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ABSTRACT
Jewish-Canadian composer Srul Irving Glick (1934-2002) wrote the Holocaust themed
song cycle I Never Saw Another Butterfly: a cycle of songs to children’s poems from the
concentration camp at Terezin (1942-44) in 1969. Commissioned by the Canadian
Broadcasting Corporation for celebrated Canadian contralto Maureen Forrester, the cycle
was Glick’s first foray into song-cycle composition. His father and grandfather were
cantors and Glick was raised in a devoutly Jewish home with little contact with the nonJewish community. Given his upbringing in an insular world, it is not surprising that his
musical language in the cycle reveals borrowings from Jewish liturgical music and
traditions. Drawing on a number of sources, including Glick’s radio and personal
interviews, his essays, and a variety of documents housed at the University of Calgary
(Canada), Archives and Special Collections, Srul Irving Glick Fonds, this paper aims to
provide performers with a complete understanding of the origins of the song cycle and
shed light on the Jewish borrowings which permeate the songs.

viii

1.
INTRODUCTION
Current events surrounding anti-Semitic violence refresh our collective memories
about the Holocaust and, sadly, the recent shootings at the United States Memorial
Holocaust Museum in Washington, D.C., by a hate-filled racist serve as a prime example.
Many Jewish intellectuals, artists, and musicians have preserved and celebrated the
memory of those caught in the horror of Hitler’s “Final Solution” through their
intellectual and artistic output. Jewish-Canadian composer Srul Irving Glick (1934-2002)
is one such figure. Having had relatives who perished in the Holocaust, Glick felt a deep
connection to those who were exterminated in the Nazi death camps. He was especially
taken with the plight of children imprisoned at the concentration camp in Terezin located
outside of Prague. Through the support of a 1969 Canadian Broadcasting Corporation
commission, Glick was able to devote his creative energies toward expressing his
feelings about the Holocaust and the children who suffered in Terezin. He composed I
Never Saw Another Butterfly: a cycle of songs to children’s poems from the
concentration camp at Terezin, 1942-44 (henceforth Butterfly) for celebrated Canadian
singer Maureen Forrester. Butterfly was Glick’s first foray into song composition and one
that revealed a capable gift. Originally conceived as a setting for mezzo soprano and
piano, Butterfly was later orchestrated in 1972. Glick’s other Shoa (Hebrew for
Holocaust) works include Images of the Holocaust (1968) for SATB choir, the string
quartet Out of the Depths subtitled Mourning Music for The Six Million (1986), and the
song cycle We are Children Just the Same: five songs from children’s poetry from the
weekly journal Vedem Terezin, 1942-44 (1999) for high voice, cello and piano. Still, of
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Glick’s Holocaust themed compositions, Butterfly arguably remains his most well-known
and celebrated piece.

Compositional Influences
Drawing inspiration from his memories as a cantor’s son growing up in the
synagogue in Toronto, Glick borrowed from the Jewish liturgy and cantorial singing style
in his compositional approach to Butterfly. The six songs that make up the cycle feature a
variety of Jewish liturgical borrowings. These include a Mourner’s Kaddish quotation (a
prayer to grieve for the dead), a reference to the blowing of a shofar horn (a ram’s horn
used in religious services), and passages of prayer-like recitation known as davening (a
“Yinglish” term for praying1). Additionally, Butterfly includes instances of Jewish nusach
(prayer modes), cantorial melismatic flourishes, rhythmic figures and melodic motifs that
appear to come directly out of Jewish books of Biblical chant, and a harmonic language
that is modal in character. Although critics varied in their opinions about Glick’s
influences in Butterfly, most agreed that the Jewish liturgy was an obvious one. In his
critique of Butterfly’s 1982 orchestral debut in Tel-Aviv, Benjamin Bar-Am wrote,
“Influenced by Mahler and Britten, and using Jewish liturgical motifs, [Glick]…creates
an unmistakable personal idiom which is profoundly stirring.”2 Another critic of the same
concert wrote, “[Glick] is using intonations typical to the prayers, Ashkenazy style3, [that

1

“Yinglish” is a combination of Yiddish and English.
Benjamin Bar-Am, “Spirit of Horror,” The Jerusalem Post, March 17, 1982. This article is housed at the
University of Calgary (Canada), Archives and Special Collections, Srul Irving Glick Fonds. Box 33,
File 779/04.29-33.1.
3
There are several ethnic divisions among the Jewish community, each with its own religious and cultural
customs. The largest Jewish community is the Ashkenazy (“Ashkenaz” is the medieval Hebrew word for
“Germany”) whose lingua franca was, and remains for many, Yiddish. The Ashkenazim (plural) that came
to inhabit Eastern and Western Europe, Russia, and the diaspora to the United States in the nineteenth and
2

2

create] a dramatic atmosphere.”4 Still another Israeli critic stated, “The famous Canadian
singer, Maureen Forrester, who appears here regularly, sang the melodies which sounded
like prayers, with an aching heart and great sensitivity.”5 North American critics
unfamiliar with the Jewish liturgy recognized the parlando style of many of Glick’s
melodies in Butterfly, but were unable to make the connection between the liturgy and his
music. In Peter G. Davis’ critique of Maureen Forrester’s 1978 New York City debut of
Butterfly he stated, “The musical settings are spare and primarily declamativ (sic), rather
reminiscent of Musorgskian (sic) song-speech.”6 Kenneth Winters, however, understood
Glick’s language and commented on the cantorial element in Butterfly. In his review of
Forrester’s 1969 debut of the cycle in Toronto he stated,
[Glick] has produced a touching and persuasive expressionist work, entitled I
Never Saw Another Butterfly. There are things which can be criticized, like the
literal overwork of the trill, which does duty as the wriggle of the mouse in one
song, the flutter of a butterfly in another, the neo-cantorial lament in another.7
twentieth centuries was sizeable. Other large Jewish ethnic communities include the Sephardic (Ladino
speaking Jews of Spanish, Portuguese, and Mediterranean heritage), and Mizrahi (literally translated as
“Eastern,” this group encompasses Jews from North Africa and the Middle East, many of whom speak
Arabic). Other notable groups include the Yemenite and Ethiopian Jews.
4
Author unidentified, “Yesterday’s Music: Children’s Songs from the Ghetto,” Maarin, March 14, 1982.
This Israeli newspaper article was informally translated from Hebrew to English by Glick’s friend who
only identifies himself as “Mosh” in the hand-written translations. Unfortunately “Mosh” did not provide
the name of the music critic responsible for the article. The article and the informal translations are housed
at the University of Calgary (Canada), Archives and Special Collections, Srul Irving Glick Fonds. Box 33,
File 779/04.29-33.1.
5
Author unidentified, “There Are No Butterflies Here,” Yediot Aharonot, March 17, 1982. This Israeli
newspaper article was informally translated from Hebrew to English by Glick’s friend who only identifies
himself as “Mosh” in the hand-written translations. Unfortunately “Mosh” did not provide the name of the
music critic responsible for the article. The article and the informal translations are housed at the University
of Calgary (Canada), Archives and Special Collections, Srul Irving Glick Fonds. Box 33, File 779/04.2933.1.
6
Peter G. Davis, “Maureen Forrester, a Contralto, Gives Recital at the Met Museum,” New York Times,
January 15, 1978.
7
Kenneth Winters, “Forrester Good Despite The Heat,” newspaper unknown, date unknown. The
newspaper clipping is in Glick’s personal files and does not include the name of the newspaper or the date
of publication. Based on the subject matter, the article was likely published around the same time as the
September 8, 1969, Toronto Daily Star review of Forrester’s debut of Butterfly. Presumably this article is
from The Telegram where Kenneth Winters served as dance and music critic from 1966-71.
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Although borrowed elements of the Jewish liturgy are evident in Butterfly, the cycle’s
music is not exclusively “Jewish.”8
Glick was fond of the sonorous possibilities of different musical palettes. When
asked to describe the idiom of Butterfly he said, “I would probably think it would be
expressionistic…even though it does have…a very strong melodic element.”9 Although
he felt the cycle best fit that mold, it simply does not exhibit expressionism’s most salient
features. Expressionists tend to avoid cadences, repetition, symmetrical phrases, and
references to formal structural models.10 With the exception of the avoidance of
cadences, Butterfly features all of the above. While the cycle does not have traditionally
conceived cadences, Glick creates a sense of musical conclusion or the resolution of
dissonance by constructing sections of music with distinct melodic phrases or musical
motives that end at familiar tonal centers. Repetition of motives and melodies is common
within songs and a vital unifying device. The phrasing of both the vocal lines and the
piano lines is almost always symmetrical, if not predictable, throughout Butterfly. Glick
also refers to procedural models like ternary and rondo forms. In fact, only two of the six
songs are through-composed. Surprisingly, examining Glick’s compositional language in
Butterfly reads like a chapter in a theory textbook devoted to impressionism. For
example, in Butterfly we see Glick’s inclination towards secundal relationships that often
8

See Appendix VI for an outline of the characteristics of Jewish music.
Srul Irving Glick, unpublished taped interview transcribed by the present author, interviewer unidentified
(henceforth Interview). This cassette tape recording is held at the University of Calgary (Canada), Archives
and Special Collections, Srul Irving Glick Fonds. Tape box 800.05.21-72.4. This taped interview, along
with other materials in Glick’s archives, was made available to me by request to Special Collections
librarian Ms. Apollonia Steele, Senior Archival Assistant, Ms. Maryls Chevrefils, and Assistant Curator
Ms. Karly Sawatzky on a visit to the University of Calgary (Canada), Archives and Special Collections,
Srul Irving Glick Fonds on December 4-10, 2008. See Appendix VII for the author’s transcription of this
interview.
10
David Fanning, “Expressionism”, Grove music online, http:// www.grovemusic.com (accessed January
2, 2010).
9
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result in tone clusters and jarring dissonances. Indeed, the use of the minor second is a
staple of his compositional technique. Further, the cycle features parallelism, unclear
tonal centers, the exploitation of sound combinations in the extreme ranges of the piano,
polytonality, thin vertically conceived textures, and piano accompaniment that is a vital
partner in reinforcing, or even creating, poetic images. Glick’s impressionistic language
also relies heavily on the use of quartal relationships that are manifested through the
appearance of sustained open perfect fourths in the piano, colorful chord clusters built on
stacked fourths and tritones, the perfect fourth as a prevalent interval in melodies, and the
tritone as a recurring interval for text painting.
Before presenting a musico-poetic analysis of Butterfly, I feel a number of nonmusical topics must be addressed to enable the reader to fully appreciate the substance of
the cycle. The discussion that follows will include a brief biographical profile of the
composer, details about his initial acquaintance with the Butterfly texts, a short profile of
Terezin, background information about the child poets whose works were set by Glick,
and a presentation and discussion of the texts. Additionally, since Glick’s liturgical
borrowings are of interest, and because in some cases the insertion of the discussions of
Jewish influences in the analysis of each song may read as digressions from the central
thread of each analysis, I have included an Appendix for readers to refer to that provides
information about specific borrowings, and the influence of the synagogue.
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2.
SRUL IRVING GLICK: A SHORT BIOGRAPHY
Srul Irving Glick (1934-2002)
Glick was, and still is, an important composer in the Canadian classical music
community. His personal and professional background sheds light on the connection he
felt towards those who perished in the Holocaust and explains his desire to set selected
poetry from the children imprisoned in Terezin. Glick’s father and grandfather were
cantors whose religious positions left a profound mark on his psyche. Hailing from the
city of Kishinev, Glick’s father knew firsthand the danger that his religion and ethnicity
posed in the aftermath of the 1917 Bolshevik Revolution. His parents fled the pogroms11
in Russian Bessarabia (Romania) in 1923 and headed to Toronto where Israel (Srul)
Irving Glick was born on September 8, 1934. As a youngster, Glick was sheltered by his
parents who sent him to a Jewish school, and forbade him from playing with Gentiles.
Despite his parents’ best efforts, Glick was still hounded by neighborhood bullies as a
“Jew-boy.”12 He became an insular child as a result of his parents’ overprotective ways
and attributed their strict prohibition of associations with non-Jewish children to the
“scars that they carried with them through their escaping and through their
experiences…in Russia.”13 For all the struggles that Glick faced as a Jewish boy in

11

“Historically, [pogrom] refers to violent attacks by local non-Jewish populations on Jews in the Russian
Empire and in other countries.” United States Holocaust Memorial Museum, "Pogroms," Holocaust
Encyclopedia, http://www.ushmm.org/wlc/article.php?ModuleId=10005183 (accessed May 18, 2009).
12
Srul Irving Glick, one of three unpublished taped interviews identifying Frank Raskey as the
interviewer. No date is given, but it was probably around 1987. The cassette tapes are in a box labeled with
the file number 800.05.21-72.7, and are marked as “Tape A,” “Tape B,” and “Tape C” with file numbers
72.7 A, 72.7 B, and 72.7 C written on the outside of the cases. The cassette tapes were copied and later
transcribed by the present author, and were made available to me on a visit to the University of Calgary
(Canada), Archives and Special Collections, Srul Irving Glick Fonds on December 4-10, 2008. This
quotation can be found on Tape A.
13
Srul Irving Glick, Frank Raskey interview, Tape A.
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Toronto, he was able to find refuge and joy in his father’s voice and in the music of the
synagogue.
Glick was deeply influenced by his father’s profession, stating, “My father was a
cantor, I grew up as a child wanting to be a cantor.”14 Quite literally the moment his
father arrived in Toronto he stepped into the role of cantor “because the people who met
him at the boat knew what he did and…found a position for him.”15 Glick grew up
surrounded by the Jewish sacred and secular music of his father, as well as European art
music performed by his older brother Norman, a well-known clarinetist.16 By the age of
eleven he was singing in his father’s synagogue choir and participating in the Zionist
youth organization Habonim. Glick attributed much of who he was as a composer to his
childhood spent in the synagogue and Habonim. He explained,
To me it’s rather clear, that a composer, if he’s honest, is the sum of his
experiences. My musical experiences stem very richly from my Jewish music
heritage. [When] I was young, even as much as a baby, my father and mother
always sang Jewish songs to me. As soon as I could go to synagogue I would hear
my father chanting cantorial chants. I would hear the reading of the Torah – the
five books of Moses, the Prophets, Psalms. I would hear all those nuances of
Jewish music. And when I was eleven years old I joined Habonim, which is a
labor Zionist youth organization. And there I learned hundreds and hundreds of
Hassidic, Jewish, [and] Israeli folk-songs [and] dances. To me being Jewish
conjures up dancing like mad on Friday nights, which is the Jewish Sabbath…the
Horah, and circle dances, and singing at the top of my lungs. I used to have a
beautiful voice as a kid but I ruined it singing at the top of my lungs. And the
exuberance of being involved in that experience has never left me.17

14

Srul Irving Glick, live interview excerpt in Canadian Composers Portraits: Srul Irving Glick, a
documentary produced and prepared by Eitan Cornfield available on compact disc through the Canadian
Music Center’s Centredisc label, 2006.
15
Srul Irving Glick, Frank Raskey interview, Tape A.
16
Norman Glick eventually became principal clarinetist with the National Ballet and the Canadian Opera
Company.
17
Srul Irving Glick, Frank Raskey interview, Tape A.
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Glick’s sentimentality about Habonim almost overshadows the fact that he developed a
strong passion for the Western Classical tradition through the influence of his older
brother Norman.
Despite the lack of formal musical training in his childhood, the teen-aged Glick
decided to pursue composition as a career. As an emerging composer, he was determined
to find a way to meld the musical worlds of East and West. Early in his career he became
interested in learning how Classical composers crafted their music and communicated
their ideas so that he could express “in a Classical way what was Jewish musically in
[his] soul.”18
Glick completed his Bachelor of Music and Master of Music degrees in
Composition at the University of Toronto in 1955 and 1958, respectively. He studied
with Canada’s most important composers, including John Weinzweig (1913-2006), John
Beckwith (b. 1927), and Oskar Morawetz (1917-2007). Glick also studied with Darius
Milhaud in Aspen during the summers of 1956 and 1957, and in Paris from 1959-1961.
But he became disenchanted with Milhaud believing his criticisms were unfair and harsh.
On a scrap of paper he drafted an undated letter to his teacher. Part of it read:
Dear Milhaud,
I will not be coming to any more of your composition classes. I see now
that it would be useless for me to try to please you with my talent, for I’m
sure you consider it very meager. It’s not your fault that you’ve had so
many brilliant pupils that you’ve become insensitive to the needs of a less
brilliant, however very sensitive and very sincere student.19

18

Srul Irving Glick, Frank Raskey interview, Tape A.
Srul Irving Glick, undated and unpublished hand-written letter to Darius Milhaud. At my request the
letter was photocopied by Senior Archival Assistant Ms. Maryls Chevrefils from the University of Calgary
(Canada), Archives and Special Collections, Srul Irving Glick Fonds. The letter is in File 040218, 17.3.1.
The letter was transcribed by the present author. The entire transcribed text and photocopy of the original
double-sided letter is provided in Appendix I.
19
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Whether or not Glick sent a copy of the letter to Milhaud is unknown. Regardless, his
insecurity about his compositional skills and the resentment he felt toward Milhaud did
not deter him from continuing his studies in Paris. He found kindred and sympathetic
spirits in two other teachers: Milhaud’s student Louis Saguer (1907-1991), and Arnold
Schoenberg’s pupil Max Deutsch (1892-1982).
Glick returned to Toronto in 1962 and was disappointed to find that there was no
work for him. However, well-known Canadian arts administrator and composer Louis
Applebaum secured an interview for Glick with Geoffrey Waddington, then Director of
Music at the Canadian Broadcasting Corporation. Waddington hired the 28 year-old
Glick as a radio producer in 1962, a position he held until 1986. In 1969 (the same year
he completed Butterfly) Glick was hired as part-time Choir Director at Beth Tikvah
Synagogue in Toronto, and in 1980 took up the post of Composer-in-Residence there.
From the 1960s through the 1980s, Glick’s professional life was rewarding and busy as
he juggled full-time duties at the CBC and part-time duties at Beth Tikvah. Further,
Glick’s career at the CBC made it possible for him to associate with notable international
and Canadian conductors, instrumentalists, and singers, not the least of whom was
Maureen Forrester. He left the CBC in 1986.
After leaving the CBC, Glick pursued composition full-time. He enjoyed
professional recognition that included numerous awards, prizes, and prestigious
commissions,20 but through an unfortunate chain of events his life took a tragic turn.
Glick was attacked with an axe by a home intruder in June 1992, shot by an unknown
assailant in January 1993, and diagnosed with multiple myeloma (a cancer of the plasma

20

See the Glick Chronology in Appendix II for a list of awards, prizes, and an outline of major life events.
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cell that affects the bone and bone marrow) in 1997.21 He did everything in his power to
overcome his cancer through traditional Western remedies like chemotherapy, but he also
sought alternative treatment through Freudian psychotherapy.22 Glick eventually lost his
battle with cancer. He died in Toronto on April 17, 2002, at the age of 67, leaving two
daughters, a son, first wife Dorothy, and second wife Sara. He was posthumously
awarded the Queen’s Golden Jubilee Medal, which is given by the Governor General of
Canada to citizens “who have made outstanding and exemplary contributions to their
communities or to Canada as a whole.”23

21

Glick fought for his life during the 1992 home break-in by a stranger wielding an axe. In a petition to the
Criminal Injuries Compensation Board of Ontario, Glick’s lawyer stated, “…a man had come to the
Applicant’s door and inquired about some real estate transaction. When the Applicant told him he must
have made some mistake and began to close the door, the intruder pulled out an axe and forced his way into
the Applicant’s home. The Applicant was hit on the arms and head by the axe handle. As he struggled to
get the weapon away from the intruder the attacker threatened, ‘Give me the axe or it’s the gun for you.’”
Less than a year later it was the gun for Glick. On January 7, 1993 he was shot while leaving an evening
choir rehearsal at Beth Tikvah Synagogue. As he was unlocking his car a man approached him and shot
him in the leg. Police never caught the men responsible for the axe attack or the shooting.
22
There is a typed document at the University of Calgary (Canada), Archives and Special Collections, Srul
Irving Glick Fonds, entitled “Intepretation Against Multiple Myeloma.” It appears to have been written by
Glick and in it he outlines six points describing and explaining why he has been diagnosed with Multiple
Myeloma. He mentions the roles of his superego, masochistic passivity, and resignation, just to name a few,
as major psychological contributing factors to his cancer diagnosis. The document is in File 040218-18.6
catalogued as “Self-Talk Cancer: Interpretation Against Multiple Myeloma.” There is a hand-written
document accompanying the “Self-Talk Cancer” diagnosis in which Glick outlines four points. The first
point reads, “First I would not accept that I would die in 1 week!” Both documents are undated.
23
Governor General of Canada, “Honours,” Governor General of Canada,
http://www.gg.ca/honours/medals/hon04-qegj_e.asp (accessed July 1, 2009).
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3.
I NEVER SAW ANOTHER BUTTERFLY: BOOK, CBC COMMISSION FOR
MAUREEN FORRESTER, AND TEREZIN AND ITS CHILDREN
Book
Glick received a copy of I Never Saw Another Butterfly: Children’s Drawings and
Poems from Terezin Concentration Camp, 1942-44 for his thirtieth birthday in 1964. The
book’s contents shocked and saddened him. Published in English translation from the
original Czech, Butterfly’s 22 poems, one selection of prose, and 47 illustrations left a
profound impression on Glick. He remarked,
I was immediately shaken by the emotional impact caused by the poetry. In many
cases the poems dealt with subjects far removed from the horrors of war which all
the children experienced so profoundly. Perhaps it was this understatement in
many of the poems which moved me so much.24
The “emotional impact” of the Butterfly texts never left Glick after his initial reading of
the book. He brooded over the poetry for four years until, in 1968, Maureen Forrester
suggested that he write a work for her. Glick approached the CBC and asked if it would
be possible to write a commissioned work for Forrester. The CBC obliged and
commissioned him shortly thereafter. He decided to set “To Olga”; “Yes, That’s The
Way Things Are”; “The Little Mouse” (a nursery rhyme); “On a Sunny Evening”;
“Narrative” (a selection of prose); and “The Butterfly.” In a letter to the McGraw Book
Company dated August 23, 1968, Glick expressed his interest stating, “I have long been
interested in setting to music several of the children’s poems from the book which you

24

From undated typed program notes with handwritten corrections. It is obvious that the notes were
written by Glick because subjective and objective personal pronouns are used throughout. The program
notes are archived at the University of Calgary (Canada), Archives and Special Collections, Srul Irving
Glick Fonds. Box 33, File 779/04.29-33.1.
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published, ‘I Never Saw Another Butterfly.’” He continued, “I have been extremely
moved by the pathos of these poems, and as a composer of a serious nature, I would like
to express some of my own feeling (sic) about them. I therefore request permission from
you to set these poems to music.”25 After numerous letters between Glick, McGraw Hill,
and publishers in Czechoslovakia, he received a letter from Dilia Publishers in Prague
dated January 28, 1969, granting him copyright clearance. He began working on the
cycle, but soon discovered that embarking on the compositional process was emotionally
taxing.
Glick agonized in the initial phase of composition explaining, “In setting out to
write this work I was so deeply moved that…it took me four to six months just to find the
style because there was so much bitterness in [the] texts.”26 He continued, “It took me at
least four months before I found the color, before I found the tone, the harmony and the
sense of the phrasing and melodic line for the song cycle I Never Saw Another Butterfly.
It was a very difficult struggle.”27 Despite Glick’s struggles, he was able to complete the
music in time for Maureen Forrester’s Canadian Broadcasting Corporation sponsored
recital in the autumn of 1969.

