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ABSTRACT 

Samuel Barber is one of America's most popular composers of the solo song. His 

interest in this genre began in 1917, at age seven when he composed his first song, titled 

"Sometime". This interest was to last a lifetime, with his total song output numbering 

106 (48 published and 58 unpublished); comprising over half of his more than two 

hundred compositions. 

In 1994 G. Schirmer, Inc. published a collection of ten early songs written by 

Barber between the years 1925 and 1937. Prior to the availability of these pieces. 

Barber's Opus 2 — "The Daisies", "With Rue My Heart Is Laden", and "Bessie 

Bobtail" — were the only published songs reflecting his earliest compositional style. 

These ten new songs provide insights regarding this early style, and they display musical 

components, such as quartal and quintal harmonies, elements of church modes, 

counterpoint, and extensive word-painting, which Barber uses and solidifies in later 

works. 

These early songs are a delightful addition to the solo song repertoire. The vocal 

lines are flowing and efifortless, emotions portrayed within the songs are always well 

balanced, and the accompaniments, in addition to supporting the vocal line, serve to set 

the tone of each piece. The variety of technical demands varies and many of the songs are 

accessible to young singers. Most importantly, they offer a perception into Barber's 
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making them an invaluable resource to aiqrone interested in the development of the 

American Ait Song. 
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INTRODUCTION 

I first became attracted to Samuel Barber's vocal music while I was an adjimct 

professor at Jum'ata College in Huntingdon, Pennsylvania. A colleague was teaching an 

independent study course in song literature and the young lady enrolled in the class chose 

to study and perform Barber's song cycle "Hermit Songs'̂  as her project for the semester. 

I had just completed my undergraduate work at The Pennsylvam'a State University and 

was still very much a novice when it came to vocal repertoire. I was ^miliar with the few 

Barber songs, such as "The Daisies" and "Sure on this Shining Night", which are part of 

all young singers' rite of passage. But contemporary song literature, especially American 

song, was sorely lacking in my own repertoire. As I sat in Oiler Hall on the campus of 

Juniata College listening to this fine young singer and her presentation of these 

wonderfully unique pieces, I knew instantly that this was music with which I had to 

become acquainted. I set out to learn these songs and, later, performed them on my 

Master's degree recital at Perm State and again on my Doctoral Qualifying recital at the 

University of Arizona. 

A few years ago, a dear friend gave me the Deutsche Grammophone recording 

"Secrets of the Old: Complete Songs of Samuel Barber". I was delighted to discover that 

ten "new" songs had been recorded and ultimately published by G. Schirmer. I had been 

frantically searching for a topic for my Doctoral Lecture recital, and after some 

preliminary research, discovered that nothing had been formally published about these 

pieces. I spoke with Elizabeth Mosher, my professor at that time, who was extremely 

supportive of the idea, and 1 began my research. 

These ten songs, published in 1994, were composed between the years of 1925 to 

1937. They exhibit a progression of Barber's growth not just as a composer, but firom a 
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young adolescent into an adult While these pieces are veiy different from the songs 

which we usually associate with Barber, even the earliest, "A Slumber Song of the 

Madonna" (1925) and "There's Nae Lark" (1927), contain musical elements which would 

later become synonymous with the name Samuel Barber. These songs encompass all 

ranges of difficulty. Some are ideal for young singers making them perfect teaching tools. 

A few of the later ones such as "Love's Caution" (1935), "Night Wanderers", and 

"Beggar's Song" are best approached by a singer with not only vocal maturity but with a 

mature outlook on life. I am hopeful that through examination and performance, these 

piece will become recognized as a worthy part of the standard vocal repertoire. 
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CHAFTERl: THECOMPOSER 

BACKGROUND 

Samuel Osborne Barber, II, was bom in the historic town of West Chester, 

Pennsylvania on March 9,1910, the son of Daisy and Samuel LeRoy Barber. His father 

was a highly respected surgeon and president of the West Chester School Board. His 

mother was a pianist, her sister, the &mous Metropolitan Opera contralto Louise Homer, 

and his uncle, composer Sidney Homer. Musical influences were abundant within the 

Barber household and many Sunday afternoons were spent gathered around the piano 

with songbooks in hand. When Barber was nine years of age he left a letter to his mother 

on his desk stating his intention to become a composer. 

NOTICE to Mother and nobody else 
Dear Mother I have written this to tell you my 
worrying secret Now don't cry when you read it 
because it is neither yours nor my fault I suppose 
I will have to tell it now without any nonsense. To 
begin with I was not meant to be an athlet {sic). I 
was meant to be a composer, and will be I'm sure. 
I'll ask you one more thing. - Don't ask me to try to 
forget this unpleasant thing and go play football. 
Please - Sometimes Fve been worrying about this so 
much that it makes me mad (not very). 

Love, 
Sam Barber //' 

Apparently, he had been writing down his own compositions since he was sevetL 

At age ten, he composed the first act of an opera, "The Rose Tree", which he and his 

sister Sara performed on a l)enefit concert at the First Presbyterian Church in West 

Chester. 

Even though young Samuel exhibited a genuine aptitude for music, his family was 

initially hesitant about music as a possible career choice for their son. His greatest 

'Heyman, Barbara B. Samuel Barber: The Composer and His Music. New York: Oxford University 
Press, 1992, 7. 
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encouragement came fiom his Aunt Louise and Uncle Sidney. He would spend the 

simmier months with them at "Homeland", their estate on Lake George, in Bolton, New 

York, where his uncle often scrutinized the young composer's work. In a letter written to 

Barber by his uncle. Homer advised him: 

. .There are three things you must aim for.. .The 
first is the development of a taste.. .for the best in 
music in all forms.. .The second.. .is to have a good 
teacher in composition.. .The third thing is that you 
should master a practical instrument. .1 should say 
either the piano or the violin, or, better still, both... 
If you can't do all three of these things, I should take 
up the first and third. You must not think that you 
can fool with music and get anjrwhere. Sooner or 
later you will have to do hard work, and you will 
make more rapid progress now than when you are 
older." 

Affectionately yours, 
Sidney HomeK 

Barber took his uncle's suggestions to heart, and at age fourteen enrolled part-time 

at the new Curtis Institute of Music. Following graduation from high school in 1926, he 

became a full-time student at Curtis where he remained for eight years studying piano 

with Isabelle Vengerova, composition with Rosario Scalero, voice with Emilio de 

Gorgorza and conducting with Fritz Reiner. In 1927, Barber published his first song 

"The Daisies", Op. 2, no. I, dedicated to his mother, which was recognized and praised 

by Toscanini. He won his first award, the Joseph H. Beams Prize of Columbia 

University, in 1929 for his Violin Sonata in F minor. He won his second Beams Prize in 

1933 for his Overture to "School for Scandal", his first composition to receive public 

attention. 

For a time Barber entertained the idea of pursuing a singing career. He gave 

recitals at Curtis and after graduation, studied with John Braun in Vienna where he 

^Heyman, 18. 
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performed publicly. In 1935 he recorded his own composition "Dover Beach'*, Op. 3. 

This piece, written in 1931, was originally composed for soprano and string quartet and 

received its debut performance in a recital by Rose Bampton and the Mew York String 

Quartet. 

In the fall of 1928 Barber met and began an instant fhendship with Gian Carlo 

Menotti who was destined to become one of the foremost composers of twentieth 

century opera. According to Menotti, upon arriving at the Curtis Institute: 

. .1 spoke very little English. The very first person I met.. 
was Stra Barber. He was the only pupil there who spoke 
fluent French and some Italian.. .we became friends 
immediately.. .1 remember on the night we became friends 
he made fun of me because I came from Milano and my 
musical education consisted mainly of opera and the usual 
classics.. .we didn't know anything about Brahms.. .Brahms 
in Italy was considered a very academic and boring composer. 
And my fnendship with Sam developed under the wings 
of Brahms' music"^ 

The relationship between Barber and Menotti grew and intensified. They traveled 

extensively, spending many simimers in Italy at the Menotti villa at Cadegliano. 

In 1935 Barber was the recipient of two major awards, a Pulitzer Traveling 

Scholarship, which enabled him to continue his studies in Europe, and the distinguished 

Prix de Rome for his Cello Sonata, Op. 6, which he dedicated to Scalero. His Symphony 

in One Movement, Op. 9, composed while studying at the American Academy in Rome, 

was the first American composition to be performed at the Salzburg Music Festival. 

In 1939 Barber was invited to return to America to teach composition and 

orchestration at Curtis. He remained there until 1942 when he was drafted into the 

United States Air Force. Because of poor eyesight he was assigned to non-combative 

duty with the E)epartment of Special Services. Once his basic training was complete. 

^eyman, 42. 
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Barber found less and less time to devote to composing. He asked his superior officer if, 

provided he was finished with his work, he might be allowed to go to a vacant room for a 

few hours each day to compose music for army use. His request was denied for fear it 

posed a "dangerous military precedent"^ However, in August of 1943, Barber was 

transferred to Fort Worth, Texas, where a more sympathetic General Barton K. Yount 

consented to meet with him to discuss plans for a proposed symphonic work. Yount 

was so impressed by Barber that he not only granted him the time to compose but 

reassigned him to West Point where Barber would be allowed to work at "Capricorn", the 

house that he and Menotti had purchased in Mount Kisco. On March 3, 1944 the 

Boston Symphony Orchestra, under the direction of Serge Koussevitzky, premiered 

Barber's Symphony No. 2, Op. 19. Barber was discharged from the army on September 

28, 1945 and returned almost immediately to Europe on a Guggenheim Fellowship where 

he was made a consultant at the American Academy. 

