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ABSTRACT

Nigel Butterley (b. 1935), an Australian composer, has composed a considerable
number of work for the solo voice ranging from an unaccompanied song to works for
voice and piano and works for voice and multiple instruments including a cycle for
soprano and orchestra. While not well known in the United States his vocal music, together
with the rest of body of work, merits consideration and performance.

The primary focus of this paper will be three of Butterley’s later works for solo
voice which were composed after 1976. They are The Owl (1983); The Woven Light (1994)
and Frogs (1995). The intention is to give the singer a guide for the preparation of these
works, with full exploration of the text which drives the setting of each of these works.

Text is the prime impetus for Butterley to create and shape the vocal music he
writes. Therefore, for each of the works discussed in this paper, consideration of the text
alone is important. Butterley’s concern for the text leads him to find the connections and
themes that are woven within the text and then to create an appropriate musical language
which will bring the text alive by enhancing its meaning. He uses motifs as an important
tool to illustrate the textual connections. In order for the singer to fully portray the drama
of the text it is necessary to understand these connections in the music. The shape of the
vocal line also reflects the text and its meaning. These and other musical vocabulary are
used by Butterley in each of the works considered to heighten the text and create an
environment where the singer can fully interpret the drama of the text. This document will
point out Butterley’s musical guideposts which can aid the singer in the preparation of

each of these works.
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Also useful to the singer would be a consideration of the composer and his work.
Chapter One will give some brief biographical details about Nigel Butterley and his
approach to composition for the solo voice. The second chapter will give an introduction
to Butterley’s early vocal works. Two of the three works discussed in this paper are major
works for which a singer may have trouble assembling the required instrumental forces.
Chapter Two, together with providing further information about Butterley’s approach to
vocal composition, also gives the singer a chance to explore works of a simpler nature.
Chapters Three to Five will look at each of these works to seek the musical clues
Butterley offers to the full interpretation of the text which is being set. For The Owl the
singer plunges into the full drama of the text where the journey. For The Woven Light the
singer seeks to understand the journey which the text describes. In Frogs, there is a search
for the persona behind the text.

The paper concludes with a summary of Butterley’s approach to the composition of
solo vocal music and advice he has to offer the singer preparing an interpretation of these

worthwhile works.

Xiii



CHAPTER 1

INTRODUCTION AND BRIEF BIOGRAPHY OF NIGEL BUTTERLEY
Background

Australian composer Nigel Butterley (b.1935) is an independent composer and thinker
who has contributed interesting and challenging works to the vocal literature. Asachild he
was surrounded by books and art, which developed hislove of literature and language. One
of his most popular books is his Shorter Oxford Didionary. This background informs his
approach to composition. His solo vocal works are the product of alove of language and
intense interest in the spiritual. This results in works which use interesting and fulfilling texts,
set as a personal response to both their meaning and cadence.

While Butterley has not amassed a large body of solo vocal works, the works he has
written for solo voice are worthy of consideration by the singer interested in contemporary
vocal music.  Theintent of this paper isto give the singer some background information
about Nigel Butterley and his approach to composing for the voice. His early vocal works,
composed between 1952 and 1975 will be briefly described. Histhree solo vocal works
composed between 1976 and 2003, The Owl, The Woven Light and Frogswill be discussed in
greater detal. Theintention isto give the singer a guide to the demands and rewards inherent
in any performance of Butterley s difficult and challenging vocal music. Heisintent on
choosing texts which interest and inspire him. The texts of the three works which will be
considered in detail all have afeminist perspective atheme which pameates most of his
composition. Thus, asinger performing his vocal works will find the exploration both

stimulating and demanding.



While not well-known in the United States, Nigel Butterley has earned respect from
Australian musicians as an important and influential composer. Andrew Ford
(b. 1957), aninfluential Augtrdian critic and composer hi mself, writes of Butterley:

there is no composer in Australiawhose work is held in such high regard by every

faction amongst his colleagues: every composer in the country seems to admire

Butterley’ swork. Y et his mudc has not always captured the public’ s imagination to

the same degree as that of his contemporaries...”*

Richard Toop (b. 1945), an Australian musicologist, says of Butterley:

Three basic questions underlie Buiterley’ s work as a composer. Thefirst is adeeply

personal (rather than ingtitutional) religious experience. Second isthe belief that art

exists to probe every cranny of emotional experience: it can elevate and console but it
can provoke and disturb. The third conviction, probably the most important, is that the
pursuit of one strue salf is ultimately more important than the adoption of passing
trends, whether populist or dlitist... Both the man and his music radiate belief in the
capacity of art to go on saying meaningfu things to those with even half an ear to
hear.?

These comments by Ford and Toop express sentiments that drew me to explore further
the vocal works of Nigel Butterley. Asan Australian | was interested in learning more about
an Australian composer. Y et what finally interested me about this composer had little to do
with his being Australian. It was instead his views about composition and the use of poetryin
composition which kindled my interest. Heisafasdnating individud, who commands my
utmost respect, as well as a composer whose vocal works offer singers the challengng
experience of learning difficult music with rewarding and many-layered texts. Hisvocal

music poses difficult questions rather than easy answers, and invites the singer to explore

complex ideas.

'Andrew Ford, Composer to Composer (Sydney: Hale and Iremonger, 1993), 164.

’Graeme Skinner, “Nigel Butterley, From Sorrowing Earth,” (liner notes), ABC
Classics, 1995, compact disc.



In 1993 Butterley presented ten one-hour radio shows entitled Music with a Future,
explaining pieces he believed to beimportant major works of the twentieth century. He said
of his approach to presenting modern music:

People often say they find some modern music difficult to understand. Enjoyment
need not wait for understanding and | think beingwilling to listen is the most
important thing. An understanding of the structureand technical agoects of the music
may come with more familiarity. On the other hand, some knowledge of the composer
as a person and familiarity with the circumstances behind a piece of music can be both
enlighteni ng and interesting.®

This sentiment reflects the reason for including a biography of Butterley. Asasinger | am
interested in more than simply the music. The person behind the music aso offers important
insights into his compositions.
Biography

Nigel Butterley was born in Epping, a suburb of Sydney, in 1935. From childhood he
kept alist of his compositions, including a piece written when he was nine years old.* At
fifteen years of age he knew hewanted to be a composer. He told Ford that he recalled the
exact moment:

| renember standing in the garden - like St. Augustine! Why do these things d ways
happen in gardens? Anyway, | was standing in the garden at home in Beecroft, and |
just thought, yes, | want to be a composer.

But in retrospect there were other signs. | started learning the piano when | was
aboy, and | remember sitting at the kitchen table: late afternoon, the sun streaming in,
and it was very hot. | was sitting there with my toy piano and | had music, although |
couldn’t read it. My name significantly was Miss Fairy, and | was givingmy mother a
music lesson while she was trying to cook the dinner.”

% Nigel Butterley, "Music with afuture," 2MBS-FM Program Guide, April 1993, 14.

“ Nigel Butterley, Interview by author, tape recording of phone conversaion, Atlanta,
USA and Sydney, Australia, 21 March, 2004.

° Ford, 165.



He began compasition lessons at the New South Wales Consavatorium of Musicin
Sydney, where he enrdled part time after graduating from Sydney Grammar School ® At the
same time he was amember of the char in St. Andrew’ s Cathedral, an Andican (Episcopal)
cathedral.” At the Conservatorium he studied with Noel Nickson and Raymond Hanson. He
stated that his study with Hanson was “particularly concerned with the harmonic aspect. Noel
Nickson was more academic but | was mainly doing harmony with them rather than
composition.”® Butterley never undertook formal full-time post-secondary education.®

While continuing his part time music studies he worked for the Australian
Broadcasting Commission (ABC)," starting in the music department as atrainee in 1955."
He worked in various capacities & the ABC between 1955 and 1972 including some time

working in the rdigious department.*

®Graeme Skinner, ‘ The Woven Light’, Meet the Music Teaching Kit, (Adelaide:
Adelaide Symphony Orchestra, 1994), 10.

" Ibid., 10.

& Unpublished interview by unknown, in Interviews with Australian musicians (1986 -
1988), held by the Australian Music Center, Sydney, Australia, 61.

9 Skinner, 1994, 10.

°The Austral ian Broadcasting Corporation (formerly Australi an Broadcasting
Commission), Australia s only national non-commercial broadcaster, is funded by the
Australian Federal government. It includes a national television channel, vaious national and
regional radio. For 60 years it also run Symphony Orchestras in each of the State Capitals.
The symphony orchestras arenow subsidiary, yet independent, companies of theABC. The
ABC also has arecording label.

1 Skinner, 1994, 10.

12 Skinner, 1994, 10.



He went to England in 1961 hoping to study with Michael Tippet (1905 - 1998).
Butterley was drawn to Tippett not only through his compositions, but also through his
writings. In an interview with Andrew Ford he said:

Because | haven't got an analytical, academic sort of mind, I’m drawn to things more

through feeling and intuition, and | just responded to Michael Tippet. | don’'t know

how much of hismusicl actually heard-I’ d certainly heard the concerto for Double

String Orchestra-but I’ d read about Tippett and | knew that he was someone | would

respond to. So | wroteto him and asked if | could have composition lessons - that was

1962. He wrote back and said that hedidn’t teach, but he recommended Priaulx

Rainier...” **

Butterley did not have many lessons with Rainier but she was very influential in his
development as a composer.*

Priaulx (Ivy) Rainier (1903 - 1986) was South African-born of “English-Huguenot
origin.”**> She moved to London to study violin at the Royal Academy of Music in 1920. She
continued to live in London as aviolinist and teacher until she received a grant in 1935 which
allowed her to concentrate on composition. She studied with Nadia Boulanger for three
months, and was professor of composition at the Royal Academy of Music from 1943 -1961.

Butterley said of his studies with Rainier that:

she was the right person at the right time. She helped me to loosen up and to open up

to afreer sort of structure... [she] helped me open up my style so that the first pieces

that | wrote after studying with her were much freer. | knew something would happen
but | didn’t know what.*®

13 Ford, 166.
14 1bid., 166.

> Kemp and Herbert VVan der Spuy, ‘Priaulx (Ivy) Rainier, The New Grove Dictionary
of Music Online, ed. L. Macy (Accessed 19 Mach 2004), <http:/grovemusic.com>

16 Unpublished interview, 1986, 61.



He has also noted about his studies with Rainier:
As ayoung man, what inspired me about Priaulx was the same thing tha inspired me
about Patrick White They were two artists | looked to for an example of absolute
conviction in what they were doing.*
He aso said of his teacher:
Priaulx never turned out pot-boilers. In fact she was so Sngle-minded, she would
never write in the same genre twice. For instance, when she wrote astring quartet way
back in the 1930's, that wasit. She never wrote another one.'®
This independence of style and determination to experiment and develop is also manifest in
Butterley' s approach to composition. In 1963 he wrote his first work since studying with
Rainier, Laudes.” She had said to him that it did not matter if he used anote row or not. “In
Laudes | did use note rows a bit, but after awhile I’d get sick of it and themusic would just
take over. But it was quite a useful starting point.”*
In 1966 he won the Italia Prize for In the Head the Fire, aradio work commissioned
by the then Australian Broadcasting Commission. Together with prize money of £3,250,

Butterley won credit in Australiafor bringing recognition of Australian musc to the world

stage. The general manager of the ABC, T. Dudkmanton, stated that the award was“a

7 Skinner, 1994, 10. Parick White (1912 - 1990) was an Australian novelist, short
story writer and playwrite. He was awarded the Nobel Prize for Literaurein 1973 ‘for an epic
and psychological narrative art which has introduced anew continent into literature.” (Quoting
from the 1973 Press Release from the Swedish Acadamy, available on line at
http://www.nobel .sefliterature/laureates/1973/press.html). His novelsinclude The Tree of
Man, Voss, and The Solid Mandala

18 Graeme Skinner, "After the ebb, The tide always turns,” Sydney Morning Herald,
August 16, 1991, 41.

9 | audesis scored for Flute/alto flute, clarinet/bass clarinet, horn, trumpet, violin,
viola, violoncello, and piano.

2 Ford, 167.



milestonein Australia’s musical history.”# Also entered in the competition that year was
Luciano Berio’s Laborintus 1. # Thetexts for In the Head the Fire were taken from various
religious sources in avariety of languages. Textsincluded excerpts from the dead sea
scrolls?
Other important events in Butterley’ s professional life include:
1965  Composed The White-Throated Warbler - written for recorder, it is one of
Butterley' s most performedworks. It wasinspired by Couperin’s The Nightingalein
Love. “Thetitle of the piece was supplied by Australian ornithologist Alec
Chisholm, who identified the birdsong when the composer whistled it to him over
the phone.”?* At the time Butterley was not particularly aware of Messiaen’s use of
birdsong.
1973 - 1991 Ledurer in contemporary music at the Newcastle School of Music, retiring in
1991.
1978  Visiting scholar at Northwestern University in Illinois.

1979  Composer in residence at University of Melbourne®

#James Murdoch, Australian Contemporary Composers (Melbourne: Sun Books,
1983), 44.

27l Sykes, "Nigel Butterley at Fifty," Newsletter of the Australasian Performing
Right Association, October, 1985, 9.

2 |bid., 9.

2 Elliot Gyger, There Came a Wind Like a Bugle: Chamber Music by Nigel Butterley
(liner notes), Tall Poppies TP 142, 2001, compact disc.

% Catherine Flaherty, Nigel Butterley' Vocal Music: a Sudy of Stylistic Devel opment
(unpublished Bachelor of Arts Honors Thesis, University of New Engand, Australia, 1987), 8.



1985

1988

1991

1992

1996

2001

2003

Awarded the Australia Council Composer Fellowship. This grant of $30,000
enabled Butterley to work full time as a composer for one year.

Composed Lawrence Hargrave Flying Alone®® Butterley’s only opera, it was
commissioned and performed by the Sydney Conservatorium of Music. The
librettist was James McDonald, with whom he also collaborated for The Owl.
Named a Member of the Order of Australia®

From the Sorrowing Earth won the Sounds Australian Award for best composition
by an Australian.

Awarded an honorary Doctorate of Musical Arts from the University Newcastle.
Won the Paul Lowin Orchestral Prizesfor Spell of Creation described by the judges
as “emotionally and richly layered” and “building to a conclusion of ‘ genuine
power.'#®

lan Potter Music Orchestral Award given to Butterley to compose awork for

community orchestra. Butterley is currently working on this composition whichis

due for performancein May 2005. It takesitstitle from the last lines of Kathleen

% |_awrence Hargrave (1850-1915) was an Australian avi ator whose research relating

to box kites and flight is often credited as having aided the Wright brothersin their pursuit of
flight. Their documents, however, make no mention of Hargrave' s work.

2" In 1975, the Order of Australiawas established by the Queen as ‘an Australian

society of honor for the purpose of according recognition to Australian citizens and other
persons for achievement or for meritorious service’ The Governor General of Australia
makes the awards upon recommendation of the Council for the Order of Australia.

% Jennifer Sexton, ‘ Grace notes - Nigel Butterley, Composer,” The Australian, October

26, 2001, Features, p. 22.



Raine’ s poem The Moment.?® Thetitle of the work is Never this sun, and never

again this watcher ¥

Although retired from Newcastle Conservatorium of music, Butterley continues to
teach. He currently has three students from the Sydney Conservatorium of Music.** He also
enjoys leading continuing education classes about particular composers or themesin music.
Last year he directed “The Spiritual Journey in the Twentieth Century,” a series about
spirituality in music. *

Early articles about Butterley refer to his strong religious upbringing and his strong
Christian faith. He no longer regards himself as a Christian, but is very avare of and
concerned with iritual matters. He notes that although previous writers have exaggerated his
Anglican upbringing, Christianity is an important background in his composition. When we
discussed his sense of humor he stated that “it is true that the stained-glass image has been
overemphasized.”* Spirituality, though, is a part of his compositional life. In aninterview
about Spell of Creation he was asked whether or not some of the composers who influenced
him, including Vaughan Williams and Michael Tippett, could be described as religious.

Y es, but with avery small ‘r’. Vaughan Williams was an agnostic, Tippett described

himself asaplurdist, and so it’ s not the specifically Christian music or specifically

religious poetry that attracts me, but something which is much wider and broader
than that, and in recent years |’ ve been drawn through Kéahleen Raine of course, to

K athleen Raine, The Collected Poems of Kathleen Raine (Washington D.C.:
Counterpoint, 2001), 96 - 98.

®“Nigel Butterley, Interview by author, 2004.
*1bid., 2004.
#|bid., 2004.