25

Srul Irving Glick, unpublished letter to McGraw Book Company (now McGraw-Hill). This is the first of
three letters Glick sent to publishers in an effort to obtain copyright clearance. These letters are archived at
the University of Calgary (Canada), Archives and Special Collections, Srul Irving Glick Fonds. Box 33,
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CBC Commission for Maureen Forrester
Maureen Forrester (1930-2010) and pianist John Newmark (1904-1991) debuted
Butterfly at Saint James Cathedral in Toronto on September 6, 1969. Forrester also
debuted the orchestral rendition of Butterfly with conductor Boris Brott and the Hamilton
(Ontario) Philharmonic Orchestra on October 14, 1973. Forrester, whose conversion to
Judaism was inspired by her marriage to celebrated Jewish-Canadian violinist Eugene
Kash, shared Glick’s interest and passion for Butterfly’s poems. She championed the
cycle in recital performances at major venues around the world. Although Forrester
performed the cycle throughout North America and Europe, she was especially well
received with it in Israel.28 In her 1986 memoir entitled Out of Character, Forrester
wrote, “The most moving concert I ever sang in Israel was a performance of Srul Irving
Glick’s I Never Saw Another Butterfly.”29 She explained,
Wherever I sang those songs, there was an ovation, but in Israel the reaction was
different than anywhere else. You would see people put their hands over their
mouth as if the memories were bringing floods of nausea. Then they would stand
and clap wildly, but you sensed a silence in the applause and, all over the concert
hall, you could hear the sound of sobbing.30
Although Forrester did not specify the date of the concert mentioned in her memoir,
Glick had filed newspaper clippings from seven Israeli papers documenting a March 13,
1982 concert she gave with the Israel Philharmonic Orchestra in Tel Aviv. As it turned
out, Israeli music critics echoed Forrester’s observations about the powerful impact
Butterfly had on its audiences.31 A review in the newspaper Al Hamishmar claimed, “The
28

See Appendix IV for a list of noteworthy performances of Butterfly.
Maureen Forrester with Marci McDonald, Out of Character: A Memoir (Toronto: McClelland and
Stewart, 1987), 225.
30
Ibid., 225.
31
Glick asked a friend who understood Hebrew to write out informal English translations of the reviews.
29
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touching concert became a defacto evening of meditation [on] the thousands of Jewish
children who, despite hardship and humiliation, showed supreme mental courage.”32
Another reviewer described Forrester’s concert as “an emotional event” adding, “the
lyrics [were] shattering.”33 Music critic Benjamin Bar-Am in The Jerusalem Post wrote,
“I Never Saw Another Butterfly belongs among the very few compositions which cope
successfully with the subject of the Holocaust,” 34 and deemed Forrester’s remaining
recital repertoire as inconsequential: “After experiencing [I Never Saw Another Butterfly]
and its horrendous connotations, it was simply impossible to endure Mahler’s private,
personal, egocentric music. Nobody, of course, would dispute the beauty of the Songs of
a Wayfarer, but after Glick’s I Never Saw Another Butterfly, it was difficult to cope
with.”35

32

Author unidentified, “There Are No Butterflies Here by the Israel Philharmonic,” Al Hamishmar, March
14, 1982. This Israeli newspaper article was informally translated from Hebrew to English by Glick’s
friend who only identifies himself as “Mosh” in the hand-written translations. Unfortunately “Mosh” did
not provide the name of the music critic responsible for the article. The article and the informal translations
are housed at the University of Calgary (Canada), Archives and Special Collections, Srul Irving Glick
Fonds. Box 33, File 779/04.29-33.1.
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Author unidentified, “Yesterday’s Music: Children’s Songs from the Ghetto,” Maarin, March 14, 1982.
This Israeli newspaper article was informally translated from Hebrew to English by Glick’s friend who
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the name of the music critic responsible for the article. The article and the informal translations are housed
at the University of Calgary (Canada), Archives and Special Collections, Srul Irving Glick Fonds. Box 33,
File 779/04.29-33.1.
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Benjamin Bar-Am, “Spirit of Horror,” The Jerusalem Post, March 17, 1982. The article is housed at the
University of Calgary (Canada), Archives and Special Collections, Srul Irving Glick Fonds. Box 33, File
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Not all music critics were impressed with Butterfly. Alan M. Kriegsman, a music critic for the
Washington Post in the 1970s, found Glick’s synthesis of music and poetry inept. In his review of
Forrester’s recital at the Library of Music in Washington, D.C., he claimed that Glick’s “music was rather
dwarfed by the text.” He went on to say, “Glick’s flaccid, amorphously styled settings are simply
inadequate to the verbal intensity.” Alan M. Kriegsman, “For the Sake of Song,” The Washington Post,
November 21, 1979.
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Terezin and Its Children
The children responsible for the contents of I Never Saw Another Butterfly were
secretly taught subjects like poetry and art in Terezin. Using meager materials smuggled
in by imprisoned Jewish teachers, the young artists composed poems and created
drawings and paintings on German office forms, scrap paper, pieces of cardboard, and
wrapping paper.36 The child prisoners of Terezin were relegated to their own barracks
within a camp that functioned as both a transit camp and hard labor camp. Although
Terezin’s primary purpose was the concentration of Jews before being banished to death
camps in the East like Auschwitz37 (currently known as Oswiecim), many prisoners died
before deportation due to starvation, disease, or simply from being worked to death. But
Terezin was also manipulated into a “model” camp for propaganda purposes. When the
Nazi regime felt outside pressure for a proposed visit by Danish Red Cross inspectors,
plans were set in motion to clean up the camp, clothe and feed the prisoners, assemble
classrooms, and present a variety of entertainments written and performed by the
prisoners. There was even a propaganda film shot in Terezin in 1944. According to
Chaim Potok’s recollection of a portion of the film’s narration, the Nazis proclaimed
Terezin as “a gift ‘the Führer [had] given the Jews’ to prepare them for a life in
Palestine.”38 The Nazis’ façade worked and the world was deceived. 39 Tragically, of the
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Hana Volavková, ed., …I never saw another butterfly…: Children’s Drawings and Poems from Terezin
Concentration Camp 1942-44, (New York: Schocken, 1993), viii.
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Other concentration camps in the East included Lublin/Madjanek, and Treblinka.
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Chaim Potok quoting text from a Nazi propaganda film reel in his foreword to …I never saw another
butterfly…: Children’s Drawings and Poems from Terezin Concentration Camp 1942-44, (New York:
Schocken, 1993), xiv.
39
Of the approximately 140,000 Jews that were transported to Terezin, about 90,000 were deported to the
death camps in the East. The remaining 33,000 or so died in Terezin itself due to starvation and disease.
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15,000 children that passed through Terezin between the years 1942 and 1944, less than
100 survived.
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4.
I NEVER SAW ANOTHER BUTTERFLY (LITERARY TEXT):
EDITIONS, POEMS AND PROSE, POETS
Editions
All but two poems that belong to the early editions of I Never Saw Another
Butterfly come from the personal belongings of a Terezin survivor. There is no record of
his name, but his wife is identified as “Mrs. A. Flacová of Brno.”40 Mrs. Flacová’s
husband, a teacher in children’s barracks L417, managed to take 42 children’s poems
with him upon his release.41 In 1952 Flacová donated all of these poems to the State
Jewish Museum in Prague.42 Of the 42 poems, 22 were selected for I Never Saw Another
Butterfly. Another poem and a selection of prose were also chosen from other donors for
the compilation.43 Complementing the poems are 47 children’s drawings from Terezin
that were selected for inclusion in I Never Saw Another Butterfly.
Six editions of I Never Saw Another Butterfly have been published. According to
an internet search of rare and used booksellers’ inventories, the original 1959 edition of I
Never Saw Another Butterfly was edited by Hana Volavková and printed by Severografia
National Enterprise, in Velký Šenov, Czech Republic. There is no mention of the
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Hana Volavková, ed., …I never saw another butterfly…: Children’s Drawings and Poems from Terezin
Concentration Camp 1942-44, (New York: Schocken, 1993), 96.
41
Ibid., 96.
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Volavková writes, “There are 42 of these manuscripts, and in typed copy, 24. The folio in which the
poems were given bears the following inscription: TEREZIN 1941-1945. The folio evidently dates from a
later period. It contained those poems listed in the archive under the number 108218. A copy of the poem
‘Fear,’ by Eva Picková, was given to the State Jewish Museum in 1955 by Dr. R. Feder. The prose of Petr
Fischl, ‘The Diary of Pavel Bondy,’ archive number 101517/55, is deposited in the museum archive in
typed copy and was donated during the museum’s documentation campaign in 1945, when written records
and memoirs from the former Terezin ghetto were collected.” Hana Volavková, ed., …I never saw another
butterfly…: Children’s Drawings and Poems from Terezin Concentration Camp 1942-44, (New York:
Schocken, 1993), 96.
43
The poem “Fear” and the prose excerpt from Petr Fischl’s diary were contributed by others.
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publisher. One bookseller’s website claims that only 2000 copies of the 1959 edition
were printed. No mention is given in the various booksellers’ notes about who was
responsible for the 1959 English translation but it was probably Jeanne Nemcová-the
translator identified in all the subsequent editions. The 1962 edition of Butterfly,
published in English, German, Swedish, Spanish, and Yiddish, was also printed by the
Severografia National Enterprise, but published by McGraw-Hill. Butterfly was released
again in 1964 and 1971 by McGraw-Hill, and later reprinted in 1978 and 1993 by
Schocken Books. It seems fitting that Schocken - a publishing house founded by Jews
fleeing Nazi persecution - eventually absorbed Butterfly into its catalog.44

Poems and Prose: “To Olga”; “Yes, That’s The Way Things Are”; “The Little
Mouse”; “On A Sunny Evening”; “Narrative”; “The Butterfly”
Working from a Czech-to-English translation makes scansion and analysis of the
texts problematic. Indeed, in the English translation one finds that the determination of
traditional poetic meter is impossible. Based on Nemcová’s translations, the five poems
that Glick set are metrically irregular, written in free verse, and most lack symmetrical
groupings of lines of poetry. Rhyme schemes are almost non-existent as well. My
scansion of the poems and prose is provided in Appendix V.
Whether or not the children who penned the works were aware of classical poetic
forms, meters, and conventions is unknown. Still, they were capable communicators of
44

In 1939 the Berlin based Schocken was forced to close by the Nazis. The publisher subsequently
relocated to Palestine, and then moved to New York in 1945. Schocken’s 1993 edition of Butterfly was
expanded to include an additional 14 poems and 19 illustrations. (A total of 37 poems comprise the 1993
Schocken edition of Butterfly, but only 23 appear in the original and early editions.) The company
specializes in Jewish literature.
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their imaginations and feelings, and keen observers of their surroundings. In the
discussion of the texts that follows, it is also clear that the young writers primarily
exploited imagery in order to convey their feelings and ideas.

“To Olga” by Alena Synková
Alena Synková is believed to be the author of “To Olga.” She was born in Prague
on September 24, 1926, and deported to Terezin on December 22, 1942.45 She survived
the Holocaust and returned home after the liberation. According to archival information
at the State Jewish Museum in Prague, her poem,
is preserved in manuscript and is written in pencil on a scrap of lined
paper. It is not signed; at the end of the poem is the number of one of the
children’s homes, “L410.” From the handwriting and style it was probably
written by Alena Synková.46
The barracks known as “L410” was not only the unit where Synková lived, it was also
the home of Miroslav Kosek, one of the three child poets who collectively called
themselves “Koleba” (Kosek, Löwy, and Bachner).47 She also had a special connection to
fellow inmate Petr Fischl who left his diary with friends in Terezin when he was deported
to Auschwitz. Through smuggling efforts, his diary made it into the hands of Synková
who, following the liberation, found Fischl in Prague where she delivered his diary. Glick
set a portion of prose from Fischl’s diary as the fifth song in Butterfly (“Narrative”).48
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Hana Volavková, ed., …I never saw another butterfly…: Children’s Drawings and Poems from Terezin
Concentration Camp 1942-44, (New York: Schocken, 1993), 96.
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Ibid., 99.
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Coincidentally, Glick set Koleba’s poems “Yes, That’s The Way Things Are” and “The Little Mouse” as
the second and third songs in the cycle, respectively.
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Synková’s other known poems include “I’d Like to Go Alone,” “Tears” and another poem which is
untitled. “To Olga” and “I’d Like to Go Alone” appear in the 1962 and subsequent editions of I Never Saw
Another Butterfly: Children’s Drawings and Poems from Terezin Concentration Camp, 1942-44. However,
“Tears” and Synková’s untitled poem appear only in Schocken’s 1993 edition.
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“To Olga” reflects the desire of a child caught in the world of a Nazi ghetto to
find a temporary escape through her imagination. Despite the incongruity of the poem’s
strophes, it is important to know that the layout below is how Glick saw the original
poem on the printed page. Synková’s poem is as follows:
Listen!
The boat whistle has sounded now
And we must sail
Out toward an unknown port.
We’ll sail a long, long way
And dreams will turn to truth.
Oh, how sweet the name Morocco!
Listen!
Now it’s time.
The wind sings songs of far away,
Just look up to heaven
And think about the violets.
Listen!
Now it’s time.
The poetic images in “To Olga” have profound implications when studied closely. More
powerful than the poetic images themselves, is Synková’s point of view. When
thoughtfully examined, her point of view in the poem reveals what is likely a tragedy
unfolding before her eyes.
In the first stanza Synková issues the first of three imperative orders to “Listen!”,
presumably directed to a child named Olga. Then a boat whistle sounds and the vessel
departs to an “unknown port.” The boat whistle may be a veiled reference to the train
whistle of a Nazi transport pulling out to a death camp. Perhaps in the role of ad-hoc
baby-sitter Synková was attempting to comfort Olga and distract her when the dreaded
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whistle sounded. Conceivably Synková, who was between 16 and 18 years of age at the
time, was struggling to make a game of make-believe out of this horrific sound. The
game continues when she explains to Olga that they must “sail out toward an unknown
port.”
Although an “unknown port” could strike one as a metaphor for the uncertain fate
of Terezin’s prisoners, in the second stanza Synková transforms an unknown destination
into a place where “dreams will turn to truth.” After sailing “a long, long way” she
suggests Morocco as a final destination. For those with some knowledge of Jewish
history, Synková’s line “Oh, how sweet the name Morocco!” is compelling. The wave of
immigration to Morocco after the Jews were expelled from Spain and Portugal in the
1490s is significant when considering her poem. It is plausible that “the name Morocco”
is “sweet” because in Synková’s mind it represented freedom, mercy, and tolerance.
At the outset of the third stanza Synková personifies the wind, making it an
audible singing voice. This image is ghostly and invokes a sense of the supernatural.
“The wind sings songs of far away” may also refer to Morocco. Synková suggests, that if
Olga can “just look up to heaven/ And think about the violets” all will be well.
The fourth brief stanza is a repetition of “Listen!/ Now it’s time.” At the
conclusion of the poem one is left with several questions. Were Synková’s three
statements of “Listen!” interruptions of Olga’s crying? Were Olga’s family members on a
train pulling out to a death camp? Unfortunately, Terezin’s legacy indicates that any of
the above questions could be answered in the affirmative.
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“Yes, That’s The Way Things Are” by Koleba
“Yes, That’s The Way Things Are” serves as a reminder of the elderly who
endured a hopeless existence in Terezin. Holocaust archives in Prague indicate that “Yes,
That’s The Way Things Are” is a,
Children’s rhyme in two stanzas written in pen on a German office form. The
signature at the bottom reads “Koleba: Ko ek, Löwy, Bachner.” It is written in a
child’s script without grammatical errors.49
Unfortunately, no information on Bachner exists in the archives, but biographical
sketches could be assembled for Miroslav Kosek and Hanus Löwy. The archives in
Prague indicate that Kosek “was born on March 30, 1932, at Ho elice in Bohemia and
was deported to Terezin on February 15, 1942. He died on October 19, 1944 at
Auschwitz.”50 Löwy “was born in Ostrava on June 29, 1931, and deported to Terezin on
September 30, 1942. He died in Auschwitz on October 4, 1944.”51 Koleba also composed
two other poems found in Butterfly. These include “The Little Mouse” - which Glick set
as the third song in the cycle - and “Man Proposes, God Disposes.” A single poem by
Miroslav Kosek entitled “It All Depends On How You Look at It” was also published in
Butterfly. Koleba’s poem is printed with Roman numerals above each stanza and appears
on the printed page as follows:
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I.
In Terezin in the so-called park
A queer old granddad sits
Somewhere there in the so-called park.
He wears a beard down to his lap
And on his head, a little cap.
II.
Hard crusts he crumbles in his gums,
He’s only got one single tooth.
My poor old man with working gums,
Instead of soft rolls, lentil soup.
My poor old grey-beard!

Glick had strong feelings about the central character in Koleba’s poem and
described the text as one that triggered “a sense of tragedy right from the beginning.”52
The tragedy that is instantly identifiable in “Yes, That’s The Way Things Are” lies in the
absurdity of an old man being held prisoner in Terezin. Koleba’s observations clearly
influenced Glick’s sympathetic attitude toward this unfortunate man. “I felt so bad – what
is an old person doing in a concentration camp? You know an old person, they should be
at home, they should be looked after by their children and I just felt so bad about this
guy.”53
In the first stanza of the poem, Koleba establish the picture of an old man sitting
in a park. His physical appearance suggests he is an Orthodox Jew. But the first stanza
does more than simply establish the poem’s central character; it presents two possible
interpretations of the “so-called park.” It could have been nothing more than a
ramshackle area that the SS set aside for the prisoners. Another interpretation suggests
52
53

Interview.
Ibid.
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the children’s knowledge of Terezin as part of the Nazi propaganda machine. Hitler’s
regime mockingly described the camp as a "spa town" where elderly German Jews could
"retire" in safety.54 It is important to take a moment to consider the issue of the Danish
Red Cross pressuring the Nazis for a humanitarian visit.
In December 1943, the preparations for the Red Cross visit become known as the
“Embellishment.”55 The façade the Nazis created in order to facilitate the visit by Red
Cross officials came at the ultimate price for the most vulnerable prisoners. On May 12,
1944, all of Terezin’s orphans and most of its sick were deported to death camps in the
East in an effort to make Terezin less crowded for the Red Cross visit. The total deported
that day numbered 7,500.56 When the Red Cross arrived on June 23, they saw a carefully
orchestrated illusion. Things previously non-existent in Terezin now appeared: flowers,
benches, a playground, a school, kitchens brimming with food and activity, and singing
children.57 There is no information detailing when Kosek and Löwy were deported out of
Terezin, but they may have been present the day the Red Cross visited.
Undoubtedly, deception and propaganda were realities in Koleba’s life while in
Terezin. But in the second stanza of “Yes, That’s the Way Things Are” a different and
more visceral reality emerges: the scarcity of food. Koleba observe the old man trying to
chew hard crusts of bread with his gums and “one single tooth.” Although this
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emphasizes his harmlessness, a more disturbing image emerges: the old man is eating
scraps. Did the young boys know that of all of Terezin’s prisoners the elderly received
the least amount of food?58 Did they know that malnourishment affected Terezin’s
elderly the most? In the second stanza the idea of a sense of relationship and identity
between the old man and Koleba also emerges. On two occasions Koleba refer to the old
man as “my poor old man” and “my poor old-grey beard.” That the children should use a
possessive pronoun suggests that Koleba felt a special connection to their fellow
prisoner.

“The Little Mouse” by Koleba
In a draft of program notes that Glick was writing for an unidentified concert, he
stated, “‘The Little Mouse’ was chosen for [Butterfly as] the relief from the oppressive
quality of some of the other poems. It is a simple nursery rhyme with a genuine sense of
humour.”59 Information in the State Jewish Museum in Prague tells us that the poem is,
A children’s verse written in pen on a German office form, having
two stanzas. ‘Koleba: Kosek, Löwy, Bachner’ is written in the right corner
and above it in pencil, ‘26/II.’ The handwriting is that of a child and there
are no grammatical errors.60
Koleba’s charming nursery rhyme describes a mouse’s struggle to get a flea out of its fur.
With help from the mouse’s father, the flea is caught and cooked in a frying pan for
58
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lunch. Although the hyphens appear rather odd in the third line, this is how the
punctuation appears on the printed page in the 1962 edition of Butterfly. The poem reads:
A mousie sat upon a shelf,
Catching fleas in his coat of fur.
But he couldn’t catch her - what chagrin! She’d hidden ‘way inside his skin.
He turned and wriggled, knew no rest,
That flea was such a nasty pest!
His daddy came
And searched his coat.
He caught the flea and off he ran
To cook her in the frying pan.
The little mouse cried, “Come and see!
For lunch we’ve got a nice, fat flea!”

Koleba’s nursery rhyme is at first glance playful.61 The personification of the father
mouse catching a flea and cooking it in a frying pan for lunch is comical and reveals
Koleba’s clever imagination. However, if the reader pauses to consider the context in
which the poem was written and its source of inspiration (a flea infested mouse), what
becomes obvious is Koleba’s transformation of a grotesque image from their living
quarters into a quaint nursery rhyme. Accounts of living conditions in Terezin include
details about vermin like mice, fleas, rats, flies, and lice overrunning the camp.62 It is
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Koleba’s nursery rhyme is amusing, but the serious nature of the cycle left one critic wondering if the
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remarkable that Koleba could convert a facet of their appalling living conditions into a
humorous rhyme.

“On a Sunny Evening” (Anonymous)
Little is known about the background of “On a Sunny Evening.” No author is
identified and the archives at the Jewish Museum in Prague simply state,
The poem is preserved in a typewritten copy. There is the date ‘1944’ in
the upper right corner. No more facts available.63
The paradox in the poem’s title is immediately striking. Literally speaking, evening
cannot be sunny, but early evening possesses the rich light and colors of sunset. The
poem as it appears on the printed page, including the curious comma after the word wire
in the penultimate line, is as follows:
On a purple, sun-shot evening
Under wide-flowering chestnut trees
Upon the threshold full of dust
Yesterday, today, the days are all like these.
Trees flower forth in beauty,
Lovely too their very wood all gnarled and old
That I am half afraid to peer
Into their crowns of green and gold.
The sun has made a veil of gold
So lovely that my body aches.
Above, the heavens shriek with blue
Convinced I’ve smiled by some mistake.
The world’s abloom and seems to smile.
I want to fly but where, how high?
If in barbed wire, things can bloom
Why couldn’t I? I will not die!
website, the quote was probably taken from Norbert Troller’s book Theresienstadt: Hitler's Gift to the
Jews, ed. Joel Shatzky, (University of North Carolina Press, 1991).
63
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Each of the three stanzas feature images of nature’s beauty. Rich colors, along with
images of flowering trees, represent nature’s beauty and triumph over Terezin’s
environment. However, nature’s splendor is presented alongside a number of tragic
images. “The threshold full of dust” symbolizes death. Further, the poet’s expression of
the drudgery of daily life in the camp, his pain of stifled joy, and his desire to survive in
“barbed wire,” serve as foils to the beauty of the natural world.
The image of barbed wire was particularly powerful to Glick; his ink sketches of
the barbed wire fence at Terezin reveal a sense of angst and pain. The illustration below
is on a piece of manuscript paper from his pencil autograph sketch of Butterfly. It is
tucked behind the final page of the entire pencil draft of the cycle (example 1). Notice the
barbed wire fence, the flowers inside the camp, the Jewish prayer shawl around the figure
with a raised hand, and the consuming flame.
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Example 1. Srul Irving Glick, unpublished ink drawing from the song cycle I Never Saw Another
64
Butterfly.

Although Glick later completed the illustration with the intent of using it as Butterfly’s
title page (example 2), there is no evidence in Glick’s archives that suggest his drawing
was ever used.65 Still, Glick was obviously moved by the images in the poem. In his
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Glick’s illustration is part of his autograph pencil sketch of I Never Saw Another Butterfly. All of Glick’s
illustrations, autographs, letters, etc., that appear in this paper were photocopied at my request, by Senior
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completed illustration he includes the image of a “wide-flowering chestnut tree” with its
“wood all gnarled and old.”

Example 2. Srul Irving Glick, unpublished ink title page from the song cycle I Never Saw Another
66
Butterfly.
66

This title page is in the University of Calgary (Canada), Archives and Special Collections, Srul Irving
Glick Fonds. File 779/04.29-3.4.
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The unknown poet describes sunset as a “purple, sun-shot evening” under which
“wide-flowering chestnut trees” bloom. The beautiful opening image is suddenly tainted
when the poet mentions the “threshold full of dust.” Perhaps the “threshold” of Terezin’s
ash-laden crematorium was in his mind’s eye. The camp’s crematorium disposed of 190
corpses a day so it is conceivable that the young poet associated the ashes billowing from
the crematorium’s chimneys with the “dust” of death.67
In the second and third stanzas of “On a Sunny Evening,” the writer continues to
contrast nature’s beauty with his inner world of turmoil. Indeed, there are several
moments where the child’s feelings strike the reader with a heavy hand. The first occurs
as the child expresses his inability to bask in the beauty of the chestnut tree’s flowers and
gnarled wood. The second occurs when the sun’s rays are “so lovely” that they cause the
child’s body to ache, revealing that what should bring pleasure, Terezin has perverted to
pain. The personification of the heavens letting out a “shriek of blue” in reaction to the
poet’s mistaken smile is also particularly striking. The tragedy of the child’s situation
grows deeper when he expresses a desire to escape and fly away but admits he has no
place to go. In the final two lines of the poem the child identifies with, and is
strengthened by, nature’s ability to thrive. His poem ends with a bold declaration about
his desperate will to survive, and even flourish, in Terezin.

“Narrative” by Petr Fischl
Through the course of my research I discovered that all of the editions of I Never
Saw Another Butterfly erroneously indicate that Petr Fischl - author of the only selection
67

University of Minnesota Center for Holocaust Studies, “Theresienstadt: Death,” Large Theresienstadt
Documentation, 1943-1945, http://www.chgs.umn.edu/histories/documentary/theresienstadt/ (accessed
December 10, 2009).
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of prose in the compilation - died in Auschwitz in 1944. The information provided on
Petr Fischl simply says, “From the prose of fifteen-year old Petr Fischl (born September
9, 1929), who perished in Auschwitz in 1944.”68 However, Glick’s personal effects
indicate that Fischl survived the Holocaust and changed his name to Gabriel Petia Dagan.
It is interesting to note that in 1987 Glick corrected several errors in the 1972 Leeds
Music Canada published edition of Butterfly. Chief among those corrections was the
biographical information on Fischl (example 3).