During the 1940's and 1950's Barber was awarded several commissions to 

compose large works: the Cello Concerto, Op. 22 (1945) by John Nicholas Brown; the 

ballet "Medea", Op. 23 (1946) by the Ditson Fund for Martha Graham; "Knoxville: 

Summer of 1915", Op. 24 (1947) by Eleanor Steber, the Piano Sonata, Op. 26 (1949) by 

the League of Composers; a dance score "Souvenirs", Op. 28 (1952) by the Ballet Society 

of New York; the song cycle "Hermit Songs", Op. 29 (1952-3) by the Elizabeth Sprague 

Coolidge Foundation of the Library of Congress; and "Prayers of Kierkegaard", Op. 30 

(1954) by the Koussevitzky Music Foundation. 

Barber's success as a composer took a giant leap forward with the Metropolitan 

Opera's performance of his opera "Vanessa" in January of 1958. After searching for the 

perfect libretto for ahnost twenty years. Barber finally approached Menotti, who had 

^eyman, 213. 
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achieved recognition as both composer and librettist in his own worics. Together they 

chose the story for Vanessa from Isak Dinesen's novel "Seven Gothic Tales". "I lost 

myself completely in the life of Gian Carlo's characters," Barber said, " It was a 

wonderful sort of a vacation from leading my own life; and the act of composing an opera 

seemed quite natural to me."^ "Vanessa" received sensational reviews and Time 

Magazine called it "the best American opera ever presented at the stately theater on 

Broadway and Thirty-ninth Street".^ So great was the^opera's success that it won Barber 

the 1958 Pulitzer Prize for music. 

Barber received his second Pulitzer Prize in 1962 for his Piano Concerto, Op. 38, 

which had been comnussioned by his pubh'sher, G. Schirmer Inc., in celebration of their 

hundredth anniversary. The concerto was written for pianist John Browning with uliom 

Barber had shared a summer house on Martha's Vineyard in 1959. Its gestation was a 

fitful one; Barber had completed the first two movements and had begun woik on the 

third when his sister, Sara, died in July of 1961, launching him imo a long period of 

depression. Work on the concerto was again interrupted when Barber was invited to 

Russia as the first American composer ever to attend the bieimial Congress of Soviet 

Composers. The work was finally premiered on September 24,1962, by John Browning 

and the Boston Symphony Orchestra under the direction of Erich Leinsdorf. 

In 1959, Barber was approached by Rudolph Bing, manager of the Metropolitan 

Opera, to write an opera for the opening of the Company's new opera house. He 

entertained many ideas for a libretto, giving serious consideration to Melville's "Moby 

Dick" as a possible topic. He finally settled on Shakespeare's "Antony and Cleopatra", 

deciding to use the Bard's own words instead of asking Menotti to collaborate on the 

libretto. Menotti was devastated; 

'Heyman, 383. 
^Heyman, 393. 
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"Perhaps the only moment of bitterness that actually 
ever existed between Sam and me was because of 
"Antony and Cleopatra".. .1 was veiy hurt, because I 
was dying to write another libretto for Sam, that 
would have been a joy."^ 

Bing asked Franco ZefiSrelli to direct the project as well as collaborate on the 

libretto. Unfortunately, Zeffirelli's elaborate sets and costumes competed with the 

simplicity and "chamber-like" qualities of Barber's music. Barber blamed the failure of 

the production on the difiTerences in his and ZefiSrelli's conceptions of the opera: 

"As far as I'm concemed, the production had nothing 
to do with what I had imaging . .The Met overproduced 
it.. .The Shakespeare play is rather intellectual - if s one 
of the problem plays. Cleopatra is an older woman and 
Antony is going downhill. What I wrote and ^^^lat I envisioned 
had nothing to do with what one saw on that stage. ZefBrelli 
wanted horses and goats and 200 soldiers, wliich he got, 
and he wanted elephants, which fortunately he didn't get"^ 

The opening night, September 11,1966, was full of mechanical disasters. 

Leontyne Price, who sang the role of Cleopatra, remembered some of these: 

"With a three-minute cue, I was locked in the pyramid at the 
first aria.. .But. .there's no business like show business, 
and 1 kept singing in the pyramid.. .right through to the next 
cue.. .lliere was no way in the world I could make that cue, 
I was to be dressed in the pyramid for the next scene, and I 
simply said 'Zip this one back up.. .Fll keep singing, and 
just go out!"*' 

Although discouraged by the failure of this production. Barber set about, with 

Menotti's help, to revise the opera. The new version was performed successfully by the 

American Opera Center at the Juilliard School in February of 1975. 

It seems that Barber never fully recovered from the catastrophe of "Antony and 

Cleopatra". He spent the last fifteen years of his life suffering from depression and 

^Heyman, 434. 
"Heyman, 448. 
"Heyman, 446. 
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alcoholism viluch greatly interfered with his ability to compose. These last years yielded 

only a handful of works including the song cycle '̂ Despite and Still", Op. 41 (1968); a 

large-scale choral and orchestral piece "The Lovers", Op. 43 (1971); Three Songs, Op. 45; 

"Now Have I Fed and Eaten up the Rose", "A Green Lowland of Pianos", and "O 

Boundless, Boundless Evening" (1972), commissioned by the Lincoln Center Chamber 

Music Society for Dietnch Fischer-Dieskau; the Third Essay for Orchestra, Op. 47 

(1978); and Canzonetta for Oboe and String Orchestra; Op. 48 (1978). 

Suffering from cancer, Baiber spent most of 1980 in and out of the hospital. In 

September he went to Scotland to visit Menotti where he suffered from a stroke and was 

hospitalized in Edinburgh. Valetin Herranz, Barber's valet, brought the composer back to 

New York where he died on January 23, 1981. His death was announced simply, by his 

family; "The family and friends record with the greatest sadness the passing of Samuel 

Barber, who gave them a unique joy and to all the world his music..A frmeral service 

was held on January 26 at the First Presbyterian Church of West Chester. Barber had 

left instructions in his will pertaining to the music to be played at the service. Included in 

that list were the Twelfth Madrigal from Menotti's 'The Unicom, the Gorgon, and the 

Manticore", four Bach chorales, 'TDas alte Jahr vergangen ist", "Christe, Du Lamm 

Gottes", "O Mensch, bewein dien Suende Gross", and "Ich ruf zu dir, Herr Jesu Christ", 

and "such other works.. .if any, as my Executors shall choose"." Two additional 

memorial services were held in New York City. The first, which was a musical tribute to 

Barber, on February 9 at St Bartholomew's Church, and the second on May 3 at the 

Cathedral of St John the Divine. 

Donal Henahan payed homage to Barber in his obituary for the New York Times, 

presenting him as the conservative he was often viewed: 

Heyman, 508. 
" Heyman, 508. 
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"Throughout his career, Samuel Barber was hounded by 
success. Probably no other American composer enjoyed 
such early, persistent and such longlasting acclaim.. .One 
reason for the acceptance won by Mr. Barber's music — 
apart from its undeniable craft and thorou^ professionalism — 
was its deep-seated conservatism, which audiences could 
find congenial even at first hearing.. .That earned his music 
some disdain in avant-garde circles, but Mr. Barber went 
his own way nonetheless. Most of the century's com
posing fashions passed him by, he did not dabble in chance 
of electnmics. He wrote nothing tiiat required consulting 
I Ching.. -

COMPOSITIONAL STYLE 

Barber's compositional style has often be referred to as "neo-Romantic". He has 

also been accused of having no particular style at all. During the two years Barber spent 

in Europe, 1935 to 1937, he began to develop his own unique harmonic language based 

primarily on 19th century ideas of key areas and tonal centers. He uses 20th-century 

techniques, including open fourths and fifths, quartal and quintal harmonies, dissonant 

intervals of seconds, sevenths, and ninths, twelve-tone rows, and tonal ambiguity not as 

strict conventions but as means of enhancing his compositions. Barber's use of pedal 

points is abundant, often hidden within the inner voices. One of his distinguishing 

trademarks is canonic imitation, a technique \^ch utilizes the same theme for both the 

melody and accompaniment producing a structural unity indicative of Barber. He also 

makes extensive use of modality uliich at times gives his music a medieval or Renaissance 

flavor. Barber utilizes traditional musical forms such as sonata form, fiigue and passacalia 

in his instrumental worics, and recitative-aria, strophic, and through-composed forms in 

his vocal and choral works. His vocal works contain an abundance of word-painting and 

musical elements are carefully chosen to conv^ the meaning of the text His earlier songs 

Heyman, 509. 
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meaning of the text His earlier songs show a true perception of melodic line and form, 

combined with a conventional, but not uninteresting choice of harmony. Critic Paul 

Henry Lang once said of Barber's style: "He may be inspired by good examples, but he 

never borrows."'̂  

In 1971, Barber stated: 

"When Fm writing music for words, then I immerse 
myself in those words,^ and I let the music flow out 
of them.. .Fm not a self-conscious com^ser.. .it is 
said that I have no style at all but that doesn't matter. 
I think that's what's been holding composers back a 
great deal is that they feel they must have a new style 
every year. This, in my case, would be hopeless... 
I just go on doing, as they say, my thing. I believe 
tUs takes a certain courage." 

" John Browning, Notes from "Secrets of the Old; Complete Songs of Samuel Barber ,̂ Deutsche 
Grammphone, D 203204, 1994. 

Jackson, Richard. "Samuel Barber." The New Grove Dictionary of Music and Musicians Vol. 2, p. 
13S. Stanley Sadie, Ed. London: Macmillan Publ Ltd., 1980. 
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CHAPTER!: THE SONGS 

OVERVIEW 

Samuel Barber became interested in writing songs at a very early age, composing 

his first song, "Sometime", in 1917 at the tender age of seven. The ten songs being 

discussed were published as a collection in 1994 by G. Schirmer, Inc. in conjunction with 

a recording project by John Browning, Thomas Hampson, and Cheryl Studer. The ten 

songs included in this collection are: "A Slumber Song^of the Madonna" (1925), There's 

Nae Laik" (1927), "Love at the Door" (1934), "Serenader" (1934), "Love's Caution" 

(1935), "Night Wanderers" (1935), "Of That So Sweet Imprisonment" (1935), "Strings in 

the Earth and Air" (1935), "Beggar's Song" (1936), and "In the Dark Pinewood" (1937). 

