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INTRODUCTION 

Although Samuel Barber's output for solo piano is not large, 

five published works in all, he has nevertheless made an invaluable 

contribution to the pianist's repertoire, and to all lovers of music, 

with his magnificent Piano Sonata. A work of tremendous concentration, 

seriousness, and intense musical expression, it stands as a landmark 

in twentieth- century keyboard sonatas. To quote Nathan Broder: 

"Its grand sweep, its largeness of utterance, is reminiscent of 

Beethoven, and its intensity makes one think of Bartok".1 Before 

exploring this grand Sonata, movement by movement, the candidate 

wishes to discuss briefly Barber's background, and to look into some 

of the general characteristics of his compositional style. As a means 

of conclusion to this study, the candidate will give an overview of 

Barber's personal and artistic conviction. 

1Nathan Broder, Samuel Barber (New York: G. Schirmer), p. 69. 
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CHAPTER 1 

BIOGRAPHICAL SKETCH OF THE COMPOSER 

Samuel Barber lived to the age of seventy, having been born 

in 1910 in West Chester, Pennsylvania, and having died in New York 

City at the turn of this year, 1981.2 There was music in his family. 

In fact, his mother helped him write down his first compositions, which 

began for Barber at the age of seven. But neither Barber's mother, 

nor his father, who was a respected physician, made any attempt to 

raise a child prodigy. They encouraged the young Barber to partici- 

pate in all the usual activities of any young American boy,3 an 

encouragement that was not always received enthusiastically by the 

young composer. When Barber was about eight, he left a note on his 

mother's dressing table that read in part: "To begin with, I was 

not meant to be an athelete, I was meant to be a composer and will 

he, I'm sure...Don't ask me to try to forget this...and go play 

football. -- Please -- Sometimes I've been worrying about this so much 

that it makes me mad! (Not very)." 
4 

Barber had begun to study piano at the age of six, and to 

compose at the age of seven. At the age of fourteen he entered the 

2 "Milestones ", Time, February 2, 1981, p. 81. 

3Broder, p. 9. 

4Broder, p. 9. 
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Curtis Institute as a member of its first class.5 At the beginning 

of his second year at Curtis, he added composition to his piano 

studies. By the third year at Curtis he added singing, and by the 

fourth year, at the age of eighteen, he had firmly established him- 

self in all three roles: pianist, composer, and singer. 
6 

In 1928, at the age of eighteen, Barber received the Bearns 

prize in composition (offered by Columbia University). This was the 

first of many prizes he received, and paid for the first of many 

trips abroad.? In 1931, Barber joined the Curtis piano faculty, a 

post he held only for two years as he found that teaching involved 

him so deeply that his own work suffered.8 After leaving Curtis in 

1933, Barber wrote again and again in his letters: "Give me a place 

to live in the country and a peaceful room with a piano in which to 

work, and I ask for nothing more ".9 Barber finally found that place 

in the country in 1943 when he and his close friend, Gian -Carlo 

Menotti, bought a house in Mount Kisco, New York. Barber did most 

of his composing in that house, and lived there until 1974.10 

5Richard Jackson, "Samuel Barber ", The New Groves Dictionary 
of Music and Musicians, II, p. 134. 

6Broder, p. 13. 

?Broder, p. 18. 

8Broder, p. 23. 

9Broder, p. 23. 

lOJackson, 
p. 134. 



CHAPTER 2 

BARBER'S COMPOSITIONAL STYLE 

Barber's compositional style is marked by a penetrating 

lyricism, a bold, romantic spirit, and a classical sense of structure 

and form. His harmonic language is tonal, but to this tonality he 

brings a contemporary element to create a language that is all at 

once familiar, appealing, and new. Barber says of his own music: 

[When] I'm writing for words, then I immerse myself in 
those words, and I let the music flow out of them. When 
I write an abstract piano sonata or a concerto, I write 
what I feel. I'm not a self- conscious composer...it is 
said that I have no style at all but that doesn't matter, 
I just go on doing, as they say, my thing. I believe that 
takes a certain courage.11 

That "certain courage" produced works of profound beauty. Joseph 

Machlis, in his Introduction to Contemporary Music, speaks of Barber's 

growing compositional style: 

The romanticism of the first years was enriched by 
elements that betokened a deepening awareness of 
contemporary procedures. He absorbed the rhythmic 
and polytonal innovations of Stravinsky and experi- 
mented with the serial techniques of the twelve -tone 
school. His harmonic texture became more dissonant, 
the vocal line grew more expressive and assumed 
chromatic inflection.12 

11Jackson, 
p. 135. 