Example 3. Srul Irving Glick, handwritten correction of Petr Fischl’s biography circa 1987 included
69
in I Never Saw Another Butterfly. Leeds Music Canada, 1972.

Glick traveled to Israel to attend Maureen Forrester’s 1982 performance of Butterfly with
the Israel Philharmonic Orchestra. There, the director for the I.P.O. had surprising news
for him: Petr Fischl was not dead. He had survived the Holocaust, relocated to Israel after
the liberation, and was now the chief psychiatrist of the Kibbutz Movement in Israel.70
Even more surprising to Glick, was news that the Philharmonic’s director had made
arrangements for him to meet Fischl.
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Hana Volavková, ed., …I never saw another butterfly…:Children’s Drawings and Poems from Terezin
Concentration Camp 1942-44, (New York: Schocken, 1993), 6.
69
The Leeds Music Canada score with Glick’s handwritten corrections is in the University of Calgary
(Canada), Archives and Special Collections, Srul Irving Glick Fonds. File 779/04.29-3.4.
70
Glick also discovered that Fischl was an accomplished playwright who, at the time of their meeting in
March 1982, was enjoying a successful run of an autobiographical play he had written entitled “Uncle
Arthur.”
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Glick and Fischl had three meetings together, one of which was at a rehearsal of
Butterfly. According to Glick, Fischl was “extremely moved to hear his words set to
music.”71 Although Fischl did not want to discuss his painful experiences as a child
prisoner in Terezin, he did tell Glick that he felt burdened to record his observations of
life in the camp while imprisoned. He wrote his diary under the pen name Peter Bondy
for fear that if he used his real name the Nazis would kill him or his relatives if the diary
were ever discovered. Fischl completed his diary while in Terezin and read its contents to
several groups of Jews there. He told Glick that each group of prisoners, no matter what
profession, had a place in the camp where they met together to talk and share ideas.
Fischl said that he read his diary 30 or 40 times to each of the different groups. On the
day that he was transported to Auschwitz, he handed the manuscript of his diary to his
best friend. How or why Fischl survived Auschwitz was not indicated in Glick’s
archives.72
Glick entitled his setting of Fischl’s diary excerpt “Narrative.” Fischl’s prose
reveals a tragic level of desensitization. The most horrific conditions and sights
imaginable were something prisoners simply “got used to.” Fischl recorded eleven
scenarios that were routinely experienced by him and other inmates. His disturbing
“narrative” is seven sentences in length and reads as follows:
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Interview.
Glick learned that after the liberation Fischl returned to his brother’s home in Czechoslovakia. Roughly
six months after his arrival there, a stranger appeared at his door with his diary in hand. According to
Glick’s recollection of Fischl’s story, the young woman who handed him his diary said, “I believe this is
yours.” As it happened, the girl was Alena Synková. (Interview.)
72
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…We got used to standing in line at seven o’clock in the morning, at twelve noon,
and again at seven o’clock in the evening. We stood in a long queue73 with a plate
in our hand, into which they ladled a little warmed-up water with a salty or a
coffee flavor. Or else they gave us a few potatoes. We got used to sleeping
without a bed, to saluting every uniform, not to walk on the sidewalks and then
again to walk on the sidewalks. We got used to undeserved slaps, blows, and
executions. We got accustomed to seeing people die in their own excrement, to
seeing piled-up coffins full of corpses, to seeing the sick amidst dirt and filth and
to seeing the helpless doctors. We got used to it that from time to time, one
thousand unhappy souls would come here and that, from time to time, another
thousand unhappy souls would go away…
One of the drawings recovered from Terezin is especially relevant to this poem because it
is a child’s depiction of the mealtime line-ups Fischl described. Example 4 is a portion of
the upper right-hand detail from a drawing entitled “Serving Meals” by Liana
Franklová.74 Looking closely, one can distinguish potatoes in Franklová’s cauldron.

Example 4. Detail from Liana Franklova’s drawing “Serving Meals.” Hana Volavková, ed., …I
never saw another butterfly…: Children’s Drawings and Poems from Terezin Concentration Camp
1942-44, (New York: Schocken, 1993), 7.
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Glick changed the word “queue” to “line” in his song setting.
Hana Volavková, ed., …I never saw another butterfly…: Children’s Drawings and Poems from Terezin
Concentration Camp 1942-44, (New York: Schocken, 1993), 6-7, 86. Franklová was born in Brno on
January 12, 1931, and deported to Terezin on December 5, 1941. She died in Auschwitz on October 19,
1944.
74
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Their humanity stripped away, Terezin’s prisoners simply got used to the ebb and flow of
“unhappy souls” passing through Terezin. The reference to the transient captives as
“souls” rather than “people” spiritualizes Terezin’s victims.

“The Butterfly” by Pavel Friedmann
The final song in Glick’s cycle is a setting of Pavel Friedmann’s poem “The
Butterfly.” Archival information on “The Butterfly” states,
The poem is preserved in typewritten copy on thin copy paper in the collection of
poetry by Pavel Friedmann, which was donated to the State Jewish Museum
during its documentation campaign (archive number 101516, 1-8). It is dated June
4, 1942, in the left corner. Pavel Friedmann was born on January 7, 1921, in
Prague and deported to Terezin on April 26, 1942. He died in Auschwitz on
September 29, 1944.75
Although Friedmann was between 21 and 23 years of age during his imprisonment at
Terezin, “The Butterfly” reveals a child-like imagination shared by the younger poets
Alena Synková, Koleba, and the anonymous poet who composed “On a Sunny Evening.”
His poem, as it appears on the printed page in the 1962 McGraw-Hill edition, reads:
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Hana Volavková, ed., …I never saw another butterfly…:Children’s Drawings and Poems from Terezin
Concentration Camp 1942-44, (New York: Schocken, 1993), 98.
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The last, the very last,
So richly, brightly, dazzlingly yellow.
Perhaps if the sun’s tears would sing
against a white stone…
Such, such a yellow
Is carried lightly ‘way up high.
It went away I’m sure because it wished to
kiss the world goodbye.
For seven weeks I’ve lived in here,
Penned up inside this ghetto
But I have found my people here.
The dandelions call to me
And the white chestnut candles in the court.
Only I never saw another butterfly.
That butterfly was the last one.
Butterflies don’t live in here,
In the ghetto.76
Friedmann’s choice of yellow as a predominant color throughout the poem implies
sunshine and life. He mentions the color specifically, but the reader also envisions that
color in “the sun’s tears” or the “dandelions” and in the butterfly’s appearance at the
outset of the poem. As with “On A Sunny Evening,” Friedmann’s poem is memorable for
its references to the colors of nature through vivid adjectives or nouns. Both poems are
also set during seasons where nature is most associated with life and growth. Although
not specifically mentioned in either poem, it is obvious that both take place in either
spring or summer. Both poems also feature nature’s beauty as a foil to the hideous
surroundings of Terezin. Like the poet of “On a Sunny Evening,” Friedmann cherishes
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The 1993 Schocken revised edition has three slight differences from the 1962 or 1964 edition that Glick
used. The 1993 Schocken edition reads: But I have found what I love here and And the white chestnut
branches in the court. In the song setting Glick added the word very in the third line from the end (That
butterfly was the very last one) to add emphasis. He also omitted the word in in the penultimate line
(Butterflies don’t live here).
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the few glimpses of nature he has in Terezin. In his case, even a weed like the dandelion
is rendered a thing of beauty. Clearly nature emerges as an important force in “The
Butterfly,” but specific images like the butterfly, the “sun’s tears,” a white stone, and
dandelions take on profound meaning.
Friedmann’s butterfly is an image open to multiple interpretations. For one, the
butterfly could represent the soul. Its fleeting time in Friedmann’s presence is similar to
that of a transient prisoner passing through the camp: one of Petr Fischl’s “unhappy
souls” for example. As the butterfly is “carried lightly ‘way up high” it flutters away
“because it wished to kiss the world good-bye.” Friedmann could have chosen the
butterfly’s departure as one simply out of Terezin’s courtyard or out of the camp
altogether. Instead, the butterfly leaves the world. Its farewell kiss to the earthly world
suggests a departure into the afterworld. This transcendence of the butterfly from the
earthly realm to the heavenly realm is another way of looking at the butterfly as a soul.
The short one-month lifespan of the butterfly may be symbolic of the brief
existence of children murdered by the Nazis.77 The butterfly could also represent
resurrection: a fundamental belief in Judaism. Indeed, the butterfly’s lifecycle implies
resurrection: caterpillar, chrysalis, butterfly. The idea of transforming from a caterpillar something earthbound - into a glorious and beautiful creature like the butterfly is
reminiscent of the idea of death and resurrection.
Another powerful symbol in “The Butterfly” is the sun’s tears. The
acknowledgment and representation of tears is an important part of the Jewish Passover
meal known as Seder. Part of the Seder plate is known as Karpas (Hebrew for vegetable).
77

The Butterfly Site, “How Long Do Butterflies Live?”, http://www.thebutterflysite.com/how-longbutterflies-live.shtml (accessed November 29, 2009).
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Parsley is commonly used for the Karpas portion of the Seder meal and is eaten after
being dipped in salt water. The salt water is used to symbolize the bitter tears the Jewish
people shed as a result of their slavery in Egypt.78 The “sun’s tears” is also a powerful
paradoxical image. Although tears may have reminded Friedmann of Passover Seders
shared with family, the sun is the giver of life and, for most, associated with joy and
happiness. Friedmann’s crying sun, therefore, is a revelation of his conflicted world in
Terezin. On the one hand nature’s beauty brought him a brief respite, on the other, “the
sun’s tears” reminded him of his Jewish heritage of suffering. But tears in relation to the
Seder meal are not the only metaphors of Jewish life in “The Butterfly.”
Friedmann’s “white stone” is likely a symbol for a Jewish tombstone, which is
typically a simple white stone tablet. Still another interpretation could lie in a shrouded
reference to Jersualem: Judaism’s holiest city and the embodiment of “the hopes and
aspirations of the Jewish people.”79 The city's limestone or “Jerusalem stone,” as it is
also known, is a white or cream-colored marble found in the hills surrounding the city.80
Depending on the reader’s interpretation of Friedmann’s symbols, the Passover Seder
meal could be considered the thread that ties Friedmann’s “sun’s tears” and “white stone”
together. At the end of the Seder meal Jews pronounce, "L'shanah haba'ah
b'Yerushalayim (Next Year in Jerusalem)."81
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Tracey R. Rich, ed.,“Pesach: Passover”, Judaism 101, http://www.jewfaq.org/holidaya.htm#Seder
(accessed November 29, 2009).
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Ed Snitkoff, “The Jewish Connection to Jerusalem: Remembering Jerusalem permeates Jewish belief,
thought, and practice in profound and powerful ways”, My Jewish Learning,
http://www.myjewishlearning.com/holidays/Jewish_Holidays/Modern_Holidays/Yom_Yerushalayim/Centr
ality_of_Jerusalem.shtml (accessed December 10, 2009).
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Friedmann found distraction and comfort in finding other Jews in Terezin.
Whatever sense of community was available in the camp’s bleak environment was
precious. Like the poet of “On a Sunny Evening,” Friedmann observes the “chestnut
trees” in Terezin’s courtyard, only he personifies both the chestnut tree and the
dandelions claiming they “call to me.” Both symbolize life and the vitality of the seasons.
This image is in stark contrast to the reality of the ghetto. But Friedmann goes back to his
initial source of interest and joy - the butterfly - in a crushing realization: “only I never
saw another butterfly.”

To be clear, the “mechanical correspondences” shared by music and poetry are
never discussed by Glick in the interviews or documents that I gathered.82 In fact,
nowhere does he profess to know anything about the technical aspects of poetry. Rather,
Glick discusses his empathy towards characters and situations presented in the children’s
poems and talks about his desire to create a musical atmosphere inspired by the images
embedded in their texts. He also talks about drawing upon his memory of Jewish prayer
modes and how the contours from those modes could be woven into the expression of
words. But mostly his interviews expose his interest in expressing the singular feature
that first struck him about the poems: their “dark mood.”83
It will prove helpful for those interested in Glick to know something about the
published editions of Butterfly. The musical analyses that follow will deal only with the
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Donald Ivey uses the term “mechanical correspondences” to describe the surface of musico-poetic
synthesis like meter, versification, melody, harmony, rhythm, the phrase and the strophe in Chapter One of
his book Song: Anatomy, Imagery, and Styles (New York: Free Press, 1970), 89.
83
Srul Irving Glick, Frank Raskey interview, Tape C.
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original voice and piano version of Glick’s cycle. Where relevant, the orchestral rendition
may be referenced to show Glick’s compositional process.
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5.
I NEVER SAW ANOTHER BUTTERFLY (MUSICAL TEXT):
MUSIC EDITIONS, MUSICO-POETIC ANALYSES
Butterfly was not made available for public purchase until Leeds Music Canada
(Toronto) published it in 1972. It was re-published by Alberta Keys Music (Calgary,
Canada) in 1998. Preceding the 1972 Leeds edition are two manuscripts that appear to
have been used to prepare the Leeds edition. The manuscripts bear the Canadian Music
Centre’s stamp on the title page and the music appears in a copyist’s hand in an ink
fountain pen. Both manuscripts exist in the Glick Fonds at the University of Calgary’s
Archives and Special Collections and both have Glick’s handwritten corrections inserted
throughout the scores. In addition to his corrections, Glick’s notes on one of the scores
indicate he envisioned orchestrating the pieces at an early stage. For example, the first
page of “To Olga” reveals Glick’s ideas about instrumentation. In the top left-hand
margin of the manuscript we see his handwritten indication for the orchestral
instrumentation. This is followed by his notes about the instrumentation for the opening
clusters in mm. 1-3, an indication for the oboe as the solo instrument for the melody
beginning in m. 5 followed by the entrance of the cello in m. 6, the string combination for
the clusters in m. 8, and a note for strings written above the chord cluster in beat one of
m. 13 (example 5).
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Example 5. Srul Irving Glick, evidence of orchestrally conceived ideas in “To Olga”, from the song
84
cycle I Never Saw Another Butterfly. Undated Canadian Music Centre copyist manuscript.
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The manuscript is no longer available at the Canadian Music Center. It is in the University of Calgary
(Canada), Archives and Special Collections, Srul Irving Glick Fonds. File 779/04.29-3.4.
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The unpublished and published piano and voice editions of Butterfly are interesting
studies in the craft of music copying, transcription, and printing: all are fraught with
errors. For example, the 1972 Leeds edition has errors in music notation and punctuation
of the poetry. Even the word “Terezin” is misspelled as Terezen on the cover of the Leeds
edition, and the word “Morocco” is misspelled as Morrocco in “To Olga.” Examples 6a
and 6b come from a copy of the 1972 Leeds published edition of Butterfly in which
numerous handwritten corrections by Glick are evident.85

Example 6a. Srul Irving Glick, hand-written correction notes in the 1972 Leeds Music edition of
“To Olga,” I Never Saw Another Butterfly, m. 9.
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Glick’s corrections on the 1972 Leeds edition of I Never Saw Another Butterfly are part of the Glick
archives at the University of Calgary (Canada). File 779/04.29-3.4.
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Example 6b. Srul Irving Glick, hand-written correction for the dotted eighth notes (penciled in) in
the 1972 Leeds Music edition of “On a Sunny Evening,” I Never Saw Another Butterfly, m. 12.

How or why these corrections came 15 years after the Leeds release of Butterfly is
unknown. Unfortunately Glick only addressed musical corrections. The transfer of
punctuation from the texts to the musical page is often haphazard or disregarded
altogether. For example, “To Olga,” “Yes, That’s The Way Things Are,” “The Little
Mouse,” and “The Butterfly” are riddled with errors too numerous to mention here. The
most overlooked text is “Narrative”: none of the punctuation from the prose appears in
the music. How an editor let rhetorical details like basic punctuation go unnoticed in both
the 1972 and 1998 editions of Butterfly is unknown. Although there is not time enough
here to detail every error in the transcription of punctuation from texts to score, a few
examples will inform performers about the pitfalls of accepting a score at face value. For
example, the missing exclamation point after “My poor old grey-beard[!]” in “Yes,
That’s The Way Things Are” has interpretive implications for performers. The missing
commas and period in the passage of time “Yesterday[,] today[,] the days are all like
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these[.]” in “On A Sunny Evening” mean something when a performer considers
prosody.

MUSICAL ANALYSES
The six songs that comprise Butterfly are not easily analyzed because Glick’s
musical language for the cycle is neither entirely diatonic in the Western Classical sense,
nor is it entirely modal or atonal. Rather, the music is constructed out of small motives
and distinct melodic material revolving around a tonal center. Glick’s son, cellist Stefan
Glick, explained that his father was,
…a very motivic composer. He needed [motives] as his building blocks of
melody, the building blocks of rhythm. He sensed that he could be very creative
and go off in different directions as long as there was a tremendous coherence to
his work. We would often look at what constructed his melodies-the motivic
qualities. It could be a three-note figure, it could be a six-note figure, but always
trying to reduce it to the basic blocks of his composition and that they shouldn’t
be forgotten, that if a new theme was developed, or a new aspect – for example,
the second movement didn’t have coherence with the first one – he would put it
aside.86
As we look at Glick’s compositional technique we will see how the motivic nature of
Jewish liturgical music, the musical characteristics of synagogue song and prayer, and the
singing style of the chazzan (Hebrew for cantor), coupled with the tonal possibilities of
Western impressionism and expressionism, provide the musical foundation for Butterfly.
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Stefan Glick, live interview excerpt in Canadian Composers Portraits: Srul Irving Glick, a documentary
produced and prepared by Eitan Cornfield available on compact disc through the Canadian Music Centre’s
Centredisc label, 2006.
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“To Olga”
Glick establishes a disturbing mood at the outset of “To Olga.” Through the
song’s most notable features like dissonant tone clusters, whispered text, a sparse musical
texture, and the exploitation of the high range of the piano, he interprets Synková’s poetic
imagery in a compelling way. A combination of disjunct melodies, hushed dynamics, and
lack of key signature (a feature in all of Butterfly’s songs), further adds to the uneasiness
of the musical atmosphere.
“To Olga” is organized in A B A' form, and each section of music, though not
exactly conforming to the poem, reveals a skillful text-painter. The musical form in
relationship to the layout of the stanzas is as follows:

Music
A Section
mm. 1-15

Poem
Listen!
The boat whistle has sounded now
And we must sail
Out toward an unknown port.

B Section
mm. 16-26

We’ll sail a long, long way
And dreams will turn to truth.
Oh, how sweet the name Morocco!
Listen!
Now it’s time.

A' Section
mm. 27-46

The wind sings songs of far away,
Just look up to heaven
And think about the violets.
Listen!
Now it’s time.

Translating Synková’s boat whistle into a dissonant tone cluster placed in the high
register of the piano, Glick creates an eerie aural landscape (example 7).
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Example 7. Srul Irving Glick, “To Olga,” I Never Saw Another Butterfly, mm. 1-4.

Indeed, when asked to discuss his musical setting of “To Olga,” Glick primarily talked
about the significance of tone clusters:
…the cluster is used a great deal. It is used in the first song, it’s used fairly
consistently throughout the piece…it’s used in almost every song, maybe not
overtly, but it’s part of the nature and the character of the piece…[these] are
clusters rather than just plain chords.87
Glick presents the boat whistle motive in four different versions. In the A section the
first is comprised of a B-sharp, C-sharp, D-natural cluster in mm. 1-3, m. 5, and mm. 810. In the B section it appears as G-double sharp, A-sharp, B-natural in mm. 16-23, and
A-natural, B-flat, C-flat in mm. 24-26. In the A' section the first cluster group (B-sharp,
C-sharp, D-natural) from mm. 1-3, m. 5, and mm. 8-10 reappears at mm. 29-30 and mm.
44-46. The fourth tone cluster occurs in mm. 35-36 as C-natural, C-sharp, and D-natural.
The presentation of the boat whistle motive in the B Section (mm. 16-26) is
particularly interesting because, as Glick put it, the cluster is not used “overtly, but it’s
part of the nature and character” of this section. He creates musical contrast by featuring
the boat whistle cluster within a thicker musical texture that is characterized by cross

87

Interview.
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rhythms. Mm. 16-23 may be Glick’s programmatic way of evoking sailing music. The
cross rhythms in these measures musically suggest either the lapping of waves against
Synkova’s imagined boat, or the rocking motion of her ship at sea (example 8).
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Example 8. Srul Irving Glick, “To Olga,” I Never Saw Another Butterfly, mm. 13-28.
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In the B Section Glick relentlessly articulates the cluster comprised of G-double sharp, Asharp, and B-natural in the uppermost part of the piano’s right hand. The C-natural in the
right hand’s inner voice in mm. 16-23 becomes a kind of tonal center or anchor for this
section. The repetition throughout these measures is hypnotic and akin to the lapping of
waves. At m. 24, the undulating is interrupted by an expressive series of tremolos
constructed out of yet another tone cluster. The boat whistle motive, appearing as a
tremolo in mm. 24-26 effectively creates a great deal of tension before the release to the
dissonant arpeggiated chord at m. 27 which suggests Synková has heard the boat whistle
again and is inclined to distract Olga by insisting, “Listen! Now it’s time.”
Glick felt the tone cluster was more than just a musical symbol for Synková’s
boat whistle. He believed this motive elicited a sense of desolation and even went so far
as to exclaim, “you can actually hear [a] kind of loneliness over the water.”88 Despite
these comments, I am more convinced that the sparse musical texture in the A and A'
sections, the disjunct melodies in both the voice and piano, and the exploitation of the
extreme high range of the piano are the vehicles through which he expresses loneliness.
Perhaps his sense of isolation is best illustrated in the A and A' Sections where the piano
acts as an independent, scant, disjunct melodic voice that precedes the singer’s entrances
(i.e. mm. 5-7, mm. 10-12, mm. 30-32, mm. 36-38, examples 9 and 10).

88

Interview.
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Example 9. Srul Irving Glick, “To Olga,” I Never Saw Another Butterfly, mm. 5-12.

The disjunct melodies in mm. 30-32 and mm. 36-39 (the A' section) are particularly
distinctive because the thin texture of the piano evokes a sense of emptiness. The piano’s
lines in mm. 30-32 also function as a musical metaphor for the “voice” of the wind that
“sings songs of far away” (example 10). But there are further instances of this kind.
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Example 10. Srul Irving Glick, “To Olga,” I Never Saw Another Butterfly, mm. 29-46.

Although the chromatic sixteenth-note figures in the extreme range of the piano in
mm. 13-15 (example 8) symbolize and foretell the wind in the third stanza of “To Olga,”
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it is not until the A' section that Glick’s use of the highest registers of the piano is most
pronounced. Indeed, his exploitation of the piano’s uppermost range adds a great deal to
the austere mood of “To Olga.” The piano melody in mm. 5-7 (example 9) reappears up
the octave and doubled in the left hand (although slightly altered) in mm. 30-32 (example
10) and the octave doubling of the melodic figure in mm. 30-32 in both hands is literally
“far away” from the center of the keyboard and, as such, creates a distant atmosphere
when played in the piano’s lofty range. Glick presents the familiar high-lying range of the
piano again at mm. 38-41 (example 10), this time doubling the voice up two octaves. The
high register of the piano in these measures is also an allusion to the heavens in
Synková’s line “Just look up to heaven and think about the violets.”
Glick placed a great deal of emphasis on the boat whistle motive as a unifying
device and compositional “building block” in “To Olga,” but felt the emphatic whisper at
the outset of the song functioned as a musical book-end to the spoken declamation of
“only I never saw another butterfly” in m. 107 of the cycle’s final song “The Butterfly”
(example 43, page 106). He explained, “the whisper of the first song [in] ‘To Olga’ has
its balance, its symmetrical balance, in ‘only I never saw another butterfly.’” 89 (This idea
will be discussed later in the analysis of “The Butterfly.”) Interestingly, Glick does not
indicate that the subsequent sprechstimme delivery of “Listen!” and “Now it’s time”
should be whispered at m. 25, m. 26, m. 42 and m. 43 (examples 8 and 10). The assertive
punctuation mark in the context of a whisper suggests the intensity of Synková’s hushed
cue to Olga to begin a game of pretend, perhaps in an effort to diminish the commotion
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Interview.
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surrounding the blast of the train whistle and distract the child away from what the sound
really meant: a trip to the death camps in the East.