Pennission was obtained from Gian Carlo Menotti, Barber's executor, and Steve 

Culbertson, of G. Schirmer, to include these ten early songs, chosen by Hampson and 

Browning, in the Deutsche Grammophon recording "Secrets of the Old: Complete Songs 

of Samuel Barber" (D 203205, 1994). 

These early songs, written between 1925 and 1937, are very distinct from one 

another. This was a developmental time for Barber as a composer. But, at the same time, 

these songs contain many characteristics, including quaital and quintal harmony, 

polytonality, fragments of counterpoint, and extensive word-painting, usually associated 

with Barber in his mature style. He makes use of standard song form in these early 

pieces. The first four songs of this collection are either modified strophic or strophic 

variation. Barber also chooses a modified strophic form for the seventh song, "Of That 

So Sweet Imprisonment". The fifth song, "Love's Caution", is set as a recitative-aria, 

song six, "Night Wanders", is a "quasi" ABA^ form, and the eighth, ninth, and tenth are 

through-composed. One of the most striking elements of these songs is their extensive 

lyricism. Barber demonstrates a sophisticated ability for marrying music and text He 
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uses harmonic shifts to emphasize specific words or phrases of text He also begins to 

write more intricate accompaniments giving the piano a life of its own while still 

supporting the vocal line. They are tastefully spontaneous and the emotional content is 

never overdone or out of place. 

The first song, "Slumber Song of the Madonna", was written while Barber was a 

senior in high school and enrolled part time at Curtis. He composed "There's Nae Lark" 

at the begiiming of his sofdiomore year at the Institute.' During this time. Barber was 

studying composition with Rosario Scalero. He was fortunate to have exceptional singers 

available to perform his pieces, first, his aunt Louise Homer and at Curtis, fellow student 

Rose Bampton who loved singing Barber's songs: "I love the music, it was well suited to 

the voice.. .but I especially loved the poems. He always chose beautiful poems. Both 

of these pieces exhibit a very simple, lyric style of composition. The melodies are folk

like and the harmonies are traditional and uncomplicated. 

The next eight songs of the collection were written between the years 1934-1937. 

By this time. Barber had composed his Op. 2 songs ("The Daisies", "With Rue My Heart 

is Laden", and "Bessie Bobtail") and "Dover Beach". Op. 3, which had its first public 

performance at a League of Composers concert on Sunday, March 5, 1933, in New York 

City. Barber was still studying with Scalero and had been well trained in coumerpoint 

He spent the winter of 1934 in Vieima where he began stu(fying voice with John Braun. 

In addition to composing. Barber spent a great deal of time stu(fying early Itah'an music 

and composers including Monteverdi, Cavalieri, Cavalli, and Gabrieli. During this time, 

he composed both "Love at the Door" and "Serenader". These two pieces show a 

growing maturity in both compositional style and vocal writing. 

Heyman, 47. 



25 

In the spring of 1934, Barber returned to New York with intentions to continue 

his singing. In a letter to Scalero he wrote: 

"I am hoping to support myself with my voice, for 
there is a field in small concerts in America.. J expect 
to do a group of German and early Italian things, 
playing my own accompaniments on a spinet which 
I am taking back to America with me. C>o you think I 
am completely cracked? Why should someone not 
resurrect these marvelous things for the voice as 
Landowska did for cembalo music?" 

Although Barber was an excellent pianist in his own right, one wonders why he 

would not seek an accompanist and also how and why he intended to transport and use 

his own spinet 

In October of 1935, after winning the Prix de Rome for his Cello Sonata, Op. 6, 

Barber left for Rome to study at the American Academy. During his stay, he composed 

the last six songs, "Love's Caution", "Night Wanderers", "Of That So Sweet 

Imprisonment", "Strings In the Earth and Air", "Beggar's Song", and "In the Dark 

Pinewood". This time was also a time of growth for Barber as a person as well as a 

composer. At the Academy, his studio was a small yellow house separate from the main 

building surrounded by gardens from where he could see Rome in the distance. He visited 

the Sistine Chapel and was permitted to climb the scaffolding which had been erected to 

study the frescoes of Michelangelo; 

"To be able to touch with your hand all the outlines, 
often cut in the fresco with his stylus. To see the 
guidelines which he made to keep the giant perspective... 
It was as if someone discovered some beautiful new 
work of Beethoven, after knowing every note of his 
for a lifetime, and seeing all of a sudden some of his 
most intimate secrets."'* 

" Heyman, 103 
Heyman, 135. 
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It was during this time that Baiber became interested in the poetry of James 

Joyce. He felt that Joyce's works contained instinctive lyricism and imagezy which 

would translate easily to music. Three of this last group, "Of That So Sweet 

Imprisonment", "Strings in the Earth and Air", and 'In the Dark Pinewood" are 

composed to texts by Joyce. 

BARBER'S CHOICE OF POETS 

From an early age Barber was drawn to sophisticated literature, particularly 

works by poets of Irish and English nationality. This interest clearly stems from his own 

Irish ancestry and was fueled by the family housekeeper, Aimie Sullivan Brosius Noble, 

who had been brought from Ireland by Barber's grandmother. Atmie Noble was quite 

literate and wrote the libretto for his opera "The Rose Tree". Another influence on 

Barber's interest in Celtic literature came from his uncle Sidney Homer who used Irish 

poems, particularly those by Yeats and James Stephens, for many of his songs. The text 

of Barber's first published song "The Daisies", was by Stephens. While writing his song 

cycle "Hermit Songs", Op. 29, on texts of Irish monks from the eighth to thirteenth 

centuries. Barber visited Yeats' grave in Ireland and discovered that".. .lo and behold, 

Yeats was surrounded, nay, he lay in the very bosom of a family — tombstones of 

uncles, cousins, brothers, sisters on every side of him — of Barbers.. .one lonely Mr. 

Yeats lying solitary amidst this display of marble on the part of the family Barber."'̂  

This discovery served to strengthen his love of Ireland. 

Of these ten early songs, works by two poets stand out, Irish poet James Joyce 

(1882-1941) and Welsh poet William Henry Davies (1879-1940). Other authors 

represented in this collection of songs are British poets Algernon Charles Swinburne 

" Heyman, 336. 
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(1837-1909) and Alfred Noyes (1880-1958), and American poet George Dillon (1906-

1968). The text of the third song, "Love at the Door", is a translation of a poem by 

Greek poet-philosopher Meleager of Gadara (1st century B.C.)-

It is difiBcult to say whether or not Barber approached his treatment of texts by 

different poets in different ways. From looking at these early songs, one can see that he 

does show a much more mature and adventurous compositional style when working with 

the words of Davies or Joyce than with the other authors represented in this collection. 

These are both poets who exhibit a great amount of lyricism and imagery in their works. 

Since Barber was a master of word-painting, he would naturally be drawn to these types 

of lyrics. The fact that Barber continued to use texts by James Joyce throughout his 

career proves his afBnity for poems of this caliber. However, since this collection of 

songs spans a twelve year period, an early twelve years in Barber's life, it is more likely 

that his writing style is based on his maturation as a composer and as a person, directly 

affecting his choice of poetry. This observation is ftirther supported by the fact that the 

songs using texts by Davies and Joyce are the last ones of this collection, all composed 

between 1935 and 1937, a very developmental time in Barber's life. 
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ANALYSIS 

"A Slumber Song of the Madonna" 

Barber composed this song in 1925, when he was fifteen. His aunt, Louise 

Homer, was the first to perform the piece in 1927 with the young composer 

accompanying her on the organ. The song was so well received that she decided to 

include it on the program of her nationwide recital tour. 

The poet of this text is Alfred Noyes, who was first recognized as a valued 

member of the rowing team for Exeter College before attending Oxford where he majored 

in literature. Bom on September 16,1880 in Staffordshire, his poetiy was extremely 

popular with a wide variety of people, enabling him to earn a very profitable living on 

their sales. He published his first book, "The Loom of Years", in 1902, when he was 

only 22 years of age. In 1907 he married an American, Gamett Daniels. He was ofifered a 

professorship at Princeton in 1913 where he remained until 1923. In 1925 he converted 

to Catholicism. His faith became a constant influence in his life and his poetry, especially 

in his trilogy "The Torch Bearers". Noyes' poetry is extremely straightforward and 

rhythmical. Through the ease and vivaciousness of his verse, he establishes a personal 

bond between poet and reader. In 1913, eight volumes of his poetry were published in 

two books titled "Collected Poems". Noyes died in 1958. 

This particular poem chosen by Barber, is a lullaby sung by the Virgin Mary as 

she tries to soothe the newborn baby Jesus to sleep: 

Sleep, little baby, I love thee; 
Sleep, little king, I am bending above thee; 
How should I know what to sing? 
Here in my arms as I sing thee to sleep! 
Hush-a-by low, Rock-a-by so. 



Kings may have wonderful jewels to bring! 
Mother has only a kiss for her king. 
Why should my singing so make me to weep? 
Only I know that I love thee, I love thee! 
Love thee, my little one, sleep! 