*1bid., 2004.



the writings of other traditions than the Christian traditions, and through reading

Karen Armstrong’s ‘A History of God', I' ve realized how close Jewish and Christian

and Muslim thought is in the mystical aspect of that thought. And that’ s something

you don’t realize when you hear aout all the fights between al the different
religious traditions, to realize that the mystical traditions share so much in common,
not only the European ones but dso Buddhism and Hindu belief, theré sso muchin
common, and that is what interests Kathleen Raine and the other people concerned
with work with the Temenos Academy which she founded. That | find very exciting
and interesting, the similarities between things rather than the differences®

In another interview about the Spell of Creation he said “ The work is about a sense of the

sacred....It is concerned with the otherness of things, the reality beyond the every day —that’s

what excites me to write music.”*

Butterley is also arespected pianist, and is particularly known for his performance of
contemporary music. John Cage, Tippett, Olivier Messian (1872- 1958) and Alban Berg
(1885 - 1935) are among the composers he plays most frequently. He participated in the
Australian premier of Arnold Schonberg' sPierrot Lunairein 1958.* He has released a CD of
John Cage’ s music in 1995 titled Cage: Sonatas and Interludes, which included solo piano
works by Cage and a Cage song cycle, The Wonderful Widow of Eighteen Springs, performed
with Gerald English.

Influences on Butterley
Butterley is known as an independent composer who does not subscribe to any

particular school or style of composition. Nevertheless he does not compose in a vacuum,

and has studied and admired many great composers. In response to a question about the

#Nigel Butterley, interview by Stephen Critenden, The Religion Report, Australian
Broadcasting Commission, 6 June 2001.

* Chelsea Clark, "Lifting the Spell," The Daily Telegraph 1 June 2001 , Features, 113.

% Michael Barkle, 'Nigel Butterley', The New Grove Dictionary of Music Online, ed.
L. Macy (Accessed 20 March 2004), <http:/www.grovemusic.com>.
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influences on his music he states that, significant composers were “first, along time ago,”
Vaughan Williams, Benjamin Britten, Bela Bartok and Paul Hindemith. More recently he
has been influenced by Tippet, John Cage* and Messiaen, of whom he notes:

What interests me in Messiaen [is] the sound of his music, the religious
background, harmonies, the rhythmic influences which he derives form Indian
music, his techniques of musical composition. | use those to some extent. Though
my music doesn’t sound like Messiaen.®®

He experimented Messian’s modes of limited transposition parts of The Owl, although heis
quick to point out that it does not sound like Messian.*® While discussing various influences

he notes:

But then you could say that anything in your life could be an influence in some way
or another. These were the obvious influences. They all become part of you, and
the music that you write is what you are. My jab isto write the musicand not to sit
down and analyze it.*

He notes how his influences have devel oped:

Earlier influences are less obvious. By the time you ge to fifty you have obviously
absorbed those things that were new to you 20-30 years ago, you'’ ve absorbed then
and got what you want from them. But | haven’t rejected anything. My style has
gone on along its own particular line rather than changing... The sort of melodic
shapes, the sort of harmonies and the texture in my music was all there before.
Some aspects are emphasized more now than they were then, the gentler aspects, the
richer harmonies rather than the more harsh harmonies. There’s been no conscious
or unconscious effort to changemy styleor follow some particular trend. Oftenitis
misleading to pigeonhole into styles for example, new romantic etc.**

In this discussion he rejects ideas which charaderize his music as becoming more tonal in

¥"Unpublished interview by unknown,1986-1988, 60.
% 1bid., 60.

¥ Butterley, interview by the author, 2004.

“ |bid., 60 - 61.

“1bid., 63.
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reaction to the compositional complexities of the 1950'sand 60's. He does not consciously
react against or for astyle.?

He admits that his “music has become more mellow, with more fegling for key
patterns... Which means | need to make sure | don’t stay in the same key. Music is no longer
so atonal that it’'s almost impossible to remember the tune.”*

Characteristics of His Solo Vocal Works

Butterley's music is neither easy listening nor easy performing. His hopeis that
both with time and some familiarity, his music is rewarding for both the listener and the
performer. Characteristics of his solo vocal musicthat combine to make the music difficult
are:

. atonality

. lack of key signatures

. frequent changes of meter

. use of complex rhythmsincluding the use of triplets and even larger dvisions of the

beat and the frequent use of ties over beats and measures.

. use of thefull range of the vaice to reflect the needs of the text
Characteristics of his solo vocal music that give greater satisfadion with greater familiarity
are:

. the use of motifsin both the vocal and instrumental lines to give works unity and to

heighten understanding of the text

“Ibid., 62.

* Amber De Nardi, "Turning sil ence into sound: Composers talk about inspiration,"
2MBS-FM Program Guide, August 1983, p.13.

12



. the clear relaionship of rhythm of the vocal lineto speech rhythms
. use of melisma in the vocal line as tool to heighten understanding of or to illustrate
thetext. As he responds to the needs of the text, he moves away from simple
replication of speech rhythms using melisma and the lengthening of notes.
. attention to the intonation and musical flow of the spoken word in setting the vocal
line
. use of contrasting instrumental textures to underscore meaning and to define
structure.
. the choice of textswhich have afeminist theme
While he does not seek to write difficult music for its own sake, Butterley said of
understanding his music:
When we listen to something new, we naturally try to relate it to something else.
But if we can listen to a piece of music for itself and try to find somehing that isin
the music, than just make comparison. After hearing something 2 or 3 timesitis
often surprising how after you think something is absolutely revolting the first time
can be something enjoyable and rewarding.*
He states, “It's more rewarding than knowing everything about a composition after just one
hearing.” Buitterley isnot impressed by music that “will make an immediate impression - and
make the same impression the next time and the next time. My music takes a bit of working
on. | think that with lots of things, you have to do a bit of work. When you read T.S. Elliot’s

poetry, you don't get it al at the first reading. | sometimes think | wouldlike to write music

like that...” *

* Unpublished interview by unknown, 1986-1988, 66.

* Jill Sykes, "Chilling night of the owl," Sydney Sun-Herald, 12 July 1987, p. 11.
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Toop has described Butterley as both:

aromantic and an ecstatic... Thisis shown with his fasdnation - obsession - with
soaring lines. Thereisthistypical shapein hiswriting where you go up a step and
then you whizz up higher, maybe come down alittle and aeep up. And the melody
isaways going up and up... It would be dmost impossible for Nigel to be
influenced by a composer unless he were able to find some kind of mystical or
ecstatic contert in their work. Andit would never be amaterial influence. 1t would
be the influence of the spirit insidethe music, not its external techniques*®

In an interview celebrating his 60" birthday Butterley observed:

Y ou get to any age, forty, fifty, or sixty, and you think: ‘1 am beginning to find out
what’swhat’ ... For instance | am now , the last two or three years more comfortable
with strings than I' ve ever been before... | am also more open to more obviously
tonal or modal melodies than | was 25 years ago. When | was young everything had
to be new. You had to wear different clothes, eat different food, everything was
experimental. Nowadays we' ve gone to the other extreme, but I' ve gone looking for
what is new, though at the same time | now don’t avoid the more familiar.*’

Of his process of writing he says:

There are two aspects to writing any sort of music, one aspect is your craft, the other
aspect is your imagination. Somany pieces are done with theskills you have learnt,
other pieces are motivated by a strong desire to express something inside you into a
piece and so your craft is brought into service. I'm more interested now in the
second categary , in writing pieces which are motivated by a strong desireto write
this piece of music.*®

He also notes that composing is both challenging and hard work. “Well it isfor me and
therefore | write slowly....Y ou’'re forever thinking oneday you’ re going towrite your best
work. That keeps you going.”* In an interview celebrating his 50" birthday he stated:

| tend to do things slowly rather than suddenly... And so my style has developed

over practically 30 yeas, and it goesoninthat sort of direction. | know the sort of
music | want towrite, and it will change. But it isagradual change. | think that in

%6 Skinner, CD liner notes, 1995.
" Laurie Strachan, "Beyond 60," The Weekend Australian, 3 June 1995, p. 10R.
“8 Unpublished interview by unknown, 64.

* De Nardi, 1983, 13.
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those Blake songs there were possible phrases and chords that | was still using in
the Owl - though not, perhaps, conscioudy.®

He has also noted however, that often what he writes is dictated by who is paying him. He
notes “Most of the things I’ ve written have been commissions. | find it stimulating and |
don’'t accept a commission unless | want to do it... | like to have along time to think about a
piece - tolet it all germinate slowly...”>
The gtructure of hissongsi sdriven by hisresponseto the text. Motifsinspired by
themes or images in the text are common in his vocal work. In cydes, motifs serve to give
the entire work a greater coherence.
Butterley has said on his approach to setting words:
For me the main reason for writing vocal music has always been to respond to the
poet and the poem, and to present thewords to the listener as clearly and strongly as |
can. The meaning and the emotiona power of words always predominate, even when
it's been the sound of them that’ sinitially attracted me....for me the word comesfirst.
But music must not be just a superficial addition; it must not merely illustrate, or copy
speech; to be strong enough to project the words it must, paradoxically, command the
listener’s attention....As Kathleen Raine put in aletter to me, quoting Y eats at the end:
“1"'m glad you find my poems good to set to your music. | suppose that is because |
used as few words as possible, and that leaves spacefor the music to unfold, to
prolong the moment of contemplation.”>
Of setting words, he stated in an interview about his choral work Spell of Creation
that, particularly in setting English works, he is concerned with the setting the natural rhythm

of the words.

50 Jill Sykes, 1987, p. 6.

1 De Nardi, 1983, 17.

2 Nigel Butterley, Words Into Musc: A Composer's Response to Poetry (Armidale,
University of New England: 1999), 8 - 10.
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Some composers don’'t bother with that sort of thing....Then there is someone like
Michael Tippett, astrong influence on me, who only uses words as a starting point,
after which the music takes over. To him words can be played around with and
distorted since once set to music they are no longer important.>®

For Butterley the rhythm and the meaning of the words are important influences in setting

and accompanying the words.

Butterley and the Poets

Much of what he has written for voice has been influenced by his study of poetslike
William Blake, Walt Whitman, Emily Dickinson and Kathleen Raine. The texts he chooses
to set are genearally aresponse to both the poet and the poetry, and a recurring themein his
selection has been an attraction to the poetic sense of the inner-world. Thereisaso a
feminist quality evident in many of the texts he choosesto set. Thisis particularly evident in
the three primary works considered in this paper.

Butterley has often noted tha he finds inspiration for his music from poetry. Some
important poets to him are William Blake, John Donne, Kathleen Raine, Emily Dickinson
and Walt Whitman. He has commented that “| must stressit’s not just poetry which inspires
me; poets must also.”** In another interview he observed that it is “the same with
composers: it’s not just the one work | respond to, but the composer and his/her whole world,
that | respond to.” * In alecture about his compositional approach, he stated

It's hardly ever happened that I’ ve seen a particular poem and wanted to s¢ it to

music. Usualy it's aslower process, of becoming interested in the life and thought
and personality of a poet, as well as the writings, both prose and poetry, and gradually

% Annarosa Reyneke, "Spell of Creati on: When music foll ows words," 2MBS-FM
Program Guide, September 2001, p.12.

> Ibid.,13.
** K atherine Kemp, Unpublished interview with Nigel Butterley (Sydney 1998), held
by Australian Music Center, 11.
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feeling the nead to respond musicdly in some way - as in the orchestral Meditations
of Thomas Traherne.*®

Examples of the way poetry influences Butterley’ s work abound. Hisfirst major orchestral
work, Meditations of Thomas Traherne (1968) was Butterley’ s response to writings of
Traherne (c.1638 - 1674), a 17" century Christian poet. In his program notes for this work
Butterley wrote of Traherne s spirituality:
His mysticism does not involve withdrawal from the world, but enjoyment of redity.
He sees man, God and nature as essentially related, and continually stresses the
infinite possibilities of man and nature, rather than their limitations. His confidence,
that (in the words of Blake) ‘if doors of perceptionwere cleansed, everything would
appear asitis... infinite,” is supported by his distinctive ability to recapture the
singleness and purity of vision of the child, with its wholehearted wonder at the very
existence of things.”’
Another mgjor orchestral work, From Sorrowing Earth, takesinspiration from the poetry of
Kathleen Raine - although itstitle is not directly from one of Raine’ s poems. Heincluded a
poem from her Selected Poems (1988) as an epigram in the score:
Polluted tide,
Desecrated earth destroyed:
Y et one green leaf opens for the heart
The shelter of agreat forest®
As already noted, the orchestral work on which heis currently working, Never this
sun, and never again this watcher, takesitstitle from a poem by Kathleen Raine.

Severa of hisworks have been inspired by the English Jesuit poet Gerald Manley Hopkins

(including Goldengrove for string orchestra), although he has not actually ever set any of

* Nigel Butterley, Word's Into Music: A Composer's Regponse to Poetry (Armidale,
University of New England:1999), 7-8.

>" Skinner, Compact Disc liner notes, 1995.
%% Raine, Selected Poems (Great Barrington, MA: Inner Traditions/ Lindisfarne Press
Book, 1988), 117.

17



Hopkins texts. Appended to the score of his Of Wood for cello is a quotation from the Hindu
Taittirya Brahmana: “Brahman was the wood, Brahman the tree from which they shaped
heaven and earth.”>®

The poetry is aso an important element in supplying the structure of a composition,
and Butterley notes that “ A very advantageous thing about setting words is tha the structureis
already suggested. Of course you can manipulateit. Y ou can have instrumental interludes or
not...”*®® He mentioned thisin the context of a discussion about the difference between
composing for voice and composing for orchestra. Writing for the voice “is much easier,” as
the structure is supplied. He also noted “| enjoy playing around with the words becauseit’s
much easier and enjoyable than writing music. | am becoming moreand more interesed in
wordsand | | ove my Shorter Oxford English Dictionary.”®

He traces this love of literature partly back to his childhood. Hisfather wasthe
secretary for the Australian English Society which promoted English literature.

My father’s study was afavorite place of mine because he had lots of books... | used to

love just sitting there and playing with books... | grew up with words and also

paintings because he was an amateur painter. We had lots of art books and things.

Words and music and art were just something | grew up with... They were just natural

to me.*?

His love of language has not translated to a desire to write poetry himself. The closest

he has come to writing for his own compositions was to make his own tranglations of two

poems by the famous poet of Tang China, Du Fu (Tu Fu) for his chora work, Spring Ending.

* Gyger, CD liner notes, 2001.
 Nigel Butterley, Interview by author, 2004.
® 1bid., 2004.

62 | bid., 2004.
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Unhappy with available translations, which either had “horrible English or were not true to the
text,” he made his own translation with the help of severd Chinese speakers and poets.”
Butterley’s Placein Australian Classical Music
Ford has described Butterley as, “the Third Man of Australian Musc... he belongsto
the generation of Peter Sculthorpe (b.1929) and David Meale (b. 1932) and yet for some
reason he is always mentioned last.”®
In another article Ford observes:
In the beginning there was Sculthorpe, Meale and Butteriey. The ‘beginning’ was
about 1963, and there was not much popular discrimination between these three
‘experimentalists, ‘avante-garde-ists', young Turks or whatever the description might
have been. Things then became clearer. Sculthorpe became ‘the voice of Australia'...
Meale... appeared to be the very model of a European avante-garde composer..and
[later] became overnight the champion of new romanticism.... Nigel Butterley on the
other had, has had a different problem: he never fitted-even superficially- into any
pigeonhole. Such isthe 20" century consumerism , that the inability to be categorised
leads to neglect. %
Nigel Butterley is not well-known outside of Australia. Thisis perhaps partly explained by
the demise of his Australian publisher, Albert and Sons. The reason may also be found in a
comment made in an interview:
For me, writingthe pieceis enough. | don’'t havethe time or the temperament to rush
around promoting my work. After it iswritten, I’m more interested in the next piece.
But | am worried that, while there are many notable exceptions, many Australian
musicians are not interested in performing Australian music. We need to have our

work included in both local performances and in the repertoire of touring groups.”®®

Of hisrole as an Australian compose he notes that:

8 |bid., 2004.
® Andrew Ford, "The Third Man," ABC Radio 24 Hours, June 2002, p. 98.
® Ford, 1993, 164.

% De Nardi, 1983, 17.