“Yes, That’s The Way Things Are”
Glick’s setting of “Yes, That’s the Way Things Are” is a direct and expressive
interpretation of Koleba’s observation of an elderly prisoner eating scraps in Terezin’s
“so-called park.” A study of the piece reveals the profound influence of Glick’s Jewish
musical heritage on his compositional style. Although Glick overlaps Jewish and Western
musical characteristics in this song, the Jewish bent is the most significant. “Yes, That’s
The Way Things Are” features several Jewish liturgical borrowings, chief among which
is a Mourner’s Kaddish90 quotation. Other borrowings include a reference to the
sounding of the shofar,91 and melodies in the style of prayer recitation known as
davening.92 Perhaps the most interesting of Glick’s borrowings is his use of the Jewish
nusach (prayer mode) known as the Adonoy-Moloch93 (after Psalm 93, ‘The Lord
Reigns’94). The reader may refer to Appendix VII for a basic description of Jewish
nusach and how this liturgical convention impacted Glick’s compositional process.
The irregular architecture of “Yes, That’s The Way Things Are” makes it
impossible to identify using common formal models. Glick’s sections of music
90

The Kaddish is a prayer recited by a mourner for a period of eleven months after the loss of a loved one.
The shofar is a ram’s horn used in religious services at High Holy Days like Yom Kippur and Rosh
Hashanah.
92
Daven is a combination of Yiddish and English for the verb “to pray” as in “to daven Schacharit” - to
pray the morning prayer. “Davening,” http://www.davening.net (accessed March 30, 2009).
93
The Adonoy-Moloch mode is one of three principal prayer modes in Ashkenazy Judaism (the tradition to
which Glick belonged). The other two are the Mogen-Ovos (Shield of Our Fathers) and Ahovoh Rabboh
(With Infinite Love). The Mogen-Ovos and Ahovoh Rabboh modes, like the Adonay-Moloch, appear in a
variety of transliterated spellings from Hebrew. These spellings include Magein Avot, Ahavah Rabah,
Ahava Raba, and so on.
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Joseph A. Levine, Synagogue Song in America, (Northvale, N.J.: Jason Aronson, Inc., 2000), 83.
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correspond to an AA'BA''A'''C model, with the C section functioning as a codetta. One
could argue that the piece is a complex variation of rondo form. Glick presents the song’s
sections as they relate to Koleba’s two stanzas in the following way:

Music
A Section
mm. 1-16
A' Section
mm. 17-26
B Section
mm. 27-33
A''' Section
mm. 39-42

Poem
I.
In Terezin in the so-called park
A queer old granddad sits
Somewhere there in the so-called park.
He wears a beard down to his lap
And on his head a little cap.
II.
Hard crusts he crumbles in his gums,
He’s only got one single tooth.
My poor old man with working gums,
Instead of soft rolls, lentil soup. [A'' piano interlude mm. 34-38]
My poor old grey-beard!

C Section (codetta)
mm. 43-47

The A sections contain both the preponderance of liturgical borrowings in “Yes, That’s
The Way Things Are,” and the most overt references to Jewish music found in the entire
cycle. The Mourner’s Kaddish quotation occurs in m. 23; the shofar reference in m. 26;
and the Adonoy-Moloch prayer mode in mm. 1-12, mm. 18-22, and mm. 39-42. The only
reference to synagogue music outside of the A sections is via the davening illustration in
the B section at mm. 30-31. In fact, the only other pieces in Butterfly that feature obvious
liturgical borrowings are songs where cantorial melismas or chant-like melodies are
present. Both “The Little Mouse” and “Narrative” feature cantorial flourishes, and
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prayer-like recitation is recognizable in “On a Sunny Evening” and “Narrative.” A
discussion of Glick’s synagogue references, therefore, is essential.

Kaddish
Glick’s quotation from the Mourner’s Kaddish occurs in the piano’s right hand at
m. 23 and, frankly, is rather curious. Here he includes the first line of the Mourner’s
Kaddish prayer-“Yisgadal v’yiskadash sh’mehraba” (Hebrew for “May His great Name
grow exalted and sanctified”) in parentheses directly below the piano’s line (example 11).
Nowhere in the score however, does Glick indicate that the text comes from the prayer
nor does he provide an English translation. Furthermore, there is no indication that the
text should be recited. Incidentally, m. 23 is the musical climax of “Yes, That’s The Way
Things Are.”

Example 11. Srul Irving Glick, Mourner’s Kaddish quotation in “Yes, That’s The Way Things Are,”
from I Never Saw Another Butterfly, m. 23-24.

In the interviews and lectures I transcribed or read, Glick did not explain his rationale for
the inclusion of the first part of the Kaddish prayer. In one interview he simply drew
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attention to it and commented, “this is…cantorial in its feeling.”95 Perhaps his
parenthetical reference represented internalized mourning at the inevitable murder of
Koleba’s “poor old grey-beard.” This notion seems reasonable considering the Kaddish is
a prayer to mourn the dead.
Shofar
Glick’s rendition of the sounding of the shofar follows his Mourner’s Kaddish
quotation. In his own casual language he described m. 26 as having “a shofar-y feeling to
it.”96 When comparing and contrasting mm. 24-26 with examples of actual shofar calls,
the resemblance seems obscure. Rather, Glick suggested that based on his memories of
synagogue rituals, mm. 24-26 conveyed the character of a shofar call (examples 12a and
12b).

Example 12a. Srul Irving Glick, shofar reference in “Yes, That’s The Way Things Are,” from I
Never Saw Another Butterfly, mm. 24-26.

Example 12b. Jack Gottlieb, example 10-1 of a shofar call in Funny, It Doesn’t Sound Jewish:
How Yiddish Songs and Synagogue Melodies Influenced Tin Pan Alley, Broadway, and
Hollywood, (SUNY Press: 2004), 179.
95
96

Interview.
Interview.

57

Although there is not enough time here to discuss in depth the influences of other
composers on Glick’s compositional style, Bernstein and Elgar should be mentioned. For
instance, Bernstein’s Third Symphony (1963), entitled Kaddish, is a musical
interpretation of the Kaddish prayer text,97 and his use of the shofar is evident in Candide
(1956), West Side Story (in the Symphonic Dances, 1957), and Concerto for Orchestra
(later known as Jubilee Games, 1986-89).98 For musical examples of Bernstein’s shofar
borrowings the reader may refer to Appendix VI. Glick was a great admirer of Bernstein,
so much so that two years after his death Glick composed a four movement liturgical
work for mixed chorus and piano entitled In Memoriam Leonard Bernstein (1992). But
Glick was also fond of Elgar whose 1903 oratorio The Apostles features a shofar call in
the movement “The Dawn.”99 Unfortunately, if Glick’s musical rendering of the shofar
was intended to alert us to the inevitable death of the old Jewish man in Koleba’s poem, it
is only effective if the listener can identify the extra-musical association of the musical
gesture.
Davening
Another example of Glick’s borrowing from the Jewish liturgy is through his
reference to davening.100 Describing the dotted-sixteenth-note figure in the right hand of
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Judith Clurman, “Shaking a Fist at the Almighty: A Daughter's Perspective on Bernstein's Kaddish
Symphony”, The Juilliard Journal Online, Vol. XIX, No. 3, November 2003, http://www.juilliard.edu
(accessed February 24, 2010).
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Jack Gottlieb, Funny, It Doesn’t Sound Jewish: How Yiddish Songs and Synagogue Melodies Influenced
Tin Pan Alley, Broadway, and Hollywood, (SUNY Press: 2004), 179-80.
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Cantor Ted Labow, a former composition student of Glick’s who also worked as his copyist for some
fifteen years, stated in interviews I did with him that Glick was a great admirer of Edward Elgar. I
interviewed Cantor Labow in Princeton, NJ on November 24, 2008; Highland Park, NJ on February 27,
2009; and at Temple Beth-El in Hillsborough, NJ (where he currently serves as cantor), on April 26, 2009
and May 1, 2009.
100
Daven is “Yinglish” for the verb “to pray.” “Davening,” http://www.davening.net (accessed March 30,
2009).
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the piano in mm. 30-31, Glick told an interviewer that the gesture was, “more
davening.”101 To clarify his point, he then recited a Jewish prayer in the same rhythmic
and melodic contour as illustrated in mm. 30-31.102 Oddly, Glick never referred to the
striking rhythmic similarity of his davening figure in mm. 30-31 to the rhythm of his
Mourner’s Kaddish quotation in m. 23-24 (examples 13a and 13b).

Example 13a. Srul Irving Glick, “Yes, That’s The Way Things Are,” from I Never Saw Another
Butterfly, mm. 30-31.

Example 13b. Srul Irving Glick, “Yes, That’s The Way Things Are,” Kaddish rhythm from I Never
Saw Another Butterfly, mm. 23-24.

Glick never went on to explain a musico-poetic reason for his insertion of the
davening gesture in mm. 30-31, but it is plausible that the pianist’s rendering of the figure
represents Glick’s personal lament about the old man. As in the case of the Kaddish and
shofar references, the meaning behind the davening gesture is only relevant if the listener
101
102

Interview.
Interview. Unfortunately I could not discern the prayer Glick was reciting.
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can identify it as a uniquely Jewish prayer figure.103 Since Butterfly was Glick’s first
foray into song composition, the whole notion of whether or not his borrowings are
identifiable should be given serious consideration.
Donald Ivey illustrates the drawbacks of musical borrowings in his discussion
about the quotation of “La Marseillaise” in Schumann’s Die beiden Grenadiere. Ivey
posits, “unless the listener is aware of the significance of the tune of La Marseillaise, the
musical imagery is crippled.”104 For some, the same may be true for “Yes, That’s The
Way Things Are.” Depending on one’s point of view, the Kaddish quotation, the shofar
reference, the davening figure, and the Adonoy-Moloch modality, may be ineffectual
musical devices. If the borrowings are only visible to those studying the score or audible
to those with a background in Jewish liturgical music, do they really provide musical
interest or support poetic themes? Perhaps Glick felt it unnecessary for the liturgical
borrowings to go noticed since the poetry alone and its context are “Jewish” enough.
However, for those unfamiliar with music from the synagogue, the power of the
borrowings may, sadly, be void.
Adonoy-Moloch Mode
Glick never claimed to use the Adonoy-Moloch prayer mode (nusach) in “Yes,
That’s The Way Things Are," but it is clearly the foundation for the vocal melody in mm.
1-12, mm. 18-22, and mm. 39-42 (the A sections). The mode has an interesting history
with origins in the Jewish, Catholic, and secular musical worlds. The Adonoy-Moloch
mode evolved out of an ancient Jewish prayer mode known as the Pentateuch mode. In
103

Cantor Labow, for example, immediately recognized the rhythmic figure in the piano’s right hand at
mm. 30-31 as a davening reference.
104
Donald Ivey, Song: Anatomy, Imagery, and Styles (New York: Free Press, 1970), 98.
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the Middle Ages Ashkenazy cantors, influenced by European music which included
Gregorian chant, reworked the Pentateuch mode’s two tetrachords e-f-g-a + b-c-d-e by
adding two notes below the tonic and flatting the seventh degree of the scale. The result
was the Adonoy-Moloch prayer mode: c-d + e-f-g-a + b flat-c-d-e. Coincidentally, it is
identical to the Gregorian Mixolydian mode (example 14a). In “Yes, That’s The Way
Things Are,” Glick transposes the Adonoy-Moloch mode up a major third and fashions
the vocal melody in the A sections upon the mode starting on E (or Mixolydian mode on
E) (example 14b).

Example 14a. Scale representation of the Adonay-Moloch prayer mode built on E (or the
Mixolydian mode built on E)

Example 14b. Srul Irving Glick, vocal melody, “Yes, That’s The Way Things Are,” from I Never
Saw Another Butterfly, mm. 1-12 in the Adonoy-Moloch mode built on E
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Cantor and scholar Dr. Joseph A. Levine writes, “as with modes generally, Adonai
Malach assumes extra-musical associations, connoting regal tenderness, its mood suiting
any prayer-text voicing Divine praise.”105 Based on Levine’s assertion that the AdonoyMoloch mode “assumes extra-musical associations” it seems strange that Glick never
mentioned using the mode. He admitted, “the truth of the matter is, when I wrote
[Butterfly] I wasn’t at Beth Tikvah yet and I was not involved in prayer, Judaic prayer,
for a long time. These are memories of what the prayer is like and I really didn’t know
too much about nusach at that time.”106 Though Glick claimed to be unfamiliar with
nusach while composing Butterfly, it is clear that the depth of his father’s influence and
that of the synagogue profoundly impacted “Yes, That’s The Way Things Are.” Now that
the Jewish musical references have been discussed, a few non-liturgical characteristics
will be highlighted.

Unlike the more expressionist vocabulary of “To Olga,” “Yes, That’s the Way
Things Are” possesses a musical language with a mixture of impressionistic and
expressionistic qualities. The juxtaposition of Jewish and Western musical characteristics
is, of course, the most obvious difference between the two pieces. Contrary to the jagged
contours in “To Olga,” “Yes, That’s The Way Things Are” is characterized by more
conjunct melodic tunefulness. There is even a passage of lyric recitative similar in style
to Debussy’s opening measures of “La Flûte de Pan,” and in passages from “Le Tombeau
des naïades” from Chanson de Bilitis.107 “Yes, That’s the Way Things Are” also includes
105

Joseph A. Levine, Synagogue Song in America, (Northvale, NJ: Jason Aronson, Inc., 2000), 84.
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Carol Kimball, Song: A Guide to Art Song Style and Literature (Milwaukee: Hal Leonard, 2005), 5.
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bi-tonality and planing evidenced through the juxtaposition of tonal centers, and through
parallel thirds and little semi-tone chromatic shifts. Although the vocal melody is
embedded in the piano accompaniment throughout most of the song, the piano does more
than simply support the singer. In the interlude in mm. 34-38 and the codetta comprised
of sustained chord clusters in mm. 43-47, the piano plays a vital dramatic role in
sustaining the serious mood of the piece. In Butterfly’s subsequent songs, Glick features
the importance of the piano through programmatic preludes, extended climactic
interludes, and additional expressive postludes to illustrate text and evoke certain musical
atmospheres.
Glick’s economical technique of chromatic shifting either up or down a semi-tone
is evident early in “Yes, That’s The Way Things Are.” He moves the sustained open
perfect fourth in the left hand at mm. 1-3 (D-sharp and G-sharp) up a semi-tone in mm. 4,
and then returns the interval to its original form in m. 7, albeit with an enharmonic
spelling (E-flat and A-flat) and an added interval of a minor-ninth (E-flat to E-natural).
Other semi-tone shifts occur in the left hand from m. 10 to m. 11, m. 19 to m. 20, within
m. 28 and within m. 29, and from m. 29 to m. 30. The effect adds interest and interrupts
tonal monotony, but one could also argue that it is evidence of the technical limitations of
an inexperienced composer.

“The Little Mouse”
The third song in Glick’s cycle is a setting of Koleba’s nursery rhyme about “The
Little Mouse” trying to catch fleas in his fur. Annoyed and agitated, the little mouse finds

dans un manteau blanc. Ile me dit: ‘Les satryres son morts’” from “Le Tombeau des naïades” is in a lyric
recitative style.
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relief when his father comes to his aid, catching a flea and running off “to cook her in the
frying pan.” On the surface, the poem is an adorable sketch personifying the struggle of
the mouse. But if one reads critically, the source of Koleba’s inspiration is a horrible
revelation of their living conditions: the mouse and flea infested barracks of Terezin. The
irony of Koleba’s whimsical subject matter written within Terezin’s walls was not lost on
Glick. He explained, “if [the poem] were written here it would be fine, everybody would
say, ‘that’s cute.’ But written in a concentration camp it says something quite
[different].”108 Glick addresses the theme of childhood innocence and the tragic plight of
Terezin’s children by mixing playful motives, jumpy rhythms, and a little minuet in the
character of Mozart’s “Ah, Vous Dirai-Je Maman,” with cantorial melismas and jarring
dissonances.
“The Little Mouse” is constructed in five sections, creating a charming musical
vignette that adds a dimension of levity to Butterfly. Indeed, the two songs that follow
“The Little Mouse” are the most somber and chilling in the cycle (“On A Sunny
Evening” and “Narrative,” respectively). Organized in an ABA'CA'' rondo form, the song
opens with a playful piano prelude that aptly fits Glick’s Scherzando marking. The
sections of music relate to the poem’s two stanzas in the following way:
Music
A Section
mm. 1-9
B Section
mm. 10-12
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Poem
A mousie sat upon a shelf,
Catching fleas in his coat of fur.
But he couldn’t catch her-what chagrin!She’d hidden ‘way inside his skin.
He turned and wriggled, knew no rest,
That flea was such a nasty pest!

Interview.

64

A' Section
mm. 13-14

[two measure piano “interlude”]

C Section
mm. 15-17
A'' Section
mm. 18-25

His daddy came
and searched his coat.
He caught the flea and off he ran
To cook her in the frying pan.
The little mouse cried, “Come and see!
For lunch we’ve got a nice, fat flea!”

The piano prelude (mm. 1-4) features thirty-second note skittering “mouse motives” –
mostly in major and minor seconds - that inform us of the mouse’s scratching and
twitching. The prelude also features a leaping “flea motive” in major and minor sevenths
that represents the tormenting fleas as they jump on and about the mouse (example 15).

Example 15. Srul Irving Glick, “The Little Mouse,” from I Never Saw Another Butterfly, mm. 1-4.

Glick’s reputation as a motivic composer is a fitting one when it comes to discussing the
piano prelude. To him, all of the mouse motives in the prelude could be reduced to tone
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clusters that resembled the boat whistle motive in “To Olga.” Glick illustrated his point in
an interview by playing the mouse motive in the first beat of m. 1 (G-natural, F-sharp, Fnatural) and then rearticulating the motive as a tone cluster. Following this demonstration
he explained, “Those three notes [are] in the same configuration as the opening [of] ‘To
Olga.’”109 The configuration he was describing was the intervallic arrangement of a
three-note cluster connected through one whole-tone and a semi-tone (i.e. boat whistle
cluster = B-sharp, C-sharp, D-natural; mouse cluster [rearranged] = F-natural, G-natural,
G-sharp). Glick concluded his thought saying, “the cluster again is all part of [“The Little
Mouse”] and it fits in because the cluster is part of the whole mood and feeling of this
piece.”110 Perhaps more important than deciphering the “mood and feeling” of the song
however, is realizing just how often the tone cluster supplies significant musical material
for Glick’s songs.
After the brief piano prelude in mm. 1-4, he presents the voice in mm. 5-9 in a
mostly jerky declamatory singing style. The syncopated quick rhythms that constitute the
parlando singing throughout the A and A'' Sections express the agitated energies of the
mouse and flea (example 16a). Glick’s descending tritone bass line in m. 8 is a clever
way of highlighting the mouse’s “chagrin” at his inability to catch the flea. Another bass
line constructed from a series of tritones appears in the A'' Section, only this time in an
ascending formation in mm. 21-22 (example 16b).

109
110

Interview.
Interview.
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Example 16a. Srul Irving Glick, “The Little Mouse,” from I Never Saw Another Butterfly, mm. 7-8.

Example 16b. Srul Irving Glick, “The Little Mouse,” from I Never Saw Another Butterfly, mm. 2023.
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The dramatic contrast of the B Section creates a thrilling climax to “The Little
Mouse.” Glick emphatically described the vocal melody in m. 11 as “definitely cantorial”
adding, “there is no question that that kind of line is so much out of the cantorial
tradition. No chazzan [Hebrew for cantor] will sing it like that because they don’t like to
show this kind of harmonic anguish.”111 The sense of anguish he described is achieved
less through “harmonic” means, and more through the combination of high vocal
tessitura, cantorial melismas, dense syncopated clusters, and the exploitation of the low
range of the piano played in octaves (example 17). Glick’s mouse motive also returns in
the B Section and is heard for the first time up the octave in the right hand at mm. 9-10,
thus revealing the mouse’s heightened level of frustration. The syncopated bass
progression in mm. 9-12 that moves from tritone to minor third to minor second, clashes
against all of the sonorities above it. This cacophony of sound occurs at the height of the
little mouse’s agitation (example 17).

111

Interview.
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Example 17. Srul Irving Glick, “The Little Mouse,” from I Never Saw Another Butterfly, mm. 9-12.

Throughout mm. 9-12 Glick also applies obvious text painting clichés like melismas on
words like “turned” and “wriggled,” and on the phrase “knew no rest.” But there is
another angle worth considering in the interpretation of the B Section.
In addition to illustrating the mouse’s frustration, mm. 9-12 represent the turmoil
of Koleba’s surroundings. Discussing “The Little Mouse” Glick explained, “I wasn’t only
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setting the words, I was also setting the concentration camp and my feelings about it.”112
He represents the chaos and stress of the concentration camp through the dissonant
musical vocabulary in mm. 9-12 that includes minor seconds, the tritone, and dense chord
clusters. His placement of cantorial melismas in the high register of the voice over the
dissonant clusters in these bars is a significant depiction of his feelings. It is as though the
cantorial gestures act as a metaphor for the Jewish prisoners, who, even in the midst of
great suffering (the dissonant clusters), demonstrated tremendous courage.
After the rousing B Section, Glick features the piano in a little two-bar piano
interlude. The interlude that is the A' Section (mm. 13-14) reiterates the mouse and flea
motives and introduces father mouse in an ascending chromatic thirty-second note figure
(example 18).

Example 18. Srul Irving Glick, “The Little Mouse,” from I Never Saw Another Butterfly, mm. 13-14.
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Undated typed program notes with Glick’s handwritten corrections. It is obvious that the notes were
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Glick Fonds, Box 33, File 779/04.29-33.1.
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Father mouse’s entrance in m. 14 leads into the C Section which is a quaint three-bar
minuet at mm. 15-18 (example 19).

Example 19. Srul Irving Glick, “The Little Mouse,” from I Never Saw Another Butterfly, mm. 15-17.

Glick claimed that the C Section was composed with Mozart in mind. He explained,
“…perhaps the lightest part in the whole piece is where I quote the character of
Mozart’s…nursery rhyme ‘Ah, Vous Dirai-Je Maman.’”113 He continued, “it’s almost
lullaby’ish, lulling him into quietude…and then all of a sudden, boom! [referring to the
fortissimo chord cluster played with “full hand or closed fist” in m. 18]”114 (example 20).

113
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Interview.
Ibid.
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Example 20. Srul Irving Glick, “The Little Mouse,” from I Never Saw Another Butterfly, mm. 18-19.

The tune “Ah, Vous Dirai-Je Maman,” familiarly known as “Twinkle, Twinkle, Little
Star,” is not decipherable in the least in mm. 15-17, but Glick’s portrayal of the character
of the nursery rhyme is perhaps realized through the triple meter, the poco meno marking,
the trill in m. 15, and the simple vocal melody. How the tritone in the left hand in m. 15
helped Glick develop his “lullaby” idea is unclear (example 19). Still, the tritone is an
important part of Glick’s language and should not be overlooked.
The A'' Section brings the listener abruptly back to familiar musical ground with a
jolting fortissimo cluster in beat one of m. 18 (example 20). The loud jumble of notes that
Glick instructs the pianist to “play with full hand or closed fist” is a smart way to
musically indicate that father mouse has “caught the flea.” Glick maintains the piano’s
role as a soloist by concluding the song with a sparse three-bar postlude featuring the
mouse’s wriggling and scratching figure, one last leap of the flea, and a final cluster
(example 21).
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Example 21. Srul Irving Glick, “The Little Mouse,” from I Never Saw Another Butterfly, mm. 22-25.

“The Little Mouse” gives listeners a momentary escape from the somber musical
tone of Butterfly’s other songs, but Glick’s explanations about his rationale for setting
“The Little Mouse” are puzzling. In a draft of program notes he wrote,
I tried to give the (sic) lightness to the setting, yet, I couldn’t leave out some dark
elements…. Somehow, we can’t separate [Koleba’s] life from the poem – it didn’t
work out all right in the end.115
His response to a question about the mood of “The Little Mouse” within the context of
the entire cycle was contradictory to those he expressed in his program notes above. A
115
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student who interviewed Glick assumed that “The Little Mouse” was “meant to alleviate
some of the heaviness” of the cycle.116 Glick quickly interrupted her stating, “I don’t
think ‘The Little Mouse’ alleviates tension. What it does is change the mood from
slowing moving to fast moving.”117 While it is true that “The Little Mouse” changes the
momentum of the cycle as far as tempo is concerned, and that it possesses “lightness” in
its setting, the comic element of the musical personification of the mouse, flea, and father
mouse is memorable, not the contrast in tempo.

“On A Sunny Evening”
The fourth song in Butterfly is a moving setting of “On A Sunny Evening.” The
anonymous poet’s desire to survive Terezin is summed up in his final rhetorical question
and desperate cry: “If in barbed wire things can bloom/Why couldn’t I?/I will not die!”
Glick was profoundly struck by the child poet’s deep pain and strong will to live. He
stated, “God, for a kid to write this.”118 The contrast between nature’s beauty and
Terezin’s horror also made a powerful impression on Glick. The poem, and its three
stanzas as they relate to his sections of music, is as follows:
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Music
A Section
mm. 1-11

Poem
On a purple, sun-shot evening
Under wide-flowering chestnut trees
Upon the threshold full of dust
Yesterday, today, the days are all like these.
Trees flower forth in beauty,
Lovely, too, their very wood all gnarled and old
That I am half afraid to peer
Into their crowns of green and gold.

B Section
mm. 12-17

A' Section
mm. 18-21

The sun has made a veil of gold
So lovely that my body aches.
Above, the heavens shriek with blue
Convinced I’ve smiled by some mistake.
The world’s abloom and seems to smile.
I want to fly but where, how high?
If in barbed wire, things can bloom
Why couldn’t I? I will not die!

