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 R.S.: How does that affect the drama?
 E.L.: I don't know that it does make it more dramatic - I

 simply wanted to create a 13-minute piece out of one
 short poem by Teresa Tanner.

 R.S.: What is your attitude to tradition today? Do you see
 your works as being part of a tradition in terms of their
 musical language?

 E.L.: Of course I do. Think of my age - when I was a stu-
 dent Brahms was considered modern! I remember

 setting the Book of Job in the style of Brahms - a
 composer I now passionately dislike. I prefer French
 clarity. I dislike German expressionism particularly.

 R.S.: You feel part of the European tradition, then?

 E.L.: Yes. I feel part of European culture, but it was the
 Purcell fantasias which started me off on the idea of

 serial music, rather than Schoenberg.
 R.S.: I know that one of the large works you feel close to at a

 profound level is your 'Essence of our Happinesses' for
 tenor, chorus and orchestra, written in 1970. Time and
 the philosophy surrounding it is once more at the centre
 of your work.

 E.L.: I had been asked to give a talk to some students at
 the Royal Academy of Music. They said they were
 interested only in present-day music, in the music of
 'now'. I went home and read one of Donne's 'Devo-

 tions' on Time, and Essence of our Happinesses grew
 out of it:

 Before you sound that word, present, or that Mono-
 syllable, now, the present and the Now is past. If this
 imaginary halfe-nothing, Tyme, be of the Essence of
 our Happinesses, how can they be thought durable?

 Elisabeth Lutyens is 75 on 6 July. Her 'Six' op.147 had its premiere
 at the Purcell Room on 16 May, played by Lysis. Other premieres in
 the coming months are 'Diurnal' op.146 (Medici Quartet, Bowden
 Festival, 24 June); 'Bagatelles' op.141 bk 1 (Michael Finnissy, in a
 birthday concert by the Vesuvius Ensemble at the Wigmore Hall, 10
 July); Concert Aria, 'Dialogo' op.142 (Eiddwen Harrhy, City of
 London Sinfonia, Cheltenham Festival, 12 July: City of London
 Sinfonia commission); 'Mine Eyes, my Bread, my Spade' op.143
 (Ian Caddy, Delm Quartet, Wigmore Hall, 22 July: Ian Caddy
 commission); 'Fleur de silence' op.150 (London Sinfonietta, Round
 House Prom, 2 August; and 'Rapprochement' op. 144 (Lontano, St
 John's, 3 November: Lontano commission).

 Metcalf and 'The Journey'
 Malcolm Boyd

 John Metcalf's first opera, 'The Journey', will be performed
 by the Welsh National Opera at the Sherman Theatre, Car-
 diff, on 12 and 13 June.

 Of the three new operas sponsored this year by the Welsh
 National Opera, we have so far seen The Servants by
 William Mathias and The Trumpet Major by Alun Hod-
 dinott. John Metcalf, composer of the third, The Journey,
 belongs to the next generation. He was born in 1946 and
 educated at Dean Close School, Cheltenham, and Univer-
 sity College, Cardiff, after which he went on to study com-
 position with Don Banks and electronic music with Hugh
 Davies in London. In 1971 he became director of music at

 Atlantic College, near Llantwit Major in Glamorganshire,
 and he directs the associated St Donat's Arts Centre and

 the Vale of Glamorgan Festival, which he founded in
 1969. Both the arts centre and the festival have in recent

 years developed a lively policy of encouraging perfor-
 mances of contemporary music.