19



Nothing of my music makes any attempt to be Austrdian. It's something that | don’t
want to do deliberately just because | happen to be Australian.®’

In response to questions by Andrew Ford about his attitude to a“national identity” in music he
stated:

| am interested in and respect the new realization of the spiritual in aboriginal life, and

thisis something | would like to read more about. But | do not know any Aboriginal

people; | haven't really had any experience of Aborigina culture. 1t's not something |
would essentially feel a part of, whereas Europe is.®®

Butterley has been a composer for over fifty years, during which he has received
numerous awardsand commissions. Hehas grown and developed his craft as an individual,
generally choosing not to be associated with any single school of composition. He has been a
radio producer, ateacher, and a composer, and has seldom been able to be simply a composer.
He has not been a prolific composer due to the other demands on histime, and the fact that
composition is a time-consuming task for him.

Although Butterley is aregpected composer in Australia, he does not believe his
music currently has the support of the ABC, whose programming controls so much of the
classica music which the general publicin Austrdiahear. Thisis patly why he turned to
writing a composition for community orchestra® Although one of the ‘big three,” he has
failed to achieve the public recognition of either Sculthorpe or Mede. Hismusic is probably
the least instantly accessible, which is not a point of concern for Butterley. Hebelievesitis

more rewarding to listen to a piece several timesto understand it. Although that may be true,

the difficulties of getting a contemporary Australian work performed more than once are

" Unpublished interview by unknown, in Interviews with Australian Musicians (1986
- 1988), held by the Australian Music Center, 65.

% Ford, 1993, 165.

 Nigel Butterley, Interview by author, 2004.
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considerable. Anindication that there are some people interested in listening to Butterley
more than once is found in the release in 2001 of a compact disc containing a variety of

works by Butterley entitled There Came a Wind Like a Bugle.””

0 Nigel Butterley, There Came a Wind Like a Bugle, compact disc recording, Tall
Poppies TP 142, 2001.
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CHAPTER 2
AN OVERVIEW OF BUTTERLEY’S SOLO VOCAL WORKS
Butterley’s Earliest Works for Voice

Prior to studying with Priaulx Rainer Butterley wrote three works for voice and piano.
These were Three Serenades (1954), Six Blake songs (1956), and Child in Nature (1957).
Catherine Flaherty suggests that these early works show ‘both a conservative style... and the
formation of a more modern style influenced by the works of Benjamin Britten.”' She notes
however, that when looking for general characteristics in Butterley’s music, one should
always bear in mind Butterley’s words, ‘... everything I write needs to be different from what I
have written before.... Each work has its own identity...”

Three Serenades’

Flaherty states that Butterley considers Three Serenades for tenor and piano ‘more
original and more fresh musically than some of the works he wrote later.” She suggests this
is a consequence of ‘the power of the imagery suggested in Sacheverell Sitwell’s words.
These unique images inspired a new direction in Butterley’s style, whereas if the words were
in a more traditional vain, Butterley would initially consider a “Vaughan Williams [sort] of

999 4

style.

' Catherine Flaherty, Nigel Butterley's Vocal Music: a Study of Stylistic Development
(unpublished Bachelor of Arts Honors Thesis, University of New England, Australia, 1987),
9.

> Tbid. 9.

> Nigel Butterley, Three Serenades: for tenor and piano (St Leonard's, Australia:
Australian Music Center, 1990).

* Flaherty, 1987,10.
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She notes that the influence of Britten, whom Butterley at the time considered more modern,
is particularly evident in these songs. ° The poems are serenades number one, two, and five,
from ten poems entitled Serenades by Sacheverell Sitwell, published in The Hundred and one
Harlequins in 1922.

Sacheverell Sitwell (1897-1988), brother of Edith (1887-1964) and Osbert Sitwell
(1982-1969), was the youngest of the three sibling-poets. G.A. Cervasco, in his observations
of the three Sitwells, states that ‘Sacheverell, perhaps the most erudite of the three, followed
his own interest and wrote poetically insightful studies of music, art and architecture in a rich
and rhythmic prose,” the likes of which would always appeal to Butterley.

Flaherty notes that the influence of Britten’s folk song settings seems particularly
evident in these songs. She compares the style of these songs to Britten’s O Waly Waly,
‘where a concise musical idea is used in the accompaniment to emulate the overall mood or
atmosphere of the song, which may be described as a motivic ostinato pattern. This provides
a foundation upon which the words and melody are free to extend and develop.”

The use of a motivic ostinato pattern is an important characteristic of the cycle. Other
characteristics evident throughout the cycle include primarily syllabic setting of words, use of
melisma to emphasize or illustrate particular words or meaning, and primacy of speech
rhythms in the voice line resulting in the common use of triplets in the vocal line and frequent
changes in meter. The vocal line is often step wise, aiding the singer inexperienced with less

tonal music. Three Serenades is a short cycle of approximately 6 minutes.

> Ibid., 10.

% G.A. Cervasco, The Sitwells: Edith, Osbert, and Sacheverell (Boston: Twayne
Publishers, 1987).

7 Flaherty, 1987,10.
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1. “Sigh soft, sigh softly’
In this poem the poet appeals to various aspects of nature to be quiet, for Mellula to look from
her balcony, and then ‘My strings shall sing.’

Range: E, to F# 5

Average Range: G, to Dy

Tempo: Leggero J =c.54
2. ‘Answer again, you burning streams’
In this poem the poet seems to revel in the heat of fire and perhaps passion. This is a short,
somewhat declamatory song, with a considerable number of repeated notes. The vocal line
has a small range but a somewhat high fessitura for the tenor. The voice generally moves
stepwise.

Range: A, to Gg

Average Range: B, to Fj

Tempo: Maestoso J =c.60
3. ‘Low winds, soft light, and the crumbling waves’
This is most lyrical song in this cycle. The poet describes how the sights of the scene which
‘add a paradise to our kiss...” and the sounds of the scene combine, so that ‘this voice that
sings shall ease your fears.’

Range: Eb, to A,

Average Range: A, to E;

Tempo: Calmato J= c.56
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Six Blake Songs®

Six Blake Songs was written for baritone and piano in 1956 and revised in 1996. The

cycle is also published in an edition for mezzo soprano. Flaherty suggests that this cycle

shows evidence of the influence of Vaughan Williams, whom Butterley regarded as a more

traditional composer.” She does note, however, that Butterley did not hear Vaughan Williams’

settings of Blake, Ten Blake Settings for Voice and Oboe (1957) and Job (1930) until after he

had written his own Blake Songs.

In the introduction to the published editions of these songs Butterley states:

I was fortunate in being introduced to some of Blake’s poems at an early age. And |
remember being quite young - and rather astonished - when I learnt that Blake was a
great artist as well as a poet!

Later, choosing to set his poems to music, [ was no doubt stimulated by Britten’s
wonderful setting of The Sick Rose, in his Serenade for Tenor , Horn and Strings.

I can’t remember how I came to select these particular poems, but I did realize that the
first three, born of ‘experience’, needed a different approach from the others, poems of
‘innocence’, and that the settings were influenced respectively by Britten, and by
Warlock and Vaughan Williams.

The songs were written between July 1955 and January 1956. In revising them forty
years later I was careful to retain the style, to try and make them as I would have
written them at the time given a little more skill and experience. The vocal lines are
virtually unchanged, and much of the revision entails enharmonic changes and
simplified barring.

To Tirzah (c.1803) comes from Songs of Experience, and the Land of Dreams is from
the Pickering Manuscript of about the same date. To My Mirtle is found in Blake’s
Notebook, compiled about 1789-93. The Shepherd is on of the Songs of Innocence
(1789), and the final two poems come from Poetical Sketches, a collection of juvenlia
published in 1783.

¥ Nigel Butterley, Six Blake Songs for Baritone and Piano (Claremont: Hovea Music

Press, 1997).

’ Flaherty, 1987, 15.
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He also notes that, ‘the songs may be presented singly or in any grouping performers might
judge appropriate.’'

The piano accompaniment for these songs is homophonic. Stepwise motion in the
vocal line is even more evident than in Three Serenades. Repeated notes in the vocal line are
also common. Melisma is rarely used in this cycle. The vocal lines lie primarily in the lower
and middle range of the voice.

1. ‘To Tirzah’

Tirzah is the capital of the northern Kingdom of Israel. In other poems, Blake associates
Tirzah with the ‘heathen tribes of Amalek, Canaan, and Moeb and their cruelties.” Tirzahis
also one of the daughters of Zelophehad, who were allowed to inherit from him since he had

no sons. Here the poet, rejecting his mother for her cruelty, states:

The Death of Jesus set me free,
Then what have I to do with thee.

Range: B, to D,

Average Range: F; to C,

Tempo: pesante J =c.54
2. ‘To My Mirtle’ [sic.]
Here the poet asks the myrtle tree how he, sick and weary, should be bound to the beautiful
tree.

Range: Db;to Db,

Average Range: E; to B,

Tempo: Andante grazioso J =c.46

""Butterley, Six Blake Songs, ii.
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3. ‘The Land of Dreams’
In this poem a father wakes to ask his son why he weeps. The son describes seeing his mother
in the Land of Dreams, which caused him to weep for joy. He asks when he can return to this
land to see his mother again. The father says he too has wandered in the Land of Dreams, and
the child observes that the Land of Dreams is more desirable than being awake.

Range: A, to D,

Average Range: D; to A,

Tempo: Lento J= c.60
4. ‘The Shepherd’
This pastoral song describes the idyllic life of the Shepherd.

Range: B, to E,

Average Range: F; to C,

Tempo: Andante grazioso J=50
5. ‘To the Evening Star’
Here the poet speaks to the evening star calling on it to ‘light thy bright torch of love’ and to
spread its dew to protect many from the dangers of the oncoming night.

Range: B, to E,

Average Range: F, to C,

Tempo: Andante tranquillo J=356-63
6. ‘Love and Harmony Combine’
This poem describes the fruits of the intertwining of two souls.

Range: B, to F#,

Average Range: F; to D,
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Tempo: Allegro Giocoso J=c112
Child in Nature'

Child in Nature, for soprano and piano, consists of seven songs using poetry by Robin
Gurr (b.1934). It was completed in 1957. The poems are published as a set titled Child in
Nature in Gurr’s volume of poetry titled Song is @ Mirror.">  As in Three Serenades,
Butterley clearly relies on the use of motives in the accompaniment to set the tone of each
piece. Flaherty reports Butterley believed the text encouraged this technique ‘... because the
poems are short and they each evoke their own atmosphere, I think I was able to capture some
of that in the music...”"> Robin Gurr was a singing student and Butterley was her accompanist
when this cycle was written.
The cycle lasts about 11 minutes.
1. “The Child’
The first song begins with a playful canon in the piano. The voice, somewhat independent of
the accompaniment, describes the girl, seemingly careless in the outdoors. There is the
portent that all is not well, however, when the linear nature of the accompaniment is replaced
by chords.

Range: Eb , to Gb

Average Range: G, to Dy

Tempo: Leggero J =84

" Nigel Butterley, Child in Nature (St Leonards, Australia: Australian Music Center,
1957).

"2 Robin Gurr, Song is a Mirror (Sydney: Edwards& Shaw, 1963), 19-25.

" Flaherty, 1987, 20.
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2. ‘The Bird’
Throughout this song there is a rising motif suggesting the call of a bird. This repeated and
sometimes varied motif is only interrupted when the poet is ‘earth bound’ and seemingly
separated from the beauty of the bird’s song. The vocal line rises with the description of the
sun settled ‘on the spreading of his wing.’

Range: Db, to A

Average Range: B, to Fj

Tempo: Andante Gracioso =358
3. ‘Brown Jack’
This song describes the call of the ‘brown jack,” in which the poet hears ‘the pain of pityin
your song.” It is much more chordal than those preceding it. The dark harmonies suggest a
somber mood. A brown jack is probably a speckled warbler, also known as a ‘speckled jack.’

Range: Db , to G;

Average Range: F, to Dy

Tempo: Risoluto J=69
4. ‘Spider’s Web’
This song describes a spider web blown by the wind. A circular motif in this song suggests
the spinning of the web by the spider.

Range: E, to G,

Average Range: G, to E;

Tempo: Allegretto, Leggero J=160
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5. ‘The Cricket’
This song observes the sound of a cricket disturbing the sleeper’s dreams. A dream-like state
of the sleeper is suggested by a rising melodic pattern in the piano accompaniment. This is
interrupted by a simple flourish, introducing the noise of a cricket.

Range: D, to Gg

Average Range: G, to Dy

Tempo: Lento tranquillo J=a8
6. ‘The Wind and the Song’
This song describes wind as the bringer of ‘hurt for the hot heart, fire for the living,” and of
death. The voice begins and ends the song unaccompanied. When the piano enters it
provides support with rising and falling arched motifs.

Range: F, to G

Average Range: G, to D,

Tempo: Andante J =44
7. ‘A Dark Glow About Me’
The anticipation of death is the subject of this song. The song and the cycle conclude with the
statement, ‘Then I shall know that the twilight ends in darkness, and the shore slips forever
under the sea.” The accompaniment for this final song is chordal.

Range: D, to G

Average Range: G, to Dy

Tempo: Lento J =76
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Works for Unaccompanied Voice or Voice and Solo Instrument
Joseph and Mary'

In 1959 Butterley completed Joseph and Mary, a carol for voice and solo flute. It is
his only work for voice and single accompanying instrument other than the piano. The text is
from the seventeenth century, and tells the story of Joseph who married Mary, his ‘dearest
dear.” The words ‘dearest dear’ are repeated in connection with various people, and are used
finally to describe Jesus. Joseph and Mary was first performed by Australian soprano Marilyn
Richardson,"” who subsequently recorded Butterley’s Sometimes with One I Love, and for
whom he wrote The Woven Light. The voice setting for this work is primarily syllabic.
Melisma is used for the repetition of the words ‘dearest dear,” which highlights the centrality
of these words to the carol.

Range: Db, to Ab

Average Range: G, to E;

Tempo: Allegretto semplice

Song of Christ the Rock'®

Song of Christ the Rock was written for unaccompanied voice and was completed in

1962 while he was studying with Priaulx Rainer."” The current published edition was revised

in 1984. The text for the first half of the song is from Isaiah 28:16 and Romans 9:33, which

' Nigel Butterley, Joseph and Mary: Carol for Voice and Flute (Sydney: Albert &
Son Pty. Ltd., 1970).

' Flaherty, 1987, 27.

' Nigel Butterley, Song of Christ the Rock (Claremont, Western Australia: Hovea
Music Press, 2000).

' Flaherty, 1987, 30.
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speak of the ‘precious corner stone’ laid in Zion. The text for the second half of the song
comes from an American Shaker Hymn, Willow Tree, printed in Edward D. Andrews, The
Gift to be Simple, from a transcription made by Mary Hazard at Lebanon, New York. This
work was originally published beginning on D,. It is also published beginning on E,, Db,
and C;. A note with the D, edition states ‘This song should lie fairly low in the voice, and the
passages at “whoever believes on him...” should sound rather secretive.”®

The song is in two parts divided by the different sources of text. The sections are
separated by a pause over a half note rest. There is considerable use of melisma in this song to
add emphasis to particular words, and also when there are repeated words. The frequent use
of melisma suggests an ecstatic quality very much in fitting with the sentiments of the text.
Edition beginning on C,

Range: G#; to Eb

Average Range: C, to G,
Edition beginning on D,

Range: A#; to F;

Average Range: D, to A,
Edition beginning on Db,

Range: A5 to E;

Average Range: D, ,to Ab,
Edition beginning on E,

Range: C, to G,

Average Range: E, to B,

'8 Butterley, Song of Christ the Rock, 2000, 4.

32



Butterley also wrote two songs, Traveler’s Songs, for an ABC radio feature, with text
by Mango McCallum. These songs are not offered by the composer for sale or performance.
Works for Solo Voice and Instrumental Ensemble

Carmina"

Carmina (1968, revised 1990), for medium voice and wind quintet (Flute, Oboe,
Clarinet, Horn and Bassoon) was Butterley’s first work for voice and instrumental ensemble
and his first work in a language other than English.

Commissioned by the Australian Performing Rights Association (APRA), Butterley
said of this work:

The work is intended to be relaxed and lyrical, with no great philosophical
overtones - just four rather beautiful Latin poems about springtime, a little dog,
a salmon and the river Moselle...*
Butterley explained to Flaherty that his break from the use of texts in English fulfilled a desire
to set another language, with the sound of Latin being appealing.*'

The cycle uses the texts of four Latin poems. Interestingly, the titles of the songs are
in English, while the lyrics are in Latin. The instrumental lines for the songs use both
polyphony and homophony. The instrumentation tends to be sparse, and one instrumental line
often finishes as another begins. It is not uncommon for the voice to be unaccompanied or

accompanied by only one instrument. Vocal melisma is very common and again there are

frequent changes of meter.

" Nigel Butterley, Carmina, for medium voice and wind quintet. Composer's
autograph (St Leonards, Australia: Australian Music Center, 1990).