12Joseph 
Machlis, Introduction to Contemporary Music (New York: 

W. W. Norton and Company, 1961), p. 550. 

4 
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And Nathan Broder, in his book Samuel Barber, gives a particularly 

sensitive description of Barber's style: 

His work as a whole is like a living organism with a 

clearly stamped individuality enriching itself as it 
grows. And this organism mirrors the qualities of 
the man --his dedication to art, the elegance and 
refinement of his taste, his unswerving adherence to 
the highest standards, his constant search for new 
means of creating beauty, a search guided by a sense 
of discrimination and a power of self criticism that 
prevents him from being stampeded into adopting novel 
techniques merely because they are novel and widely 
used.li 

13Broder, 
p. 59. 



CHAPTER 3 

PIANO SONATA, OP. 26 - AN OVERVIEW 

Completed in 1949, having been commissioned by The League 

of Composers to honor their twenty -fifth anniversary with funds 

presented to The League by Irving Berlin and Richard Rodgers14, 

the Barber Sonata ranks among the most important American piano 

sonatas of this century, and has been deemed a "classic of our 

times ".15 In the words of Hans Tischler, It stands head and 

shoulders above any other sonata written by an American composer 

in the past thirty years, and is worthy of taking a place along- 

side the great works of its category by reason of its Beethovian 

concentration, seriousness and mastership ".16 

The form of the Sonata clearly illustrates Barber's 

classical sense of structure. The Sonata is in four movements. 

The first is an Allegro in sonata form; the second movement is a 

scherzo in rondo form; the third movement is an adagio in A -B -A 

form; and the finale is a brilliant, toccata -like Fugue. 

The tonality of E -flat minor is a unifying element, being 

the key of the outer movements. Barber brings further unity to the 

14Broder, 
p. 38. 

15Hans 
Tischler, "Barber's Piano Sonata Opus 26 ", Music and 

Letters, October, 1952, p. 352. 

16Tischler, 
p. 352. 
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work through the use of recurring motives throughout the four 

movements. 

Barber's vital, romantic spirit is strongly present in all 

four movements. The first movement is a highly dramatic and powerful 

statement. The second movement is a brilliant scherzo, almost 

Chopinesque. The slow movement is a relentless outpouring of intense 

resignation and passion, and the final fugue has been described as 

"some of the most brilliant and satisfying piano writing that any 

American composer has achieved ".17 

The fusion of contemporary elements into his harmonic language 

can be seen throughout the Sonata. To a basically tonal language, 

Barber incorporates chromaticism, striking and powerful dissonance, 

and in the first and third movements, serialism. This Sonata is, in 

fact, the first work in which he uses serial techniques.18 Barber 

uses the tone rows not as a basis for the composition, but as another 

means of expression which he skillfully fuses with the already existing 

chromatic, tonal and dissonant elements. James Fairleigh, in his 

article Serialism in Barber's Solo Piano Works, states: "This 

combination of serialism with tonality is a distinguishing feature 

of Barber's style, and the methods by which he achieves such a union 

are rather unusual ".19 

17 "Barber Sonata ", review of Piano Sonata, Music Courier, 
February 1, 1950, p. 29. 

18R. Friedewald, "A Formal and Stylistic Analysis of the 
Published Music of Samuel Barber" (unpublished dissertation, State 
University of Iowa, 1957), p. 134. 

19James P. Fairleigh, "Serialism in Barber's Solo Piano Works ", 
Piano Quarterly, Summer, 1970, p. 13. 
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The full gamut of Barber's lyricism is displayed in the Piano 

Sonata, from the angular, driving lines of the opening statement in 

the first movement, to the ornamental lyricism in the slow movement; 

from the sardonic lines of the scherzo, to the almost Baroque -like 

theme of the finale. In this Sonata, Barber has taken compositional 

elements from both the past and the present and combined them in a 

totally successful, powerful and expressive way. 