The poem contains two stanzas with five lines each. Barber retains this verse 
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structure and sets the text in the form of a strophic variation. The piece, set in 3/8 meter, 

begins inf-minor with a chordal, eighth-note right hand piano introduction. This eighth

note pattern continues throughout, giving a suspended, rocking quality to the song. The 

vocal line enters with a very simple melody consisting of repeated notes and small 

intervals. There is a crescendo in measures 13-15 as the young mother desperately grasps 

for words with which to comfort her son. The key area shifts from f-minor to Fh-Major 

and then to d-minor over an Eh pedal. This unusual chord progression also adds to the 

frustration of the text: "How should I know what to sing?" (Example 1). 

Example 1. "A Slumber Song of the Madonna", mm. 13-15. 
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There is an immediate piano following this phrase as Mary remembers that she is 

trying to sing the baby Jesus to sleep. 

The second verse begins in a similar fashion as the first but at a louder dynamic 

and with the marking Poco piu mosso. Barber chooses this increased movement in tempo 

to highlight the excitement of the text: "Kings may have wonderful jewels to bring!" 

Another crescendo occurs in measures 33-36 as Mary realizes that she, too, is crying. 

This section is supported by greater density in the chordal writing, not just in quantity of 

notes but in their enharmonic spelling. The sixteenth note movement in the 

accompaniment, which is finally doubled in octaves, creates a dramatic feeling of climax 

(Example 2). 

Example 2. "Slumber Song of the Madonna", mm. 33-36 

33 cresc. poco a poco 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission 

Once again, Barber uses a sudden shift in volume as the Madonna returns to 

soothing her child, and herself (Example 3). The accompaniment retains a lush, chordal 

texture of varying types of seventh chords adding intensity and emotion to the text: 

"Only I know that I love thee!". The emotional quality of this line is also enhanced by 
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Barber's choice of intervals in the melody. He uses the intervals of a tri-tone and a minor 

seventh to create the feeling of sadness felt by Mary who knows that the only thing she 

has to give her son is her love. 

Example 3. "Slumber Song of the Madonna", mm. 37-40. 
TI 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

Barber inserts a measure of rest at bar 41, as Mary realizes that her baby is now 

asleep. The piece ends much as it began with the same chordal pattern in the piano. 

Barber includes a short restatement of the vocal line he uses on the text "Hush-a-by low" 

in measures 21-22 in the top note of the piano part in measures 46-47. He makes one 

note change, g-natural to g-flat, adding a bit of melancholy to the end of the piece. 

(Example 4a-4b ). 



32 

Example 4a. "Slumber Song of the Madonna", mm. 21-22. 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

Example 4b. "Slumber Song of the Madonna", mm. 46-47. 
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"There's Nac Laric" 

There's nae laric loves the light, my dear. 
There's nae ship loves the sea 
There's nae bee loves the heather hills 
that loves as I love thee, my love, 
that loves as I love thee. 

The sun shines fair upon the fell 
The blithe broom on the lea 
The muirside wind is mercy at heart. 
If s a' for love o' thee, my love. 
It's a' for love o' thee. 

Algernon Charles Swinburne was a poet of the Victorian Era. Bom in 

London on April 6,1837, he attended Eton and Balliol College. Often described as a 

sado-masochist, he suffered from epilepsy and alcoholism. Swinburne's poetry contains 

numerous images of sado-masochism, political extremes, and amoralistic themes. His 

works also contain images of death and after death experiences. He made use of Biblical 

images which were considered blasphemous and shocking to most people of his era. 

Swinburne died at the age of 79, on April 10,1909. 

This rather atypical love lyric by Swinburne in Scottish dialect lends itself well to 

the simple, folk-song setting that Bart)er chooses. He uses a modified strophic forai with 

a slight variation of the vocal line at the very end of the second verse. The song, 

composed in 1927, begins in E^-Major with a short arpeggiated piano introduction. The 

repeated C and in the top notes of this arpeggiation is possibly meant to suggest the 

call of a lark (Example 5). 
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Example 5. "There's Nae Lark", mm. 1-3. 
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Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

The vocal line is extremely lyric, constructed mostly of scalar and triadic phrases 

connected by well placed leaps ranging from a sixth to a soaring ninth. These intervals 

add color and shape to the vocal line making it intensely romantic in quality (Example 6a, 

6b). 

Example 6a. "There's Nae Lark", mm. 2-5. 

2 p m9 
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There's nae lark loves the light my dear, 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

Example 6b. "There's Nae Lark", mm. 23-25. 
octave 

24 r."i 1·, ~~b t WIJ :n J J I F" 1' J 
It's a' for love o' thee, my love, 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 



Barber extends the accompaniment in the second verse by including a second 

octave in the arpeggiated figure of the right hand (Example 7). 

Example 7. "There's Nae Lark", mm. 16-19. 

16 '11if' 

The whin shines fair~ up - on the fell The 
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Barber sang this song himself in a performance at the New Century Club in West 

Chester, PA on October 23, 1934. 
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"Love at the Door" 

Written in 1934, this song exhibits tiie more zealous and impassioned side of 

Barber's compositional style. It was composed after his writing of "Dover Beach", Op. 3 

(1931) and also after Barber had returned from his vocal studies in Vienna. This piece 

contains longer and more intense vocal [riirases, many of which end on ascending notes. 

The accompanimern is also much more dramatic, depicting the cold blowing of the winter 

wind as stated in the first line of the poem: 

Cold blows the winter wind: 

'tis Love, whose sweet eyes swim with honeyed tears 

That bears me to thy doors, my love. 
Tossed by the storm of hopes and fears. 

Cold blows the blast of aching Love, 

But be thou for my wandering sail 
Adrift upon these waves of love 
Safe harbor from the whistling gale. 

The original verse was written by the Greek poet Meleager of Gadara and 

translated by English poet, John Addington Symonds. Meleager was a Greek poet-

philosopher who lived during the 1st century B.C. He wrote satires and short witty 

poems known as epigrams, as well as love poems. He was also responsible for one of the 

first poetic anthologies. Meleager composed his own epitaph for his tomb \^ch 

summarizes his woric and life: 

"Tread softly. Stranger, over the sacred dead 
Here lies in well-earned sleep the aged 
Meleager, Son of Eucrates, who composed 
poems about sweet-teared Eros 
combining his Muse with delightful grace 
The Holy Land of Gadara and Tyre 
with her divine boys made a man of him 
Lovely Cos of the Meropian people 
received him in old-age 



If you are a Syrian, I say to you 'Salam!', 
if a Phoenician -- 'Naidios!' 
and if Greek -- 'Chaire!' 

-and you return to me the same." 17 

The text of "Love at the Door" likens the path to love to a sea voyage during a 

cold and turbulent winter storm. 
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The key signature for the song is g#-minor and there is a predominant g#-pedal in 

the first ten measures of the accompaniment. Mixed with this pedal are E-Major and A

Major seventh chords creating clusters which represent the cold, gusting wind. The 

entrance of the vocal line on a "d" also creates dissonance with the predominant E-Major 

seventh chord in the right hand of the accompaniment creating the very embodiment of 

"cold" (Example 8). 

Example 8. "Love at the Door", mm. 3-5. 

3 

blows the win - ter 'tis 

Copyright © 1994 by G. Schinner, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

A new section begins with a sudden dynamic change from forte to piano in 

measure six. Barber uses a hemio/a effect in the accompaniment on the notes "d" and "e". 

This effect creates instability in the rhythmic pulse which further illustrates the "storm" 

17"Gadara Home Page"; available at http://research.haifa.ac.il/' mluzlgadara.folder/gadara2.htm1#1MA ; Internet; 
first accessed 25 July, 1999. 



analogy. Likewise, the vocal line circles around the same two notes before it ascends to 

the climax of this section on the word "tossed" (Example 9). 

Example 9. "Love at the Door", mm. 6-11. 
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The opening material of both the accompaniment and the vocal line returns in 

measure 15 followed by another abrupt change in dynamics and tempo ( Calmando poco a 

poco) in measure 19. In measure 21 the tempo slows even more (Meno mosso) and there 

is a shift to G-Major in measures 21-25. The note values in the vocal line lengthen as the 
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accompaniment provides a "wavelike" support for the text "Adrift upon these waves of 

love" (Example 10). 

Example 10. "Love at the Door", mm. 21-25. 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

The final vocal phrase "safe harbor from the whistling gale" maintains this 

"floating" quality as it cadences inE-Major. The piano postlude, however, stirs up the 

storm as if the events or emotions were beginning all over again (Example 11 ). 

Example 11. "Love at the Door", mm. 27-30. 

Tempo primo 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 
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"Seienader" 

This poem is written by American poet Geoige Dillon and descnbes a young 

musician confessing to his love that the only thing he has to give her is his song: 

I have nothing that is mine sure 
To give you, I am bom so poor 
What ever I have was given me: 
The earth, the air, the sun, the sea 

If I have anything to give 
Made surely of the life I live 
It is a song that I have made. 
Now in your keeping it is laid. 

Not much is written about Dillon, except that he was one of the youngest poets 

ever to receive a Pulitzer Prize in 1932 for his collection of poems titled "The Flowering 

Stone". Bom in Jacksonville, Florida in 1906, he attended the School of Fine Aits in St 

Louis and the University of Chicago where he was president of the University of Chicago 

Poetry Club. After graduation he spent some time writing advertising copy before 

turning his talents again to poetry. His poems often deal with social themes and are full 

of passion and melancholy. 

This song is the most unique in the collection. Although written the same year as 

"Love at the Etoor" (1934), Barber's treatment of this piece exhibits a much more avant-

garde style than any of the previous discussed songs. 