*% Flaherty, 1987, 35 -36.

' bid., 36.
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1. ‘I Feel that Winter has Gone’
Poet: Pentadius (C290 AD)
In this poem the poet observes nature now that Winter has given way to Spring. He describes
the blossoming of nature as the earth warms.
Range: A, to E;
Average Range: D, to B,
Tempo: Slow, starts J =c. 56 Rubato, Expressivo
2. ‘The Little Dog’
Poet: Luxorius (C500AD.)
Here the poet describes his puppy which is small, obedient and graceful.
Range: G; to Gg
Average Range: F, to C;
Tempo: Fast, ) =c. 112 Leggero
3. ‘A Salmon’
Poet: Ausonius (310 -395 AD)

This poem comes from Mosella, which Flaherty describes as Ausonius’s ‘most outstanding

work.”* Mosella is ‘among other things, a didactic poem and a travel poem, containing

comparisons, epyllia, catalogues of rivers and fish, ecphraseis, and perhaps a partly

ideological message.’”

In this excerpt the poet observes the salmon, noting its color and the beatings of its tail. He

* Ibid., 37.

* Vincent Hunink, ‘Review of Paul Driéger (trans.), Ausonius. Mosella.”. In Bryn
Mawr Classical Review 2002.11.12 (Accessed June 30 2004),
<http://ccat.sas.upenn.edu/bmcr/2002/2002-11-12 htmI>
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notes that the salmon will eventually be someone‘s dinner.
This song use aleatoric technique. The instructions for the song are:
[A] Voice independent of instruments. Freely, but no slower. Instruments repeat whole
segment in tempo until voice has finished, then clarinet leads into [B].
[C] Voice independent of instruments. Freely, but no slower. Instruments repeat whole
segment in tempo until voice has finished, then bassoon leads into [D].**
Range: A;to F# 5
Average Range: D, to A,
Tempo: Fast, J =76
4. ‘By the River in Spring’
Poet: Tiberianus (C335 AD)
The poet describes a river flowing through a grove. He describes the lushness of the scene
and the sounds of the birds.
Range: A, to F;
Average Range: E, to B,
Tempo: Rubato Expressivo J=c.56
Sometimes with One I love®
While not strictly written for solo voice, Sometimes with One I Love for soprano,

baritone, speaker, flute, clarinet, horn, two violoncellos and piano, is worth mentioning to

obtain a better overview of Butterley’s work. Butterley has characterized this work as one in

*Butterley, Carmina, 13.

*Butterley, Sometimes with One I Love. For soprano, baritone, male speaker and
sextet. Composer's autograph (Grosvenor Place, NSW: Australian Music Center, 1976).
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which he realized his fully-matured style*® Texts for this work come from the preface and
several poems of Walt Whitman’s Leaves of Grass (1855). > While the songs were written
to be performed as a whole, they may be performed individually as well.*® Walt Whitman’s
texts have inspired some of Butterley’s other compositions. Uttering Joyous Leaves (1981),
written for piano and commissioned by the Sydney Piano Competition, takes its title from a
Whitman poem. Butterley’s radiophonic work for actors and instruments, Watershore (1977)
uses texts by Whitman.*

This work has extremely lyrical moments as well as singing which approaches
sprechstimme. There is again careful attention to the rhythm of the words. The setting of
speech rhythms in the vocal line is at it clearest in the fifth song, where thereis a duet
between the speaker and the baritone, who sing and say the same words. The vocal line melds
seamlessly with the spoken line. Although the songs may be performed separately, the
motifs give a certain unity to the work as a whole.

Butterley’s Solo Work Between 1976 and 2003

The next three chapters will be devoted to a more thorough exploration of Butterley’s
song output after 1976. The first, The Owl, is Butterley’s first excursion into a somewhat
theatrical medium. Following the Owl, Butterley returned to a poet who inspires him, setting

six poems by Kathleen Raine for soprano and orchestra entitled 7he Woven Light. Finally I

*6 Flaherty, 1987, 44.

7 Tbid., 44.

* Ibid., 37.

* Elliot Gyger, There Came a Wind Like a Bugle: Chamber Music by Nigel Butterley.
Compact Disc liner notes, Tall Poppies TP 142, 2001.

36



will consider Butterley’s 1995 composition Frogs, where Butterley returns to the medium of

voice and piano.

37



CHAPTER 3
THE OWL
Introduction to The Owl

The Owl, for soprano, flute, clarinet, violin, cello, percussion and piano, is a
powerful semi-theatrical work which both in subject matter and musical characteristics is
typical of Butterley’s style. The Owl shows a woman discovering her identity and power
upon the death of her husband. The feminist theme which runs through this work, as a
woman rejects the expectations of the patriarchal world which so long has limited her and
embraces her own power and wisdom, is another example of Butterley’s clear interest in
feminism.

The general characteristics of Butterley’s vocal compositions described in chapter
one are found in this work. It is a challenging work for the singer to prepare and perform
because of those characteristics. The work is atonal, although there are moments of
lyricism. There are no key signatures. The rhythm is complex, with frequent changes of
meter and divisions of beats ranging from duplets and triplets to quintuplets and septuplets.
Often instruments and voice will have different divisions of a beat simultaneously. The
rhythm for the voice, while difficult, is very much based on speech rhythms. Where the
voice breaks away from this with held-notes and use of melisma, it is done to serve the text
and drama of the work. The use of motifs also serves to heighten both the musical
structure and the meaning of the text.

The vocal range of this work is Bb ; to A;.  For the majority of the work the vocal
line lies in the middle and lower part of the soprano range, with moments which venture

into the higher parts of the voice.
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After providing some background to the composition 7he Owl, this chapter will
look closely at the complex text which is the basis of the composition and the musical
aspects of the work which will help the singer prepare a dramatic interpretation. Finally
there will be a consideration of the challenges presented to singer preparing The Owl and a
brief summary of some of the previous performances of the work.

Instrumentation
The work is written for flute, clarinet, violin, cello, percussion and piano. Each player
except the cellist is required to play more than one instrument. A portion of the work

requires prepared piano. Example 1 provides instructions for the preparation of piano.

No specific pitch combinations are required from the
plano preparations; materials may be placed at the
discretion of the player. Where there are three strings to
a note, materials should be placed between strings one and
two as well as between strings two and three. Strings to be
prepared are as follows:

G = = = - == === =
- 3 . +ho afee o~ =
s L ¥
s T e

bolts sCrewvs combination of sCrews
) screvs, wood, felt

Example 1: The Owl, Notes, 1.
The pianist is also required to play the organ. The instructions for the organ read,
The ‘organ’ originally used was a small CASIO electronic keyboard. Any similar
instrument may be used. It should be small enough to be placed above the piano
Keyboard in front of the music stand.
The flute part requires flute, piccolo, and alto flute. The violin part uses viola. The
clarinet part requires a B flat and a bass clarinet. The percussion part requires marimba,

vibes, bass drum, 4 tom tom, bongos, 2 cymbals, 2 gongs, guiro, 2 wood blocks, 2 temple

blocks, chimes, crotale, glockenspiel, 2 maracas, and castanets.
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Background

The Owl was commissioned by the Seymour Group for their annual Opera and
Music Theatre program.' Stuart Challender, the group’s director from 1981 -1983,
commissioned Butterley to write a work for the group to perform with soprano Joan
Carden.” The intention was that the work have some theatrical potential.’ The text, an
extended poem, was provided by James McDonald. The story for the text was
McDonald’s. Butterley was involved with the text only at the stage of working to trim
away some of what he regarded as wordiness.* McDonald’s provisional title for the work
was The Woman Within however, they soon came to the agreement that The Owl would be
a more evocative title.’ In an interview prior to the work’s completion Butterley states:

It’s exciting to be writing for a great opera singer... She has a great dignity as an

artist and a wonderfully vulnerable, human quality particularly in the lower range of

her voice. I want to make a vehicle for her special qualities. Even more exciting is

the fact that she has never sung contemporary music before. This is certainly
contemporary... It hasn’t even been written yet.’

' The Seymour Group, with a core of seven members, specializes in the performance
of contemporary works. They collaborate with performers and organizations throughout
Australia. Since its formation in 1976, the Seymour Group has commissioned over 50
works.

* Joan Carden has appeared in opera and concerts throughout the world. She made
her debut at Covent Garden in 1974 singing Gilda in Rigoletto. In 1978 she made her debut
at the Metropolitan Opera singing Donna Anna in Don Giovanni. She was awarded the Order
of the British Empire in 1982 and the Order of Australia in 1998.

> Nigel Butterley, Email to the author, June 28, 2004.
* Nigel Butterley, Interview by author, 2004.
> Nigel Butterley, Email to the author, June 28, 2004.
% Nadine Amadio, ‘About Music with Nadine Amadio: New Work By Nigel

Butterley,” 24 Hours, August, 1983 16 - 17.
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The process of writing The Owl was not a totally satisfactory one for Butterley. He states
in a lecture about words and music:
The difficulties of this sort of collaboration are notorious, and in the end I found it
unsatisfactory to be using a text which is neither self-sufficient, a completed poem
or something that I could control as if it were my own.

In a discussion with the author, Butterley revealed that he encountered a major
difficulty finding a suitable librettist. Beginning in the 1960's he had been urged to write an
opera, but had not managed to find the right librettist for the endeavor. Butterley believed
he needed someone who would be able to create a structure for a theatrical piece.
Eventually he chose James McDonald as the librettist for his opera Lawrence Hargrave
Flying Home. Only in his twenties at the time, McDonald had been suggested to Butterley
by a mutual friend as a possible librettist for Lawrence Hargrave. Butterley felt that he
would be an appropriate co-creator because in addition to being a writer, McDonald had
worked in theater in Canberra. ‘I thought that it was essential that [ have someone with
some sort of experience and feeling for theater.... when I found someone who had some
theater experience and had ability with words I just sort of latched on to him.” When The
Owl project came up, while they were working on Lawrence Hargrave, they both felt it
was obvious that it would be good practice to do The Owl before the opera.®

Butterley describes the The Owl as ‘semi-theatrical.” ‘Rather than standing there

behind a music stand you could stand there and walk and do a few things like that, but it is

hardly a drama.” Joan Carden carried a candle on stage.

7 Nigel Butterley, Word's Into Music: A Composer's Response to Poetry (Armidale:
University of New England,1999), 10.

¥ Nigel Butterley, Interview by author, 2004.
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The Owl is not Butterley’s favorite work.

Looking back, I’'m not very keen on the libretto but the music that came out of'it

works... certainly the latter parts of it where the music is using Messiaen’s modes...

but I don’t think it sounds like Messiaen. I think that part is quite good. It’s not my
favorite piece of mine but people have done it and people like it but I certainly can
see the draw backs.

The Text

The Owl sets an extended poem in which a widow, confronted with the death of her
husband, finds a new sense of freedom rather than despair. Throughout her married life the
woman has conformed to societal expectations as a good wife to her husband. With the
death of her husband, the long-suppressed desire for independence rises to the surface. She
resents the patriarchal expectations of her husband, society, and the church. However, the
power that these expectations have exercised is not easily dismissed. Throughout the work
there is a battle between the ingrained response that is required by society and the primal
urge within her to fully express her true nature. Through this conflict we see her emotions
fluctuate. As she deals with these conflicting expectations she sees several visions which
are emblematic of her struggle. There are moments of extreme emotion and moments of
suppression of any real feeling. In the end her healed authentic self emerges whole and
complete.

The extended poem is divided into stanzas of various lengths. The length of the
poem and the work itself make it difficult to understand as whole without finding some
understanding of the smaller units within the whole. While neither McDonald nor
Butterley broke the work down into distinct and named sections it is useful for the singer to

do so in order to understand the unfolding drama of this work. I have therefore separated

the text into sections which reflect the different focuses of the widow through the work.
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While there are no headings or distinct breaks in McDonald’s text there are clearly points
where the widow’s mind shifts sharply from one image or thought to another. There is a
brief explanation of each section. I have named these different sections to reflect the focus
or sentiment of the section.

The Funeral

The black of burial

The other mourners

My partners in this dance of death
About the gravel of his grave.

I saw a face in the coffin

Contorted in content

A false smile

For behind him the gate was open
Wide for all to see.

And the black dog has begun to bark.

A good man.

A solid man.

Forthright Christian.

Peter the rock, the rock, the rock.

And I, I am the ruin

the rubble of his grave
A good wife.

A solid wife.

But I am the rubble .
The gravel of his grave.

The black scarab

Forging a fortress

Of caked, sun-cracked dung
Sapped of moisture.

Cold before he died.

So humble, faithful

So staid and predictable.

But the gate is wide open

The black dog barks

And others join, scenting blood.
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The Owl begins with a woman beside the grave of her dead husband. To the other
mourners at the funeral she plays the role of the grieving widow. He was © a good man. A
solid man forthright Christian. Peter the rock.” The allusion to Peter as ‘the rock’ is a
reference to Simon Peter, who Jesus named Peter (from the Greek Petros, meaning ‘rock’),
stating, ‘upon you I shall build my church.” This suggests the strong connection her
husband had to the church and to being seen as an upright Christian. However, inside she
is bitter about the relationship of twenty years which has made her ‘the rubble, the gravel
of his grave.’

The Confrontation
With your death I drew the first breath
in twenty wasted years.
The black facade assumed for your funeral.
fails to shroud my inner ecstacy.
I am flooded with freedom, sweet and clear
with solitude.

I glisten in your absence.

Oh my love, my love
How we hated, hated, hated.

You drowned me in sobriety
You laughed at my fantasies
At my fascination for the owl.
She addresses her husband directly, describing the freedom she experiences as a
result of his death. Released from the bonds of their relationship she feels free for the first
time. She reflects on how dismissive he was of her ‘fascination for the owl” which

symbolized so much to her. For her the owl was a symbol of freedom and wisdom which

she associates with the spirit of Athena.
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The Owl

The owl. The owl

Bird of Athens.

Spirit of Athena.

Proud Nocturnal.

So wise in mind

And fleet of feather.

Her eyes large and direct.

Her lids heavy with inner vision

Her soul brighter, brighter than ecstacy.

In mythology the owl is sometimes associated with the goddess Athena, daughter of Zeus
and Metis. Athena was not born but instead ‘sprang into being fully formed and fully
armed from the head of her father after Zeus had swallowed the pregnant Metis.”” A
warrior goddess, Athena never fell in love and remained a virgin. She was also a goddess
of peaceful crafts including cooking, spinning, and weaving. She passed into the Roman
pantheon as Minerva. She is particularly well known for her wisdom and courage. In
Greek mythology wisdom is also associated with cunning and craft.

The Candle

Yes Peter

I am now the owl

Alone in my room

With your strange witness -
This chapel candle

That I've yet to light.

I remember you holding it like a guilty child.

An apology for resisting my need for space
my sense of self.

It conjures up childhood.

And the muttered Hail Mary's

Full of grace ,the Lord is with thee

* Arthur Cotterell, 4 Dictionary of World Mythology (Oxford: Oxford University Press,
1983), 146.

45



Blessed is the fruit of thy womb
Blessed is the fruit of thy womb.

The widow is now ‘the owl,” a ‘strange witness’ to the scene of her husband’s body
in the chapel. By him is an unlit candle, which recalls for her the image of her husband
holding a candle, ‘like a guilty child, an apology for resisting my need for space, my sense
of self.” This image suggests her husband’s demand for physical intimacy when she had
no desire to reciprocate. The candle also serves to stir in the singer’s mind the memory of
Mass as a child and ‘the muttered “Hail Mary’s,”” a memory significant for its association
with her husband’s relation to the church. This recollection evokes a recitation of the chant
‘Blessed is the fruit of thy womb.’

The Ritual
Of thy womb, thy womb.
My womb, swollen, and ,fruitful
Beside my barren betrothed -
The puppet ,father.
The Rabbi presides a haze of grey beard.
He looks down through carrion eyes.
Pours water into earthenware.
Mixes a fist of dust from the tabernacle floor.
Yiten Adonai otach le-ala
Velishvua betoch amech
Betet Adonai et yerechech nofelet
Ve-et bitnech tsava.
From the vile vessel .
She is ordered to drink.
for guilt
The bitter water that causeth the curse
Will abort her tell-tale womb.
Yiten Adonai otach le-ala

Yiten Adonai otach le-ala.
But Joseph interposes -
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She is pure. She is pure.
Takes the mixture to drink for himself.
She is pure. She is pure. She is pure.