 Although Metcalf is not a prolific composer by the stan-
 dards of Hoddinott or Mathias, his works are now quite
 numerous and cover a wide range, particularly in or-
 chestral and instrumental genres. Commissions have come
 from most of the major Welsh festivals and from several

 bodies outside Wales, including the Cheltenham Festival
 and the Gulbenkian Foundation. The works that im-

 mediately followed his year of study in London reflect
 above all an interest in experimental techniques and a
 delight in instrumental sonorities, including electronic
 sounds and what might be called 'sons trouv6s' (like the
 musical boxes in Episodes for flute and harp, composed in
 1972). Most compositions of the period up to about 1974
 might be described as 'allusive', in the sense that seeming-
 ly disparate traditional and non-traditional techniques are
 brought together by reference to a central (not necessarily
 musical) concept or event. For example, in a Sinfonia
 written for the 1970 Llandaff Festival Metcalf made the

 Beethoven bicentenary an occasion to re-examine 'the
 symphonic idea and its relevance to the present day', us-
 ing parody techniques and taped material as well as the
 traditional symphony orchestra. The most ambitious and
 perhaps the most successful of these early works came in
 1972 with PTOC (standing for 'Past three o'clock'), a
 multi-media piece for children on the subject of time and
 its measurement; it brings together, among other things,
 singing, dancing, narration, various clock sounds, the
 Westminster chimes, prepared tapes, and a parody of the
 slow movement of Haydn's 'Clock' Symphony.
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 The score of The Journey is self-evidently the result of a
 close collaboration between composer and librettist, and
 the pacing of both dialogue and action seems, on paper at
 least, to have been beautifully judged. The music of each
 scene uses a different pan-chromatic scale of the type
 shown at ex.2a, while simple recurring ideas, such as the
 reiterated quavers when the four main characters are
 'walking' and the tremolando minor 3rds for the
 storyteller's narration, ensure continuity from scene to
 scene. There is throughout a satisfying balance between
 narration and lyrical expansion; but what the score shows
 above all, perhaps, is that Metcalf has now developed his
 style to a point where it can serve a very wide range of ex-
 pressive ends. In short, The Journey promises to be Met-
 calf s most impressive achievement so far. The music may
 not answer all the questions raised by the libretto, but it
 will be enough if it confirms that they are worth asking.

 The collage method of these early works was certainly
 fruitful, but it depended for its success on a certain
 panache, and even on a degree of luck. If the allusions
 were mundane or too contrived, or simply not witty
 enough, the result might seem inconsequential or even
 tedious. Besides, this way of composing inevitably involv-
 ed the drawing up of new parameters for each work, and it
 was not long before Metcalf began to feel the need for a
 broader compositional method which would allow him to
 decide what to compose without having to decide afresh
 each time how to compose. It was from the experience of
 PTOC that he found the way towards this. There the
 notes of the Westminster chimes had been repeated at dif-
 ferent pitches to form a 12-note series, and Metcalf began
 to develop an interest in 12-note series that were sym-
 metrical, like Webern's, but strong in tonal implications,
 like Berg's. This interest he developed in the Horn Con-
 certo of 1973 (another 'allusive' work, exploring the in-
 strument's associations with hunting) and in a set of
 Auden songs performed at the 1974 Llandaff Festival (but
 later added to). The series of this latter work is of a par-
 ticularly satisfying symmetry, and suggestive of various
 harmonic and melodic possibilities (see ex.la).
 Ex. 1 (a)

 1 2 3 4 5 6 7 8 9 10 11 12 (1)
 (b)

 A piacere r

 Warm are the still and luc - ky miles, White shores of long-ing stretch a - way

 From the unaccompanied opening of the cycle (ex. 1 b) it
 can be seen how Metcalf uses the 12 notes more as a scale

 than as a row in the Schoenbergian manner. He went on
 from this to develop a system in which the 12 notes of the
 octave are set out in the form of an ascending and descen-
 ding scale, with two notes repeated to act as primary and
 secondary tonal centres (a kind of tonic and dominant,
 though not necessarily a 5th apart). In this system the
 scale can be used for harmonies of varying complexity,
 from major and minor triads to densely chromatic

 clusters, but the particular disposition of tones and
 semitones (and occasionally augmented 2nds) within the
 scale ensures that each piece has its harmonic - melodic
 identity. The totally chromatic scale has therefore a func-
 tion comparable to that of the raga in Indian music, a
 feature Metcalf punningly acknowledged in the Five Rags
 for Charlotte (1976).