Glick’s commentary about “On a Sunny Evening” reveals that it was his favorite song
setting. He explained,
This is the most beautiful of all [the songs] from the point of view of the dark
warmth. And the words are also the most beautiful. But if you look at the words,
there are so many nuances that tell you that it’s not just beautiful. You’ve got “a
purple sun-shot evening under wide-flowering chestnut trees.” That’s beautiful
right? “Upon the threshold full of dust” that’s not beautiful, because what’s the
threshold? Death. “Upon the threshold full of dust.” Full of going back to the way
you were born. From dust you came and from dust you return. “Yesterday, the
days are all like these.” On this threshold of death, everyday is like the other. So
what a contrast: on this beautiful evening we’re still awaiting death.119
Glick elicits a sense of “dark warmth” through the rich timbre of the piano’s low range
and the voice’s lower middle range. In the A and A' Sections, passages featuring a funeral
march and prayer-like text declamation sound eerily like music associated with a
memorial service. In this way, Glick’s expression of the “threshold full of dust” as a
119
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metaphor for death is realized. Further, the A Sections are characterized by a sparse
musical texture and Phrygian modality that adds to the austere mood of the piece. The
simple piano marking and slow tempo indication for the quarter note at 40 at the outset of
the song add another layer to Glick’s ominous musical atmosphere.
In his own words, Glick described “the element of a funeral march”120 as a major
compositional device in the A Sections of “On a Sunny Evening.” The march, played in
low octaves in the left hand and built on the fourths prevalent in Jewish music, is
complemented by a chant-like melody reminiscent of a dirge (example 22).

Example 22. Srul Irving Glick, “On A Sunny Evening,” from I Never Saw Another Butterfly, mm. 15.

120

Interview.

76

Glick’s solemn march is a particularly powerfully device in the final four measures of the
song where it foreshadows the death of the poet (example 23).

Example 23. Srul Irving Glick, “On A Sunny Evening,” from I Never Saw Another Butterfly, mm.
18-21.

Those interested in Glick’s other compositions should know that the funeral
march became a frequent musical device in his subsequent works. In a 1991 radio
interview Glick explained, “One of the trademarks of much of my music became the
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funeral march.”121 He went on to cite the Symphonic Elegy (1974) (written for the death
of his father-in-law), and the Sonata for Orchestra (1982) as just two examples of large
works featuring a funeral march. As far as “On A Sunny Evening” is concerned, one
cannot help but wonder if Glick’s lamenting bass progression in mm. 1-5, mm. 8-11, and
mm. 17-21, was not inspired by Chopin’s Funeral March, Op. 35, No. 2. Chopin’s music
was certainly part of Glick’s musical memory. His first wife explained, “They played a
lot of records in the house, and Srul was very enthusiastic, very moved, especially by
Chopin. So I think the family actually nicknamed him Chopin at a certain point because
he just loved that kind of Romantic music.”122 It seems reasonable to assume that not
only did synagogue music influence Glick’s writing in Butterfly, but the sounds of the old
masters played on his family’s record player did too.
While “On A Sunny Evening” does not exhibit a Jewish prayer mode as a
compositional source of inspiration, the Phrygian mode is certainly evident. Glick
transposes the Phrygian mode down a half-step so that it begins on E-flat. The vocal
melody and the doubling of the voice by the piano’s right hand in the A and A' Sections
clearly establish the Phrygian mode built on E-flat (examples 22 and 23). Although Glick
uses altered notes outside of the Phrygian mode for coloristic purposes in the A Section,
he does so sparingly, as in the G-natural in m. 4 on the word “dust” and the A-natural in
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Srul Irving Glick, unpublished taped interview with Paul Robinson, transcribed by the author. The
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Music Center’s Centredisc label, 2006.

78

m. 5 on the first syllable of the word “today” (example 22), the A-natural throughout m. 8
and the F-natural in m. 9 on the words “old” and “that” (example 24).

Example 24. Srul Irving Glick, “On A Sunny Evening,” from I Never Saw Another Butterfly, mm. 89.

Dissonance achieved through the tone cluster is ever-present in “On A Sunny
Evening.” While clusters are not part of Glick’s language in the A and A' Sections, they
are a noticeable compositional detail throughout the B Section. For example, the
configuration of notes under verbs that evoke a sense of pain, like “aches” and “shriek,”
feature dense clusters (example 25).
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Example 25. Srul Irving Glick, “On A Sunny Evening,” from I Never Saw Another Butterfly, mm.
12-17.

Besides using the cluster for text painting purposes, Glick uses it as a unifying device. In
his own words the cluster effect on the word “shriek” was a musical link between “On A
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Sunny Evening” and “To Olga.”123 Although the arrangement of notes is different
between Glick’s “shriek” cluster and the boat whistle motive, the musical effect is
similar.
The dense texture and highly chromatic language that dominates the B Section
intensifies the young poet’s angst. Glick creates a palpable sense of the poet’s exhaustion
by thinning out the musical texture in mm. 16-17. The sense of fatigue is helped along by
a diminuendo and ritard in these same measures. After the build up of tension in mm. 1315 and the climax in mm. 14-15, the deflated energy in the last bars makes the
anonymous poet’s question “I want to fly but where, how high?” all the more poignant.

“Narrative”
Glick struggled to set Peter Fischl’s disturbing diary excerpt known as
“Narrative.” He stated simply, “‘Narrative’ was a very difficult task, because how do you
set something that is so horrible?”124 Fischl’s prose is a shocking account of atrocities
that occurred daily in Terezin. A typical day included experiencing or witnessing
“undeserved slaps, blows, and executions” or “seeing people die in their own excrement.”
Set in the sparsest of musical textures, Fischl’s “Narrative” is the centerpiece of Butterfly.
It is also the most “Jewish” of the songs from the standpoint of Glick’s treatment of the
melody. The gloomy chant that carries Fischl’s prose seems as though it was lifted from a
cantor’s manual of prayers for funerals and memorial services. His prose, save for the
final sentence, is set as understated chant that proves to be an effective foil to the
dramatic conclusion of “Narrative.” Glick sets the final line of Fischl’s diary entry as an
123
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emotionally intense cantorial wail that fades away along with Fischl’s “thousand unhappy
souls.”
There is nothing new in “Narrative” as far as compositional techniques are
concerned. Glick continues to use the tone cluster as his primary device for text painting.
As with other songs in Butterfly, he exploits the high register of the piano and uses a
sparse musical texture to elicit a grim mood. We have also seen chant-like melodies and
cantorial melismatic flourishes in other songs in the cycle, both of which are the most
significant characteristics of “Narrative.” Glick also continues to reveal his penchant for
stacked perfect fourths and tritones, and the fixing of a tonal center determined by the
vocal melody: in this case, C-natural at the beginning, concluding on E-natural. Finally,
like other songs in Butterfly, “Narrative’s” tonality is modal. In this piece Glick uses the
Aeolian mode built on C-natural as his model, but adds tones outside of the mode in
order to color words or heighten drama. What we have not seen in the songs that precede
“Narrative” are the detailed written interpretive instructions for the singer and pianist.
The directions alone clearly define Glick’s personal reaction to Fischl’s prose. And
although there are problems in all of Butterfly’s songs as far as the omission of
punctuation in the score, “Narrative” is the only song in Butterfly where all of the
punctuation from the prose is missing in the musical score. To that end, I have inserted
Petr Fishl’s prose as it is printed in the Schocken editions of I Never Saw Another
Butterfly and have emphasized in bold all the punctuation that is missing from Glick’s
score. Capitalization of initial words in sentences is also missing. These instances are also
emphasized in bold.
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…We got used to standing in line at seven o’clock in the morning, at twelve
noon, and again at seven o’clock in the evening. We stood in a long line with a
plate in our hand, into which they ladled a little warmed-up water with a salty or a
coffee flavor. Or else they gave us a few potatoes. We got used to sleeping
without a bed, to saluting every uniform, not to walk on the sidewalks and then
again to walk on the sidewalks. We got used to undeserved slaps, blows, and
executions. We got accustomed to seeing people die in their own excrement, to
seeing piled-up coffins full of corpses, to seeing the sick amid dirt and filth and to
seeing the helpless doctors. We got used to it that from time to time, one
thousand unhappy souls would come here and that, from time to time, another
thousand unhappy souls would go away…
In the discussion that follows, we will see how Glick’s musical language and text
painting transform Fischl’s horrifying account into a moving musical scene. We will also
briefly look at the evolution of “Narrative” through portions of Glick’s autograph.

Glick uses the tone cluster in a variety of ways throughout “Narrative,” the most
striking of which is his painting of the tolling bells of Terezin’s clock tower. Glick’s
“bell” clusters at the outset and conclusion of the song create an unnerving musical
atmosphere. At the beginning, Glick instructs the pianist to play seven dissonant clusters
“like the bells of a clock.” Never before has he offered detailed interpretive instructions
like this, and although most pianists would assume the reference is based on the text, his
directions make clear his intentions (example 26).
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Example 26. Srul Irving Glick, opening “bell” clusters in “Narrative,” from I Never Saw Another
Butterfly.

The seven bell clusters represent Fischl’s mealtime line-up at “seven o’clock in the
morning” and “again at seven o’clock in the evening.” The tolling bells also conclude
“Narrative” in a dramatic decrescendo from fff to ppp. For Glick, the fading bell clusters
at the end of the piece represented more than just Terezin’s call to meals. He explained,
“Now the bell has a psychological comment, and time comments on the horror of what is
going on.”125 His statement about time is compelling considering Fischl’s mention of
“time” on four occasions in his final sentence: “We got used to it that from time to time,
one thousand unhappy souls would come here and that, from time to time, another
thousand unhappy souls would go away.” Glick’s placement of a cantorial melisma at
every mention of the word “time” implies not so much that time personified “comments
on the horror of what is going on,” but rather that the cantor is lamenting the frequency in
which “unhappy souls” passed through Tererzin (example 27).
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Example 27. Srul Irving Glick, final page of “Narrative,” from I Never Saw Another Butterfly.

The bells that open and conclude “Narrative” are also analogous to the opening and
concluding boat whistle clusters in “To Olga.” To that end, Glick creates a sense of unity
between the songs in the cycle.
In addition to the chilling sound of the camp’s clock bells, Glick uses tone
clusters to create an overall mood of what he described as the other-worldly atmosphere
of Terezin. He explained,
85

…the sustained chords, if you listen to the song cycle, …establish the mood of
other-worldliness. They float and they don’t connect with each other or with the
prayer that’s going on. So they give you a sense of unreality which is what the
concentration camp represents to me. It’s an unreal situation. Certainly who could
ever believe that human beings could ever sink so low. That’s what these chords
represent.”126
Glick achieves the other-worldliness effect through the piano’s articulation of prolonged
sustained chord clusters often comprised of minor seconds, perfect fourths, perfect fifths,
and tritones. Written almost exclusively in the treble clef, these clusters often float in the
high register of the piano, thereby evoking Glick’s desired “unreality” about Terezin. But
sometimes the clusters play a supporting role to an important musical gesture. For
example, the thirty-second note alternation of the perfect fourth (G-natural and C-natural)
in the right hand that comes before “to saluting every uniform” was what Glick described
as his “saluting” motive.127 This first of two saluting motives is supported by a tone
cluster comprised of a minor sixth and a perfect fourth (A-sharp to F-sharp, F-sharp to Bnatural) (example 28).

126
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Example 28. Srul Irving Glick, saluting motive and forbidden sidewalk motive in “Narrative,” from I
Never Saw Another Butterfly.

Presumably the sparse musical setting of the saluting gesture, supported by the dissonant
cluster in the left hand, was meant to conjure up the image of fearful salutes to Nazi
guards. The tritone (C-natural and F-sharp) that emphasizes the strong syllable in the
word “saluting” may also represent the fear felt by those “saluting every uniform.”
Glick introduces another motive over the sustained supporting “saluting” chord
cluster. This new motive was intended to symbolize the absurd and arbitrary rules of the
Nazis. According to Glick, the triplet figures between “not to walk on the sidewalks and
then again to walk on the sidewalks” represent the Nazis’ unpredictable prohibition of the
benign activity of walking on Terezin’s sidewalks (example 28).128 Through tone clusters
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and a second “saluting” gesture, Glick also highlights two of the most graphic images in
Fischl’s account – “executions” and “seeing people die in their own excrement”
(examples 29 and 30). He also punctuates his “execution” motive with a large “otherworldly” tone cluster.

Example 29. Srul Irving Glick, execution motive in “Narrative,” from I Never Saw Another Butterfly.

Example 30. Srul Irving Glick, second saluting motive in “Narrative,” from I Never Saw Another
Butterfly.

The septuplet under the word “excrement” is a curious compositional choice. Here,
Glick’s first saluting motive has grown from a group of four thirty-second notes outlining
a perfect fourth, into a sixteenth-note septuplet outlining a perfect fifth (F-natural to Cnatural). The dissonant cluster in the left hand (A-sharp, F-sharp, B-natural), however,
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remains the same. The septuplet seems novel considering the seven bell tolls at the outset
and conclusion of “Narrative.” But another relationship to the number seven is also
identifiable. In the following song “The Butterfly,” Pavel Friedmann writes, “For seven
weeks I’ve lived in here/Penned up inside this ghetto.” Perhaps even more striking than
Friedmann’s “seven weeks” is Glick’s seven-measure piano prelude that begins “The
Butterfly.” Although Glick never mentions any relationship among these compositional
events, the reference to the number seven is a bizarre coincidence. It is also interesting to
note that Glick claimed to have originally composed seven songs for Butterfly. He told
journalist Frank Raskey that he discarded the seventh song because he felt he had
achieved what he desired after the cycle’s final song “The Butterfly.”129
The most dramatic example of Glick’s text painting does not highlight a gruesome
image from Fischl’s prose. Rather, he accents the utter helplessness of the physicians
incapable of assisting those dying around them with a jarring fff cluster that resolves to
yet another other-worldly group of tones. Glick described this fff cluster as evoking both
the powerlessness of the doctors and “the sounds of death” (example 31).130
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Example 31. Srul Irving Glick, helplessness and death motive in “Narrative,” from I Never Saw
Another Butterfly.

Notice Glick’s directions for the singer and pianist following the doctors’ predicament:
“this section should have the release of pent up anger, but should conclude with drained
emotions.” For the second time in “Narrative” he asks for a depleted psychological state.
The first note he gives is at the beginning of the song where he writes, “The singer should
choose a comfortable tempo and pronounce the words very clearly, however the tone or
mood of the chant section should be restrained and with empty emotions.” The second set
of instructions (example 31) contrast “the release of pent up anger” with “drained
emotions.” Glick’s instructions make plain his vehement desire to have Fischl’s
desensitization and exhaustion communicated.
Although Glick never specified the borrowing of any one Jewish prayer per se, he
did acknowledge that “Narrative’s” vocal melody embodied “the most overt use of
prayer” in Butterfly.131 Through the recitative-like vocal line, Fischl’s prose is always
painfully clear. But the reader may find Glick’s evolution as a composer of interest when
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considering his chant-like melody. In his original autograph sketch of “Narrative,” the
words “chant as in synagogue” are written at the top of the first page. Glick crossed out
“as in synagogue” and replaced that instruction with “chant words slowly and pronounce
very clearly. (sic) however the tone should be restrained and with empty emotions”
(examples 32a and 32b). The reader may find Glick’s handwriting difficult to decipher
on his autograph. To that end, the examples below include a magnification of his written
instructions, and the musical context in which they were originally written.

Example 32a. Srul Irving Glick, magnification of handwritten instructions. Unpublished, undated,
132
autograph pencil sketch of “Narrative,” I Never Saw Another Butterfly.

Example 32b. Srul Irving Glick, unpublished, undated autograph pencil sketch of “Narrative.” I
Never Saw Another Butterfly.
132

Glick’s autograph manuscript pencil sketch is in the University of Calgary (Canada), Archives and
Special Collections, Srul Irving Glick Fonds, File 779/04.29-3.4.
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As an interpreter of the cycle, I think Glick would have done well to keep the “as in
synagogue” instructions. In my opinion, the mere mention of the word “synagogue”
would make for a more penetrating interpretation.
There is another element in Glick’s treatment of the prayer-like melody that
reveals his development as a composer. He explained, “in my very original copy I told
the singer that they could choose any comfortable pitch. And then I realized afterwards
that I would get into great difficulty if I did that because later on, when it’s necessary to
be [on] the pitch, it would be too haphazard. So I decided to make the pitch fixed right
from the beginning.”133 In the example below, we see his “speaking” instruction and the
sprechstimme notation that he eventually abandoned (example 33).

Example 33. Srul Irving Glick, unpublished, undated autograph pencil sketch of “Narrative.” I
134
Never Saw Another Butterfly.
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Glick went on to say that “Narrative’s” present form should have an improvisatory vocal
delivery.135 Indeed, the score’s lack of bar lines suggests a sense of unmetered vocal
freedom. But his detailed interpretive notes for the singer on the printed score do not
include instructions pertaining to an improvisatory approach. This is another example of
Glick’s occasional fickleness. In one conversation he explains the chant as improvisatory,
and yet gives a metronomic marking for the singer. In this case, the quarter note at sixty.
This metronomic marking not only ensures the avoidance of garish artistic license, but it
also symbolizes the most striking musical image in the piece: the tolling bells of the clock
tower. Glick’s tempo marking may be a reference to a clock’s “tick-tocking” second
hand. If this is the case, then singers must find a way to sensitively perform his recitative
without compromising the parameters of a clearly defined pulse.
Finally, the reader may find an added example of “Narrative’s” evolution - and
indeed of Glick’s evolution as a composer - of interest when considering another revision
of his interpretive instructions. In the original autograph he wrote “molto espressivo and
angry” and “free as in a recitative” at the outset of the cantorial climax (example 34). In
the published editions he kept the “molto crescendo” designation, disregarded “free as in
a recitative,” and altered “molto espressivo and angry” to “molto espressivo e sostenuo”
(examples 31 and 34).
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Example 34. Srul Irving Glick, unpublished, undated autograph pencil sketch of “Narrative.” I
Never Saw Another Butterfly.

Although Glick wrote “free as in a recitative” at the outset of the cantorial climax, it was
not used in the published editions of “Narrative.” Rather, this instruction appears at the
beginning of the B Section in “Yes, That’s The Way Things Are.” Choosing the word
“angry” (“molto espressivo and angry”) may have been too general a term once Glick
reconsidered Fischl’s text. To begin with, the “release of pent up anger” (example 31) is a
more complex emotion for a singer to interpret than raw anger. More importantly, the
“release of pent up anger” better reflects the exhaustion and powerlessness that Fischl
implied from seeing “another thousand unhappy souls…go away.” Of course Fischl’s
“away” was a reference to the death camps in the East.
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“The Butterfly”
The sixth and final song in Glick’s cycle is a setting of Pavel Friedmann’s poem
“The Butterfly." Glick’s interpretation of this poem is almost as delicate as the subject of
Friedmann’s text itself. The scant musical texture conveys the fragility of the butterfly
and perhaps the poet’s weakening state. However delicate Glick’s setting, like
“Narrative,” there is a sense of the “release of pent up anger” through a dynamic piano
cadenza in the middle of the song. Likewise, “The Butterfly” is through-composed, but
the piece is unified through motives that represent its fluttering wings and erratic flight
pattern. Cantorial melismas are also present, as are sections of declamatory recitative and
lyric recitative. Like “To Olga,” “The Butterfly” features spoken text, the exploitation of
the extreme register of the piano, large stacked chord clusters, and sustained open perfect
fourths. “The Butterfly” also includes a little waltz rhythm reminiscent of the Mozartean
nursery rhyme in “The Little Mouse.” And while the piano has been an active participant
in the dramatic action in Butterfly’s other songs, it plays a greater role in this piece. As
the final song, it embodies the character of the butterfly, the voice of the cantor, and
Friedmann’s psychological state.
“The Butterfly” is not atonal, but neither does it remain exclusively in any one
mode or key. In most cases the tonal center constantly shifts as the voice and piano
dialogue back and forth. To complicate matters, Glick sometimes writes in a subtly
polytonal way. The opening piano prelude is a perfect example. The right hand
emphasizes G-natural at the top of its fluttering butterfly gesture in m. 4, whereas the left
hand emphasizes F-sharp throughout mm. 2-4 (example 35).
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Example 35. Srul Irving Glick, “Yes, That’s The Way Things Are,” from I Never Saw Another
Butterfly, mm. 1-4.

Throughout “The Butterfly” Glick’s melodic line is mostly diatonic, but often
supported by “accompaniment” that seems tonally independent from the singer’s line.
Indeed, this goes back to the idea of the piano as an independent character in the piece,
but it also reveals important stylistic characteristics that Glick shared with his former
teacher Darius Milhaud. According to Donald Ivey, most of Milhaud’s songs “utilize a
completely tonal melodic line, often even totally diatonic, which is sometimes
contradicted by the harmonic implications of the accompaniment.”136 Ivey posits that the
result of Milhaud’s mixing of tonal melodies with unrelated harmonies in the
accompaniment was a “piquantly dissonant effect but one that [placed] no unreasonable
burden upon the vocalist or the listener.”137 None of Glick’s songs are so dissonant that
vocalist or listener is “unreasonably burdened.” Further, like Milhaud, Glick avoids using
key signatures. As a result of Milhaud’s avoidance of a key signature, much of his “music
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appears visually to be more chromatic that it turns out to be aurally.”138 Glick’s songs,
including “The Butterfly,” arguably share the same quality.
In the discussion that follows, we will see how Glick uses recurring butterfly
motives and cantorial gestures, and how these motives create the compelling piano
cadenza. We will also examine how parlando singing and spoken text highlight
Friedmann’s poetic images and personal emotions, and further serve to unify the cycle.
The discussion will also include Glick’s little waltz and how it adds a dimension of
disassociation from Terezin’s horror. But the layout of Glick’s musical sections as they
relate to Friedmann’s poem must first be addressed.
“The Butterfly” unfolds in a series of musical fragments. Despite the many short
sections that comprise the song, it does not strike one as a piecemeal composition.
Clearly identifiable motives serve to bring a semblance of unity and order to the song.
The short sections also create a sense of dialogue between the piano and voice. When
considering the overall scheme of the cycle it is important to note that “The Butterfly’s”
seven-bar prelude serves as a unifying device. For example, “To Olga” features a threebar “boat whistle” prelude, “The Little Mouse” has a four-bar prelude, and the seven
tolling bells in “Narrative” function as a prelude (and postlude). Glick’s penchant for the
sonorous quality of sustained chord clusters is also noteworthy in that it unifies the
postludes of “Yes, That’s The Way Things Are” and “The Butterfly” (examples 36 and
37).
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Example 36. Srul Irving Glick, “Yes, That’s The Way Things Are,” from I Never Saw Another
Butterfly, mm. 43-47.

Example 37. Srul Irving Glick, “The Butterfly,” from I Never Saw Another Butterfly, mm. 124-131.

The most striking motives in “The Butterfly” showcase the piano as the
embodiment of the butterfly and the cantor. Glick had a child-like way of explaining the
butterfly motives and in an interview remarked,
The flight of the butterfly [is] jerky in the sense that you never know where a
butterfly [flies]. They don’t go smoothly, they’re always jumping all over the
place. You never know what they’re going to do. Ever try to catch a butterfly?139
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His butterfly motives are clearly recognizable as fluttering sixteenth-note figures (i.e. m.
4 in example 35, and m. 124 in example 37), or as sixty-fourth note figures indicative of
an irregular flight pattern. Often the sixty-fourth note gestures are written as showy
ascending flourishes symbolizing the butterfly’s ascent. Glick’s exploitation of the
uppermost register of the piano also supports the idea of Friedmann’s butterfly as it flies
away (example 38).

Example 38. Srul Irving Glick, “The Butterfly,” from I Never Saw Another Butterfly, mm. 26-44.
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Glick’s sense of the butterfly’s movements is clearly reflected in his text painting
throughout the song. The other prominent motives derive from the cantor’s melismatic
singing style.
The dramatic piano cadenza in mm. 50-71 is comprised of cantorial figures and
segments of butterfly motives. The chaos of the tumultuous rise to the climax of the
cadenza evokes the sense of the poet’s personal pain at viewing the departure of
Terezin’s last butterfly. In this passage the piano seems to express Friedmann’s state of
psychological turmoil. Glick’s own explanation about the cadenza, however, was quite
different. For him it represented Friedmann’s seven weeks imprisoned in Terezin. He
explained,
…there seems to be a big time lapse between “it went away I’m sure because it
wished to kiss the world good-bye” and seven weeks passes – “for seven weeks
I’ve lived here.” And so I wrote the piano cadenza to show the passage of time.140
Composers have been known to be mercurial in their descriptions of their own works,
especially in interviews that take place years after a piece has been completed. This may
be the case here. Glick completed Butterfly in 1969 and the interview where he described
the “passage of time” for the cadenza took place in the mid to late 1980s. Glick’s
intention for his cadenza may have been to illustrate Friedmann’s imprisonment, but its
construction out of butterfly motives and cantorial gestures, express more than just the
lapse of time. The cantor’s voice can be heard in melismas which, I feel, represent
Friedmann’s anguish. The fluttering wings of the butterfly in the middle of the piano’s
range, rather than the higher register, create a sense of defeat. And although Glick
140
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referred to the piano interlude in mm. 50-71 as a “cadenza,” I feel it is more like a fugato
passage that starts from nothing at m. 50, builds to a climax in mm. 61-62, and then fades
into a thin musical texture in mm. 63-71 (examples 39 and 40). The sparse two-note
conclusion in mm. 69-71 is particularly effective at amplifying Friedmann’s dissipated
emotional energy (example 40).