The image of the blessed womb is juxtaposed with her own womb. This evolves
to the image of a Rabbi performing a rite to establish whether a women has been
adulterous. She describes a rabbi who ‘looks down with carrion eyes’ and performs a ritual
which in Mosaic Judaism was called Sotah. It is a ritual of the ‘Faithless wife,’ to be
performed on a woman suspected of infidelity. The procedure is described in Numbers
5:11-33:

Then the Lord said to Moses, “Speak to the Israelites and say to them; ‘If a man’s
wife goes astray an is unfaithful to him by sleeping with another man, and this is
hidden from her husband and her impurity is undetected (since there is not witness
against her and she has not been caught in the act), and if feelings of jealousy come
over the husband and he suspects his wife is impure... Then he is to take is wife to
the priest....The priest shall bring her and have her stand before the Lord. Then he
shall take some holy water in a clay jar and put some dust from the tabernacle floor
into the water. After the priest has had the woman stand before the Lord, he shall
loosen her hair and place in her hand the reminder offering, the grain offering for
jealously, while he himself holds the bitter water that brings a curse. Then the
priest shall put the women under oath and say to her, “Ifno other man has slept
with you and you have not gone astray and become impure while married to your
husband, may this bitter water that brings the curse not harm you. But if you have
gone astray while married to your husband and you have defiled yourself by
sleeping with a man other than your husband” - here the priest is to put the woman
under the curse of the oath - “ may the Lord cause your people to curse and
denounce you when he causes your thigh to waste away and your abdomen to swell.
May this water that brings a curse enter your body also your abdomen swell and
your thigh waste away.” Then the woman is to say, “Amen. So be it...”"

As her vision unfolds, she interposes the Hebraic chant, using the words of the Rabbi.

Yiten Adonai otach le-ala
Velishvua betoch amech

Betet Adonai et yerechech nofelet
Ve-et bitnech tsava.

" Numbers 5:11-33, New International Version.
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This translates as ‘Lord make thee a curse and an oath among people, when the lord doth
make thy thigh to fall away, and thy belly to swell.’
Old testament ritual and Mary’s New Testament dilemma become intertwined as
Joseph states emphatically, ‘She is pure.” This mixture of New and Old Testament
allusions suggests Mary’s purity according to Old Testament rituals. Joseph protests
Mary’s innocence to those who may suggest she had been unfaithful to him.
A Realization

The bitter water that causeth the curse
Poisoned, poisoned the seed of love.

Peter, how many ulcers fed upon the hate
we harboured
Hate dressed as honour. A clean face
blank as whitewash.
But rest, rest, for I will not word the truth
to pit the plaster.
Our secret sleeps. How could I tell a daughter.
Blessed is the fruit of thy womb. My womb.

The New Testament image evolves to an understanding of the widow’s
relationship with her husband. She sings, ‘The bitter water that causeth the curse poisoned,
poisoned the seed of love.” Later in the work we learn that her only child was not her
husband’s child, but that her pregnancy was the reason for her marriage. ‘The poisoned
seed of love’ suggests that her husband knew that the child was not his, but that he always
protested her innocence to the world. Any love he initially may have held for her was
killed by the fact that he was not the father of her child. The bitter water, with its

concomitant jealously, has poisoned whatever seed of love may have existed early in their

relationship.
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The Seduction and Betrayal

Childhoods pass like seasons.

My daughter's, my own.

Once I lay in Paradise.

Eden, source of the four rivers
Flowing to replenish

North, East, South, West.

Landscape of childhoods, of the soul.
Innocence nestled in her sylvan bower
Beneath the Tree of Knowledge.

I lie beneath benevolent branches

Oblivious to the silent serpent

Who shares the Tree.

(The same snake that Mary treads underfoot -
Guards the fruit forbidden.)

Scales slide over bark

Worms infest the apple!

My bed becomes nettled

My rest disturbed.

He rears his serpent head.

To summon Adam, his shadow.
Threatening. Magnificent.

I am prey. They are hunter.

[ am innocence. [ am prey.
Vestal virgin deceived
Awaiting, to be taken

As a bud to flower.

Willingly I ride

The wild wind of desire.

Our bodies merge into foliage.
The wind murmurs and dies.

The body of Eve

Nailed to the Tree of Knowledge.
Crucified she cries, she cries.
Convicted carnal criminal.
Crucified she cries, she cries.

Blessed is the fruit.
Bruised, bruised is the fruit.
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Her mind then slips back to the innocence of her youth. She experiences visions of
Eden and paradise, oblivious to the threat posed to this innocence by the snake. She is
seduced at first willingly. “Willingly I ride the wild wind of desire. Our bodies merge into
foliage.” She realizes however that she is now defiled, a ‘carnal criminal.” She is prey to be
used by and discarded by her seducer. Again there is a mixture of Old and New Testament
images. ‘The body of Eve nailed to the Tree of Knowledge. Crucified she cries...’
Revenge

Was I pretty,

I suppose I was

Pretty enough to hide the bruise.
The prey pursues the hunter.
Peter-Menelaus

Snared in this web of golden hair.

I Played the role
Followed the path
Teased, tantalized.

I was hunter. He was prey
I stroked the flanks

Of the wooden horse,

To tantalize, to tempt.

Wooden panels, iron frame
Ominous in stature, size.
Grecian gift abandoned

At the impenetrable gates of Troy.
But I knew the secret

I saw a face through the panels.
Warriors waiting within.

I stroked the flanks

Of the wooden horse

To tease the men concealed.
Reveal yourself

Submit to my beauty.

She decides not to be the prey but to be the hunter. She describes how, she, the

victim, becomes the seducer and she uses her various feminine wiles to win the hand of her
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husband. There may be some connection here with the idea of cunning associated with the
wisdom of Athena. The singer alludes to Helen of Troy, ¢ I stroked the flanks of the
wooden horse to tantalize, to tempt.”'" She sees beyond the veneer of her husband and
appeals to his inner vanity and desire for conquest.

Understanding

Peter, I married for an honour imposed.

My downfall. Your triumph.

I should have faced disgrace to be a mother

And friend to my child within. -

Not wife to a corpse.

For twenty years we destroyed. We are one
with the blame.

But I have birth. You have death.

I am flooded with freedom, with ecstasy.

The gate is open. The chains lie broken.

She seduces and marries him. ‘My down fall. Your triumph.” Her pregnancy could have
meant disgrace. Marriage for her meant that she found a father for her child. As an
impotent man, by marrying her, Peter obtained a child. She recognizes the consequences
of her past decisions. She admits that they both share guilt in their loveless marriage... ‘“We
are one with the blame.” However, she also understands that she now has the opportunity
of freedom.
Reconciliation with Self

Over all things sleeping

The owl flies.

Above Eve nailed to the Tree.

Above Helen stroking the flanks.

Above Mary offered the bitter water.

The owl flies
Free, high, wise

"It is interesting to note that in Greek mythology Ulysses, who devised the strategy of
the Trojan horse, was a follower of Athena.
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Over all things sleeping.

I am the magical Morrigan
In her island of mystery.

I am the mystical Theresa
In her vision of ecstasy

I, I am Athena

The owl, the owl.

Free, high, wise.

I am wisdom

[ am majesty.

Freedom in my wings
Power in my breast.

I am Athena, the owl
With wisdom, with majesty.
Past inshadow

Future in sight.

The owl of freedom

The owl of Wisdom.

She turns to the owl who has been a presence throughout her life and who witnesses the
unfolding and repeating of history. The owl is above it all, ‘Free, high, wise.” Now free of
her husband she is free. She meditates on the image of the owl and believes she is now one
with the owl, ‘free, high and wise.’
The Text As Musical Drama

The ten sections which mark the different focuses of the widow are reflected in the
structure of the music. The instrumentation helps create the atmosphere in which the
singer finds herself both in reality and in her mind. Prior to the discussion of how the
music in each section reflects the drama of the text, are charts which break down some of
the musical characteristics of the work summarizing the changes in meter, tempo, vocal
registration, dynamics and instrumentation as the work unfolds. Following each chart is a
discussion of some of the more important elements for the singer to consider in

preparation for the dramatic interpretation of that section.
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Section 1 - The Funeral
The work opens bleakly with an oppressive atmosphere created by the pianissimo
introduction played by the clarinet, strings, percussion and piano. The funereal atmosphere
is created by the slow tempo, J=42 and dissonant chords created by the ensemble which

have very little sense of rhythmic or harmonic direction.

107

Example 2: The Owl, mm. 1-4.
In example 2 only in the first measure do the instruments coincide on the down beat. This
is the only time for the next ten bars that there is articulation of a note on the down beat.
Also, the rhythm of neither the piano nor the percussion coincides with the other
instruments. Together with irregular lengths of the held notes, this all helps create a lack of
rhythmic direction.
After ten measures of this static introduction the voice enters, describing the scene

of the burial over the chords which begin the work. The text setting is primarily syllabic,
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breaking into melisma for the words ‘mourners’ and ‘dance’
The melisma for ‘mourners’ suggests the wailing of mourning. The melisma of

‘dance’ suggests a rather contorted dance.
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Example 3: The Owl, mm. 13-15.
In example 3 the melisma for mourners is stepwise, reflecting the idea of a wail of
mourning. The melisma for the dance moves around considerably with some large leaps in
reflective of a somewhat contorted dance.

In the phrase ‘this dance of death about the gravel of his grave,’ the voice, arrives at
D,, relatively low in a soprano’s range, and repeats this note for the rest of the phrase,
suggesting an emptiness and lack of emotion. There is no movement forward but a static
dullness in the vocal line. Over the voice the flute plays a melody which anticipates the
vocal line for the third mention of the ‘gravel of his grave’ in measure 46 (example 10).
The flute motif is marked in the red box in example 4 and accompanies the voice as it sings
‘about the gravel of his grave.’

This static moment for the singer is interrupted as the flute quickly rises from a
register low in its range to the highest octave of its range, climaxing with repeated E,
(example 4). There is a poco acelerando and in measure 18 a new faster tempo, J=60.
This sudden flourish suggests a sudden thought or vision which strikes the singer. She

sings ‘I saw a face through the coffin, contorted incontent.” The flute, clarinet, and viola
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accompany this phrase in stark rhythmic chords which recall the sound of an alarm.

(example 4, mm18-19). This creates a sense of stress and anxiety, almost to a point of

foreboding.
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Example 4: The Owl, mm. 16-19

From its entrance the voice remains in the lower and middle vocal range. This again

indicates perhaps numbness in the singer. With mention of ‘the face in the coffin’ the

vocal line moves a little higher, and the vocal line begins to include larger intervals as a

greater sense of distress seems to overtake the singer. Two intervals of a ninth occur as

she describes his face as ‘contorted incontent.” The most dramatic ninth occurs as she

describes why his face holds a ‘false smile,” because ‘behind him the gate is open wide.’
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There is word painting in this wide jump to an A;. This is also the highest point of the

vocal line up to this point in the work, suggesting the singer’s heightened emotion.
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Example 5: The Owl, mm. 24-25.
In example 5 the intervals increase in size before a final leap to As.
The bongos enter when the singer hears a black dog barking in the distance.

Subsequently, whenever the dogs are mentioned the bongos also play, perhaps suggesting a

quickening of the heart rhythm for fear of the dogs.
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Example 6: The Owl, mm. 26-27.
In example 6 the bongos appear above the voice as she sings of the dogs beginning to bark.
The complexity of the rhythm with triplets in the voice and bongos against quadruplets in

the piano, is made all the more difficult by the frequent use of rests which offset the thythm

€vEen more.
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The singer, however, gets control of her emotions. This is suggested by the
recurrence in measures 30-33 of the static chords heard in the opening measures. It is as if
she sublimates her anger and stress by pushing them deep within.
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Example 7: The Owl, mm. 28-31.
The similarities of example 7 to example 8, include the instrumentation, lack of harmonic
rhythm and use of dissonance.

Accompanied only by a sustained chord in the organ, she recalls the words said
about her husband, ‘A good man, a solid man, forthright Christian, Peter the Rock,’
(example 8). She sings this within the narrow range of a third. There is a sense of gaining
control of her emotions by a mantric repetition of what they have said to her, and of what
she knows she is expected to think. The instruments break in on this restraint, however,
when they enter forte with arpeggios rhythmically in unison. The contour of the last three
notes in each of the flourishes of the flute, clarinet and viola is similar to the contour of the
vocal line for ‘open wide’ in measure 20. This suggests a shift in the mind of the singer
back to distress and her control is broken. She repeats ‘the rock,’ but this time the vocal

line includes a leap of a tenth, the largest leap in the vocal line to this point in the work.
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Example 8: The Owl, mm. 33-37.

60



In example 8 the accompanying instruments appear suddenly and briefly for a single
measure.

Rebelling against societal expectations of her reaction to her husband’s death she
sings, ‘and I,” starting on an Eb , yet her energy dies and she falls from this note to return
to the repeated notes on a D, as she states ‘I am the ruin, the rubble of his grave.” The
voice is this time accompanied by the viola with a varnation of the melody of the flute
accompaniment of the same words in measures 16-17 (see example 4). The variation

however, is higher and contains larger intervals than the motif played by the flute.
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Example 9: The Owl, mm. 36-42 (compare with example 4, mm 16-19).
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The motif in the viola is outline in red. The voice returns to D, in example 9. This
suggests the rising emotions which the singer is still trying to keep under control. There is
clearly a primal struggle occurring in this woman’s soul, a struggle between her demands
on herself to meet the expectations of society, and her desire to be true to the unleashing of
her own surging emotions.

Symbolic of the widow reigning in her emotions, she returns to the statement of
what people expect of her, ‘A good wife, a solid wife.” The notes for this phrase are a
transposition of those for the phrase, ‘a good man, a solid man,’( compare example 9 with
the example below) as though this were the repetition of a mantra that has been part of her

psyche for the many years of her marriage.
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Example 10: The Owl, mm. 42-46.

Her control over her emotions does not last long, however, as a sudden leap of a
ninth introduces the phrase ‘But I am the rubble, the gravel of his grave.” The singer now
uses the motif that has accompanied the ‘gravel of his grave’ in measures 16-17 and 41-41
( Examples 4 and 9). This time she is accompanied only by a single note in the viola.
Changing the vocal line for this phrase from using a dull repetition on D, to using the motif
that accompanied the previous statements, suggests that she is allowing herself to listen to
her inner voices which are calling her to break free of the bonds of meeting the
expectations of others. She is beginning to appreciate the impact of her husband’s death on

her emotions. She is no longer an automaton. The pianissimo marking of this phrase

62



suggests that the widow is still tentative about recognizing her own real feelings.

The widow compares her husband with a scarab, ‘forging a fortress of caked sun-
cracked dung, sapped of moisture cold before he died.” The association with the scarab, an
insect which feeds on dung, clearly shows her disdain for her husband. But she again
controls her emotions singing ‘so humble , faithful” with another transposition of the
melodic motif employed for ‘a good man’(example 8). She seems to be starting the
mantra again; however, even more quickly she eschews the notes representative of
previous mantras by stating critically, beginning forte and in a higher register ‘so staid and
predictable.” As with previous recitations of the mantra she is accompanied only by a chord

in the organ.
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Example 11: The Owl, m. 55.

In example 11 the use of the low register in the voice during the first phrase
contrasts with the upper middle register forte outburst of ‘so staid and predictable.” After
this statement the flute, clarinet and viola break in quickly-rising lines, (example 12),
which takes them high in their ranges, and mark her return to a state of agitation. In
example 12 the instruments enter forte and quickly rise to high repeated notes.

Again she observes that the gate is open wide and the bongos signal a return of the

barking dog, (example 13). Her anxiety level rises.
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Example 13: The Owl, mm. 60-63.
The vocal line describing the barking dog slightly example 13 than for the earlier
description of the barking dog in example 6. The may also suggest a heightening of
emotion in the widow. In both examples the rhythm of the bongos is present.
This section concludes with the instruments playing chords reminiscent of the

opening measures of the work, but this time the note values are much shorter and there is a
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greater sense of rhythmic direction. In example 14, not only is duration of the notes
decreased, but the tempo is increased from " = 42 in the opening measures to " =52 in
measure 64. By alluding to the opening bars, but having a greater sense of urgency and
direction, we see that the singer has moved beyond the dullness of mind which marked the

beginning of this work. This marks the end of the first section of the work.

Example 14: The Owl, mm. 64-67.

Section 2 - The Confrontation

The second section of the work overlaps slightly with the first. It begins with solo
piano rising from low in the bass to C<g (example 15). This marks a new stage in the
widow’s psychological development. She moves from observation of the scene around her
to directly addressing her husband. She is no longer trying to repress her instincts, and
instead communicates her true feelings free from the filter of society’s expectations. The
rising line in the piano suggest the blossoming of an inner strength from deep within the
singer. There is a sense of confidence as she sings accompanied only by the piano, ‘With
your death I draw the first breath in 25 years. This black facade assumed for your funeral

fails to shroud my inner ecstacy. | am flooded with freedom.’
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Melismas are used to enhance the meaning of such words as ‘ecstasy’, ‘flooded’
and ‘freedom,’ as she exults in the freedom which her husband’s death has brought her.
The melisma used in measures 76-78 in example 15 is an example of the extended melisma
used several times in this section.