The accompaniment begins with an alternating octave figure wMch is barred across 

the measure creating an unstable quality. The entrance of the vocal line on dotted quarter 

notes adds to this instability, especially in measures 5,11,27, and 31 when Barber 

changes the note values to quarter notes creating a hemiola effect. This sparse 

accompaniment continues through the first verse adding a few extra notes only when the 

dynamic level rises. The melody is built on mostly major thirds, major sixths and tri-

tones which mirror the sad, pensive text (Example 12). 
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Example 12. "Serenader", mm. 1-5. 
Andante con moto 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

Even though tri-tones still permeate the melody, it takes on a much more lyric 

quality in measures 14 through 24. Barber begins the second verse of the song much like 

the first, however the texture of the accompaniment is now much thicker, containing 

chords in addition to the constant arpeggio figure. The pessimistic quality of the text also 

changes to one of self-assurance as the singer realizes that he does have something to give 

-his song. Major thirds, major sixths, and tri-tones remain Barber's intervals of choice 

as the song builds to its climax on the phrase "It is a song that I have made" (Example 13). 

Example 13. "Serenader", mm. 32-36 

Major 3rd Perf. 4th TI f 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 
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Barber emphasizes this phrase by repeating it the acco·mpaniment in measures 33-

39 (Example 14). 

Example 14. "Serenader", mm. 33-39. 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

The piece ends with a partial restatement of the opening vocal phrase as the 

accompaniment dies away on a final repeated B b. 
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"Love's Caution" 

Tell them, when you are home again. 
How warm the air was now; 
How silent were the birds and leaves. 
And of the moon's full glow; 
And how we saw afar a falling star. 
It was a tear of pure delight 
Ran down the face of Heaven this happy m'ght 

Her kisses are but love in flowe^ 
Until that greater time 
When gath'ring strength, those flowers take wing. 
And Love can reach his prime. 
And now, my hearf s delight, 
Goodm'ght; 
Give me the last sweet kiss. 
But do not breathe at home one word of this! 

William Henry Davies was bom to Welsh parents in a public-house called 

Church House at Newport, in Monmouthshire, on April 20, 1870. He spent his Ufe as a 

vagabond, traveling from town to town, and job to job. In the 1890's he came to America 

in steerage class on a passenger ship. He spent many years riding the rails in the United 

States and Canada until he lost his right foot in a train accident. He returned to Newport, 

England, where he began taking his writing career seriously. He submitted several 

collections of poetry to magazines, but they were rejected. Finally, he decided to 

distribute his work on his own by peddling them from door to door. In 1904, he found a 

publisher for his manuscript He continued writing short volumes of poetry to pay for 

his expenses while working on his book titled "Autobiography of a Super-Tramp". His 

reputation as writer began to flourish and he soon was able to move back to London 

where he became a member of high society. In 1923 he married Helen Payne. His career 

continued to thrive until 1938, when he suffered a stroke. He died two years later on 

September 26, 1940. 
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Davies, like Jc^ce, had a gift for lyricism. There are two sides to Davies the poet, 

his humanitarian side and his romantic one. The poems of Davies the Humanitarian are 

usually somber and earnest in tone. His experiences as a vagabond, living in slums, lend 

substance and expressiveness to these works. Approximately one-quarter of E>avies' 

poems are considered love poems. The early lyrics are sensuous, earthy, and celebrate 

the physical side of love. The later poems, written after his marriage, are more mature 

and full of enduring passion. 

Barber composed "Love's Caution" in 193S, while studying at the American 

Academy in Rome. Periiaps exposure to Italian opera led him to set this text by Davies 

in the form of a recitative and aria. The first and third verses of the poem are 

conversational in tone and lend themselves to recitative. The text of the second verse is 

reflective, which Barber set as a short aria (Example 15). 

Example 15. "Love's Caution" 

I A (Recitative) I B (Aria) I A^ (Recitative) Q 

C^M: mm. 1-15 GM: mm. 15-35 C^M: mm. 36-48 

Barber's use of arpeggiated chords in the accompaniment of the opening recitative 

is also a convention taken directly fi-om Italian opera. His use of seventh chords (mostly 

major-minor) and third relationships add color and interest to the tonality. The first few 

phrases of the vocal line begin with his trademark use of perfect intervals, in this instance, 

perfect fourths (Example 16). 
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Example 16. "Love's Caution", mm. 1-8. 

now; 

glow; 

cf Major 
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The contour of the melody takes its shape directly from the text. In measures 9-

11 , Barber uses a descending line to reflect the text "And how we saw afar a falling star" 

(Example 17). 

Example 17. "Love's Caution", mm. 9-11. 

g~n 
And how we saw a far a fall - ing star, 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 
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Likewise, in measure 20-23, he treats the text," ... those flowers take wing", with 

an ascending melodic line (Example 18). 

Example 18. "Love's Caution", mm. 20-23. 

20 # 

~ 
\, J. j 12 1, r· 

J) r 
gath - 'ring strength, those flowers take wing, 
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The passion of the text, "Give me the last sweet kiss ... ", is recognized through 

Barber's use off/, the extended note values on the words "last sweet kiss", his repetition 

of the words "give me" which are stated only once in the original poem, and the chordal 

reinforcement of the original arpeggiated harmonies (Example 19). 

Example 19. "Love's Caution", mm. 40-42. 

Give me, give me the last sweet kiss. 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

One of the most interesting harmonic progressions in the song occurs in the last 

seven measures (mm. 42-48). Barber stacks one incomplete cadence on top of the other 
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making it almost impossible to know where he is headed. The biggest surprise is the last 

resolution from D-Major to Q#-Major to C-Major (Example 20). 

Example 20. "Love's Caution", mm. 42-48. 
poco rit. 

But do DOI breathe al home one 

) -------
F#Ma]or 

3 

BMajor 
r.\ 

of this!_ 

r.\ 

) r.\ 

u -------- u 
DMm7 

G#Mm7 
_u 

c#Major 
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"Night Wanderers" 

This poem, again by William Heniy Davies, speaks of the hard, dark world of the 

homeless. This text is a personal one for Davics since a portion of his early adult life was 

spent traveling as a vagabond: 

They hear the bells of midm'ght toll. 
And shiver in their flesh and soul. 
They he on hard, cold wood or stone. 
Iron, and ache in every b(Nie; 
They hate the m'ght. 
They see no eyes of loved ones in the starlit skies. 
Th^ see the cold, dark water near; 
Th^ dare not take long looks for fear they'll fall 

like those poor birds that see a snake's eyes 
staring at their tree. 

Some ofthem laugh, half mad; and some 
All through the chilly night are dumb; 
Like poor, weak infants some converse. 
And cough like giants, deep and hoarse. 

Barber sets this piece in a qtiosi ABA^ form with the A^ section forming a coda 

which ends the piece. The first five measures of the piano introduction contain a motive 

which is repeated approximately every two beats. It consists of thirty-second notes in 

the alto voice, a dotted quarter-eighth note pattern in octaves in the left hand, and a 

syncopated quarter-eighth note pattern in the soprano line. The thirty-second note 

passage represents rats scurrying about from one hiding place to the next The left hand 

provides a sturdy, ominous sounding support to the other two motives. The syncopated 

pattem in the soprano is suggestive of church bells as they toll midnight It also 

anticipates the opening intervals of the vocal line; Barber's trademark intervals of 4ths and 

5ths (Example 21). 



Example 21. "Night Wanderers", mm. 1-4. 

PS P4 
PS 

r----i P4 
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PS 
P4 
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This pattern continues throughout the piece with the motives shifting back and 

forth between registers. The first phrase of the vocal line is built on 4ths and 5ths 

imitating a horn call (Example 22). 

Example 22. "Night Wanderers", mm. 6-9 

6 

I~ ~1'b i j) I J. j r ID J ;JJ 
They hear the bells of mid - night toll, 
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In measures 14-17 Barber varies the meter and uses syncopation in the melody 

giving the music a restless quality to match the text: "They lie on hard, cold wood or 

stone, Iron ... " (Example 23). 
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Example 23. "Night Wanderers", mm. 14-17. 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

Barber makes abundant use of chromatic movement throughout the piece. The 

song itself shifts chromatically back and forth between c-minor, c#-minor, d-minor, and 

Db-major. These shifts create an unsettling quality which is most apparent in measures 

30-37. In this section the opening thirty-second note pattern now appears on every beat 

creating a stretto passage, while the harmony shifts back and forth between d-minor and 

Db-Major. The melody outlines these two chords in a highly syncopated fashion. The 

text of this section is a long irregular line in the poem: "They dare not take long looks for 

fear they'll fall like those poor birds that see a snake's eyes staring at their tree." Barber 

uses this "spiraling" effect to highlight the unusual length of this line and to perhaps 

represent the winding movement of a snake or the feeling of fear (Example 24). 
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Example 24. "Night Wanderer's", mm. 30-37. 

30 

----They dare not take long looks for_· __ _ 

33 

36 
~ II 

3 
eyes star - ing at their tree. Some of them laugh, ___ _ half 
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There is a return to the opening material with the pick-up in measure 39. Barber 

abandons the thirty-second note motive in measure 45 to punctuate the phrase, "and 

cough like giants ... ", with chordal "coughs"(Example 25). 

Example 25. "Night Wanderers", mm. 46-47. 
46 
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The piece ends with a diminuendo on a c-minor scale in the soprano voice of the 

accompaniment over octaves in the left hand. Barber also uses an augmentation of the 

thirty-second note motive in measure 53, as the wanderers finally find a bit ofrest 

(Example 26). 

Example 26. "Night Wanderers", mm. 50-55. 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 
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"Of That So Sweet Imprisonment" 

James Joyce was bom in Ireland in 1882. While attending Universi^ College in 

Dublin he broke away from the Catholic &ith that he had been brought up in and became 

very outspoken and even audacious with his conunents on the expected course of Insh 

life. In 1904 Joyce, accompanied by his companion Nora Barnacle, moved to Italy where 

he worked as an English tutor. His novel "Ulysses" (1914-1922) is considered to be one 

of the greatest novels ever written. His last work, Tinnegans Wake", remains a literary 

riddle. Joyce invented his own language he called "night language" which consisted of 

multilingiial puns and allusions. This 600-page work was poorly received and highly 

criticized by Joyce's colleagues, causing him to retreat in humiliation to Switzerland 

where he died in 1941. 

