471

It’s Peter Pan | want for my own.
E Peter Pan che voglio per me.

A Peter Pan quiero para mi.

472
And if | get him what shall | do with him?
E, se lo prendo, cosa devo farne di lui?
Y si lo prendo, ¢ qué haré con él?
473
I’'ll make him into a man.
Ne faro un uomo.
En hombre lo convertiré.
N 474

474

Now Peter remains a child, but why oh why can’t I?
Peter € rimasto un fanciullo. Perché io non potrei?

Peter es un nifio eterno.
¢Por qué no puedo serlo yo?
475
I’m old and grown grave and alone...
lo sono vecchio, triste e solo...
Estoy viejo, triste y solo...
476
And | can’t fly!
E non so volare!
iY volar no puedo!
477
I want him, | want him, | want him
that snake, that cheat, that freak.
Lo voglio, si, questo serpente,
questo traditore, questo mostro...
Atrapar quiero a esa serpiente,
a ese adefesio, a ese traidor...
478
My only friend, my ever foe...

Il mio unico amico, il mio eterno nemico...
Mi unico amigo, mi eterno enemigo...
479
Oh, Peter, don’t you go!

Peter, non te ne andare!
iPeter, no te escapes!

N 481
481
Mein ewiger Freund, mein einziger Feind...
Il mio amico eterno, il mio unico nemico...
Mi eterno amigo, mi Unico enemigo...

N 482
482
Ich mache dich zum Mann!

Faro di te un uomo!
iEn hombre te convertiré!

N 483
483
| want him, | want him... | want him!

Lo voglio, lo voglio... lo voglio!
iQuiero atraparlo... atraparlo quiero!
484
And once | get him what shall | do with him?
E, una volta preso, cosa devo farne di lui?
Y cuando lo tenga, ¢ qué haré con él?
485
I’'ll make him into a man!

Ne faro un uomo!
iEn hombre lo convertiré!

N 487
487
Was? Du hast mich gerettet, Tinkerbell?
Campanellino... mi hai salvato!
ijCampanilla... me has salvado!

488
Ach, und Wendy und die Jungens gefangen?
Wendy e i ragazzi sono prigionieri?
¢Es que Wendy y los nifios estan prisioneros?
489
Ich muB sie befreien!
Devo liberarli!
iDebo liberarlos!
> N 604
604
Hallo, Wendy!
Ciao, Wendy!
iHola, Wendy!
605
Peter...
Peter...
Peter...

N 606

38
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606 Oh why?
Willst du nicht... E perché?
Non vorresti... ¢Por qué?
¢No quisieras...? 618
607 I’d rather fly.
Nein. Preferirei volare.
No! Prefiero volar.
iNo! 619
N 608 Oh why?
608 E perché?
I'll fly through windows every year. ¢Por qué?
Volero dalla finestra ogni anno. 620
Todos los ainos volaré por la ventana. I'd rather...
609 Preferirei...
I’'ll fly to Neverland my dear. Prefiero...
Volero nell’lsola Che Non C’é, mio caro. 621
Volaré al pais de Nunca Jamas, querido mio. die.
610 morire.
- |1 cross my heart! morir.
- And hope to die? 622
- Lo prometto! Niemand wird mich fangen
- E speri di morire? und einen Mann aus mir machen!
- jLo juro! Nessuno mi fara prigioniero,
- ¢ Que te caigas muerto? nessuno fara di me un uomo!
611 Nadie me hara prisionero,
- You cross your heart? iNadie me convertira en hombre!
- And hope to die. 622.1
- Lo prometti... Ich will ein kleiner Junge bleiben und lustig sein!
- E speri di morire. Voglio restare un fanciullo ed esser sempre felice!
- ¢Lo juras? iNo quiero crecer jamas y asi siempre ser feliz!
- Que te caigas muerto. 623
612 Eher will ich sterben.
| cannot stay, don’t make me cry. Preferirei morire.
Non posso restare, non farmi piangere. Prefiero morir.
No puedo quedarme, no me hagas llorar. N 623.1
613 623.1
| cannot go to school. | love you.
lo non posso andare a scuola. Ti voglio bene.
No puedo ir a la escuela. Te amo.
614 N 624
Oh why? 624
E perché? - Gute Nacht, Peter.
éPor qué? - Gute Nacht...
615 - Buona notte, Peter.
I cannot sit still in my seat. - Buona notte...
Non riesco a stare fermo seduto. - Buenas noches, Peter.
No puedo quedarme quieto. - Buenas noches...
616 N 625
| cannot learn to read and write. 625
Non riesco a imparare a leggere e a scrivere. To die would be an awfully great adventure.
No puedo aprender a leer y escribir. Morire sarebbe forse I’avventura piu grande.
617 Morir seria la aventura mas grande.
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626
To die would be an awfully great adventure.
Sarebbe forse, morire, I’avventura piu grande.
Morir seria, tal vez, la mas grande aventura.
627
Lighter than a feather, darker than the night.
Piu leggera di una piuma. Piu nera della notte.

Mas agil que una pluma. Mas negra que la noche.

628
Empty, open, windy... free falling.

Vuota, aperta, al vento... in caduta libera.

Al vacio, abierta, al viento... en libre caida.
629

Broken made whole again.
Interruzione ricomposta.
Recuperado al fin.

630

40

My mother might | meet
I’d offer her my soul complete.
Se incontrassi mia madre,
io le offrirei tutta la mia anima.
Si a mi madre encontrara,
toda el alma le ofreciera.
631
My mother might | meet
I’d offer her my soul complete.
Offrirei tutta la mia anima
a mia madre, se la incontrassi.
Toda el alma le ofreciera
a mi madre, si la encontrara.
632
To die would be an awfully great adventure.
Morire sarebbe forse I’avventura piu grande.
Morir seria, tal vez, la mas grande aventura.
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