The climax of these emotions occurs as she leaps to As, the highest note in the
work, ‘I glisten with your absence’. Word painting is evident as the voice lingers on this
note and alternates between AS and G5 to suggest ‘glistening.” The word ‘absence’ is
unaccompanied and followed by several beats of silence. The singer is alone. There is a

sense of power in the silence (example 16).

, | e | )

. - - o £ b
Wik oy 7
i. _ ) iR *!E J. ! ) I-I -+
- s T ) e ==
T OFk | LTT
'E “ e | g, e e et =k e
e e =
} =

A e o'

' ' ' = ===
|_drous te = beak Mﬁwuﬂ:m. TN | Uk focade «u-——nd.fuao:d -.ln:l;mm.

pay U —1

) L
= ;"%

.

Sy o 3 s R
171. 1§
3 3 '

= o= T -, s 2

L = = et — > H-} . =
— PR C‘- . ’+M-Y'

o Pr b tee | Cfree £t e |
= 3 LHLL __=4$=‘=' s sl | 51 12 =
LR T me i I'TLU”v N L. .H i

== = =

7 v v
-

Example 15: The Owl, mm. 68-78.
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Example 16: The Owl mm. 85-87.

Quietly she talks almost fondly to her husband, singing pianissimo, ‘Oh my love,
my love’ all on repeated A4. However, her demeanor quickly changes as she continues
fortissimo, ‘how we hated , hated, hated.” For this phrase she is accompanied by the solo
violin.

She accuses him, ‘you laughed at my fantasies, at my fascination for the owl’
accompanied by the solo cello. There is a diminuendo from the forte of ‘you laughed’ to
the piano of ‘my fascination with the owl.” There is a sense even now that she is not able
to defy her husband confidently. She retreats inward.

Section 3 - The Owl

The clarinet, motif using an octave leap motif, heralds the owl and, with it, a new
section of the work. This motive suggests perhaps the hooting of the owl. The clarinet
‘owl” motif in example 16 is enclosed in a red box.

Example 17 illustrates the beginning of a section which has no meter, as the singer,
in an almost trance-like state, muses on the owl. The clarinet, piano and the tubular bells
for this section are free from the tempo and rhythm of the voice. Three bars of material are

to be repeated freely until the voice has finished the sections meditation.

68



(2204 ]02) 90104 S uIAURdWOdOR
"[993 A1ojesiaoidu] dd - uI[ SULIBOS YIIM SISJUD O[[9D) Y3y "Ko®1S09
ooxy & sey Jowdug, ONUNUOd SJUSWINISUI SNOIAIJ | 03 SeSLI MO uey) »IYILIq ‘193Y31q nos - | €01
UOTSIA JOUUT 1M AABSY SPI] 10
. 3uye9y [eu0) Aue noyym "J9211p pue BI1e] ok JoH
pue ‘9[qissod se oy1-3uos pue you “IOU)eRJ JO 193} puy
se ‘soruoydnnu MO] 2911} SIS00YD PUIU UI 3SIM 0S
-ooed dd | 10ke]q, 1ouLie[d oy ur soruoydnniy (9910A) ‘[BUINIOON pnoid
umo je pasdoid “(8y 0= C (09 BUAYIY JO JuIdg
0] 9[qe ‘WOPIAIJ JO dd A19214 - s[[oq [eqn) ur spIoy)) J[pprw pauonuaut 0= .ﬁv ‘SUAYIY Jo pug
[99] Sey UuoneIPIN d ‘JNOW Jeq 99IY) SANUTUOD OUBIJ pue mo | onuvudp ou Apoo1y | 1030w ou Mmooyl mooyL | zol
(0¥ 2 =) Aea14
- UOTII3S JX2U 2} YSNOIY) SNUNUOD
M0 [TIM YOTYM 07DU11SO SUISAq OUBIg
) UO UOHRIPIW
pu093s 18 06T “JouLIe[d Ul
aInseaw ur pajeadar dea] 2AL)00 - M0 21} Jo dATIOW 1)
ST JIjoW SIY ], ddd | 1edy om MO 3} JO UOIIUAW A} JY 001
SUONBAIISqO ImMXId]  sdrweulq uonvjudIWNISUY REIN KEMN | sotmeulq odwa] IR IXaL JaquinN
‘ysuy jsuy [ed0A [B20A AINSBIA

[MQ Y L- € uon»s ¢ 3[qe L

69



— | N )
'ﬁ_ ; = = ==
~ ":\, 1 Il B
e I ) : [ - *
(4 1 - T " 2 3 f
S =5 P e &
- , ] 4
o = i
. | | -
Ve |
I P R ——
_ . » it ‘Fu\g(J:»C-‘") T;‘\w'nlrbc“s (r'fﬂ*u\u,'muv\he) l |
e B ie T
Freely (1=Co) i
[ R _ A hal 3
“u # B | E;‘r—-l LA x = =
— & — 17 7 >
o The owl, He owl,  tud \J\.l} Atteus _gl;u‘--'& of A-the —na |
===
- 1 ’
LX)
r freely(d=c ‘o
—— ““?!'.:—’E 2) ! A I : | ] L
e oW aa = % e =]
W cWeores Intee tow Fﬁm"?ﬁ%ﬁs TERaRd Gong-Tika aF gosti BT,
a ond without any fona\ "FQG,\‘\&Q.

Example 17: The Owl, mm. 100-102.

In this section three bars of material are to be repeated freely until the voice has

finished her meditation. The clarinet ‘chooses three low multiphonics, as rich and gong-

like as possible, and without any tonal feeling.” The independence of the vocal line from

the instrumental lines reflects the widows release from having to comply with demands of

others. The singer briefly describes the owl. The vocal line as she sings ‘the owl, the owl’

provides a melodic motif which will return later in the work during another meditation on

the owl (example 36, mm.290 -294).

Initially the word setting of the description is primarily syllabic and in the lower and

middle part of the singer’s range. As she describes the soul of the owl, the singer moves to

the higher part of her range and there is greater use of melisma, which suggests an ecstatic

quality to the description. These melismas suggest the soaring owl as it circles and glides.
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Example 18: The Owl, m. 103.
In example 18 there is a continued lack of meter as the voice sings in an extended soaring
melisma. The clarinet and piano each continue their own independent obligato throughout
this example.
Section 4 - The Candle

When she again talks to her husband Peter she, accompanied initially by cello and
viola, recalls the image of his holding the candle ‘like a guilty child.” Her remembrance
gives way to a chanting of ‘Hail Mary, full of grace, blessed is the fruit of thy womb’ on
repeated C,'s. Once again this chant on repetitive low notes, C,, suggests her attempt to
maintain control over her swelling emotions. In its lower range a flute obligato, ‘freely-

2

independent of the voice,”"” accompanies the chant.

2 Butterley, The Owl, 15.
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Example 19: The Owl, mm. 120-121.

In example 19 the voice and flute (marked in red) are again free of a meter and
independent of each other and a sustained chord in the organ plays underneath.

The spell is broken by a sudden fortissimo entry from all the instruments,
accentuated by a fortissimo pizzicato from the drum and block. Once again something
snaps inside of her. Beginning on G she exclaims, ‘My womb, swollen and fruitful beside
my barren betrothed, the puppet father,” (example 20). The instruments accompany the
singer with jagged lines, perhaps indicating the turmoil within the widow. In measure 121
of example 20 the singer is forte and the instruments are fortissimo as they rise to their
higher registers. This is a tremendous contrast to the controlled chant low in the voice

seen example 19.
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Example 20: The Owl, mm. 121-124.
Section 5 - The Ritual

A new image bursts forth for the singer. The vocal line rises and falls reflecting
her conflicted state, and she envisions a scene of the Rabbi performing the Sotah ritual.
The description of the rite is initially accompanied by the instruments playing in their
middle and upper ranges. From a description of the rabbi’s action she turns to quoting the
rabbi and sings the Hebrew chant forte, primarily in the middle and upper register of the
voice. The chant is accompanied by an obligato in the piccolo, which is a transposed
variation of the flute obl/igato which accompanied the chanted ‘Hail Mary’s’ in measure
120 (example 19). This obligato is more than an octave higher than its first occurrence.
This Hebraic chant is far more disturbing to the widow. In example 21 the piccolo obligato
over the chant is metered, unlike the flute obligato of example 19. The vocal line is also in

a higher register in this example
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Example 21: The Owl, mm. 132-136.

She describes more of the ritual and then returns to the chant, again accompanied
by an obligato in the piccolo, this time lower than the previous piccolo obligato. The singer
sings the chant pianissimo on its second occurrence.

Throughout the description of the rite, up to the conclusion of the second chant, in
measures 126 to 144 the drums play their own rhythmic obligato, (example 19). The notes

for the full score state:

Bars 126-144: the main temp (J= 48) may be rubato, but the drum tempo ( = 54)
should remain constant. Synchronization is not necessary. In bar 144 crotchet

[quarter note] beats may be added (on the higher drum) if necessary, or beats may
be deleted."

The conclusion of the second chant brings a forte flourish in the drums and return to the
jagged, fragmented instrumental lines that preceded the description of the rite. The singer

continues with a harsh accompaniment, ‘Joseph interposes, she is pure.” For each repetition

1 Butterley, The Owl, notes page, unnumbered.
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of ‘she is pure,” the vocal line rises to G#  and then dies away from the high note on a
descending slur. Joseph’s final affirmation of Mary’s purity however, remains in the lower

part of her voice and only rises to B, before falling away in a descending slur.
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Example 22: The Owl, mm 152-156.

In this example the initial higher statements of ‘she is pure’ contrast with the final
lower statement with the voice falling away with each utterance. The descending slurs
from high notes together with the placement of the final statement lower in the voice may
be reflective of the widows’s knowledge that in fact the child does not belong to her
husband. True to her conflicted state, she is feels guilt even as she pleads her innocence.

Section 6 - A Realization

There is silence before the widow sings unaccompanied, ‘The bitter water that
causes the curse poisoned the seed of love.” The silence around the voice in example 23
perhaps indicates a realization within the woman, separate from the other voices and
expectations, that she may bear some culpability in the relationship. The tempo is slowed
to J= 54 and her agitation lessens as the singer, accompanied only by the piano, addresses
her husband Peter about the hate, masquerading as honor, which he harbored for her. The
vocal line stays within the lower and middle range of the singer, reflecting a calmness that

has overtaken her.
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Example 23: The Owl, mm. 156-159.
While recognizing the deep division in their relationship she tells him to rest in the

knowledge that she will not tell their daughter that he is not her father.
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Example 24: The Owl, mm. 162-163.
The middle range of the vocal line in example 24 is typical of the vocal line during this

section.
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She then returns to her chant on a repeated C,, ‘Blessed is the fruit of thy womb.’
She concludes this chant with ‘My womb’ but this time, rather than the emotional outburst
of measure 121 which begins on G, (example 20) she begins on A, with a transposition of

the melody of'the earlier outburst.
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Example 25: The Owl, mm. 171-172.
In examples 25 and 19 the singer chants on repeated C,'s. Example 25 contrasts however,
with example 20, in the setting of ‘my womb.” In the example 20 there is a forte outburst
high in the singer’s vocal range. In example 25 there is a lower, less angry statement of
‘my womb.” Her attainment of some measure of calm completes another stage in the
singer’s journey through the work.
Section 7 - The Betrayal and Seduction

An instrumental interlude creates a completely different mood. The vibraphone
enters first, followed by alto flute, cello and violin. Each instrument develops and varies its
own motif, seemingly independent of each other. The motifs often have combinations of
triplets, quintuplets, and even septuplets. The strings for the first part of this section are
playing artificial harmonics. Combined with the use of the vibraphone, this creates an
ethereal sound. There is no sense of a down beat. The articulation of a note on the first
beat of the bar is very rare. While the instrumentation appears rather dense the dynamic for

all the instruments is pianissimo.
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Example 26: The Owl mm. 173-177.

In example 26 the seeming rhythmic and melodic independence of each
instrumental line is evident

A new vision appears. She recalls her youth and how she once lay in Paradise.
The paradise she describes is Eden, ‘source of the four rivers flowing to replenish North,
South, East and West.” She was ‘innocence nestled in her sylvan bower beneath the tree of
knowledge,’ oblivious to the snake which will bring her downfall. There is a sense of
serenity and stasis as the singer revels in this Paradise.

However, at the mention of the ‘silent serpent who shares the tree’ the clarinet
enters with a slowly rising and falling line like a snake slithering. The entrance of the
clarinet is marked in red in example 27. In measure 190 the tempo increases. In measure
191 the vibraphone is replaced by castanets. The strings cease using artificial harmonics.
The peace of the vision of Paradise gives way to a agitation and a sense of foreboding.

The rhythmic and melodic independence of the other instrumental lines continues.
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Example 27: The Owl mm. 187-192.

The agitation in the orchestra increases with the each of the instruments playing
fast rising and falling fragments, (example 28). The voice describes the intrusion ‘He rears
his serpent head to summon Adam his shadow. Threatening. Magnificent.” In example 28
the rising and falling contours of both the instrumental and vocal lines is apparent.

As she sings ‘I am Prey and they are hunter.” The anxiety of the singer is reflected
by her high registration, singing between F# ; and A;. The agitation in both the voice and

accompaniment subsides as she sings ‘willingly I ride the wild wind of desire.” The vocal
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line descends to Bb 3 as she sings piano, ‘the wind murmurs and dies,’(measures 204-205
in example 29).

The surrender suggested by this quietness is broken by fortissimo chords
accompanying a fortissimo vocal outburst, * The body of Eve nailed to the tree of
knowledge.” (example 29: mm. 205 -206 ) There may have been surrender and submission
during her youth, but now the singer recognizes her rage at what happened. She evokes the
image of the Christa rather than the Christus of her youth. There is a contrast between the
two textures in the ensemble. The initial outburst and the statement ‘convicted carnal
criminal are accompanied by dissonant fortissimo chords in the piano and strings.

‘Crucified she cries’ is accompanied by less strident mezzo forte lines in the flute and

clarinet
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Example 28: The Owl mm. 194-195.

85



h Tenro

=545

—3— — = (J‘-w) !
T NS % AN ST T
e =20 e v m 3 —
: - E i' -
Pt P ey =3 iy —im
" A Y ']
F3EF jj' o= T —n
. - IBbe | beb, bz [
1 . = -
= # N —)S‘:\::l—' —t—
“ee =3 E L . 3
v ,P/’ ¥ ¥ ) : 3;% ! =5
JJ‘ R s ol cunt QPR U oA}
= ==
. T
— P11 bl = = T i —i— 41y hrh
R et 2 === === = =
ikl i e e Sie Our bodiss wirge by flinge. T wid emors JH " ,,“‘ by of EBve nailed ot
=t = £ +1 the b
et —— e
P\_‘\N_O —"y— AR P v P
't‘%—;‘_—"—ry#ﬁtl\czgﬁ:;;%‘ "§—J L f ,-j‘ﬁf-c.tit i oy ¢ _
== F T 7
l ' —y— '41"" t"’,,.n_y-—h._;_.
Example 29: The Owl mm. 203-206.
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Example 30: The Owl mm. 207-211.

Example 30 demonstrate the contrasting textures accompanying the voice in this section.
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As she sings her final ‘Crucified she cries’ her agitation seems to subside as she
sings, ‘Blessed is the fruit, Bruised, Bruised is the fruit.” Repeated notes on C, accompany
a return of this phrase. Again she is gaining control of her emotions and returning to the
trance-like state which gives her some relief from the tremendous passions which threaten
to engulf her. Melisma is used only on the word ‘bruised’ suggesting the realization of her
woundedness after so many years of subjugation. She is no longer ‘pure.” She sublimates

the feelings this may evoke, returning to C,.
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Example 31: The Owl, mm 214-217.