Through his use of language, Joyce sought to capture the "flavor of reality".*^ He 

felt that flowery rhetoric detracted from the story by drawing attention to the talents of 

the writer. To Joyce, every word carried a symbolic significance, and it was the author's 

responsibility to clarify this symbolism. Much as a composer uses musical elements, 

Joyce used words and images as leitmottfs which could be re-introduced throughout his 

pieces to create multi-faceted works of art. 

Between 1935 and 1937, Barber composed six songs on the poems of James 

Joyce taken from a volume titled "Chamber Music". Three of these make up Barber's 

Opus 10 songs: "Rain has Fallen", "Sleep Now", and "I Hear an Army". The other three, 

"Of That So Sweet Imprisomnent", "Strings in the Earth and Air", and "In the Dark 

Pinewood", are included in this collection of ten early songs. 

"Of That So Sweet Imprisonment" shows Barber's gift for melody at its best 

Written in modified strophic form, the vocal line is beautifully laid out with a bel canto 

" "IQ Infinity: The Unknown James Joyce"; available at http;//www.mcs.net/~-jom/htniI/i).htnil#bio; 
Internet; first accessed 10 May 1999. 

http://www.mcs.net/~-jom/htniI/i).htnil%23bio


quality about it. Strategically placed intervals of 4ths, 5ths, and octaves add a romantic 

nature which Barber doubles in the accompaniment (Example 27). 

Example 27. "Of That So Sweet Imprisonment", mm. 1-6. 

Conmoto 

th.at so sweet im - pris - on - ment My soul, dear - est, is fain 

54 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

The mixed meter of the piece lends itself to the varying emotions in the text: 

Of that so sweet imprisonment 
My soul dearest, is fain -
Soft arms that woo me to relent 
And woo me to detain. 
Ah, could they ever hold me there, 
Gladly were I prisoner! 
Dearest, through interwoven arms 
By love made tremulous, 
That night allures me where alarms 
Nowise may trouble us; 
But sleep to dreamier sleep be wed, 
Where soul with soul lies prisoned. 

The first emotional climax of the piece occurs in measure 14 with a forte on the 

exclamation "Ah". Barber departs from his usual syllabic text setting and includes tiny 

melismas on the word "me". He departs even further in measure 19 by writing a full 

measure melisma on the word "prisoner" (Example 28). 
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Example 28. "Of That So Sweet Imprisonment", mm. 14-20. 

Copyright © 1994 by G. Schirmer, Inc . (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

In measure 22, the key shifts briefly from d-minor to D-Major_,, and then to 

bb-minor in measure 28. Barber uses the same opening vocal line adapting it to meet the 

new key requirements. He introduces a new arpeggiated figure in the accompaniment in 

measures 33-37, providing a tranquil support to the words "But sleep to dreamier sleep 

be wed". The vocal line is an altered version of the melody in measures 14-17, even down 

to the repetition of text (Example 29). 



56 

Example 29. "Of That So Sweet Imprisonment", mm. 33-37. 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

The song ends with another melisma on the word "prisoned" in measure 38 and a 

dominant to tonic cadence which echoes the first five notes of the opening phrase 

(Example 30). 
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Example 30. "Of That So Sweet Imprisonment", mm. 38-42. 

38 

----- ---ed. ______________ _ 

[a tempo] 
'I':"\ 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 



"Strings in the Earth and Air" 

The text for this song is also taken from James Joyce's "Chamber Music" : 

Strings in the earth and air 
Make music sweet~ 
Strings by the river where 
The willows meet. 
There's music along the river, 
For Love wanders there, 
Pale flowers on his mantle, 
Dark leaves on his hair. 
All softly playing, 
With head to the music bent, 
And fingers straying 
Upon an instrument. 

This song is written in true "string quartet" fashion with the first violin part 
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doubled by the vocal line. Barber makes use of a counter-melody consisting of a series of 

descending fifths representing the tuning notes of a stringed instrument (Example 31 ). 

Example 31. "Strings in the Earth and Air", mm. 1-8. 

riv er, F<r 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 
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Barber uses minor sevenths to enhance the melody line and stress significant 

words such as "music", "Love", "leaves", and "instrument" (Example 32). 

Example 32. "Of That So Sweet Imprisonment", mm. 3-4, 8-9, 12, 23-24. 

m7 m7 

Make mu sic sweet; For Love wan - ders there, 

m7 m7 
12 

I~~ ;, I r J7J I J 
Dark leaves on his hair. Up- on an in stru - ment 
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The short piano interlude in measures 15-17 echoes the opening vocal line; 

however, instead ofremaining in the original tonal center of C-Major, the harmonies move 

through D-Major, E-Major, and p# _Major. Barber writes new material for the vocal line, 

the last measure of which is echoed in the accompaniment in measure 21 (Example 33). 
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Example 33. "Strings in the Earth and Air", mm. 15-21. 

15 

All soft - ly 

rlt. 
A9 
U' 

Ii - - .. ,... - - ,... . , 11 •• . .. ., .... "" IL ,... •.-1 .>. .. - ' 
..i I ,,. ljiiiiiiil 

play ing, With head to the mu sic bent, 

Ast'"\ I Jl . - C .. .. ""' .. . d ., .. kl'. •. .>. IC. - - ' 
..i I I ::::-

(\ , I pp 
~f 1g.., • 

- -.......... I . -· . ~ ,- - -,... - .. .. .. ,, .. ,... ,... .. ., IL ~ IL , 

• J 
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A restatement of the opening vocal phrase, now down a fourth, occurs in 

measures 22-25, and the piano ends the piece with the descending fifth motive as the 

musician retunes his instrument (Example 34). 
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Example 34. "Strings in the Earth and Air", mm. 22-28. 

'I< 
II . .. ,,..._ . - - - . ,, •. - ~ ' . 

' ' . 
._i I I 

'I< ~- n. -· I I 
II <--• n 

#. .... . . ,~ .. ,_. - ,., -..i I T 6- 4· 

) .:~: I I --- I .. -· - ~ - ..J 

I ~ ... 
~- ~-
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"Beggar's Song" 

Barber himself first performed "Beggar's Song" on January 5, 1936, in a recital of 

new music at the American Academy in Rome. The song was very well received and 

Barber was asked to sing it again at a reception a few days later for young painters and 

composers at the home of Prince Bassiano. The song was sung many times during the 

1930's in the United States by baritone Benjamin de Loache who also recorded the piece 

in 1937. 

The text, not surprisingly, is by the professional hobo, William Henry Davies: 

Good people keep their holy day. 
They rest from labour on a Sunday; 
But we keep holy every day, 
And rest from Monday until Monday. 
And yet the noblest work on earth 
Is done when beggars do their part: 
They work, dear ladies, 
on the soft and tender feelings, 
in your heart. 

This song has a medieval quality to it due to Barber's choice of open fourths and 

fifths which permeate the accompaniment, as well as the dance like rhythms and modal 

elements in both the accompaniment and the vocal line. The piece is through composed 

and begins with a jovial piano introduction in Eh-Major which Barber has marked "with 

mock solemnity" . The vocal line enters with the same animated character while the 

accompaniment plays a repetitive drone-like pattern (Example 35). 
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Example 35. "Beggar's Song", mm. 1-7 

Andante p with mock sol.emnity 

Good peo - pie keep their 

i 

6 
I ____..., r--, II .. ~ -,r ... - _, _, _, - .... 

~ - - ~- = - - r-- ~ 
_, 

~ -
ho ly day. They_ rest from la - bour_ on a Sun - day 

6 .. • ~ 
. . • - .. • -....... - "" - .. . . . r-

./ .. ... " I - I - I -
., ., ., 

~ .. II _, 
./ ~ ~- _,. _, - -~ I - - -r r i 
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In measure 8, the key shifts to G-Major. In this section, the vocal line circles 

around a Lydian scale on "f', while the right hand of the accompaniment reiterates the 

medieval motive from the introduction. The final note of the melody in measure 20 

becomes an Eb as the song returns to the original key of Eh-Major (Example 36). 
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Example 36, "Beggar's Song", mm. 12-20 
FLydian 

3 
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Although the notes of the scale in the accompaniment in measure 19 belong to the key of 

Eh-Major, Barber begins the passage on Bh, giving it a Mixolydian quality (Example 37). 

Example 37. "Beggar's Song", mm. 19-20. 
19 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 
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The piano interlude in measures 20-27 is reminiscent of the opening introduction. 

The key changes to C-Major in measure 26 and then works its way back to Eh-Major in 

measure 40 through a series of key areas: E-Major, F-Lydian, G-Mixolydian, G-Major, 

and Eh-Major (Example 38). 

Example 38. "Beggar's Song", mm. 25-40. 

25 p 

"'--' -And yel tho DO - blest work 00 earth Is 

) 
30 

do_ lhoir port -

) 
35 

EMajor FMajor 
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In the accompaniment of measures 40-42, Barber makes use of triads in second 

inversion which, because of their instability, give a very modal flavor to the section. The 

extended Eb in the vocal line acts as a pedal reinforcing the key of Eh-Major (Example 

39). 

Example 39. "Beggar's Song", mm. 40-42. 

dies, 
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Barber makes further use of modal elements in measures 46-48, by giving the 

vocal line a G-Phrygian melisma on the words "tender feelings" (Example 40). 