Example 39. Srul Irving Glick, “The Butterfly,” from I Never Saw Another Butterfly, mm. 50-60.
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Example 40. Srul Irving Glick, “The Butterfly,” from I Never Saw Another Butterfly, mm. 61-71.

There is no denying the near shock value of the cadenza due to its intensity and the
contrast it presents in an otherwise gentle sounding piece.
Another instance of Glick’s borrowing from the cantor’s singing style occurs in a
lively exchange of florid figures in mm. 76-81. Both the piano and the voice perform in
the role of cantor in this passage (example 41).
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Example 41. Srul Irving Glick, “The Butterfly,” from I Never Saw Another Butterfly, mm. 72-81.

Describing the quick rhythmic gestures in mm. 72-81 Glick said, “again it’s that
cantorial feeling, more of the character of it than actually cantorial….”141 Oddly, he never
mentioned the more obvious appearance of his cantorial gestures as the primary musical
material for the imitative piano cadenza preceding mm. 72-81.
The piano cadenza and the cantorial exchange between singer and pianist are
major musical highlights in “The Butterfly.” However, one of the most interesting
moments in the piece occurs when a quirky little waltz seemingly appears out of
nowhere. Like the minuet quality of the nursery rhyme in “The Little Mouse,” the waltz
in mm. 95-103 adds a playful and charming moment to an otherwise serious piece
(example 42).
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Example 42. Srul Irving Glick, “The Butterfly,” from I Never Saw Another Butterfly, mm. 92-103.

Particularly striking about the waltz is the tonal outline of the melody: it sounds as
though it is hinting at V in B minor/major in mm. 95-99, and i in B minor/major in mm.
99-103. This ambiguity of tonality is an effective way of creating an eerie sense of
uncertainty.
While the melody throughout “The Butterfly” is often lyrical, Glick does not
abandon his fondness for dealing with text through recitative. Undoubtedly the voice is
very exposed throughout “The Butterfly” thereby ensuring the clear delivery of
Friedmann’s text. Scanning this song, one cannot help but notice the frequent instances of
recitative and lyric recitative. For example, mm. 45-50, mm. 72-83, mm. 86-90, mm.
110-114, and mm. 115-120 are all passages indicative of either unaccompanied or
accompanied recitative, or lyric recitative. But Glick highlights the most poignant line in
Friedmann’s poem by setting it as unaccompanied spoken text. He presents Friedmann’s
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line “Only I never saw another butterfly” much in the same vein as the whispered text in
“To Olga” (example 43).

Example 43. Srul Irving Glick, “The Butterfly,” from I Never Saw Another Butterfly, m. 107.

Glick viewed the spoken text in “To Olga” and “The Butterfly” as musical book-ends that
added symmetrical balance to the cycle.142 His speech setting of Fischl’s sad declaration
in m. 107 makes for a dramatic yet understated musical moment. The unaccompanied
recitative that follows shortly after in mm. 110-114 is equally arresting. Here Glick sets
“That butterfly was the very last one” on repeated G-naturals until the voice leaps up a
major sixth to emphasize the word “very.” The drama of the moment continues after a
final butterfly flourish in m. 115, followed by the singer’s concluding utterance
“Butterflies don’t live here in the ghetto” (example 44).

142

Interview.
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Example 44. Srul Irving Glick, “The Butterfly,” from I Never Saw Another Butterfly, mm. 108-121.

The sparse accompaniment in the left-hand in mm. 116-120 adds to the sense of despair
and emptiness of Fischl’s life in Terezin.
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CONCLUSION
Since the end of the Holocaust several composers have found inspiration in the
poems and prose of Terezin’s children. Just three years before Glick’s setting, U.S.
composer Elwood Derr (1932-2008) set five poems from I Never Saw Another Butterfly
for alto saxophone, soprano, and piano (1966, published 1977).143 More recently, the U.S.
composer Lori Laitman (b. 1955) has set six poems from I Never Saw Another Butterfly
for soprano and alto saxophone (1995-96). While it comes as no surprise that composers
would be drawn to the beauty and barbarism expressed by Terezin’s children, the amount
of song literature based on I Never Saw Another Butterfly is remarkably small.
Although Glick’s musical language is an amalgam of Jewish liturgical and secular
borrowings, Gregorian modes, and Western impressionistic and expressionistic
techniques, I Never Saw Another Butterfly is never so busy or overwhelming in its
writing that it destroys the sense of the young poets’ innocence and youthful honesty.
Despite the unfathomable circumstances of Terezin’s child poets and all that their poems
and prose reveal, Glick’s song cycle is accessible and provides a valuable addition to the
repertory of sensitive singers and pianists. The temptation to present a maudlin or
melodramatic interpretation of the piece must be avoided. Certainly the most effective
and tasteful interpretation is one that is understated. I Never Saw Another Butterfly
remains one of Srul Irving Glick’s great successes and a work that reveals his intuitive

143

In his article “Art Music and the Holocaust” in Holocaust and Genocide Studies, 6:4 (1991), Ben
Arnold provides an appendix entitled “Catalog of Musical Compositions Dealing With The Holocaust.” His
list includes composers who have either set poems from I Never Saw Another Butterfly or used the poems
as inspiration for programmatic compositions. These include U.S. composers Charles S. Davidson (b.
1929) and Joel Hardyk (pub. 1980); German-American composer Franz Waxman (1906-1967); and Czech
composers Oldrich Flosman (b. 1925-1998), Gustav Krivinka (b. 1928), and Karel Reiner (1910-1979).
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nature as a composer. Musicians interested in Canadian composers or Holocaust-based
works will find Glick’s song cycle beautiful and moving.
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APPENDIX I
Srul Irving Glick. Autograph. Undated letter to Darius Milhaud. Transcription.
Dear Milhaud,
I will not be coming to any more of your composition classes. I see now
that it would be useless for me to try to please you with my talent, for I’m
sure you consider it very meager. It’s not your fault that you’ve had so
many brilliant pupils that you’ve become insensitive to the needs of a less
brilliant, however very sensitive and very sincere student.
I consider that your criticism of my pieces was generally harsh, unjust and
prejudiced, never constructive always destructive and belittling. This I
found especially true of my trio for cl [clarinet], piano and cello in which
after less than 5 minutes deliberation on an 18 minute work, (a work that
took 3 months of honest toil and sincere effort) you pronounced it in effect
bad music; unclear formally; tiresome; melodically dull; and repetitious. I
feel that each one of these criticisms was hasty, and unjust, in view of your
cursory observation of the work. With others you even had the courtesy
[of having] their new works sight-read, to let it be heard, but not so with
this work.
I wish to tell you however, how greatly I admire you as a composer.
Several of your works I love greatly and consider among the very best in
the 20th Century.
I wish I had seen the sensitivity of the composer in the teaching!
Irving Glick
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Srul Irving Glick. Autograph. Undated letter to Darius Milhaud. Front.
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Srul Irving Glick. Autograph. Undated letter to Darius Milhaud. Back.
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APPENDIX II
Srul Irving Glick Chronology
1924 – Glick’s parents emigrate from Bessarabia (formerly known as Romania, now
known as Moldova) to Canada
September 8, 1934 – Israel Irving Glick born in Toronto, Ontario
1949 – Aged 15 decides to pursue composition as a career and begins piano lessons
1951 – Aged 17 enters the Bachelor of Music Education program at the University of
Toronto
1952 – Changes major to Bachelor of Music in Composition
1955 – Earns Bachelor of Music degree in Composition from the University of Toronto
1956 – Summer at Aspen, Colorado where he studies with Darius Milhaud
1957 – Second summer at Aspen, Colorado studying composition with Darius Milhaud
1958 – Earns Master of Music degree in Composition from the University of Toronto
1957 – Marries pianist Reva Dorothy Sandler
1959-61 – Studies in Paris with Milhaud, Louis Saguer and Max Deutsch
1962 – Begins working as a radio producer at the Canadian Broadcasting Corporation
May 27, 1962 – Personal diary entry indicates that he was a copyist and hated it
1963-69 – Teaches theory and composition at the Royal Conservatory of Music in
Toronto
September 8, 1964 – Friend Susan Starkman gives him the book I Never Saw Another
Butterfly for his birthday
August 24, 1964 – Daughter Julie Glick born
1966-69 – President of The Canadian League of Composers
1968 – Maureen Forrester and the CBC commission the song cycle I Never Saw Another
Butterfly
Jan. 20, 1968 – Son Stefan Paul Maurice Glick born
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Srul Irving Glick Chronology Continued
August 23, 1968 – Glick writes a letter to McGraw Book Company requesting the rights
to set six poems from the book I Never Saw Another Butterfly
October 10, 1968 – Response letter from McGraw-Hill Book Company informing Glick
that they do not have the right to grant his request and that he must go through an agency
in Prague in order to secure the right to set the poems
October 22, 1968 – Glick writes letter to ARTIA, Foreign Trade Corporation for the
Import and Export of Cultural Commodities, Prague, Czechoslovakia requesting
copyright clearance to set the poems
November 15, 1968 – Glick received a response letter from ARTIA in Prague denying
Glick’s request informing him that they did not have the rights. They pass his letter along
to Dilia Organisation
December 3, 1968 – Glick receives a letter from Dilia (Czechoslovak Theatrical and
Literary Agency) informing him that they need to know the exact poems he wants to set
in order for them to get the permission from “several proprietors”
December 16, 1968 – Glick sends a letter to Dilia indicating his choice of poems
January 28, 1969 – Glick receives a letter from Dilia granting permission to set the poems
March 21, 1969 – Daughter Paula Glick born
May 6, 1969 – Begins working at Beth Tikvah Synagogue as choir director
1972 – Receives the J.I. Segal Award (other winners include Leonard Cohen, 2006) for
his contributions to Jewish music
October 14, 1973 – Debut orchestral performance of I Never Saw Another Butterfly
featuring Maureen Forrester and Boris Brott conducting the Hamilton Philharmonic
Fall 1973 – 1974 – CBC Sabbatical in UK
August 5, 1974 – Lectures at the Israel Music Institute in Tel-Aviv
1978 – Takes up post of Composer in Residence at Beth Tikvah Synagogue in Toronto
1979 – Hospitalized for kidney stones
1982 – Wins the Ateret Kavod Award (Crown of Honor Award) presented by the United
Synagogue of America
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Srul Irving Glick Chronology Continued
1985 – Wins the Solomon Schechter International Award, presented to the Beth Tikvah
music program by the United Synagogue of America
1986 – Departs from the Canadian Broadcasting Corporation. During his tenure at the
CBC Glick wins seven Grand Prix du Disque awards and a Juno Award for his
involvement in production, recording, and programming
1985-86 – Teaches music theory at York University in Toronto
June 1992 – Attacked with an axe by a home intruder
January 7, 1993 – Shot by an assailant while leaving Beth Tikvah Synagogue
February 1, 1993 - Discharged from the hospital
1993 – Awarded a Governor General’s medal for his contribution to Canadian culture
1994 – Appointed a Member of the Order of Canada
1994 – Marriage of 37 years dissolves
1995 – Wins the Solomon Schechter International Award for a second time, presented to
the Beth Tikvah music program by the United Synagogue of America
1997 – Diagnosed with blood and bone cancer
April 1997 – Gives speech at the 2nd International Conference on Jewish Music, London
July 11, 1997 – Marries Toronto lawyer Sara Wunch
Feb 11, 2000 – Personal diary reveals noticeably shaky handwriting
2000 – Begins chemotherapy treatment
2000 – Wins the Yuval Award, presented by The Cantor's Assembly of America for his
"life long commitment to the composition of music that captures the heart and touches
the soul"
2001 – Wins the Ateret Kavod Award (Crown of Honour) for a second time, presented by
the United Synagogue of America
April 12, 2002 – Canadian choral director Lydia Adams interviews Glick on his deathbed
April 17, 2002 – Dies in Toronto
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APPENDIX III
Copyright Clearance Letters
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Copyright Clearance Letters Continued
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Copyright Clearance Letters Continued
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Copyright Clearance Letters Continued
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Copyright Clearance Letters Continued
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Copyright Clearance Letters Continued
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Copyright Clearance Letters Continued
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APPENDIX IV
Noteworthy Performances of I Never Saw Another Butterfly
This list was compiled based on Glick’s personal archiving of newspaper clippings and
recital programs devoted to performances of I Never Saw Another Butterfly. His archive
also includes personal correspondence in the form of letters and cards which he received
from friends abroad who had attended Maureen Forrester’s concerts. The performance
and artist information listed below is stored in a file labeled “Butterfly Clippings” in Box
33, File 779/04.29-33 at the University of Calgary, Archives and Special Collections,
Srul Irving Glick Fonds.
1. September 6, 1969. St. James Cathedral, Toronto, Ontario. (Debut of Butterfly). CBC
Toronto Festival. Maureen Forrester with John Nemark, piano.
2. May 16, 1970. Theatre of the National Arts Society, Ottawa, Ontario. Maureen
Forrester with Yehudi Wyner, piano. CBC Celebrity Recital.
3. November 5, 1970. Salle Claude Champagne, Montréal. M.F. with John Newmark,
piano. Ladies’ Morning Musical Club.
4. November 20, 1970. Library of Congress, Coolidge Auditorium, Washington, D.C.
M.F. and Ellen Mack, piano.
5. February 7, 1974. Centre Culturel Canadien, Paris. M.F. with Jerzy Marchwinski,
piano.
6. February 12, 1974. Paris. No details regarding venue or collaborator.
7. September 24, 1975. University of Calgary Theatre, Calgary, Alberta, Canada. M.F.
and Yehudi Wyner, piano.
8. October 14 and 15, 1973. Hamilton, Ontario. M.F. and the Hamilton Philharmonic
Orchestra, Boris Brott conductor.
9. April 17, 1977. Buttenwiesser Hall, New York City. Edith Gordon Aisnberg, soprano
and Bella Shumiatcher, piano. The American Society for Jewish Music.
10. April 14 and 17, 1977. Theresa L. Kaufmann Concert Hall, New York City. Pearl
Lang and Dance Company. A Program in Commemoration of the Holocaust. This concert
featured several dance tableaux to Holocaust poetry and Holocaust music. Included was
a performance of Glick’s The Butterfly choreographed by Pearl Lang, danced by Erica
Drew, Eva Grubler, Clifford Shulman, Larry Damien Stevens, and Alicia Henley.
Jeanette Steele, soprano; Stanley Sussman, piano.
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Noteworthy Performances of I Never Saw Another Butterfly Continued
11. January 13, 1978. Metropolitan Museum Concerts. New York. M.F. and John
Newmark, piano.
12. March 13, 1982. Mann Auditorium, Tel-Aviv. M.F. and Israel Philharmonic
Orchestra, Yoav Talmi, conductor.
13. March 16, 17, 18, 1982. Haifa Auditorium, Haifa. M.F. and Israel Philharmonic
Orchestra, Zubin Mehta conductor.
14. January 9, 1981. Centennial Concert Hall, Winnipeg, Manitoba, Canada. Lois
Marshall, soprano; Winnipeg Symphony Orchestra, Ruben Gurevich conductor.
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APPENDIX V
Meter and Scansion of Poems and Prose
The following examples are my personal interpretation of metric patterns and rhyme
schemes found in the poems and prose in Srul Irving Glick’s cycle I Never Saw Another
Butterfly. It is helpful to be familiar with standard poetic patterns of syllabic stress. A
glossary has been provided, followed by the scansion of the poems and prose.
Glossary
˘ = unstressed

/ = stressed

Duple Meter
Iamb
˘ /

Trochee
/ ˘

Pyrrhus (Dibrach)
˘ ˘

Triple Meter
Anapest
˘ ˘ /

Dactyl
/ ˘ ˘

Amphibrach
˘ / ˘

Cretic
/ ˘ /

Tribach
/ / ˘

Bacchius
/ / /

Antibacchius
˘ ˘ ˘

Molossus
˘ / /

Tetra Meter
Primus paeon
/ ˘ ˘ ˘

Secundus paeon
˘ / ˘ ˘

Tertius paeon
˘ ˘ / ˘

Quartus paeon
˘ ˘ ˘ /

Diamb
˘ / ˘ /

Ditrochee
/ ˘ / ˘
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Meter and Scansion of Poems and Prose
Example 1. Scansion, Alena Synková, “To Olga”
Meter/line

Feet

Stanza 1
/ ˘
1. Listen!

˘

1

/

/ ˘

˘

/

˘

/

2. The boat whistle has sounded now
or

˘

/

˘

/
˘ ˘
sounded now

/

4+
3+

3. And we must sail

2

/ ˘ /
˘ / ˘
/
4. Out toward an unknown port.

4+

or

or

/ ˘ ˘ ˘ /
˘
˘
Out toward an unknown port.

2+

Stanza 2

˘
/ ˘ /
/ /
5. We’ll sail a long, long way
˘

/

˘

/

˘

/

4

6. And dreams will turn to truth.

3

/
˘
/ ˘ /
˘ / ˘
7. Oh, how sweet the name Morocco!

4

/ ˘
8. Listen!

1

/ ˘ /
9. Now it’s time.

2

or

or

/ ˘ ˘
Now it’s time.

1

Stanza 3

˘

/

˘

˘

/

˘ ˘

/

˘

/ ˘ /

10. The wind sings songs of far away,

/ ˘

4

11. Just look up to heaven

2+

˘
/ ˘ ˘ ˘ /˘ ˘
12. And think about the violets.

2+
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Meter and Scansion of Poems and Prose Continued
Example 1. Scansion, Alena Synková, “To Olga” continued
Meter/line

Feet

Stanza 4
/ ˘
13. Listen!

1

/ ˘ /
14. Now it’s time.

2

or

or

/ ˘ ˘
Now it’s time.

1
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Meter and Scansion of Poems and Prose Continued
Example 2. Scansion, Koleba (Kosek, Löwy, Bachner),
“Yes, That’s the Way Things Are”
Meter/line

Feet

End-rhyme
pattern

2+

a

2. A queer old granddad sits

4

b

/
˘
/ ˘ ˘ / ˘
/
3. Somewhere there in the so-called park.

4+

a

4

c

4

c

3+

d

7. He’s only got one single tooth.

4+

e

or

or

Stanza 1

˘

/ ˘ ˘ ˘ ˘

/ ˘

˘

/

˘

˘

1. In Terezin in the so-called park

/

/

˘

/

˘

/

˘

/ ˘

/

/

˘

/ ˘

/

4. He wears a beard down to his lap

˘ / ˘

/

5. And on his head, a little cap.
Stanza 2

˘

/

˘

/

˘

˘ ˘

/ ˘

/

/

6. Hard crusts he crumbles in his gums,

˘

/ ˘ ˘

/

˘

/ ˘ ˘

˘

/ ˘

˘

He’s only got one single tooth.

˘

/

˘

/

˘ /

˘

˘

/ ˘

2+

˘

8. My poor old man with working gums,

˘

/

/ ˘

˘

9. Instead of soft rolls, lentil soup.

˘

/

/

/

˘

10. My poor old grey-beard!
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3.5

d

3

e

3

f

Meter and Scansion of Poems and Prose Continued
Example 3. Scansion, Koleba (Kosek, Löwy, Bachner),
“The Little Mouse”
Meter/line

Feet

End-rhyme
pattern

˘ / ˘ / ˘ / ˘ /
1. A mousie sat upon a shelf,

4.5

a

/ ˘
/ ˘ ˘ / ˘ /
2. Catching fleas in his coat of fur.

4.5

b

3. But he couldn’t catch her-what chagrin!-

5

c

or

or

Stanza 1

/ ˘

/ ˘

˘

/ ˘

˘

/

˘

/

˘ /

/
˘
/ ˘ /
But he couldn’t catch her-what chagrin!-

˘

/ ˘

/

˘ / ˘

/

4. She’d hidden ‘way inside his skin.

˘ /

˘

/ ˘

/

/ /

5. He turned and wriggled, knew no rest,
or

˘

/

˘

/
˘ /
knew no rest,

/ ˘ / ˘

/

6. That flea was such a nasty pest!

4
4.5

c

5

d

or
4
4

d

7. His daddy came

2.5

e

or

or

Stanza 2

˘

/ ˘

˘ / ˘

/

˘

His daddy came

˘

/

˘

/ ˘

˘

/

˘

1.5

/

8. And searched his coat.

/

/

/

˘

/

9. The little mouse cried, “Come and see!

˘

/ ˘ /

/

/

10. For lunch we’ve got a nice, fat flea!”
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2

f

5.5

g

5

g

Meter and Scansion of Poems and Prose Continued
Example 4. Scansion, Anonymous, “On A Sunny Evening”
Meter/line

Feet

End-rhyme
pattern

1. On a purple, sun-shot evening

4

a

/ ˘
/ / ˘ ˘
/ ˘ /
2. Under wide-flowering chestnut trees

5

b

/ ˘ ˘
/ ˘
/ ˘ /
3. Upon the threshold full of dust

4.5

c

/ ˘ ˘ ˘ /
˘ / ˘ / ˘
/
4. Yesterday, today, the days are all like these.

5

b

/
/ ˘ / ˘ / ˘
5. Trees flower forth in beauty,

4.5

d

/ ˘ ˘ ˘ / ˘ /
˘ /
˘ /
6. Lovely too their very wood all gnarled and old

5.5

e

4

f

4

e

Stanza 1

˘ ˘ / ˘

/

/ /

˘

Stanza 2

˘ / ˘

/ ˘ / ˘

/

7. That I am half afraid to peer

˘ / ˘

/

˘

/

˘

/

8. Into their crowns of green and gold.
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Meter and Scansion of Poems and Prose Continued
Example 4. Scansion, Anonymous, “On A Sunny Evening” continued
Meter/line

Feet

End-rhyme
pattern

4

e

3+

g

4

h

4

g

4

i

4

j

15. If in barbed wire, things can bloom

4.5

k

/
/
˘ / ˘ / ˘ /
16. Why couldn’t I? I will not die!

5

j

or

or

Stanza 3

˘

/ ˘

/

˘ / ˘

/

9. The sun has made a veil of gold

˘

/ ˘

˘

˘

/ ˘

/

10. So lovely that my body aches.

˘ /

˘

/ ˘

/

˘

/

11. Above, the heavens shriek with blue

˘

/

˘

/

˘

/

˘ /

12. Convinced I’ve smiled by some mistake.

˘

/

˘ /

˘

/

˘

/

13. The world’s abloom and seems to smile.

˘ /

˘ /

˘

/

˘

/

14. I want to fly but where, how high?

˘ ˘ / ˘

˘

/ ˘

/

/

/ / /

˘

/

/ /

Why couldn’t I? I will not die!
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6.5

Meter and Scansion of Poems and Prose Continued
Example 5. Scansion, Fischl, a selection of prose from his personal diary.
Excerpt entitled “Narrative” by Srul Irving Glick.
Meter/sentence

˘

˘ /

˘

/

Feet

˘

/ ˘

˘

/

˘

/˘ ˘

˘

˘ ˘

/ ˘ ˘

˘

˘ ˘

/

/ ˘

1. We got used to standing in line at seven o’clock in the morning,

˘

˘

˘ / ˘

5.5

˘

at twelve noon, and again at seven o’clock in the evening.

˘

/ ˘ ˘ /

˘

˘

˘

/

˘

˘

4+

/

2. We stood in a long line with a plate in our hand,

˘ ˘

/

˘

/ ˘ ˘ ˘ ˘

˘

/

˘ ˘ /

˘ /

˘

/ ˘

/

˘

/ ˘

4.5

˘

˘ / ˘ ˘ ˘ / ˘

/ ˘

into which they ladled a little warmed-up water with a salty or a coffee flavor. 7+

˘

/

˘/˘

3. Or else they gave us a few potatoes.

˘

˘

4

/ ˘ /

4. We got used to sleeping without a bed,

˘ ˘ / ˘

5

/ ˘ /˘ ˘

to saluting every uniform,

3.5

/ ˘ /
˘ ˘ / ˘
˘
/ ˘ / ˘ / ˘ ˘ /
˘
not to walk on the sidewalks and then again to walk on the sidewalks.

7

or

or

or

/ ˘ ˘
not to walk

˘ ˘

/

˘

/ ˘ /

and then again

˘ ˘ ˘ / ˘

/

/

˘

8

/ ˘ / ˘

5. We got used to undeserved slaps, blows, and executions.

˘

˘ ˘ / ˘

˘

/ ˘

/ ˘

/ ˘

˘

/

/ ˘

6+

˘

6. We got accustomed to seeing people die in their own excrement,
or

˘ / ˘

˘

˘

to seeing people

6.5
or
5+

˘ / ˘ / / / ˘ ˘ ˘ / ˘
to seeing piled-up coffins full of corpses,

5+

˘ / ˘ ˘ / ˘ /
/ ˘
/ ˘ ˘ / ˘ ˘ / ˘
/ ˘
to seeing the sick amidst dirt and filth and to seeing the helpless doctors.