 The last of these short piano pieces will serve to il-
 lustrate the workings of the system at a comparatively sim-
 ple level. Its scale, or raga (ex.2a), is centred on C, with G
 flat/F sharp as 'dominant'. The notes numbered 2, 3, 4, 6
 and 7 may be approached only from below, those
 numbered 8, 9, 10, 11 and 12 only from above; C and G
 flat/F sharp (nos.1 and 5) belong to both the ascending
 and descending scales so can be approached in either
 direction. The music may 'cross' from one scale to the
 other quite freely, but when it does the line will always
 change direction (see ex.2b).
 Ex. 2 (a) 'tonic'

 _ _ _ Vg'.) " 'dominant' (-
 1 2 3 4 5 6 7 (1) 8 9 10 (5) 11 12 (1)

 Allegretto

 Obviously this is a system even more conducive than
 Schoenbergian serialism to linear textures, and it is
 noticeable that with its adoption Metcalf seemed to lose
 interest in electronics, 'sons trouv6s', and the aleatory
 techniques of his earlier works. In Dyad for string or-
 chestra (1976), an important milestone in his development
 of the system, he made use of Baroque forms and textures
 such as the suite, chorale prelude, fugue and canon, and
 this work was one of a series of similar 'neo-classical'

 pieces which brought a new sense of purpose to his music,
 even if they tended at times towards a rather colourless
 academicism. For a time the system seemed to deaden
 rather than excite Metcalf s aural imagination, but he soon
 began to feel enough confidence and freedom to be able to
 find again the adventurous delight in texture and sonority
 that had characterized his earlier pieces. In 1977-8 he
 spent a year in the United States on a UK - USA
 Bicentennial Arts Fellowship and found in the teaching of
 Paul Fetler at the University of Minnesota the kind of
 stimulus and liberation that his music needed. It was in

 America that he wrote most of his first opera, The
 Journey.

 The term 'opera' is, unfortunately, likely to raise expec-
 tations which The Journey does not set out to satisfy; cer-
 tainly it is an altogether different type of opera from the
 Hoddinott and Mathias pieces which have preceded it this
 season. The two-act libretto, a skilful piece of work by
 John Hope Mason and an ideal one for musical setting,
 has been shaped to some extent by the I Ching, the

 370

This content downloaded from 193.60.238.225 on Wed, 06 Jan 2021 13:47:25 UTC
All use subject to https://about.jstor.org/terms



 Chinese 'Book of Changes'; each of its seven scenes is
 headed by an appropriate hexagram, whose image ('Earth
 on the fire', 'Thunder in the lake', 'Fire on the mountain'
 etc) serves, in Mason's words, 'to relate inner states to ex-
 ternal surroundings'. But the meaning of the action is not
 to be found in the I Ching, and the question 'What is it all
 about?' is likely to excite as much controversy and to elicit
 as many replies as when it was aimed at Samuel Beckett's
 Waiting for Godot. Four characters, two men and two
 women, step from an open book and proceed on a journey
 to some undisclosed (indeed unknown) destination. It is a
 journey of self-discovery, in the course of which their
 natures and relationships are changed through encounters

 with others: a father and daughter, a man running from
 some dreadful disaster, another sitting beneath a tree (of
 life?), and the storyteller himself, who does not determine
 the course of events but merely witnesses it. His own
 reply to the same question is perhaps crucial to an
 understanding of the opera:

 Sense belongs
 To the one who senses it,
 You whose sense it is.
 It cannot be made

 By someone outside
 Like me.

 It's up to you.

 An opera on St Columba
 A note from the composer, Kenneth Leighton

 Kenneth Leighton's 'Columba' is to be given at
 the Theatre Royal, Glasgow, by the Royal Scot-
 tish Academy of Music and Drama on 16, 18,
 and 19 June, conducted by Roderick Brydon and
 produced by John Lawson-Graham.