Example 40. "Beggar's Song", mm. 46-49. 

ten der_ feel-ings_ 

GPhrygian 
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The tonality of the song changes once more to D-Major in measure 52 as the 

accompaniment restates the main thematic material of the piece and the vocal line sustains 

a "d" pedal point. However, instead of ending the piece in D-Major, Barber makes use of 
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one more modal element to shift the song back to the original key of Eb-Major: in 

measure 56, he uses a G-Phrygian scale in the accompaniment which utilizes all the notes 

of the Eh-Major scale and also functions as the Bb dominant of Eb-Major. The vocal line 

reinforces the key by resolving upward a half step to Eb (Example 41 ). 

Example 41. "Beggar's Song", mm. 52-60. 

52 
A I -

~ ~ 

....... - - ·- - - -• ---i,. • - I .,, I I 

~ I L.J 

I I II 

poco allarg. a tempo 

> 
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"In the Dark Pinewood" 

The last piece included in this collection of early songs is "In the Dark Pinewood". 

The text is by James Joyce and, as stated earlier, is taken from his collection of poems 

titled "Chamber Music": 

In the dark pinewood I would we lay 
In deep, cool shadows 
At noon of day 
How sweet to lie there, 
Sweet to kiss 
Where the great pine forest 
Enaisled is 
Thy kiss descending sweeter were 
with the soft tumult of thy hair 
0 unto the pinewood at noon of day 
Come with me now 
Sweet love, away. 

The song, written in through composed form, is a sensuous invitation to an 

afternoon tryst. Barber makes use of modality and quartal and quintal harmony 

throughout the piece. The song has no introduction, but begins as if out of nowhere, 

much like a daydream. The chordal accompaniment, which doubles the vocal line in the 

top voice, consists primarily of root position and first inversion chords in the right hand 

and pedal points in the left hand. These pedal points help to dictate the harmony for 

each measure (Example 42). 

Example 42. "In the Dark Pinewood", mm. 1-3 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 



The vocal line is built on three main types of scales: major, minor, and Dorian 

(Example 43). 

Example 43 . "In the Dark Pinewood", mm. 1-6. 

F l'ED ~mo J. 1¥ YfiJ 8 uu I 
In the dark pine_ 

C Major: 
wood_ I would we Jay 

FDorian: 
In deep, cool_ shad - ows 

C Major: 

1, , 0 o J bfD 1, 8 in a::r I Be@ m 1 
At noon_ of day_ How_ sweet to lie_ there, Sweet_ to kiss_ 

D Dorian: fminor: 
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In measure 10, Barber changes the meter from 9/8 to 12/8 and writes a descending 

vocal line in duple against the continuing triple of the accompaniment to highlight the text 

"kiss descending". Here, the harmony is strictly quartal and emphasises the repeating 

"c#-t#-b" melisma, which are all intervals of a fourth. In measure 11 , Barber accentuates 

the sensuality of the word "sweeter" by changing the harmony to inversions of 

Major/minor seventh chords. The movement of the accompaniment in these two 

measures is extremely static as if time were standing still (Example 44). 

Example 44. "In the Dark Pinewood", mm. 10-11 . 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 
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In measure 14, Barber takes the opening melodic material and augments it in 

quarter note values while the accompaniment continues its scale passages in eighth notes 

(Example 45). 

Example 45. "In the Dark Pinewood", mm. 14-19 
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Measure 20 is very similar to the material in measure 4; however, measure 21 

contains a very interesting vocal phrase that does not follow the formula of any of the 

major, minor or modal scales which Barber uses to build the rest of the song. It is as ifhe 

is inventing his own new mode giving the vocal line an anxious quality which resolves 

subtly in measure 22 in the key of C-Major, leaving what is to transpire to our 

imaginations (Example 46). 

Example 46. "In the Dark Pinewood", mm. 20-22. · 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 
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CHAPTER 3: PERFORMANCE PERSPECTIVES 

TECHNICAL DEMANDS 

The technical demands of these pieces vary from song to song. Out of the ten 

songs in this collection, "A Slumber Song of the Madonna", "There's Nae Lark", "Of That 

So Sweet Imprisormient", and "Strings in the Earth and Air" are accessible to singers of all 

levels. Th^r contain flowing, tonal melodies with the largest vocal range being one and a 

half octaves. "Love's Caution", although not particularly difficult vocally, requires the 

singer to be knowledgeable in the execution of recitative. The music in these recitative 

sections is not marked recitativo, colla voce or a tempo; however, there are definite 

sections in which the singer may either exercise some freedom or adhere to the rhythms 

notated. "Beggar's Song" and "In the Dark Pinewood" are more difficult rhythmically. 

The melodic phrases are longer and contain larger leaps requiring a more advanced vocal 

technique. The most difficult songs of the collection are "Love at the E)oor", "Serenader", 

and "Night Wanderers". They are more dramatic in nature and contain intervals such as 

tri-tones, minor sixths, and minor sevenths, ^\1iich require a singer with a well trained ear 

and good tonal memory. 

INTERPRETATION 

Of course one must begin the interpretation of any song by becoming famih'ar 

with the text and the poet It is important to ask questions when analyzing the text, such 

as: "What is the poem about?", "What characters are involved?", "What emotions are 

being expressed?" and "Where is the climax of the poem?", "How is the poem structured 

(number of syllables, lines or verses, rhyme scheme, etc.)?". Answering these questions 

will aid the performers in making decisions regarding the performance of die music. 
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Becoming familiar with tfie text will also give the peifonner insight as to why the 

composer made the specific choices he or she did in setting the text 

Much of what the singer and accompau'st need to know to interpret these pieces 

is apparent, thanks to Barber's exceptional ability at setting text He was particularly 

prudent when choosing texts, as demonstrated by his twenty year search for just the right 

libretto for "Vanessa". Through elements such as the contour of the phrases, intervalic 

structure of the melody, choice of meter and note values, dynamic indications, and 

harmonic language, he presents the performers with a "road map" for each song. Barber is 

very clear in his interpretive instructions. For example, "A Slumber Song of the 

Madonna" contains the direction "peacefully, but never lightly" at the beginning and 

towards the end, "fervently", indicating to the performers that Barber wants a definite 

change in emotion. "Love At the Door" begins with the instruction "with passion"; the 

second verse of "Serenader" is mariced "with deeper feeling"; and "Beggar's Song" calls for 

the piece to be performed "with mock solenmity". 

Despite their charm, these songs also contain awkward moments for the 

performers which can be attributed to Barber's relative inexperience as a composer. One 

of these moments appears in the fifth measure of "Love at the Door". There is an 

ungraceful hand position shift in the accompaniment between beats 2 and 3, and also a 

sudden (fynamic change from forte to piano. Both of these elements are much easier to 

maneuver if a slight lift is taken after the second beat This lift also helps to establish a 

calm beginning to the jrfirase "'tis Love, ^^liose sweet eyes swim...", making it easier to 

build in intensity to the next forte in measure 11 (Example 47). 
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Example 47. "Love at the Door", mm. 3-5. 

3 
p 

blows the win - ter ' tis 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

Another awkward moment for the singer occurs in "Serenader". Barber 

temporarily abandons his typical practice of following the syllabic structure of the text to 

create symmetric vocal phrases. This creates awkward pauses in the text flow in 

measures 3 through 12. In measure 8, the singer must insert the rest Barber has written 

but carry the thought of the text through to the comma in measure 9. Then the question 

becomes: "should a breath be placed after the comma?", interrupting the second phrase 

which Barber has marked with a slur, or "should the breath remain at the rests in measure 

9?", causing a break in the continuity of the text (Example 48). 
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Example 48. "Serenader", mm. 3-12. 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

Maybe Barber wanted the text to sound disjointed since the overall emotion of the 

poem is one of uncertainty. Either way, it is a decision the singer must be prepared to 

make. 

"Beggar's Song" contains another situation similar to the one in "Love at the 

Door" mentioned above. In measure 39, Barber inserts a dynamic shift fromforte to 

piano. This shift is much easier to maneuver if a luftpause is taken before the eighth note; 

which also enhances the drama of the piece (Example 49). 
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Example 49. "Beggar's Song", mm. 37-40. 

37 cnsc. poco a poco p 

dear la 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

ROLE OF THE ACCOMPANIMENT 

In addition to supplying important support for the vocal line, Barber uses his 

accompaniments to set the mood or emotional tone of the piece. When an introduction is 

present, the listener is provided with instant clues as to the emotional and textual content 

of the song. Barber also assigns an identity to his accompaniments. In "Slumber Song of 

the Madonna", the piano takes on the persona of a rocking cradle, in "There's Nae Lark", 

a singing bird, and the violent introduction of "Love at the Door" depicts the cold winter 

wind. The playing of a stringed instrument can be heard in the accompaniments of both 

"Serenader" and "Strings in the Earth and Air", and the slithering of a snake is evident in 

"Night Wanderers". 

The difficulty of Barber's accompaniments in these early songs varies. "A 

Slumber Song of the Madonna", "There's Nae Lark", "Serenader", "Of That So Sweet 

Imprisonment", "Strings in the Earth and Air", and "In the Dark Pinewood" require a 

moderately adequate accompanist. "Love at the Door", "Love's Caution", "Night 

Wanderers", and "Beggar's Song" demand a keyboardist with exceptional technical skills. 
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But most importantly, since ensemble is a crucial element in Barber's songs, all of these 

pieces require a pianist who is first and foremost an accompanist 

VOICE TYPE 

As stated earlier. Barber's maternal aunt. Metropolitan Opera contralto Louise 

Homer, along with her husband, composer Sidney Homer, were very influential in his 

development as a musician and composer. His Aunt Louise also provided him with an 

instant performer for his songs. At Curtis, soprano and fellow student. Rose Bampton 

performed many of his pieces, and Barber himself, premiered many of his songs, 

especially while he was studying at the American Academy in Rome. As his career 

progressed, he had the great fortune to work with an array of exceptional singers, 

including Leontyne Price, Eleanor Steber, and IDietrich Fischer-Dieskau. 