CHAPTER 4 

*PIANO SONATA, OP. 26 - A DETAILED ANALYSIS 

The first movement of the Sonata opens with a powerful theme 

that sets the dramatic tone of the entire movement. 

Piano 

Allegro energico J : 12o 

Figure 1. First movement, bars 1 -4. 

Chromaticism abounds as the line twists around the half -steps. Lying 

in the middle register of the piano, and accompanied by ascending 

octaves in the bass, the registration is perfectly suited to the power- 

ful, rich expression of the opening theme. The dotted rhythms in each 

hand establish a unifying rhythmic thread that permeates the movement. 

*All musical examples in this chapter are from the Barber Piano 
Sonata, Opus 26. 

9 
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The first phrase peaks in the third measure, which is also where the 

largest interval occurs, and from there descends in half -steps to a 

reiteration of the main theme, this time with an added voice. 

{ 
...21 . N 7a wms_EMS 

41M ... .MIr AMMO .1= I .1= IN/i ^r111.r 

Figure 2. First movement, bar 5. 

This added voice is an augmentation of the opening two notes of the 

main theme: C -flat to B -flat. This C -flat to B -flat half -step forms 

a cell that becomes a connective device throughout the first movement, 

and throughout the remaining three movements as well. The reiteration 

of the main theme in bars 5 through 8 is an even more powerful state- 

ment than in bars 1 through 4. The added voice creates a fuller texture 

by adding a new register and increases the dramatic drive. Whereas the 

first statement of the theme continues to drive to its reiteration 

(bar 4), the second statement of the theme comes to a more tranquil 

close, still using the descending half -steps, but this time Barber 

writes dolce and rallentando and goes to a mezzo piano. The bass has 

dropped out at this point (bar 8), and only the middle and upper 

registers are sounding. At the dolce point (bar 8), Barber adds the 

highest pitch level yet to be heard. 

Bar 8 serves as a transition into a new section in which the 

opening thematic material is transformed into a twelve -tone row in the 



left hand which is accompanied by another tone row in the right hand. 
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Figure 3. First movement, bars 9 -19. 

11 

The tone row in the right hand introduces a triplet figure that will 

be very prominent in the second -theme section beginning at bar 20. This 

transition passage as seen in Figure 3, which bridges the first -theme 

section and the second -theme section, builds to the first climax of 

the exposition, and one of the main climaxes of the movement. In 

bars 14 and 15, which lead into this climax, the bass motive of the 

opening statement is transferred to the right hand, while the left hand 
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states the first theme, transposed up a major 9th. The climactic measure 

at bar 16 is a quasi elongation in the right hand of the preceding motive 

(top line, bars 12 -13). This is against an expanded arpeggio in the left 

hand taken from the bass motive in the opening measure of the movement. 

At bar 17 a new triplet figure is introduced. At bars 17 through 19, 

a kind of sequential pattern eases the tension and leads into the 

second -theme section at bar 20. 

Beginning at bar 20 and extending through bar 22, Barber 

introduces a new tone row at each measure. 

-1...---4" 

Figure 4. First movement, bars 20 -22. 

These tone rows utilize the triplet figure that first appeared in the 

upper tone row at bar 9. The row in bar 22 becomes the accompaniment 

for the second theme of the exposition. Whereas the first theme of 

the movement is very driving, angular, and filled with great energy, 

the second theme is quieter and marked espressivo, giving a relief to 

the driving, rhythmic thrust of the first theme. 



13 

_--MM i ------_._.. _ = T L=1 WWI - 111. >,.1 ./ vTLT I .1 L 

Figure 5. First movement, bars 23 -26. 

The harmonic movement is more static in this section. Pedal tones 

are used, and there is an overall feeling of calm as this section begins. 

Within its lyrical context, the second theme utilizes the dotted rhythm 

of the first theme as well as the half -step relationship. The second 

part of the second theme utilizes the triplet figure of the earlier 

tone rows and is, in fact, another tone row, making a total of six rows 

in the first movement. The triplet rhythm of this last tone row is an 

augmentation --now triplets in quarters instead of triplets in eighths. 

At bar 28 a motive derived from the second theme appears for the first 

time. 



Figure 6. First movement, bar 28. 

Four measures built on this motive lead us to bar 32 where the motion 

picks up as the music moves to the closing section of the exposition. 