Example 31 is the third time she returns to C, and to her chant. Examples 19 and 25
are the first two occurences of the chant.
Section 8 - Revenge

A solo in the viola leads into and accompanies the singer’s somewhat detached
musing, ‘Was I pretty, [ suppose [ was. Pretty enough to hide the bruise.” Her detachment
ceases as she describes how the prey became the hunter and she won the hand of her
husband. The tempo accelerates to J=120. The use of short motifs and single notes, both
staccato and marcato, in the instrumental ensemble suggest drive and determination.
There is no lyricism in the accompaniment. This underscores the lack of love she feels as
she manipulates her husband into marriage. The use of bongos and temple blocks also help

to create the sense of heightened tension.
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The singer first sings forte and higher in the voice ‘I was hunter, he was prey.” She
moves to mezzo piano at one stage when she is describing the ‘wooden panels, iron frame,’
reflecting the way she achieved her conquest, through persuasion, not force. However, her
anger comes out as she returns to forte as she sings of her tactics. Her drive however,
suddenly halts after she sings ‘submit to my beauty,” the clarinet plays a simple 7" leap

down to a sustained C4, (measure 256 of example 32).
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Example 32: The Owl mm. 255-260.
In measure 258 of example 32, the beginning of section nine, focus again turns to the

husband. The piano is now the single accompanying instrument, as the widow addresses

her husband.
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Section 9 - Understanding
The pace and agitation subside as the tempo slows to J=354. Juxtaposed against the
high emotions of the previous section , we see the widow speak quietly and directly to

Peter, (example 33). Her first sentence is unaccompanied.
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Example 33: The Owl, mm. 256-260.
There is a sense that with expression of her revenge in the previous section she is able to
step aside from the anger. The viola then joins as she sings ‘My downfall, your triumph.’
Unaccompanied she sings pianissimo on repeated D,, ‘Not wife to a corpse.’

The piano accompanies her final statements to her husband, as she realizes they ‘are
one with the blame.” Following this statement on a repeated C, in the voice, the piano
repeats the material from measure 69-71( example 15), from the second section of the work
where the widow is also directly addressing her husband. The piano continues a rhapsodic
accompaniment of the singer as she exults again in her freedom and ecstacy. Measures
69-81 mark the first point in the work where the widow realized the freedom that comes
with the death of her husband. Both the vocal and piano lines in measures 268-282 quote
from material in the earlier section. Example 34 and example 15 have many similarities of
both vocal melodic line and piano accompaniment. The text is a variation of the text in the

section two. The vocal line of extended melisma for the words ‘flooded,” ‘freedom,’ and
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‘ecstacy’ is the same. The order in which these words appear however, is changed. This

section is a confirmation that the singer is liberated from her husband and from the things

which would hold her back. With the words, ‘the gate is open. The chains lie open,’ she

achieves resolution. She is free.
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Example 34: The Owl mm. 265-280.
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Section 10 - Reconciliation with Self.
A triumphant and celebratory duet of viola and cello follows, quoting and varying

material from earlier in the vocal line in which the singer was first describing the owl and
her fascination with it. An example of the use of quotation is found in measures 286-288
where the viola employs a transposition of the vocal line of measure 103 for the word

‘brighter,” (compare the boxed viola part in example 35 with example 18).
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Example 35: The Owl mm.282-290.

The duet shown in example 35, which suggests a surge of joy, leads into a
meditation on the owl and singer’s connectedness with this powerful being. The
meditation, the concluding section of this work, is introduced by the same simple motif
used when the owl was first mentioned in measures 99-100 (example 17), an octave leap in
the clarinet. The piano and the tubular bells, the only instruments to accompany the singer
in her first meditation on the owl, begin with the same motifs that they played throughout
the first meditation. This time they only use this material for three bars before it merges

and continues to evolve entire ensemble. Before the singer begins to articulate her
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feelings, the cello quotes from the first mention of the owl in the vocal line in section 3,

measurel 02, (example 17). It is as if the cello is her inner voice which sings ‘the owl, the

owl” which causes the singer to respond ‘Over all things sleeping the owl flies.’
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Example 36: The Owl, mm. 290-294.

As if resolving the images which have so disturbed her through this monodrama,

she sings ‘that owl has seen Eve nailed to the tree of knowledge, Helen using the wiles of

seduction, and Mary on trial.

> For each reference, the vocal line employs a variation of

material used earlier in the work to recall the same image.
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kbowt Eve  nailed ﬂh'ﬁu.-]

Abeve it stea-bigls fiomks,  Abeve  Hoery fad b ke

Example 37: The Owl, mm. 296-298.

Example 37 shows the vocal line for this final section. In the following three examples

from earlier in the work we see a distinct melodic similarity when there is mention of

similar images.
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Example 38: The Owl, mm. 205-207.

The melody in example 38 is related to the melody in measure 296 of example 37.

Example 39: The Owl, mm. 235-238.

The melody in example 39 is related to the melody in measure 297 of example 37.

Sreel
f’( )

i } :—{L’""_
The biber waler it cansdh o | danrse

Example 40: The Owl, m. 139.
A relationship between the melody in example 40 and the melody in measure 298 of
example 37 is also evident.

The owl has watched over her throughout all the momentous events in her life. She
is now able to detach herself from the pain of those incidents. She claims the powers she
now has, free from the constraint of her husband. She is the ‘magical morrigan,” a creature
in Celtic mythology who is associated with battle, strife and fertility. She is ‘the mystical

Teresa’ alluding to the Spanish mystic who wrote a devotional treatise about her
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experiences of religious ecstacy. She is Athena, the Owl, ‘Free. High,Wise.” She
concludes with the statement,  Past in shadow, future in sight. The owl of freedom. The
owl of wisdom.” The vocal line for the final two statements about the owl are a

transposition of vocal line when the owl is first mentioned in measure 102 ( example 17).
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Example 41: The Owl, mm. 319-322.

The accompaniment for this last section recalls the air of mystery and calm created
in the earlier section of the work where she describes Eden prior to her fall. Like section
three the instruments proceed with there own motifs somewhat independent of each other.
There is no sense of strong rhythm. There are no drums. This time there is a marimba
rather than a vibraphone. The violin and cello use harmonics. There is again a sense of
mystery and calm. The work concludes as she finds peace in the persona of the owl, ‘The
owl of freedom. The owl of wisdom.” The voice and the instruments conclude pianissimo.
It is not a dramatic end but rather the reaching of a place of quietness after a tumultuous
personal journey. The instruments in the concluding three measures of the work continue

to decrescendo from a pianissimo marking, (example 42).
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Example 42: The Owl, mm. 325-327.
Challenges for the Singer

The vocal range for the work presents is own challenges. A considerable amount of
the work lies between D, and A.. The challenge is not to overly weight the voice, so as to
tire it for a time when the voice must soar for the high passages, which usually reflect joy
or freedom in the singer.

A considerable challenge is found in clearly articulating the complex text of this
work. Because the majority of the vocal line lies in the middle to lower part of the vocal
range, the singer is more able to concentrate on true vowels without having to resort to
vowel modification. Higher notes are often associated with melisma, which can allow the
singer to enjoy these notes without having to be as concerned with articulating a large

amount of text.
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The drama too presents the singer with the challenge of weighing the needs of the
drama against the need to preserve the voice for a twenty-five minute performance with
very little time for recovery through the work. There are moments of extreme emotion, and
the singer needs to learn what lines she must draw for herself between giving over to the
drama and preserving the needs of a healthy vocal production.

One of the most difficult tasks which confronts the singer preparing this work is the
assembly of skilled musicians for the instrumental ensemble. Because of the work’s
daunting atonality and rhythmic complexity, both singer and instrumentalists would benefit
from the guidance of a conductor.

Other Performances of the Work

Joan Carden has performed 7he Owl on two occasions. Her first performance was
with the Seymour Group in 1983. A review of the this performance states:

Butterley’s musical thought is always complex and though The Owl is often

remarkably beautiful - an eloquently pure flute melody accompanying the Ave

Maria, and a quiet conclusion fo the words, ‘ the owl of freedom, the owl of

wisdom,’ are examples - the piece did not quite soar... What it did have was a

superb performance by that great soprano, Joan Carden... She brought all her skills

to bear: a fine dramatic sense, the brilliance of her upper register, the warmth of her
low notes, and above all, the precisely pitched clarity of her tone.'
Carden again performed the work with the Seymour Group in the concert celebrating the
10™ birthday of the Seymour Group in 1987. A review of this performance describes The

Owl as, ‘... a chilling piece, a cry of freedom from a woman who has just seen her husband

to the grave.” Of Carden’s performance the review says:

'* John Carmody, ‘The night Belonged to Carden,” Sydney Morning Herald, 8
December, 1983, p22. 99



Carden’s dramatic strength as a singer invests 74e Owl with the extremes of bitter
pragmatism and mysterious ecstacy. She gets around the technical complexities
with practiced ease and concentrates on pouring out this striking mixture of venom
and bliss. "

Carden again performed 7The Owl in 2001 in a concert organized by Opera
Australia. In this performance there was no staging and a reviewer commented that, ‘She
sang from behind a lectern, which impeded her ability to communicate with the chamber
ensemble accompanying her and so took away from the works subtle lyricscm.’'®

The Owl has been performed at least once in the United States in a concert of
Australian music in New York in March 1986. The concert featured works by various
Australian composers including Peter Sculthorpe. The Owl was performed by ‘soprano-
actress Meg Chilcott. The reviewer was not very impressed by the work. He writes:

On the first hearing, the music seems drab, and what is more it did not sound

perceptibly different as it turned from musing to sudden revelation of bitterness,

dramatic narrative or ecstacy... At my seat, a stray beam of light from the lobby area
made it possible to follow the four-page text; three listeners sitting near me in the
dark estimated afterward that they had understood effectively 4,8, and 10 percent of

Miss Chilcott’s delivery. For apiece that stakes almost everything on the words,

the impact of that circumstance can be easily imagined."

This review serves to point out several important challenges of the work. For a
performance to be effective, the text must be communicated clearly. The music clearly
provides for different textures and dynamic levels as the widow experiences various stages

of dealing with the death of her husband. Clearly understanding the sections will help

performers provide the contrasts that make 7he Owl work musically and dramatically.

"% Jill Sykes, ‘Chilling night of the owl,” Sydney Sun-Herald,12 July, 1987, p.4 .

' Hilary Schrubb, "Visuals steal the limelight," The Australian, July 16, 2001,
Features, pl15.

7' Will Crutchfield, "Music: Of and By Australians," The New York Times, March 13,
1986, p24C. 100



Summary

This work is a tremendous emotional journey for the singer. Reminiscent of the
operatic mad scene, the singer experiences present and past, reality and visions, and a vast
spectrum of accompanying emotions. Throughout the work the imaginative
accompaniment goes a long way to aid the singer in achieving the various moods of this
complex character. Perhaps, as Butterley suggests, the work may be a bit wordy, but the
challenge is to get beyond the wordiness and use the rhythmic, tonal, and harmonic variety

in the music to portray the powerful emotional journey of this woman.
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CHAPTER 4
THE WOVEN LIGHT
Introduction to The Woven Light

The Woven Light, for soprano and orchestra, is a song cycle setting six poems by
Kathleen Raine. In this work Butterley turns the poet who has been an important
inspiration to him for the last twenty years and finds six wonderful songs exploring the
journey to self knowledge and connection with the world beyond our present knowledge.

This work, like The Owl, is a challenging work for the singer to prepare and
perform because of characteristics which are similar to 7he Owl. Again there are no key
signatures and there is rhythmic complexity created by frequent changes of meter. The
vocal rhythm however in this work is not a as complex as The Owl. Triples are the largest
division of beats in the vocal line. The frequent use of triplets in the vocal line is a clear
Butterley trait resulting from his concern with setting speech rhythms. The rhythm for the
voice, while difficult is very much based on speech patterns. Melisma breaks away from
speech rhythms to reflect the meaning, and intonation of the poetry. Motifs are very
important in this work providing connections throughout the work.

The vocal range of this work is Bb ; to A;.  While the majority of the work lies
within the middle and lower register of the voice there are moments when the voice is able
to soar in the upper register to express the heightened emotion of the text.

The orchestration requires, flute, piccolo (doubling alto flute), oboe, English horn,
Bb clarinet, bass clarinet in B b (doubling B b clarinet), bassoon, 3 horns in F, Bb, 3

trombones, timpani, percussion (glockenspiel, tubular bells, suspended cymbal, crash
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cymbals, 3 tom-toms, tam tam and bass drum) and strings (violin 1 and 2, viola, cello and
double bass).

This chapter will provide background to this work and will look more closely at the
life of Kathleen Raine who has been an important influence on Butterley in more than just
the composition of this work. This will be followed by a consideration of the each song in
the cycle beginning with the text in light of the life and interests of Kathleen Raine and
secondly, Butterley’s setting of the text and how it helps the singer render a compelling
rendition of the text and the music Finally there will be a discussion of the challenges
presented to singer preparing the work and a brief summary of some of the previous
performances of the work.

Background

The Woven Light is the product of a commission by the Australian Broadcasting
Commission to write an orchestral cycle for Australian soprano Marilyn Richardson and
the Adelaide Symphony Orchestra.! At the time of the commission Butterley was working
on a cycle for piano and voice using Kathleen Raine’s poetry. Butterley had been
approached by mezzo soprano Elizabeth Campbell and pianist, Anthony Fogg to write a
cycle for them. The writing of that cycle, The Kindling Fire, has not been pursued.
Anthony Fogg, who was also working in programming with ABC, arranged for the
commission of the orchestral cycle to be performed by Richardson.> Butterley chose to set

six poems by Kathleen Raine in this cycle.

'The Australian Broadcasting Corporation (ABC) maintains a symphony orchestra in
each of Australia’s state capitals.

* Nigel Butterley, Interview by author, 2004.
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For many years Raine has been an important figure in Butterley’s creative life .
Over several years friends and colleagues had suggested to Butterley that he might be
interested in the writings of Kathleen Raine. Around 1990 he finally read her collection
The Oracle of the Heart (1980), and he recalls that:

Soon after I read her work, [ knew I wanted to respond to it. I was drawn initially

by the sound of the words, her ability to use ordinary words in a fresh way and,

more importantly, what she was writing about.

She is concerned with what she calls the ‘sense of the sacred,’ or to use a word of

Blake’s, the world of the ‘imagination.” This appeals to me much more than poetry

which is concerned with the everyday, or the political or the mundane. Although

she writes in a language which is of today, what she is writing about is of a

significance or on a matter which is not confined to any particular time.’
When he was seeking poems for Campbell’s cycle he decided to look at Raine’s Collected
Poems and a mutual friend gave him Raine’s address. “So I wrote to her and told her about
myself and all that sort of thing, and asked for permission; and since then we’ve been
corresponding.”™

Raine has featured prominently in Butterley’s creative life since this first contact.
In my discussion with Butterley about Raine he said:

In the last 12 years I've had the poetry of Kathleen Raine and its not only her work

but she herself who is so inspiring to me... She has a real feeling for the sound of

words and her words are fresh but often very simple.... She is for me just what I

needed as far as poetry is concerned not only because of the content but also the

sound which is so musical. Sometimes I go to hear a work or go to a concert and

someone has chosen a text and I think, ‘Why on earth did you choose that?’ It’s all
consonants and there is not thythm in it... they do things with it not the sort of thing

* Daniel House, "Butterley's Odyssey Woven Into a Song Cycle," Sydney Morning
Herald, 3 September, 1994, Spectrum, p.15.

* Katherine Kemp, Unpublished interview with Nigel Butterley (Sydney May 1998),
held by the Australian Music Center, p.3.
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that appeals to me. I’ve got to have rhythm, rich range of sounds as well as
consonants...’

Butterley used Raine’s poetry, along with texts by Hildegard of Bingen, Henry Vaughan,
and Julian of Norwich, as well as with selections from the Book of Baal and the Taittiruya
Brahama in his Spell of Creation (2001), a large choral work for soprano, baritone, semi
chorus, double choir and orchestra.® Two choral works, Paradise Unseen (2001) for two
sopranos, alto, tenor, baritone and bass (or for SATBarB choir) and Sleep (1992) for
SSATBB choir, also set texts by Raine. Raine has clearly been Butterley’s muse. He
finds in her both a person whom he understands intellectually and spiritually, and also
someone who provides him with the raw material in a form that helps him to make music.
In discussing this work with a reporter interested in the form of 7he Woven Light he
said:
... the main thing you need to know is about the poetry. The music is my response
not just to those particular poems, but to Kathleen Raine. I began to write in Siena,
but I don’t think that had any conscious effect on it. Certainly it was nice to be
[there], as Kathleen Raine said in a letter ‘I hope the Woven light of Siena will
inspire you.” I began it there and finished it at home. Like all these things, it
evolved over quite a long period, and those six poems which I chose came from a
shortlist of fifteen, and that came from reading all Kathleen Raine’s poetry and
gradually getting some that [ wanted to use and thought I could respond to. Which
was not looking at a particular poem and saying ‘Oh! There’s a tune for this one!’
but just to look at the poem as a whole. The actual musical ideas for them weren’t

clear at all until I started to set them. I chose them as a set of six poems, as a cycle
that would work, before I had much in the way of musical ideas.’