According to the title page of the collection of "Ten Early Songs", these pieces are 

written for "middle voice and piano". Because they encompass a medium range A^3 to 

F5 (middle C being C4), they are perfect for the mezzo-soprano, contralto, or baritone 

voice. This "middle" range also places them in a comfortable spot for younger voices, 

neither too high nor too low. Most of the collection is, unfortunately, not as ideal for 

sopranos or tenors, with the tessitura lying a fraction too low for optimum vocal quality. 

An obvious solution to this problem of vocal range would be transposition. The 

Collected Songs of Samuel Barber (G. Schirmer, 1980), of which these songs are not a 

part, is published in both high and low voice versions. It would be beneficial for these 

early songs to be available in more than one key, making them accessible to a wider 

audience. 

The textual content of most of the songs is rather non-specific with regards to 

gender, although possibly some of the texts are better suited for women to sing and some 
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for men. "A Slumber Song of the Madonna", since it is written in the first perscm, would 

be effectively simg a female voice. Likewise, "Love's Caution", which makes reference 

to "her kisses", and "Beggar's Song", written in the first person and referring to beggar's 

woridng, "dear ladies, on the soft and tender feelings in your hearts", are better 

interpreted by a male singer. Taking this into consideration, it is hoped that anyone 

interested in the songs of Samuel Barber, or American Art Song in general, will take time 

to examine all of the early songs m this collection. 
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CONCLUSIONS 

As a composer of vocal music, Samuel Barber is best known only for a few 

works: the larger scale piece for soprano and orchestra "Knoxville, Summer of 1915" 

(Op. 24), his two song cycles "Hermit Songs" (Op. 29) and "Despite and Still" (Op. 41), 

his chamber work for baritone and string quartet ''Dover Beach" (Op. 3), and a handful of 

songs such a "Sure on this Shining Night" (Op. 15., no. 3) and "The Daisies" (Op. 2, no. 

1 ). Much less attention has been paid to his individual songs and even less to these ten 

most recently published compositions. These songs provide important additional insight 

into Barber's early vocal writing, and display musical components the composer uses and 

solidifies in later works. 

For example, the arpeggiated accompaniment figure of "Love's Caution" is echoed 

in both "A Nun Takes the Veil" (Op. 13, no. 1) and "St. Ita's Vision" ("Hermit Songs", 

Op. 29, no. 3) (Example 50a-50c). 

Example 50a. "Love's Caution", mm. 1-4. 

Copyright © 1994 by G. Schirmer, Inc . (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 
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Example 50b. "A Nun Takes the Veil", mm. 1-3. 

go Where 

Copyright © 1941 by G. Schirmer, Inc. (ASCAP). International Copyright SecW"ed. All Rights Reserved. Reprinted by Permission. 

"St. Ita's Vision", mm. 30-31. 

IA 

Copyright © 1954 by G. Schirmer, Inc. (ASCAP). International Copyright SecW"ed. All Rights Reserved. Reprinted by Permission. 

Barber's affinity for quartal and quintal harmonies, a distinguishing feature of 

later songs such as "Tombeau dans un pare" ("Melodies passageres", Op. 27, no. 3) and 

"The Heavenly Banquet" ("Hermit Songs", Op. 29, no 4), is also evident in his early song 

"In the Dark Pinewood" (Example 51 a-51 c ). 
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Example 51a. "Tombeau clans un pare", mm. 12-16. 

Copyright © 1952 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

Example 51b. "The Heavenly Banquet", mm. 1-3. 
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Copyright © 1954 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

Example 51c. "In The Dark Pinewood", mm. 10. 

10 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 
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It is rare to find a single song which does not contain some example of Barber's 

mastery of counterpoint. He did not approach counterpoint head-on, as Bach 

approached the writing of a fugue, but in a much more subtle manner. It often takes a few 

listenings to a song or a very close examination of the score to find these elements, but 

they always exist. They are present in later songs, such as "Sure on this Shining Night" 

(Op. 13, No. 3) and "The Monk and His Cat" ("Hermit Songs, Op. 29, No. 8) as well as 

in these ten early ones such as "There's Nae Lark" and "Strings in the Earth and Air" 

(Example 52a-52d). 

Example 52a. "Sure on this Shining Night", mm. 21-24. 

a t~m:p.J fnj' 

Sure on this shin-ing night I weep for won - der __ _ 

Copyright © 1941 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

Copyright © 1954 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 
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Example 52c. "There's Nae Lark", mm. 14-16. 
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Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

Example 52d. "Strings in the Earth and Air", mm. 20-22. 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

These early songs also foreshadow ways in which Barber would choose to set 

texts containing similar emotional content. An excellent example is the repetitive 

rhythmic motive of the accompaniment in the early song "Night Wanderers". This 

"staggering" quality is also apparent in the accompaniment of "Bessie Bobtail" (Op. 2, 
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no. 3) and "Sea-Snatch" ("Hermit Songs", Op. 29, no. 6). All of these texts contain the 

same emotional overtones of fear and despair. (Example 53a-53c ). 

Example 53a. ''Night Wanderers", mm. 1-4. 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

Example 53b. "Bessie Bobtail", mm. 1-5. 

Copyright © 1936 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

Example 53c. "Sea-Snatch", mm. 1-4. 

It has bro-ken us, it has 

Copyright © 1954 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 
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Barber's interest in church modes is apparent in both the early pieces "Beggar's 

Song" and "In the Dark Pinewood", as well as later works such as "I Hear an Army" ( Op. 

10, no. 3), and "Desire for Hermitage" ("Hermit Songs, Op. 29, no.10) (Example 54a-

54d). 

Example 54a. "Beggar's Song", mm. 12-15. 

ten der_ feel-ings_ 

GPhrygian 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

Example 54b. "In The Dark Pinewood", mm. 7-8. 

Where the great_ pine_ for- est_ En - aisl - ed is 

DDorian 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

Example 54c. "I Hear an Army", mm.2-5. 

I_ hear an ar - my charg - ing up - on the land, 

G Locrian 

Copyright © 1939 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 



Example 54d "Desire for Hermitage", mm. 3-6. 
3 

Ah! To be all a - Jone in a lit - tie cell 

FDorian 
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3 

D ~- ~DI J J 
with no - bo- dy near me; 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

Perhaps one of the most notable elements of all of Barber's vocal works is his 

ingenious ability for setting text. He is one of this century's masters of word painting. 

These early songs contain bits and pieces of word painting, such as the "cough" in "Night 

Wanderers", the falling star in "Love's Caution", or the cold winter wind heard in the 

accompaniment of"Love at the Door" (Example 55a-55c) 

Example 55a. ''Night Wanderers", mm. 46-47. 

'-..._/. 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

Example 55b. "Love's Caution", mm. 9-10. 

And how we saw a far a fall - ing star, 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 
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Example 55c. "Love at the Door", mm. 1-2. 
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with passion 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

Once more, this is an element Barber carries on into his later works such as the 

rather obscure little song "Monks and Raisin" (Op. 18, No. 2). In measures 39-40 he 

emphasizes the word "counterpointing" by creating a little fugue between the vocal line 

and the top line of the accompaniment (Example 56). 

Example 56. "Monks and Raisins", mm. 39-40. 

Copyright © 1944 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 
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Many of Barber's later songs show a more sophisticated approach to word 

painting. Often, several musical elements are combined to create an overall emotion or 

"picture". For example, the uneven meter, disjointed vocal line, and off-beat accents of 

"Sea-Snatch" ("Hermit Songs", Op. 29, No. 6) combine to create the surging of the storm-

tossed sea (Example 57). 

Example 57. "Sea-Snatch", mm. 1-9. 

Allegro con fuoco, surging 

It has bro-ken us, it has 

5 
2 

l 
'!w. * 'ia. * 'ia. * 8im. 

Copyright © 1954 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

Another example of this type of word painting is found in "The Crucifixion" also 

from the "Hermit Songs". The opening line of text "at the cry of the first bird" is 

foreshadowed through the use of"bird-calls" in the introduction (Example 58). 
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Example 58. "The Crucifixion", mm. 1-5. 

1 Moderato 

At_ the Cl)' of the first 

Copyright © 1994 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

Barber's affinity for certain intervals, especially fourths and fifths, is seen in both 

early and later works. He often employs the use of larger intervals when the text is one 

of passion or excitement as seen in the early song "There's Nae Lark" as well as the later 

pieces "St. Ita's Vision" ("Hermit Songs", Op. 29, No. 3) and "I Hear An Army" (Op. 

10, No. 3) (Example 59a-59c). 

Example 59a. "There's Nae Lark", mm. 2-4. 

2 p minor9 

J j I J Ir- El ft I 
There's nae lark loves the light my dear, 

Copyright © 1994 by G. Schinner, Inc . (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 



Example 59b. "St. Ita's Vision", mm. 1. 

I~ 

m7 
~~ ;, r 

un - less he gives me His Son from Heav - en 

89 

Copyright © 1954 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

Example 59c. "I Hear An Army", mm. 51-53. 

51 
ff Perf Octave -

r i9r· 
My love, my love, my love,_ 

Copyright © 1939 by G. Schirmer, Inc. (ASCAP). International Copyright Secured. All Rights Reserved. Reprinted by Permission. 

It is obvious that these ten early songs furnish us with examples of Barber's 

emerging style of vocal writing and provide a means of exploring his growth as a 

composer. Far from having "no style at all", the foundations of his trademark 

characteristics are clearly apparent. However, these works are much more than 

curiosities or the tentative first offerings of Barber's young serenader who sings simply, 

"It is a song that I have made." Though they may not be recognized as the composer's 

finest works in the genre, these songs provide genuinely affecting and satisfying lyrical 

opportunities for both the student and the mature artist, and thus, are well worth 

inclusion in the standard American vocal repertoire. 
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