Canciones Imaginarias

Cada Canción

Lorca’s brief poem on the meaning of song is used as a prologue and epilogue to the complete cycle. Both piano and voice use melisma to evoke an Andalusian atmosphere.

Canciones Populares

Songs which are unashamedly written after the styles of various Spanish folk idioms

Serenata

A deliberately very simple, strophic setting to an arpeggiated guitar-like accompaniment places this song firmly as the “folkiest”. The unfussiness of the accompaniment is meant to give the vocalist full play in interpretation. The effect should be of a folk-singer singing to their own guitar accompaniment. 

La Lola

This has also been treated as folk-poetry and given a straightforward setting in seguidilla style as it is one of a few poems that immediately invite a quick tempo. Playfulness is the key, with deliberate alterations from major to minor and alterations to “normal” scales.

Es Verdad

The normal rhythmic and harmonic fingerprints of the paso doble are slightly corrupted to produce irregularity. The song brings out the impish, somewhat tongue-in-cheek side of the poem, although it could equally well be set as a much more serious lament.

El Nino Mudo

Subtitled Nana (Lullaby), this rather bizarre evocation of a child’s voice being possessed by crickets is cast as a song which might conceivably be sung at bedtime – a kind of fairy-story, perhaps – but one with dark undertones.

Simplicity of means is employed for what is essentially a child’s song, a swaying semitonal triplet pervading the work, no more than half a dozen chords employed throughout, and uncomplicated rhythms both in the melody and accompaniment.

Cantos Nuevos

Set as a tango (of the Spanish type but with perhaps more than a hint of the Argentinian), the poet’s call for new songs is one of the more joyous texts in the set. The Argentinian influence is not gratuitous – Lorca spent a successful period of time in Argentina particularly in theatre, and must surely have encountered the tango there. 

Deseo

Subtitled Habanera irregular because it does not stay in the usual 2/4 all the way, this song is an attempt to push the boundaries of a popular form, but only slightly. It is treated as a poem of warmth, perhaps hinting at the world of cabaret performance, with rich, close-voiced 9th chords prominent.

Canciones Elegíacas

Songs which emphasise the lamenting quality of Lorca’s verses

Pueblo

Quartal harmony is used to evoke the “lost” village in the mountains, keeping the air of rustic simplicity until the tonal drop on the last line indicates that all is not what it seems. 

Malagueña

The folkloric form of the malagueña has been slightly corrupted (the song is in 4/4 whereas malagueña is usually 3/4, and the tempo is slower than usual). The use of a pedal tone throughout and the regular accompanimental rhythm allows the vocal line to indulge in the kind of florid ornamentation typical of cante jondo.

La Guitarra

The accompaniment uses techniques reminiscent of those of the guitar (particularly the rasgueado) and guitaristic figurations, and harmonically, the tuning of the guitar strings in (mostly) fourths underpins the quartal elements which constitute the bulk of the chording.

This is seen in the 6-bar introduction, where the pianist is instructed not to play the dodecuplets in time, but rather imitate the rubato found in flamenco guitar work, bolstered by wide dynamic variation within each bar. 

Despedida

A very slow tempo and lyrical song line is supported by moving semiquavers featuring semitonal clashes, the mood remaining clam and resigned until the F# in the piano (over a C chord) becomes the Gb of the initial Eb minor. This sounding of bells (marked con violenza) accompanies the realization that death is now reality, as the voice repeats the first line of the poem, now with a completely changed meaning.
Canción del Naranjo Seco

The poem is set as a saeta, the often spontaneously performed ballads of Spanish religious processions, the mood being one of unrelieved lamentation, as a relentless staccato quaver accompaniment is driven forward by heavily accented interruptions. Harmonically the piece centres on a relentless tonic (F minor) and a few auxiliaries. The poem has been treated as a metaphor for barrenness in human life.

Sueño

The piano keeps an accompaniment of simple arpeggiated chords under the voice (to establish and maintain the dream-like atmosphere) as it deals with the double-narrative of the poem by changing registers, note-lengths and style (from lyrical to parlando). Harmonically there is a pervading Dmin-Bbmaj axis with excursions to Cmin, Cb and Db; with a falling semitone as a prominent link.

Canción

Also largely treated as folk-poetry as it is narrative rather than emotive, but standing as an intermediate or transitional piece in the cycle. Simple scale passages evoke the wind while the girl’s visitors are heralded by recognisable hints of popular Spanish musical styles. The entire song is harmonically based in only three tonal centres: a tonic and its flattened 2nd and 7th (part of the Phrygian mode so much used in Spanish music), but with key progression to different centres for the different groups of “visitors” who plague the heroine, each of whom have their own style of music as befits their intent. 

La Trilogía de la Luna

The “art-song” culmination of the cycle, with more extended, impressionistic settings of the poems

Romance de la Luna, Luna

An extended setting of this rather bizarre but richly imaginative poem about a child who is taken away from the gypsies by the moon, it stands as the ultimate synthesis of the meeting of the folk song and the art song in the cycle.

La Luna Asoma

Perhaps the most deliberately impressionistic of the settings, chords based in quartal and quintal harmonies evoke the effect of a recurring Lorca image – bells. They also provide the feeling of coldness appropriate for a poem about moonlight and its effects. 

The piano is used over its entire range, producing subtle effects due to reverberation and the use of both pedals, often counterintuitively.

Monólogo de la Luna

This song is perhaps the point at which folk song tips over completely into art song. The harmony is pusher further than the other songs, the opening scale for example becoming corrupted by one note at a time until it transforms itself; and the structure, while firmly based on the structure of Lorca’s poem, may at first seem fragmented, with apparently unrelated sections cheek-by-jowl. However, the harmonic/melodic relationships in each section are based in the succession of tones heard in the final 5 bars, even if these may appear to be entirely new. The process is perhaps driven harder by the fact that the text is not a freestanding poem but an extract from Lorca’s play Bodas de sangre [Blood Wedding], and therefore is drama first and foremost.