 It is difficult to know why a composer chooses to write a
 particular piece, and he himself is often the least able to
 explain it. We are surrounded by commissions (probably
 too many, and for the wrong reasons), but being uncom-
 fortable heirs to both the 18th-century idea of the crafts-
 man and the 19th-century idea of the individual we are
 bound to opt out from time to time and acknowledge our
 debt to the Romantics.

 Columba is well known in Scotland and certainly one of
 the biggest (in all senses) of the early Christians. His
 background is complex; Adomnan's Life of Columba
 (Adomnan was ninth Abbot of Iona and died in 705) is a
 series of stories and miracles which leave one somewhat

 puzzled as to the true nature of this remarkable man. My
 initial stimulus came from the landscape - a beautiful
 afternoon in 1972, while standing outside the abbey in
 Iona and looking over to Mull. The light in Iona of the far
 west is quite unique. The first act was composed during a
 winter (1975-6) in the Isle of Arran, not far from Holy
 Isle where one of Columba's many pupils, St Moluash,
 lived for several years; his name is commemorated in the
 lovely village of Lamlash. The short score was completed
 in 1978, the full score in 1980. It may all seem a rather
 strange choice, but such ancient subjects are often good in
 the artificial world of the opera house, and the poet Edwin
 Morgan immediately agreed that we should try to make
 him into a real human being in poetic and musical terms.

 The acts depend very much on the settings, and the
 first, set in Northern Ireland in 561, deals mainly with the
 battle of Culdreihmne. It tries to bring out the fierier side
 of Columba's character, his anger, his slyness, his vindic-

 ...and from the librettist, Edwin Morgan
 In February 1975 Kenneth Leighton asked me if I would
 collaborate with him in an opera on the life of St Colum-

 tiveness, and also his sense of guilt and overriding sense of
 vocation. He was a strikingly many-sided man, 'fox' as
 well as 'dove', practical as well as religious, royal as well as
 devout - in fact a man of many parts who played a key
 role not only in the shaping of Scotland but also in the
 growth of European Christianity.

 Act 2, which contains the most vivid and chromatic
 music, tries to give expression to the dramatic encounters
 between Columba, King Brude of the Picts and Brude's
 leading Druid, Broichan (or Foichan). There is here in the
 setting of Inverness a real clash between two ways of life;
 we were anxious to express the beauty of the Druids'
 nature worship. Broichan is a sort of Lucifer to Columba's
 Christ. There is also an appearance of the Loch Ness
 monster, who becomes a perfectly natural and appropriate
 part of the story. The main female character is an Irish
 slave-girl, Bridget, and the references to the ever-
 contemporary Irish problem became increasingly ap-
 parent as we went along.

 The final act, set in Iona, contains the opera's most sim-
 ple and lucid music. The light, the sheer beauty of the
 place and Columba's eventual peace of mind are the main
 themes. I suppose that the perennial themes of political in-
 volvement, guilt, expiation and above all healing vision
 were the main sources for both poet and composer
 throughout.

 The music is composed straight through, with no recita-
 tives but a mixture of arias and ariosos. The various

 choruses, and particularly the great choral contest bet-
 ween Christians and Druids in Act 2, are of crucial impor-
 tance and the final act includes a number of passacaglias.

 ba. After four months' background reading on Columba's
 life and times, I concluded that there was plenty of

 371

This content downloaded from 193.60.238.225 on Wed, 06 Jan 2021 13:47:25 UTC
All use subject to https://about.jstor.org/terms


	Contents
	p. 369
	p. 370
	p. 371

	Issue Table of Contents
	The Musical Times, Vol. 122, No. 1660 (Jun., 1981) pp. 353-432
	Front Matter [pp. 353-429]
	Letters to the Editor
	Affectations [pp. 366]
	Czardás macabre
[pp. 366]
	Tallis's 40-Part Motet [pp. 366]
	Tchaikovsky's First Piano Concerto [pp. 366]
	Elgar Complete Edition [pp. 366]