9+
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Meter and Scansion of Poems and Prose Continued
Example 5. Scansion, Fischl, a selection of prose from his personal diary
continued. Excerpt entitled “Narrative” by Srul Irving Glick.
Meter/sentence

˘

˘

Feet

/

˘ ˘ ˘

˘

/

˘

/

7. We got used to it that from time to time,

˘

/ ˘

˘ / ˘

/

˘

/

˘

˘

˘

/

3+

/

˘

˘

one thousand unhappy souls would come here and that,
or

/ ˘

5.5
or

˘

unhappy souls would come here

˘

/

˘ /

˘ / ˘

/ ˘

˘ / ˘

3.5

/

˘

/ ˘ /

from time to time, another thousand unhappy souls would go away…
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8

Meter and Scansion of Poems and Prose Continued
Example 6. Scansion, Friedmann, “The Butterfly”
Meter/line

Feet

End-rhyme
pattern

˘ /
˘ / ˘ /
1. The last, the very last,

3

a

˘ / ˘
/ ˘
/ ˘ ˘ / ˘
2. So richly, brightly, dazzlingly yellow.

4.5

b

˘ / ˘ ˘ /
/
˘
/
3. Perhaps if the sun’s tears would sing

4.5

c

˘ / ˘
/
/
4. Against a white stone…

3

d

3

b

5.5

e

Stanza 1

Stanza 2
/
/ ˘ / ˘
5. Such, such a yellow

˘

/ ˘

/ ˘

/

/

/

6. Is carried lightly ‘way up high.
or

˘

/ ˘ / ˘

or

/ ˘ /
‘way up high.

/

˘ /

˘

4.5

/

˘

7. It went away I’m sure because it wished to

5.5

f

/ ˘
/
˘ /
8. Kiss the world good-bye.

3

e
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Meter and Scansion of Poems and Prose Continued
Example 6. Scansion, Friedmann, “The Butterfly” continued
Meter/line

Feet

End-rhyme
pattern

2+

g

Stanza 3

˘

/ ˘

˘

˘

/

˘

˘

9. For seven weeks I’ve lived in here,
/ ˘
/
˘
/ ˘ /
seven weeks I’ve lived in here.

or

2+

/
/ ˘ / ˘
/˘
10. Penned up inside this ghetto.
or

4

/
˘
Penned up

3

˘ / ˘

/

˘

/ ˘

/

˘

/ ˘

˘

11. But I have found my people here.

4

or my people here.

˘

/ ˘˘˘

/ ˘ ˘

˘

˘

/

/ ˘

˘

˘

/

/ ˘ ˘

/ ˘

/ ˘

/

˘

˘ ˘

/

/ ˘

˘ ˘

13. And the white chestnut candles in the court.
And the white chestnut candles in the court.

/ ˘

/

or chestnut candles in the court.
/ ˘ ˘ / ˘ ˘ ˘ / ˘
/ ˘ ˘
14. Only I never saw another butterfly.
/ / ˘ /
I never saw

or

i

3.5

12. The dandelions call to me

or

h

2.5

j

5.5

k

3.5
4.5

4.5

l

6

Stanza 4

˘

/ ˘ ˘ ˘

˘

/ /

15. That butterfly was the last one.

3+

m

/ ˘ ˘ ˘
/ ˘
˘ ˘
/ ˘
16. Butterflies don’t live here, in the ghetto.

3+

h
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APPENDIX VI
a) The Influence of Jewish Music and Cantorial Singing in Glick’s Music;
Characteristics of the Melodic Styles and Figures of Cantorial Singing;
Characteristics of Jewish Music; Examples of Cantorial and Liturgical Borrowings
found in “To Olga”
As the grandson and son of cantors, Srul Irving Glick’s greatest musical influences
arguably came from music of the synagogue and the singing style of the chazzan
(Hebrew for cantor). Glick’s father began singing at the Shaw Street Synagogue in
Toronto and later worked at the Adath-Israel Synagogue in addition to traveling around
to different temples for high holidays. Although Glick grew up surrounded by the music
of his father, the European art music and Klezmer music performed by his older brother
Norman (an accomplished clarinetist) also left an indelible musical impression on him. It
is Norman who first introduced Glick to the music of Mozart, Brahms, and Schubert and
it is Norman’s talent that is likely to have inspired the numerous Jewish and Klezmer
inspired pieces that Glick wrote both as an emerging and mature composer. Pieces like
Suite Hebraique #1 for clarinet and piano (1964); Suite Hebraique #2 for clarinet, violin,
viola, cello and piano; Suite Hebraique #4 for clarinet (or alto saxophone or viola) and
piano (1979); The Klezmer’s Wedding for clarinet, violin and piano (1975); and Old
Toronto Klezmer Suite for clarinet (or viola), violin, cello, double bass, and piano (1998).
However, the voice of Glick’s father proved pervasive. The first movement of Suite
Hebraique #1 is entitled “Cantorial Dance”; the sixth movement of Suite Hebraique #2 is
entitled “Cantorial Chant”; the third movement of Suite Hebraique #3 is entitled
“Cantorial Chant (for Moshe Liquornik)”; and the fifth movement of Suite Hebraique #4
is entitled “Lament with Cantorial Chant.”
Glick grew up listening to cantorial singing which is a tradition characterized by
melismas, little rhythmic figures, grace notes, and appoggiaturas. Further, moments of
heightened emotion are often interpreted by the chazzan through virtuosic melismas that
rival the coloratura figures found in florid baroque or bel canto arias. To put Glick’s
borrowed cantorial figures in context, it is helpful to know just how sophisticated the
cantor’s melismatic interpretations of prayers can become. The example below is one
realization of a cantor’s florid approach to the Magein Avot (Shield of Our Fathers)
prayer (example 45).

135

Example 45. Joseph A. Levine, example 5.9c from the chapter “Defining the Three Principal
Prayer Modes,” Synagogue Song in America, (Northvale, N.J.: Jason Aronson, Inc., 2000), 94.

In addition to the influence of the cantor’s singing style, many of the basic elements of
Semitic music are featured throughout Butterfly. Jewish musicologist Abraham Idelsohn
states, “in the first place, Oriental music – whether Semitic, Altaic144, or Hindu – is based
on the modal form.”145 Idelsohn goes on to explain the mode as it relates to “SemiticOriental” music in a list of 9 distinguishing features of Semitic-Oriental music. His list is
as follows:
A) A mode (in Arabic and Persian: Makam or Naghana) is composed of a
number of motives (i.e., short music figures or groups of tones) within a
certain scale. The motives have different functions. There are beginning and
concluding motives, and motives of conjunctive and disjunctive character.
The composer operates with the material of these traditional folk motives
within a certain mode for his creations. His composition is nothing but his
arrangement and combination of these limited number of motives. His
“freedom” of creation consists further in embellishments and in modulations
from one mode to the other. Sixteen of these modes are most widely known
through the Near East.
144

The term Altaic refers to “the peoples in the steppe, mountain, forest, and oasis areas between China,
Russia, western Iran, and Pakistan. This geographic area comprises Central Asia (namely former Soviet
Central Asia, Xinjiang, eastern Iran, and Afghanistan), Kazakhstan, the northern regions of Pakistan, Tibet
(including Qinghai, eastern Sichuan, Gansu, and northwestern Yunnan), Mongolia, and Manchuria. The
Altaic languages include the Turkic group, the Mongolian group, and the Tunguzic [people in Eastern
Siberia and Manchuria] group.” Harvard University, The Graduate School of Arts and Sciences, Programs
of Study: Inner Asian and Altaic Studies,
http://www.gsas.harvard.edu/programs_of_study/inner_asian_and_altaic_studies.php, (accessed July 12,
2010).
145
Abraham Zvi Idelsohn, Jewish Music In Its Historical Development, (New York: Tudor, 1948), 24.
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B) The next element is the emphasis upon ornament. Oriental music is
unthinkable in long sustained tones. On the contrary, it is of a vivid tonal
character. Either a note is short, or if long, it quavers in a tremolo and is
adorned with oranaments.
C) Oriental music is chiefly unrhythmical (in Arabic: Tartil-narrative or
recitative). It is mostly rendered by a solo voice with accompaniment of the
Ud, a kind of lyre or mandolin, or Kanun, resembling a guitar. The
accompaniment is only a repetition of the melodic line rendered by the singer
with some variations. Rhythmical music (in Arabic: Anshada) is used for
dancing and bodily movements, and is considered inferior to the unrhythmical
Tartil.
D) The tonality in the Oriental music is based on a quarter-tone system. Thus a
scale of an octave has twenty-four steps. The perfect consonance of the octave
is known to the Oriental musician by the Arabic term jewab (answer, echo,
repetition). However, seldom does the melodic construction show the
tendency of the octachordal line, for the folk-tunes are usually built on the
tetrachordal or pentachordal range.
E) The Oriental musician and laymen are fond of improvisation. Even set tunes
are largely varied and modified. The improvisation occurs in a certain mode,
and the improviser has to operate with the traditional motives therein.
F) Oriental music is without any harmony. The only beauty the Oriental finds is
in the melodic line and in the intricate ornamentation. Occasionally in unison
singing of a group there are fourths or fifths, due solely to the range of the
voices, but not to harmonic instincts, because the people sing frequently in
seconds or in any other “discord.”
G) Oriental music has retained the folk character. Therefore, unlike the art music
of Europe, which can be understood by the few only, the song of the Orient is
understood by all. [I think what Idelsohn means is that the melodic line and
the ornamentation of that line is of the utmost importance in “SemiticOriental” music rather than the “harmonization” of the melodic line in a
European or Western homophonic way.]
H) The folk-character is pronounced also in the form. Most of the set tunes
consist of very short phrases. Only a few have two or three phrases. The most
compound form seems to be the Bashraw (Turkish Pashraw), a Rondo form
in the scheme a-b-a-c-a.
I) Music is never written down, but transmitted orally. Consequently, “ear”marks were developed by which music is recognized. The entire theory of
Oriental music is based upon these “ear”-marks, i.e., signs for musical
patterns learned by ear.146
Idelsohn follows his list with a number of closing statements and supporting musical
examples. He claims, “all these elements and features are to be found in the religious and
secular music of the Mohammedans [Muslims] and of the Oriental Christian churches:
the Greek, the Jacobite [a.k.a. Syriac-Orthodox Church present in Syria, Lebanon, Israel,
146

Abraham Zvi Idelsohn, Jewish Music In Its Historical Development, (New York: Tudor, 1948), 24-27.
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Turkey, Iraq, and Iran], the Nestorian [Persian], and the Maronite [Lebanese].”147
Idelsohn also states, “‘Music’ is primarily vocal. Instrumental music, never rising above
accompaniment, does not present an art in itself. It is forbidden in Mohammedan and
Christian Oriental worship.”148
With the exception of musicological elements that do not apply to our discussion
of Butterfly (i.e. a tonality that is based on the quarter-tone system and an oral
transmission of music rather than a tradition of music being written down), Glick’s song
cycle features all of the characteristics on Idelsohn’s list. And although a folk element is
absent, many of Butterfly’s songs feature short phrases, a characteristic associated with
Jewish folk music.

“To Olga”
Of the six songs that comprise Butterfly, “To Olga” is probably the least “Jewish”
in character. That is not to say that a certain Jewish “flavor” is absent. Glick’s borrowings
from the chazzanut149 tradition are part of the character of this song. Examples of
cantorial rhythmic figures, grace notes, and appoggiaturas are found in mm. 9, 11, and 12
in the A section, (example 46) and in m. 17 and mm. 19-24 in the B section (example 47).
Perhaps the clearest example of Glick’s cantorial borrowing is through the melismatic
figures in both the vocal line and the piano’s left hand in m. 24 (example 47).

Example 46. Srul Irving Glick, “To Olga,” I Never Saw Another Butterfly, mm. 9-12.

147

Abraham Zvi Idelsohn, Jewish Music In Its Historical Development, (New York: Tudor, 1948), 27.
Ibid., 27.
149
Also spelled chazanut, plural for chazzan (sometimes spelled chazan).
148
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Example 47. Srul Irving Glick, “To Olga,” I Never Saw Another Butterfly, mm. 17-24.

Considering Glick’s father was a chazzan from Romania, it is conceivable that he
borrowed the rhythmic figures, grace notes, and appoggiaturas in the A and B Sections of
“To Olga” from Romanian synagogue music. For example, the thirty-second note figure
in mm. 9, 11, 12, 17, 21, and 22 (examples 46 and 47) is a common rhythmic figure in
that type of music. Example 48b is an example of Romanian liturgical melodies set out
by Abraham Idelsohn in his book Jewish Music In Its Historical Development.150 In “To
Olga” the grace notes and melodic figure in the B section at m. 22 “turn to truth”
(example 50a) look strikingly similar to figures found in Idelsohn’s examples (example
50b). Dr. Joseph Levine, a cantor and Jewish theologian, illustrates prescribed chazzanut
motifs in the Chazanut Haregesh151 tradition (emotional cantorial singing)152 that, when
compared with Glick’s musical figures throughout “To Olga” also bear a striking
resemblance (examples 48a and 48c).

150

A. E. Idelsohn, Jewish Music In Its Historical Development, (New York: Tudor, 1948).
Chazanut Haregesh is the cantorial practice with origins in the Ukrainian city of Berdichev.
152
Samuel Vigoda, Legendary Voices, (New York: M.P. Press, 1981), 53, quoted in Joseph A. Levine,
Synagogue Song in America, (Northvale, N.J.: Jason Aronson, Inc., 2000), 141.
151
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Example 48a. Srul Irving Glick, “To Olga,” I Never Saw Another Butterfly, mm. 21-22.

Example 48b. A. E. Idelsohn, examples 15 and 16 from Table XXII from the chapter “Song of the
Synagogue: Roumanian Song,” Jewish Music In Its Historical Development, (New York: Tudor,
1948), 187.

Example 48c. Joseph A. Levine, example 7.2b from the chapter “Vocal Quality; Style;
Improvisation; Prescribed Motifs,” Synagogue Song in America, (Northvale, N.J.: Jason Aronson,
Inc., 2000), 145.
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b) Jewish Prayer Modes or Nusach
Unlike Gregorian church modes, Jewish prayer modes – or nusach - are not
identified with scales built on “the white keys on the piano” through octave spans from
note to note (i.e. “D” to “D” is the Dorian mode and “E” to “E” is the Phyrgian mode and
so on).153 Rather, “each prayer mode has its own stock of motifs” that form a skeleton for
each mode.154 To that end, “ traditional Jewish modes may be regarded as being closer to
the Near Eastern practices of the Arabic maqam or the Hindu ragas than they are to
church modes.”155 According to Dr. Joseph A. Levine, “a cantor chanting prayers
concentrates on the melodic line, selecting from a stock of prescribed motifs, bridging
them through reciting-tones and melismatic flourishes.”156 The Adonoy-Moloch prayer
mode (nusach) is constructed from four prescribed skeletal-motifs. These motifs serve to
highlight four similar groupings of words. The words for the Adonoy-Moloch prayer are
taken from the first verse of Psalm 93. In the examples below, the relationship between
the skeletal-motif words (underlined) and their musical counterparts are given (examples
49a and 49b):
The Lord Reigns (Adonai Malach); He is robed in majesty;
the Lord is robed (laveish adonai), He is girded with strength (oz hit’azar).
Yea the world is established; it shall never be moved (bal timot).157
Example 49a. Verse 1 from Psalm 93 with the skeletal-motif words in Hebrew underlined

Example 49b. Joseph A. Levine, example 5.3e from Chapter Five “Defining the Three Principal
Prayer Modes” in Synagogue Song in America, (Northvale, N.J.: Jason Aronson, Inc., 2000), 85.

But the Adonoy-Moloch skeletal-motifs do vary slightly. Levine explains, “prayer modes
may be varied endlessly, limited only by the cantor’s imagination, yet they are always
recognizable.” He continues, “Hence a Prayer mode is a sacred vocal pattern of
traditional motifs that retains its identity even though melody, rhythm, and note-intervals
and note-sequences change, according to where in the liturgy the prayer is sung.”158 The
153

Jack Gottlieb, Funny, It Doesn’t Sound Jewish: How Yiddish Songs and Synagogue Melodies
Influenced Tin Pan Alley, Broadway, and Hollywood (SUNY Press, 2004), 122.
154
Joseph A. Levine, Synagogue Song in America, (Northvale, N.J.: Jason Aronson, Inc., 2000), 84.
155
Gottlieb, 122.
156
Levine, 79.
157
Ibid., 84.
158
Ibid., 80.
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examples below illustrate Levine’s point. The Adonoy-Moloch skeletal-motifs in
examples 50a and 50b come from a different source than Levine’s and, to that end, are
somewhat varied.159

Example 50a. Jack Gottlieb, example 7-1a from Chapter 7 (“The Mood of Modes”) in Funny, It
Doesn’t Sound Jewish: How Yiddish Songs and Synagogue Melodies Influenced Tin Pan Alley,
160
Broadway, and Hollywood, (SUNY Press: 2004), 122.

Example 50b. Jack Gottlieb, example 7-1b from Chapter 7 (“The Mood of Modes”) in Funny, It
Doesn’t Sound Jewish: How Yiddish Songs and Synagogue Melodies Influenced Tin Pan Alley,
161
Broadway, and Hollywood, (SUNY Press: 2004), 123.

Discussing the Adonoy-Moloch mode Jack Gottlieb cautions, “Although the separate
segment bits are reducible to a scale that resembles the mixolydian mode of the church

159

On page xiv in his Acknowledgments, Levine simply states “Popular usage also explains my choice of
the Lithuanian tradition as reference for Biblical chant.”
160
The abbreviation HOM in the upper right-hand corner of example 7-1a stands for HebräischOrientalischer Melodienschatz (Treasury of Hebrew Oriental Melodies). See page xx in Gottlieb.
161
Katchko 1 in the upper right-hand corner of example 7-1b represents one of three anthologies
referenced by Gottlieb. Katchko 1 designates the anthology entitled Services for Sabbath Eve and Morning
by Cantor Adolph Katchko. No other information is provided.
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(i.e., a major scale with a lowered 7th step), it would be a mistake to equate synagogue
modes with theoretical scales.”162
The number of nusach motives Glick heard sung by his father over his formative
years is unknown. However, according to Cantor Ted Labow,163 in the Ashkenazy164
tradition (the tradition to which Glick belonged) a cantor must know up to 60 different
nusach motifs. That is not to suggest that Glick had memorized the nusach motifs, but
rather, that they had become part of his musical psyche. The influence of Glick’s father
also suggests his indebtedness to synagogue music in his development as a motivic
composer. Specifically, he referred to his father as “a notorious improvisor [who was]
able to spin out a melody and have people enchant it165 with that improvisation.”166 Glick
explained to radio host Paul Robinson,
…what you have to understand is that nusach-that’s the quality of melody- is very
often a motif, or two motifs within a certain scale. If you stay within that scale
and you end up with these motifs or you use these motifs, you can just about go
anywhere to express the words. It’s a word-expressive use of music, and
sometimes the cantors would just get inspired with a certain word and stay on that
word and express it, move around it, and come out of it, and come back to it, until
you forgot about the words and were just transported into a wonderful exposition
of music.167

162

Jack Gottlieb, Funny, It Doesn’t Sound Jewish: How Yiddish Songs and Synagogue Melodies
Influenced Tin Pan Alley, Broadway, and Hollywood (SUNY Press, 2004), 123.
163
Ted Labow interviewed by the present author at Beth-El Temple (where he currently as serves cantor),
Hillsborough, New Jersey, April 26, 2008. I also interviewed Cantor Labow in Princeton, New Jersey,
November 24, 2008, and in Highland Park, New Jersey, February 27, 2009. Cantor Labow studied
composition with Srul Irving Glick as an undergraduate student at York University in Toronto from 198586 and subsequently privately off and on over the next fifteen years. Mr. Labow also worked as Glick’s
copyist from 1987 until shortly before his death. Glick mentions Labow as an “emerging young
composer…encouraged to write for Synagogue choir” in an article he wrote (oddly in the third person)
entitled “The Synagogue and Canadian Music” published in MUSICANADA, February, 1986. The author
also saw Mr. Labow’s name and telephone number written in Glick’s telephone message diary when
studying his diaries, agendas, and calendars housed at the University of Calgary (Canada), Archives and
Special Collections, Srul Irving Glick Fonds.
164
Ashkenazy Jews are those who migrated and settled in Germany, and subsequently throughout most of
Europe and Russia.
165
In the recording of Robisnon’s interview (see footnote 166), I could not discern whether Glick said
“enchant it” or “enchanted.”
166
Srul Irving Glick, unpublished taped interview with Paul Robinson, transcribed by the author. The
interview took place at radio station CJRT in Toronto on November 26, 1991 and was featured on a
program entitled “This Week in Music: Canadian Composer Retrospective.” Quotations from the Paul
Robinson interview are from a transcription of three cassette tapes made by the present author obtained on
a visit to the University of Calgary (Canada), Archives and Special Collections, Srul Irving Glick Fonds on
December 4-10, 2008. The cassettes are catalogued as 71.14 A, B, and C in Glick’s archives.
167
Srul Irving Glick, Paul Robinson interview.
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In light of both Glick’s text-painting and his borrowing from cantorial gestures as
evidenced in Butterfly, nusach as a series of motifs and as a “word-expressive use of
music” seems like a natural source of inspiration.
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c) Shofar Calls in the Music of Leonard Bernstein
The tenth chapter in Jack Gottlieb’s book Funny, It Doesn’t Sound Jewish: How
Yiddish Songs and Synagogue Melodies Influenced Tin Pan Alley, Broadway, and
Hollywood is entitled “Symbols of Faith in the Music of Leonard Bernstein.” Gottlieb
illustrates Bernstein’s usage of shofar calls in some of his best-known pieces. Example
51 provides samples from Gottlieb’s chapter. Example 10-1 is an example of a typical
musical pattern for a shofar call. Gottlieb explains the four sections a shofar call starting
with the tekiah (blast), which is a held tone; shevarim (breaks), which are detached tones;
teruah (noise), and tekiah gedolah (the big blast).168 In the examples that follow, Gottlieb
illustrates shofar call borrowings evident in Bernstein’s “Fanfares” and “Overture” from
Candide (examples 10-1a and 101b). Further, in examples 10-2a and 10-2b Gottlieb
demonstrates shofar references as they appear in the first movement of Bernstein’s
Concerto for Orchestra (Jubilee Games) and “Symphonic Dances” from West Side
Story.169

Example 51. Jack Gottlieb, examples 10-1, 10-1a, 10-1b, 10-2a, and 10-2b from Funny, It
Doesn’t Sound Jewish: How Yiddish Songs and Synagogue Melodies Influenced Tin Pan Alley,
Broadway, and Hollywood, (SUNY Press: 2004), 179-180.