> Nigel Butterley, Interview by the author, 2004

6 Annarosa Reyneke, "Spell of Creation: When music follows words," 2MBS-FM
Program Guide, September 2001, p.13.

7 Katherine Kemp, Unpublished interview with Nigel Butterley (Sydney, May
1998), held by the Australian Music Center, p. 10.
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Preparation of The Woven Light requires the singer to have an understanding of
both the text and the musical structure, as well as how they work together. Graeme
Skinner, in his “Meet the Music” Teaching Kit, prepared for the Adelaide Symphony
Orchestra, gives useful insight into some of the structural elements of the work. Later in
this chapter [ will expand on his analysis, particularly concentrating on the clues the
musical structure offers the singer about the work. A greater understanding and
appreciation of the texts used can be found reading Raine’s three volume autobiography,
Farewell Happy Fields,® The Land Unknown,” and The Lion’s Mouth." These books
provide important insights into her poetry. To understand more of Raine is also to
understand what drew Butterley to her work and what he asks the performers to bring to
The Woven Light.

Kathleen Raine

Kathleen Jessie Raine was born in Ilford, Essex in 1908. She died July 6, 2003.
Her parents were school teachers in London. In 1929 she received a M.A. in natural
sciences from Girton College, Cambridge University. In addition to her own poetry, she is

well respected for her work on William Blake, about whose work she has written several

volumes. In 1980 she co-founded the Temenos Review, “a journal devoted to the arts of the

Imagination,” the purpose of which was to ‘give space to poets, attists, writers and thinkers

¥ Kathleen Raine, Farewell Happy Fields (New York: George Brazilla, Inc., 1977).
? Kathleen Raine, The Land Unknown (London: Hamish Hamilton, 1975).
' Kathleen Raine, The Lion's Mouth: Concluding Chapters of Autobiography (New
York: George Braziller, Inc, 1978).
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who subscribed to the belief that man is firstly a spiritual creature with spiritual needs

which have to be nourished if we are to fulfil our potential and be happy.”!

In the introduction to her The Land Unknown, Raine explains her reason for writing
the autobiography:

I wrote this record... under a kind of inner compulsion. To write my story , to

retrace my life, was an attempt to discover some meaning in it. Above all I wanted

to discover when, and why, I had lost the thread, and what the pattern was that I

broke and, even some possibility of finding the lost clue again. And in trying to

discover what my own life had been, I wished to discover what a life, as such is, or
can be."”

Raine’s autobiography offers the singer insights into her journey to discover
meaning. From her entire poetic output written over a span of about 30 years, several
poems written after her biography can enhance a performer’s understanding of Butterley’s
cycle. While not trying to give the singer a definitive literal interpretation of the poems, I
think the context of the poems and the poet gives the singer some tools with which to
prepare and perform this work.

In Farewell Happy Fields Raine describes her youth. She grew up primarily in
Ilford, a London suburb, a place where she was not happy. For a part of her childhood she
lived with her aunt in Bavington, Northumbria, a more rural area, where she was happiest,

for here she felt closest to her inner reality. Growing up in Ilford she felt pressured to be

what she was not. She believed herself to be a poet and found truth and inner reality in the

" Temenos Academy website. (Accessed 20 June 20, 2003),
<http://www.temenosacademy.org/temenos_history.htmI>

12 Raine, K. (1978). The Lion's Mouth: Concluding Chapters of Autobiography. New
York, George Braziller, Inc., p 8.
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imagination. In Ilford she felt pressure to conform to the maternal reality about her, and felt
that her inner life and poetry, which she saw as the way to truth, were stifled.

In a 1998 interview about a previous performance of The Woven Light, Butterley
offered this revealing passage from Farewell Happy Fields:

Paradise is a state of being in which outer and inner reality are one, the world in

harmony with imagination. All poetry tells of that vision, all poets remember, or

seek to remember and recreate what all know at heart to be a mere fleeting illusion,
but the norm we never cease to seek and to create (however often it may be
destroyed) because in that state alone lies felicity. To be exiled from Eden is our
greatest sorrow, and some forget, or try to forget, because it is too painful, to
recreate too difficult... Ultimately the many are sustained by those images of a lost
perfection held before them by the justification of those who refuse to accept as our
norm those unrealities the world calls real.”

The Unknown Land describes her time at Cambridge and her two unsuccessful
marriages to Cambridge professors. At Cambridge she studied natural sciences, convinced
that she did not need to be told how to think about literature. Meanwhile, she felt the
pressure of the Cambridge world of literary criticism and modernism, which she found to
be the antitheses of imagination and of poetry. She had desired Cambridge so greatly
because it marked an escape from Ilford. It was not, however an escape to greater self-
knowledge. She admits that she entered both marriages not loving the men she was
marrying. When she experienced her first feeling of what she described as natural love,
she left her second husband. She believed that this overwhelming love allowed her to

rediscover the world of her imagination and her inner life. This love was mostly long

distance, as her lover went to war. In a sense the love was in her imagination. The

PKatherine Kemp, Unpublished interview with Nigel Butterley (Sydney: May 1998),
held by the Australian Music Center, 3, quoting Farewell Happy Fields.
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relationship did not continue very long after his return. With this love, however, she
believed she had regained a relationship with the source of her poetry.

In the third volume, The Lion’s Mouth, Raine chronicles her path to self-knowledge
through her love for Gavin Maxwell, a Scottish naturalist and writer.'* This love was
based on what she believed was a shared understanding of the inner life. It was purely
platonic. Early on in their relationship, Maxwell told Raine he was a homosexual and
would never marry her. The relationship lasted many years and was filled with much pain
and anguish. In the end, Maxwell denied that he had ever felt the relationship that Raine
had perceived. I do not think she ever quite accepted this, but from the highs and extreme
lows of this relationship, Raine grew in self-knowledge and shared this experience with her
readers.

The three volumes of autobiography give useful background for interpretation of
the poems included in The Woven Light. Central to the poems selected by Butterley for the
cycle is an idea of something beyond our present reality which we seek yet may not know.
The poet has had glimpses of another reality which, in the fifth song of the cycle, she calls
“ The woven light of which all these things are made...”"> Her autobiography is in a sense
about her path to glimpses of the ‘woven light’” and separation from it. The poems selected
for this cycle can be interpreted as an encapsulation of an individual’s journey in seeking
self-knowledge. They can also be interpreted as a series of observations about

epistemology. The cycle does not give a literal history, but offers the listener an

“Maxwell is perhaps best know for his novel “Ring of Bright Water” which takes its
title from a poem by Raine.

!5 Kathleen Raine, “Hidden” in The Presence: Poems 1884-87 (Great Barrington,
MA: Inner Traditions/Lindisfarne Press, 1987), 65.
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opportunity to reflect on aspects of life, moments of revelation, and moments of the
spiritual isolation.

In interpreting the poems selected for this cycle, the singer can perhaps bear in
mind Raine’s commentary on the nature of poetry:

Poetry is in its proper nature the language of the soul; that its proper function is to

create images of an inner order for all to share, to open into every present those

secret doors, those ways in; to consecrate and redeem for every generation some
parcel of the surrounding waste.'
Structure of the Cycle

Butterley conceived of the cycle as a whole, and the connections between the
individual songs make the performance of the whole more than the sum of each song
considered in isolation. This work is not six songs that would each work equally well if
they were performed as single units.

The first two songs of the cycle are self-contained, although each ends with a pause
over the final bar line, suggesting a momentum towards, or an expectation of, something
to follow. The third song is connected to the fourth by the final note in the voice, which
overlaps with the beginning flute and alto-flute duet of the fourth song. There is a pause
before the fifth song, where the voice begins unaccompanied. The fifth elides with the
sixth and final song when the final measures of the former develop towards the beginning
measures of the latter.

This is a very tightly organized cycle. Throughout the composition motifs work to

communicate the composer’s vision of the poetry. Understanding the use of these motifs

will help the singer communicate the intent of the work. Outlined below are some of the

'® Kathleen Raine, The Inner Journey of Poet (New York: George Braziller,
Inc.,1982), 88.
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important motifs and how they are used within the cycle. The intention is to demonstrate
how these motifs will aid the singer’s preparation and performance of this work.
In an interview Butterley said of the organization of the work:
Light is the symbol for the eternal and is the central climax of the piece... It was the
only predetermined instrumental motif. I wrote that first because I wanted to be
sure it would work. But the way I write for the voice is determined by the words -
the vocal line, the instrumental motifs and the structure of the work. It is different,
for example from the way that Stravinsky sets words. For him the words are the
starting point but aren’t individually used for the poetic sound or meaning. They
can be almost distorted because they set off musical ideas that take over.
I tend to be at the other extreme. I have to stop myself from just illustrating the
words. It (the music) must have a sense of its own. Even though there are motifs
such as light and water they must have their own musical coherence as well as
relate to the words they are associated with."”
He went on to note that there is also a relationship between motifs and instrumental colors.
The flute has associations with song and innocence, the cor-anglais and horns with love
and warmth. He associates the bass clarinet with earth and the trombones with mystery and
power. '®
Skinner describes the main orchestral motif as the ‘light’ motif, ‘a repeating
sequence of five ascending chords (their top notes rising scalewise)’ and he outlines its

primary appearances.'’ It occurs initially in the first song as the horns accompany the

words, “Yet have glimpsed the bright mountain beyond the mountain.”

"7 Daniel House, "Butterley's Odessey Woven Into a Song Cycle," Sydney Morning
Herald, 3 September, 1994, Spectrum, p.15.

¥ Ibid., p 15.
' Graeme Skinner, ‘The Woven Light’, Meet the Music Teaching Kit, (Adelaide:
Adelaide Symphony Orchestra,1994), 13-14.
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Example 43: The Woven Light, Song I, mm. 83-86.
The ‘light’ motifin example 43 appears throughout the cycle. lIts appearance will
discussed in individual songs.
Skinner notes the following other motifs:

‘Water’ motif

Ye.

Example 44: The Woven Light, Song I, mm. 43-44.

‘Trombone Mystery’ motif’
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Example 45: The Woven Light, Song I, mm. 31-33.

112



‘Love’ motif

Example 46: The Woven Light, Song III, mm. 1-4.

‘Kathleen’ motif
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Example 47: The Woven Light, Song 111, mm. 4-8.

‘Raine’ motif
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Example 48: The Woven Light, Song III, mm. 14-17.
Skinner does not describe some other melodic motifs of which he singer should also be

aware. I have named these motifs according to words and ideas with which they are
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associated. They also contribute to the cycles unity and greater overall meaning. These
motifs include:

‘Memories of childhood’ motif

wp . I
w e e

Those fields of child - hood, tall - Mead-ow-grass and flow- ers small, 1

Example 49: The Woven Light, Song 111, mm. 22-24.
This motif appears when the text refers to some of the good memories of childhood.

Two motifs seem to be associated with birds and magic.

Example 50: The Woven Light, Song I, mm. 28-30.
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Example 51: The Woven Light, Song I, mm. 29-30.
Butterley uses these motifs throughout the cycle to illustrate and heighten the text.

This results in an incredibly organized work.
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Song One - The Text

I came too late to the hills: they were swept bare
Winters before I was born of song and story,
Of spell or speech with power of oracle or invocation,

The great ash long dead by a roofless house, its branches rotten,
The voice of the crows an inarticulate cry,
And from the wells and springs the holy water ebbed away.

A child I ran in the wind on a withered moor
Crying out after those great presences who were not there,
Long lost in the forgetfulness of the forgotten.

Only the archaic forms themselves could tell
In sacred speech of hoodie on grey stone, or hawk in air,
Of Eden where the lonely rowan bends over the dark pool.

Yet I have glimpsed the bright mountain behind the mountain,
Knowledge under the leaves, tasted the bitter berries red,
Drunk water cold and clear from an inexhaustible hidden fountain.”

Raine titled this poem The Wilderness. It comes from her collection “The Hollow Hill”
published in1965. Raine believed she had a special connection with the land, the people
and the history of Scotland.

In my infancy the pattern of my life was already indelibly drawn; there began my
longing from that legendary land which some call Eden, some Erin, some Zion,
some Tibet; I called it Scotland.

From Scotland my people had come, my mother’s people; for my father’s people
were never my people, in any living sense... if from my mother’s side I inherited
however small a portion in the memories of Scotland embodied in song, speech,
and heroic story my father stood for progress, education and future. These two
influences formed me; but if [ am grateful for the education for which I was
subjected by my father , it is because it has given me that sad knowledge of ‘good
lost, and evil won’, and the words in which to lament the destruction of tradition by
education; for my maternal inheritance is too far away from me, too meager for me
to have preserved more than as a shadow and a sense of its loss. Yet as far as [

0 The Wilderness from Raine, Kathleen, The Collected Poems of Kathleen Raine
(Washington DC: Counterpoint Press, 2001), 132. © Perseus Books Group. Reprinted by
permission.
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have been carried from my origins, meager as was my inheritance, the poet in me is
my mother’s daughter, and owes more to the lost birthright than to all the
extraneous book learning I have since acquired.”'

From Bavington in Northumbria Raine could see the hills of Scotland.

The Cheviots were the hills to which (in the words then familiar, for the
learning by heart of the psalms was no less a part of my childhood than the hills
themselves) I lifted mine a eyes; from them came my help. To this day a range
of distant hills is to me like a promise of paradise. Beyond those hills, so they
told me, lay Scotland, over the Border; our own country. **

In my infancy the resolution to go straight back to my true native land was pure
and passionate; little did I then know the great distance of that journey back.
So near the Border, all that was to be loved and desired, all of which the songs
told, seemed to be not quite out of reach, near enough to arouse and to betray
hope continually.”

She visited Scotland with Gavin Maxwell, and his connection with Scotland played an
important part in the initiation of their relationship. In a description of her first visit with
Maxwell to Scotland, we see how she was aware of a separation from it.

Here was the country ‘over the border’, the boundless country of mountain and sea
and isle...My mother’s country although she had never herself known it.... for me it
was like a recovery of lost identity, a re-grafting to an old root, though long severed
when I was born.” She told of the bards listening to the stories of local poets “In
such company I found myself not, as in England, too much a poet, but not poet
enough, for I could neither sing nor recite as all did here, their learning all stored in
their memory. I had been away too long by several generations...**

*! Kathleen Raine, Farewell Happy Fields (New York: George Brazilla, Inc., 1977),
19 -20.

2 Ibid., 20.

» Ibid., 21.

** Kathleen Raine, The Lion's Mouth: Concluding Chapters of Autobiography (New
York: George Braziller, Inc, 1978), 35 -36.
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These quotes set the background for this first poem. The hills are those of Scotland, and
they sharpen her sense of separation from that which she associates with Eden.

As a child in Bavington, Raine loved to wander the moors. Describing her mother,
Raine writes:

Doubtless from her I inherited my love of wandering the moors; for not so long

before my birth she herself had been the young girl who among that same heather

recited to the winds Comus and Samson Agonistes, of which she knew all, and

Paradise Lost, of which she knew all by heart.”

Throughout her biography Raine mentions wandering the moors. Raine also writes of what
she believes to be the poetic, perhaps magical, nature of birds:

Poetry is not... words on the page, but birds in the air, in the dusk, against the wind

in the high blue air; it was trees, it was stones and springs, and ever-changing face

fo things which communicated knowledge words could only remotely capture or
evoke.

Eden is for Raine the symbol of connection with the truth of the inner light.

Song One - Music Reflecting Text

The poem for this song is divided into five stanzas. Each stanza is separated by an
orchestral interlude. The setting of the words in this song is primarily syllabic.

The orchestral introduction of the first song gives a taste of the material which will
be heard throughout the cycle. The orchestral lines in the introduction are linear and
fragmentary. This sets a tone for the singer to bring together various parts of her life and
memory in order to reach some understanding of the meaning of her life as a whole.

The voice is preceded by a descending line in the oboe beginning in m.9. This line

leads to the starting note of the soprano, which seems to rise from this line (example 52).

* Ibid., 19.
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Example 52: The Woven Light, Song I, mm. 9-17.
Significantly, Butterley usually helps the singer by giving a melodic or harmonic reference
for the singer to find her note. Butterley commented in our discussion that when he
composed for the voice he was always concerned to give the singer a frame of reference:
I always make sure that I can pitch something myself. Ising everything myself so
that if it’s a work for unaccompanied voices I go through it singing one part and
playing the others on the piano and making sure that I can pitch it and if its is a
work for voice and instruments I play the instrumental parts and try to pitch the
entries....I probably err on the side of caution <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>