	Editorial [pp. 367]
	Elisabeth Lutyens at 75. An Interview with Robert Saxton [pp. 368-369]
	Metcalf and 'The Journey' [pp. 369-371]
	An Opera on St Columba [pp. 371+373]
	Sterndale Bennett's G Minor Adagio [pp. 373-374]
	The New Grove-4 [pp. 375+377-378]
	Book Reviews
	Britten: Music and Words [pp. 379]
	... and in 1936 [pp. 379-380]
	80 + [pp. 380]
	80 - [pp. 380-381]
	Concerto Ferrarese [pp. 381]
	Mozart Insights [pp. 381]
	Berwald Documented [pp. 381-382]
	Experiments [pp. 382]
	Making a Song [pp. 382-383]
	With a Flourish [pp. 383]
	New Fluting [pp. 383]
	Fiddlers [pp. 383+385]
	Mehtabolism [pp. 385]
	Singers Remember [pp. 385-386]
	American Publishing [pp. 386]
	Sources plus [pp. 386]
	Harmony, Style [pp. 386-387]
	From the Blue [pp. 387]
	Canada Now [pp. 387]
	Jazz [pp. 387]
	Books Received [pp. 387]

	Record Reviews
	Review: untitled [pp. 388]
	Review: untitled [pp. 388]
	Review: untitled [pp. 388]
	Review: untitled [pp. 388]
	Review: untitled [pp. 389]
	Review: untitled [pp. 389]
	Review: untitled [pp. 389]
	Review: untitled [pp. 389]
	Review: untitled [pp. 389-390]
	Review: untitled [pp. 390]
	Review: untitled [pp. 390]
	Review: untitled [pp. 390]
	Review: untitled [pp. 390]
	Review: untitled [pp. 390-391]
	Review: untitled [pp. 391]
	Review: untitled [pp. 391]
	Review: untitled [pp. 391-392]
	Review: untitled [pp. 392]
	Review: untitled [pp. 392]
	Review: untitled [pp. 392]
	Review: untitled [pp. 392]
	Review: untitled [pp. 393]
	Review: untitled [pp. 393]
	Review: untitled [pp. 393]
	Review: untitled [pp. 393-394]
	Review: untitled [pp. 394]
	Review: untitled [pp. 394]
	Review: untitled [pp. 394]

	Music Reviews
	Lute [pp. 395]
	Harpsichord [pp. 395-396]
	Baroque Sonatas [pp. 396]
	Post-Brahms [pp. 397]
	Simplicity, Sumptuosity [pp. 397-398]
	Orchestral [pp. 398]
	British [pp. 398]
	String Chamber [pp. 398-399]
	Transitional Szymanowski [pp. 399]
	Retrospective Henze [pp. 399]
	Selected Schubert [pp. 400]
	Ur-Bruckner [pp. 400]
	Model Schumann [pp. 400]

	Music in London [pp. 401-404]
	Reports [pp. 405-406]
	Obituary
	Hendrik Andriessen [pp. 406]
	Christian Darnton [pp. 406]
	Ivan Galamian [pp. 406]
	Bill Hopkins [pp. 406]
	Kirill Kondrashin [pp. 406]
	Ivor Newton [pp. 406]

	Church and Organ Music
	The Ludlow Parish Church Organ [pp. 409-410]
	Organ Recitals [pp. 411]
	Royal College of Organists [pp. 411]
	Recent Records
	Review: untitled [pp. 412]
	Review: untitled [pp. 412]
	Review: untitled [pp. 412-413]
	Review: untitled [pp. 413]
	Review: untitled [pp. 413]

	Recent Books
	Review: untitled [pp. 415]
	Review: untitled [pp. 415]


	London Diary for July [pp. 430-432]
	Back Matter