168

Jack Gottlieb, Funny, It Doesn’t Sound Jewish: How Yiddish Songs and Synagogue Melodies
Influenced Tin Pan Alley, Broadway, and Hollywood (SUNY Press, 2004), 179.
169
Gottlieb, 180.
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APPENDIX VII
Transcript of Srul Irving Glick Interview, Interviewer Unidentified
The transcript below is of an undated, unpublished taped interview of Srul Irving Glick
transcribed by the author. The interviewer is unidentified, but was a female student
writing a paper whose focus was Glick’s I Never Saw Another Butterfly. I assume she
was of Jewish heritage because she indicated that she attended Hebrew school and
referred to Hebrew terms for the liturgy with ease and seemed familiar with the Jewish
worship service. The interview is 1:02:16 in length.
This cassette tape recording is held at the University of Calgary (Canada), Archives and
Special Collections, Srul Irving Glick Fonds, tape box 800.05.21-72.4. It was made
available to me on a visit to the University of Calgary on December 4-10, 2008.
Permission to copy this cassette tape to compact disc was granted by Srul Irving Glick’s
daughter Ms. Paula Glick, with the help of Special Collections librarian Ms. Apollonia
Steele, Senior Archival Assistant Ms. Maryls Chevrefils, and Assistant Curator Ms. Karly
Sawatzky. I transcribed the interview upon my return to my home in New Jersey.
Interview
Question: One of my questions is why you chose to compose in that manner? Now I
realize that “The Little Mouse” was meant to alleviate some of the heaviness of it…
Srul Irving Glick: [he interrupts]…it does but it doesn’t. The problem is that once you
have a style, once you’ve established the language you can’t change it too much in a
cycle because you lose continuity, you lose sense of the whole and for me as a composer
one of the most important things is how you envision, your vision of the whole. You can
have an individual song that works by itself, but you also have to have a sense of where
things have come from, where they have gone to, and how to conclude. That deciding the
order of these pieces was very important for me. So I don’t think “The Little Mouse”
alleviates tension, what it does is change the mood from slow moving to fast moving.
And it is perhaps also the most dramatic from the point of view of having the most forte
and the most vocal dynamic and vocal movement.
Q: Also the piano has a lot of …
SIG: [he interrupts]…a lot of turns and perhaps the lightest part in the whole piece is
where I quote the character of Mozart’s [he sings the nursery rhyme] which is a nursery
rhyme - A vous dirai-je maman - and I do that in reference to the mouse and how
eventually, what is it? The actual lines are, yes, “his daddy came and searched his coat”
[he sings this part], it’s almost lullaby-ish, lulling him into quietude and then all of a
sudden, boom! “They caught the mouse [sic, Glick sings “mouse” but he meant “flea”].”
And that’s played with a closed fist but could also be done with just the arms.
Q: Kind of clusters.
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SIG: Right.
Q: So, that’s how you ordered. Are there any musical devices which you use, which unify
them that are perhaps found in the first one and the last one?
SIG: Yes, the cluster is used a great deal. It is used in the first song, it’s used fairly
consistently throughout the piece. Like for instance, even if you take a look at the last
chord here, A-sharp, B, C, used at the beginning, and it’s used, well it’s used in almost
every song, maybe not overtly, but it’s part of the nature and the character of the piece.
Like these chords are so tightly, they are clusters rather than just plain chords, that’s the
clock. Or for instance here, it’s the helpless doctors or the sounds of death.
Q: In “The Narrative” I noticed that it really reminds me of the [unintelligible]. Did you
deliberately be (sic) influenced by the nusach?
SIG: Yes. I would venture to say that that was the most overt use of prayer. I found that
to set “The Narrative” was a very difficult task because how do you set something that is
so horrible? And what I did was I decided that the accompaniment was other-worldly,
that it is not to be with the voice, but is to be comment and atmosphere of relationship.
As a matter of fact in my very original copy I told the singer that they could choose any
comfortable pitch. And then I realized afterwards that I would get into great difficulty if I
did that because later on when it’s necessary to be in the pitch, it would be too haphazard
to do, so I decided to make the pitch fixed right from the beginning. But it was
improvisatory, was the character, and other-worldly. The piano comments usually at a
moment when the voice pauses for a moment or is making some strong emotional
statement even though the character that I ask the singer to have is one of drained
emotions. The singer is supposed to sing with drained emotions and not to get caught up
as though this is, “I couldn’t really get into this because if I did I would have to kill
myself, I have to stay away from it” until the passion breaks and she goes [he sings “we
got used to it that from time”] which is really a cantorial kind of line. At the beginning it
is more of a prayerful mode rather than cantorial, but by the end passions get more
expressive and it does become cantorial. But the truth of the matter is when I wrote this I
wasn’t at Beth Tikvah yet and I was not involved in prayer, Judaic prayer for a long time.
These are memories of what the prayer is like and I really didn’t know too much about
nusach at that time. So it’s more of a feeling that I had about the way a cantor expresses
himself rather than the actual technical way in which a cantor would use nusach. Besides
which, now that I know a great deal about nusach there is no mode, there is no nusach for
this kind of piece except maybe Eichah or Tisha B’av or the El Maleh Rachamim, which
incidentally is not far from the same kind of chanting that this movement has.
Q: In one of the articles I was showing you they talked about I guess a neo-romantic
thing to do is you know, you’re a Canadian composer but you are taking up like a Jewish
theme I guess. Oskar Morawetz didn’t he in…
SIG: [he interrupts]… Diary of Anne Frank.
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Q: How do you say it? Weinzweig?
SIG: Weinzweig.
Q: Weinzweig also wrote one…
SIG: Am Israel Chai! He wrote a piece for piano and choir. Weinzwieg didn’t use nusach
nor did Oskar Morawetz. Their involvement in Jewish music per se is peripheral. They
are interested in the Jewish subjects more than they are in Jewish music. So the neoromantic, the neo-classical the neo-romantic…
Q: The neo-classical I know, the neo-romantic I’m not so sure…
SIG: Well what it is, expressing your emotions very clearly but with modern technical
availability…
Q: Which is what?
SIG: Neo-romantic. It’s music that wishes to communicate emotions to people and
therefore the language is clear but it’s very expressive and very emotional. I’m not so
sure that this should be known as a neo-romantic piece. I would probably think it would
be expressionistic. Which is probably the way I think about it even though it does have
melodic elements to it, a very strong melodic element. I don’t think of it as Romantic in
the usual sense of being Romantic as being involved with the love of human
relationships, the tragedy of human relationships, this is somehow bigger and deeper in a
certain way, and when you write something like this [he plays the opening tone cluster in
“To Olga”] that’s not necessarily romantic. It’s trying to get at the core of human feelings
and the anguish of human feelings in relationship to a subject which is almost
unspeakable. One of the great difficulties in setting these songs is that words, even
though they are by children, are surrounded and haunted by so many memories that the
danger is that you obliterate the subtlety of the feelings by being over-demonstrative.
What you really need, I think, in handling something like this is great subtlety.
Q: And very understated. The words say it all.
SIG: Very understated, the words say it all and therefore you have the opportunity to people who are insensitive to the words, and there are such people - can very often
misunderstand the music.
Q: So the Jewish bent of the music is obvious. Could you not have just as easily been
writing in the States, living in the States, and written the same thing? What makes it
Canadian?
SIG: That’s a good question. What makes it Canadian is that I grew up here in Canada,
my educational experiences through childhood through public school, high school,
university were Canadian, my teachers here were Canadian and I learnt the art of writing
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music here in Canada, and therefore there is probably, for those people looking in from
the outside, a kind of Canadian stamp on what I do.
Q: Are there any particular sounds in it that are Canadian? That you could say, “hey this
is Canadian?”
SIG: It’s very interesting you should ask that question. I wrote a set of three Eskimo
songs for the Toronto Mendelssohn Youth Choir. A cycle called I Breathe A New Song
and I don’t know anything about Eskimo music okay, but I wrote them in a pseudoEskimo style. If one were to ask me if this is essentially Canadian I would have to give
them the same answer to the question you asked. I don’t analyze whether its Canadian or
not, I just know that living in Canada has given me a unique viewpoint and I know that
being Jewish and living in Canada has given me a unique Jewish-Canadian viewpoint.
Whether or not my music is Jewish or whether it’s Canadian you can decide. If I made up
my mind that I wanted to be a Canadian composer and make up my mind that that would
be the vantage point I would work from, in a sense I would be lying somewhat. Lying in
the sense of not trying to find out what’s deeply inside of myself but taking the
intellectual idea of deciding to do something not because I wanted to or needed to, but
because I thought that that’s where I ought to be. There’s a great danger of being a human
being of doing what you ought to do rather than what you feel, you know. As a human
being it’s more dangerous as a creative artist because it’s so easy to lie. And in a work
such as I Never Saw Another Butterfly you mustn’t lie.
Q: Now my ideas on it [the chromatic clusters at the beginning of “To Olga”] were that
one of the reasons you had done that is that your first words are “listen” and that would
certainly grab the listener’s attention.
SIG: Yah. But in a certain way you might also say that this is a boat whistle.
Q: Oh, okay.
SIG: You know, that kind of sound up where it is [he plays m. 1 of “To Olga”]. You can
actually hear the kind of loneliness of over the water kind of feeling. I don’t think it’s
ripples as Naomi Cohen describes it, as water rippling. But I certainly, I would say the
loneliness of the sound over the water is a distinct possibility.
Q: Okay. Now, I’m awful on things like form for pieces, but I notice that you start with it
[the boat whistle tone cluster] there and then at the end of it you sort of have them again,
to sort of close.
SIG: They also come at different times, they punctuate at different times during the piece.
For instance here, for instance here [clearly pointing out the instances on the score], even
those sounds that come out of this, this kind of [he plays mm. 16-18 of “To Olga”] that’s
still a continuation of the same kind of thing. Uh, that’s why I said to you before, it’s in
the language of the music. For instance if you take this “sweet” what’s this sound here
[he plays the clusters in the right hand in m. 25-26 and then the rolled chord at m. 27].
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There it [referring to the tone cluster] is again. And here again [he plays the rolled chord
at m. 27 again]. Different kind of cluster, more whole-tone’ish but there’s still a clustery
feeling. Also when you’re analyzing, one of the things that is very interesting is that
language, melodically, is also related to language harmonically [he plays the melody in
mm. 8-11 of “To Olga” and then plays the melody as a tone cluster]. It already has the
feeling of a cluster as well, and that’s one of the things, for instance [he plays part of m.
13] this lonely feeling [he then plays m. 14 and m. 15].
Q: Now this poem, I’m not sure, was the writer in the concentration camp?
SIG: Yes, she was. I’ll tell you a nice story. I’ll tell you a lovely story. The fifth song –
“Narrative” – it says that Petr Fischl died at Oswiecim. No! He’s alive and in Israel. And
when I was in Israel for that performance with Maureen Forrester and the Israel
Philharmonic I was called into the office of the director for the Israel Philharmonic and
he told me I have a surprise for you. He [Petr] is not dead, he’s alive and you’re going to
meet him. So I met him, he’s a sweet man, he’s the chief psychiatrist of the Kibbutz
Movement in Israel and we had three sessions together. One where we were at a rehearsal
together in which he was extremely moved to hear his words set to music. And as a
matter of fact he really didn’t like to speak too much about what had happened to him
and he kind of opened up and I did a radio interview, a three quarter of an hour radio
interview. He told me the story of how he wrote the words for this. It was part of a diary
that he wrote. He had the very strong feeling that it was very important to tell the story
even while he was in the camp. And he wrote the diary, gave it a name, I think he said it
was “The Diary of Peter Bundy” – he picked a fictitious name so that if it ever got found
it wouldn’t be related to him okay? When he finished writing it, he said he went and he
read it to many of the different groups in the concentration camps (sic). He said each
group – the tailors, the shoemakers, the doctors, the dentists – they had a place where
they came together to talk, to share and he said he read this diary maybe thirty, forty
times to each of the different groups in the concentration camp. At any rate, one day he
was told he would be shipped out to Auschwitz and so he handed the manuscript of his
diary to his best friend and said, “after the war, whatever, good luck.” Anyway, he
survived Auschwitz, went back to Czechoslovakia, after he was there for six months,
there was a knock at the door – he was living at his brother’s home – and a girl said, “I
believe this is yours.” And he got back the manuscript of the diary and the girl who
handed the manuscript back to him was Alena Synková who was the woman who wrote
“To Olga.” So he said he didn’t know her before, but he got to know her a little bit when
she handed him the manuscript back. So in one fell swoop I learned about two of the
writers of the cycle. And of course this is all of the diary that there was in this book I
Never Saw Another Butterfly. So I never saw anymore of these. It was rather long and
described so much. But I thought you’d be interested in that little story.
Q: That’s interesting. Okay, um…
SIG: [He interrupts]…you wanted to go through the songs.
Q: Yah. I don’t really have very much on “That’s The Way Things Are” (sic).
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SIG: Well my feeling about this, I felt so bad, what is an old person doing in a
concentration camp? You know an old person, they should be at home, they should be
looked after by their children and I just felt so bad about this guy. So there’s a sense of
tragedy right from the beginning. This chord [he plays m.1] it’s not romantic, it’s bitter
[he plays mm. 1-6]. Now listen to this [he slowly moves to the dissonant cluster at m. 7].
That’s very bitter. [He continues, playing mm. 8-12.] Now listen to this [he slowly moves
to m. 13.] You see how, the way those clusters in the beginning are in here, in these
[plays m. 1 again just the left hand and the right hand as a cluster]. You don’t have to
express it the same way every time. Or even in this chord [plays beat one of m. 13 as a
chord, and then continues to play up until m. 15].Very complex harmonically. And yet
the secret of this is that it does sound direct. It does sound somehow rooted and there are
places where the harmony breaks off into something which seems more pleasant. For
instance, “queer old granddad” [m. 6]. “Sweet granddad” so far as I’m concerned,
Zeydeh [Yiddish for Grandfather]. [He plays m. 5] You can hear the major triad. So that
you come in and out of the dissonances and I do paint words. Words mean a great deal to
me and how I set them.
Q: Now I noticed that it seems to center, at least in the first area around G-sharp quite a
bit, and then comes back.
SIG: Well I don’t think that’s very…certainly the G# has the root, but it’s so much
involved with E as well [he plays the melody in mm. 1-3]. And E would be the dominant
of A which resolves onto this A. But I wouldn’t necessarily say that that is what you
should be looking at. You know because [he plays mm. 1 – 3], C-sharp minor’ish feeling
[continues to play, then at m. 4 he says] that’s dominant of A. [He continues to play m. 5]
definitely A, and then, but what happens? It doesn’t feel A anymore [he just played the
chord cluster at m. 7]. So A again, but A major and A minor again [he just played mm.
8-9]. Now what kind of A is this [he plays m. 13]? Very free, it moves in and out of areas
but it does come back.
Q: So there’s places where you have minor and major together.
SIG: Yes.
Q: You have a C-natural in A and a C-sharp in A-minor. But would you think of it as
maybe a cross between usually major as happy, and minor as not happy. So it’s sort of a
not knowing…
SIG: [he interrupts]…you see mood is relative. When you have something terribly
dissonant, if you have something less dissonant it sounds happy, happier. So dissonance
is relative, and happiness and sadness are both relative. So I would venture to say that
you are more likely to find success in analyzing twentieth-century harmony by finding
the degree of dissonance rather than the progression. How it moves from less dissonant to
more dissonant and away from it.
Q: That’s a very good idea.
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SIG: Yah, especially if you look at my music you will find, let’s say in the [inaudible but
he is playing chord clusters], and the loneliness of those sounds. But then sometimes I
come out of those things into a minor third. A minor third sounds quite positive after [he
plays m. 1 in “To Olga”].
Q: Yah.
SIG: That sounds pretty good. That doesn’t sound anywhere as near a lonely sound that
could be.
Q: That makes total sense. Okay, so “The Little Mouse”…
SIG: [he interrupts]…“Yes, That’s The Way Things Are” - this quote is fairly important.
Q: Oh.
SIG: [He plays m. 23, and then plays the chord at m. 24 a few times as a rolled chord].
That’s the A still holding it. This is also cantorial in its feeling [he just played the right
hand melody in m. 24 and m. 25], or certainly if not cantorial, prayer’ish [he sings
Yisgadal v’yiskadash sh’mehraba]. Yah?
Q: Yah, definitely.
SIG: It has almost a Shofar-ey feeling to it [he plays m. 26 and hums along, then
cadences on m. 27 and asks Q] what’s that chord? Exactly the same notes [he’s referring
to m. 1 which includes D-sharp, G-sharp, B-natural, D-natural and m. 27 which includes
E-flat, A-flat, B-natural, and D-natural]. [He continues playing and again stops at m. 27]
And what is this? This is a recitative [referring to m. 26]. [He then sings and plays “Hard
crusts he crumbles in his gums, he’s only got one single tooth.]“My poor old man” is
more davening. [He then plays and sings the top line in m. 30 and 31]. Yah?
Q: Yah.
SIG: Back we are to [he plays m. 32]. And then these chords at the end. The F-sharp
minor. The F-sharp minor somehow. It’s related to A-major or A somehow. But I
wouldn’t say it finishes in F-sharp simply because it doesn’t make sense. A going to Bminor with a G-sharp puts it like iv, still B-minor, A-sharp but with a G-sharp and Csharp doesn’t really do it, and if it finishes in F-sharp minor you might say it’s a IV – I
plagal cadence, but it’s very tight. So far the two songs are very closely related.
Q: In this, well obviously the skitterish little piano parts [referring to “The Little
Mouse”]…
SIG: [he interrupts]…yah, it’s a little tone poem describing a nursery rhyme of all things.
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Q: Is that exactly what that is?
SIG: It’s a nursery rhyme! “A mousie sat…..[he continues to recite the poem]” I mean if
it were written here it would be fine, everybody would say “that’s cute.” But written in a
concentration camp it says something quite - because if I had written it referring to
something else, I wouldn’t have used these intervals [he plays the opening motive m. 1].
See right there [he plays the figure again and then plays it as a cluster and asks] what is
that? Those three notes in the same configuration as the opening “To Olga.”
Q: It all makes sense when you explain it.
SIG: [he continues to play “The Little Mouse” and asks] You hear?
Q: Yup. Here [he plays more to illustrate how the figures result in clusters]. You can even
just see it once you open your eyes to it and hear the anguish of this [he plays mm. 9-11]definitely cantorial! Definitely cantorial! [He plays the right hand of mm. 10 -12].
Definitley cantorial! Definitely cantorial. [He plays and sings mm. 10-12]. There is no
question that that kind of line [referring to m. 11] is so much out of the cantorial tradition.
No chazzan will sing it like that because they don’t like to show this kind of harmonic
anguish. They will show it in the nusach but this is an extension into another harmonic
world.
Q: Are you almost done?
SIG: Then the cluster again is all part of it and it fits in because the cluster if part of the
whole mood and feeling of this piece.
Q: Now in “Narrative,” the next one….
SIG: No, “On A Sunny Evening.”
Q: I didn’t go over this one, I missed this one.
SIG: Really? This is the most beautiful of all of them. From the point of view of the dark
warmth, and the words are also the most beautiful, but if you look at the words, there are
so many nuances that tell you that it’s not just beautiful. You’ve got “a purple sunshot
evening under wide-flowering chestnut trees” that’s beautiful right? “Upon the threshold
full of dust” that’s not beautiful, because what’s the threshold? Death. “Upon a threshold
full of dust” - full of going back to the way you were born. From dust you came and from
dust you return. “Yesterday the days are all like these.” On this threshold of death,
everyday is like the other. So what a contrast on this beautiful evening we’re still
awaiting death. God, for a kid to write this, you know. “Trees flower forth in beauty,
lovely too their very wood all gnarled and old that I’m half afraid to peer into their
crowns of green and gold.” “I’m half afraid to peer” – to look at the beauty. Afraid to
look into the anguish I see even in the old and the beautiful, I can’t bear it. “The sun has
made a veil of gold so lovely that my body aches.” I look at beauty and I’m going to die
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and my body is aching. “Above the heavens shriek with blue.” Shriek, the heavens shriek
with blue. Blue, you look at the sky, it’s blue. You don’t see a shriek in the sky. This is
the mood of the concentration camp. “Convinced I’ve smiled by some mistake. The
world’s abloom and seems to smile. I want to fly, but where, how high? If in barbed wire
things can bloom, Why couldn’t I? I will not die!” Incredibly moving poem and the
music is, has the element of a funeral march in the bass [he demonstrates].
Q: It’s much less dense, the entire piano.
SIG: It is until later on. Later on it becomes very emotional. You can hear [he sings and
plays the melody in mm. 1-2].
Q: That sounds very…
SIG: [he interrupts]…chanty. It’s again a prayer kind of mood rather than a cantorial –
cantorial is more display. It’s as though he’s trying to tell us something [then he plays the
mm. 12 -15]. At any rate, this is very intertwined and it’s also “the sun has made a veil of
gold, so lovely that my body aches, above the heavens shriek with blue” [he plays and
sings m. 14 and emphasizes the dissonance of the notes by playing them as a cluster on
the word “shriek”]. Understand what I’m trying to tell you? It’s the intensity of the first
song still continues (sic).
Q: Also it seems like this is one area – “the sun has made a veil of gold” – that the piano
follows, the piano has the same notes as what the singer is singing, along with the chords.
The top line, now it doesn’t seem to do that in other areas I don’t think.
SIG: No, there are times when it accompanies and times when it supports. In this
particular case it’s because the mood is so lush [he plays the piano accompaniment in
mm. 12-13]. Very lush harmony filled with all kind of things so therefore it’s not a
question to support the line or different reasons other than just helping the voice along.
The piano color is actually richer as a result of having the melodic line along with it.
Yah?! Are you satisfied?
Q: Yah.
SIG: This is the clocks of the bell. [I think he meant the bell of the clocks.]
Q: Now where would they have heard clocks? Did they have a lot of clocks at the
concentration camp?
SIG: Well they must have known what time it was because at seven o’clock in the
morning, twelve noon, and again at seven o’clock in the evening. The bells represent the
tolling of the clock but not necessarily-these could be psychological bells.
Q: Time passing.
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SIG: Yah. Imagine if you were standing there at seven o’clock in the morning. We had
talked about “The Narrative,” is very prayerful [he plays some of the opening chords in
“Narrative”]. These sounds are related as far as we look at each one, each song carefully
there seems to be here [he plays the chord at the fermata at “executions”]. This cluster is
in the same language.
Q: Just the sustained chords, did you use them because you just wanted to show off the
voice without any….
SIG: [he interrupts]…no, the sustained chords, if you listen to the song cycle, what they
do is establish the mood of other-worldliness. They float and they don’t connect with
each other or with the prayer that’s going on. So they give you a sense of unreality which
is what the concentration camp represents to me. It’s an unreal situation. Certainly who
could ever believe that human beings could ever sink so low. That’s what these chords
represent.
Q: With the rhythmic part…
SIG: [he interrupts playing the septuplet at the word “excrement.”] That’s tone painting,
it’s saluting. “To walk on the sidewalks” [he plays the triplet figure], “executions,
blows.” Here’s a very clearly [inaudible spoken dialogue but he plays the cluster at the
fermata of “blows.” He then explains that the chord following “executions” is a comment
on the other-wordly.] It’s just, how can they – forte, executions.
Q: The rhythms with “slaps, blows,” is that also sort of painting in a way?
SIG: Yah, I liked it.
Q: It’s good though.
SIG: Well some people think that that’s all that music is about, but I don’t care what
people think.
Q: It’s a part of music.
SIG: It is part of music, and especially the way I feel about music. Some people feel that I
paint too much, but I don’t, I think that’s part of my inspiration. “And we got…slaps,
blows” and the references to it are clear. “We got used to it so that from time to time,
10,000 (sic) unhappy souls would come here, and that from time….” And then, whereas
this clock started piano, now the clock has a psychological comment [he yells]. And time
comments on the horror of what is going on.
Q: Would that also symbolize the monotony of everyday we’ve got to get up at seven?
SIG: I really didn’t think of that. I didn’t think of that in the sense that what I really
sensed was that I needed time to make the statement about time: seven o’clock. And I
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needed time to end the piece with this awful feeling so that I would go from a triple forte
back down to a triple piano. Psychologically it seemed very right. Musically it seemed
more right. So that the composing is very often sensing the rightness of the right notes at
the right place at the right time, just musically. But there’s also, when you’re setting
words, the sense of it feels that you’re expressing the words at the right place at the right
time in the right way musically as well. You actually have a dual existence going on
because words cannot be expressed like music, nor can words express music, they are
interdependent and the same set of words can have infinite musical interpretations as we
know when certain poems are set many times. Now these poems – I Never Saw Another
Butterfly – have not been set many times by many composers. I believe I was the first to
set them, but they’ve now been set many, many times. I’ve heard one other interpretation.
I mean they are so different. So therefore words and music do not have that connection
which is very important to realize. What happens in relationship to words is my whole
psyche, musically, is brought to bear on them. I interpret because I, being Jewish, am
sensitive to the Holocaust because my family was destroyed in the Holocaust. I have a
special feeling about that. I think that’s more important than the Jewish music influence,
although I would say that it’s definitely there as well. “That butterfly was the very last
one.” I added a word-“very.” In the book the “very” isn’t there.
Q: Yes I remembered this poem because we always ended Hebrew school with it.
SIG: I believe, “that butterfly was the last one, butterflies don’t live here” I wrote “very.”
I changed it. Musically because I wanted another note, another two notes [he sings “that
butterfly was the very last one”]. I needed that to express ‘very’ much how I felt.
Q: It just serves to add emphasis.
SIG: The whisper of the first song “To Olga” [he whispers “listen, now it’s time”] has its
balance, its symmetrical balance in “only I never saw another butterfly” in the speaking
of that line.
Q: Okay, closing it?
SIG: Yah.
Q: I would assume then that in this one there is also a lot of tone painting.
SIG: A lot of tone painting and also a first piano cadenza in the piece. “It went away I’m
sure because it wished to kiss the world good-bye” and then “for seven weeks I’ve been
(sic) in here.” So there seems to be a big time lapse between “it went away I’m sure
because it wished to kiss the world good-bye” and seven weeks passes – “for seven
weeks I’ve lived here.” And so I wrote the piano cadenza to show the passage of time.
Let me finish this. Then the voice comes in [he sings and plays mm. 72-83]. And again
it’s that cantorial feeling. More of the character of it than actually cantorial, but in that
way. And again if we look at it [he plays the opening butterly motive in m.4 as a cluster
of notes] again the same language.
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Q: Those parts in the second system, are they meant to reflect…
SIG: …[he interrupts] the flight of the butterfly [he plays the flourish in m. 11]. And
jerky in the sense that you never know where a butterfly, they don’t go smoothly they’re
always jumping all over the place, you never know what they’re going to do. Ever try to
catch a butterfly? They’re always all over the place.
Q: Well thank you very much.
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his diary expressing his thoughts about the relationship between words and music.
He was studying in France at the time. Box 18, File 18.2-04218.
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Glick, Srul Irving. “Self-Talk Cancer” and “Interpretation Against Multiple Myeloma.”
Undated. Box 18, File 18.6-040218.
Drawings
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