

POINT OF ENTRY


Point of Entry was originally conceived as a group of six sculptures for the Imperial War Museum by Bill Woodrow. They were all made specifically for an exhibition at the museum  and were Bill’s response to it’s dealings with the subject of War. When he had finished making the sculptures for the show, but some months before it actually opened, Bill commissioned the poet Selima Hill to write some poetry in response to his sculpture. Part of her writing was a series of six poems, each relating to one of the sculptures made. These were subsequently written in her hand and shown together with the sculptures at the Imperial War Museum. During this period the ‘Point of Entry’ exhibition was featured on the Radio Four ‘Kaleidescope’ programme.

Following a meeting at English National Opera’s ‘Contemporary Opera Studio’, Bill Woodrow subsequently commissioned James Barrett to set the six poems to music to form a song-cycle, the composition of which was in direct response to the images and emotions evoked by the sculpture and poetry. 

A close collaboration between sculptor, poet and composer ensued, and the voice/piano draft score of the song-cycle ‘Point of Entry’ for baritone and piano was completed.

The New Bristol Sinfonia subsequently commissioned the full orchestration of the work, in addition to requesting another new work for solo violin and string orchestra which would draw on the composer’s experiences with the forthcoming birth of his first child. It was considered that this would be an appropriate antithesis to the song-cycle in representing the opposite side of the spectrum to the subject of war - namely the constantly replenishing cycle of life and the hope that is inherent in it.


COMPOSER’S NOTES:

In Point of Entry the songs are driven by the notion of the political folly of War, and concentrate on the harrowing intensity and visions of the subject whilst drawing on the vast range of imagery created by each individual poem and sculpture. I have purposely employed a broad cross-section of harmonic progressions to paint a large picture and give a representation of all walks of life and death - this meant combining various musical languages to work together, ranging from what at times were more conventional devices, some pastiche, a variety of jazz harmonies, through to a progressively greater use of dissonance and finally to the opposite end of the spectrum with clusters.

This approach, whilst stylistically different from how I might normally write, was relevant to some of my beliefs with regard to making sense of dissonance through consonance and putting it in its natural context. Many of the more austere harmonies if taken out of context would sound far more obtuse, but as part of a natural harmonic progression they take on an altogether different complexion.
When working with text, a large part of the melodic and rhythmic content is dictated by the words, and this was certainly the case with the cycle. After talking through the poems with Selima and being armed with both her and Bills' imagery I felt that a proportion of the composition fell into place.