Bars 32 and 33 of this transition are made up of an invertible 

counterpoint. At bar 34 the transition is intensified with the added 

voices and the rising chromatic line in the left hand. 

.! 

, :rs t:U 
Figure 7. First movement, bars 32 -34. 
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At bar 35 a new rhythmic motive is introduced. This new motive, coupled 

with diminutions of the triplet tone row (bar 20) and fragments of the 

second theme leads to a striking stringendo passage beginning at bar 39. 

{ 

1 1t ...1-\ OM MMMIIIIIMOTIMIIIMMIIMM.I MMIIMIJM I. IM ^7111,411/0===tl>1MI7IIIIIIIIIMMOM77 
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:N: 
E77 _ __ - 17 r7V M= __-_ ç.. 
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Figure 8. First movement, bars 35 -40. 

Bar 39 is a stretto effect made up of the new motive of bar 35, a 

modified fragment of the last triplet tone row in diminution, and a 

newly introduced rhythmic motive that will reappear in the driving, 

closing section of the development. Bars 39 and 40 lead to the second 

main climax of the exposition at bar 41 which in turn launches the 

closing section of the exposition. 

In the closing section of the exposition (bars 41 -50), the 

repeated note rhythmic motive, the opening half -step cell, the triplet 

motive, and the derivative of the second theme are all utilized to 

make a compelling close. 
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rvg 

dim. 

: 

Figure 9. First movement, bars 41 -50. 

Also, within the repeated sixteenth -note rhythmic motive there is an 

inner changing note that moves in half- steps --a subtle inner voice 

that helps to further unify this wonderful closing section (bars 49 -50). 

The first section of the development begins, pianissimo and 

misterioso, with the opening theme of the movement. The first eight 

bars of the development are senza crescendo with a B- natural pedal 

beginning in the third measure. The whole effect is a kind of intense, 

inquieto. The activity increases and leads to a crescendo and another 

statement of the main theme, this time in canonic imitation and doubled 
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in a free inversion. The first climax of the development occurs at 

bar 62 in a sort of sequential pattern taken from the main theme. 

{ 

.1J a = = "6 ., , 
. 

:. Ili 6 
1,7; 1,7; 
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Figure 10. First movement, bars 62 -63. 

In bar 71, the repeated note motive that first appeared in bar 35 is 

interwoven with theme I. 

L z 

n a 
= 

Figure 11. First movement, bars 71 -74. 



At bar 73, the triplet motion returns in melodies that overlap and 

imitate one another, rising an octave and leading to a change of key 

(c minor). The second section of the development begins with an 

ostinato figure built on the repeated note motive of bar 35, which is 

combined with the derivative from the second theme. 

A Un poco meno mosso ......"*"." 

* 4 

Figure 12. First movement, bars 75 -76. 

* 
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The ostinato figure is continually expanded, the half -step cell returns, 

this time with added fourth and octave, and the intensity builds to an 

incredible climax at bar 88 that continues to build right up to the 

recapitulation at bar 110. 
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Figure 13. First movement, bars 88 -109. 
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In this climactic section (bars 88 -109) which prepares for the recapitu- 

lation, the ostinato shifts to the right hand (bar 90) and the rhythmic 

motive that appeared once in the stretto passage of the second -theme 

section (bars 39) returns to be an important element in this section. 

The derived motive from the second theme also appears (bars 93 and 98), 

this time heavily accented. The ostinato is relentless and is extended 
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in bars 107 through 109 with added octaves in the bass on E -flat and 

G -flat, preparing for the return to tonic at bar 110. The fortissimo 

chord at bar 110 marks the culmination of this climactic section and the 

beginning of the recapitulation. It is the greatest climactic point of 

the first movement. The return of the main theme is now even more 

forceful than in the exposition, as single notes are replaced with 

full chords. 

The recapitulation follows the traditional plan of sonata 

form. A few bars are omitted, but the overall effect is one of a 

clear return of the main theme sections that had gone before. 

The long coda to the first movement, at bar 149, begins as 

did the second development section. 

uri poco più tranquillo 

Figure 14. First movement, bar 149. 

It is now in E -flat minor as opposed to C minor. Instead of building 

to a climax as in the development, this section does not expand, but 

continually subsides. At bar 159 an ostinato begins in the bass that 

continues for the next six bars. 
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Figure 15. First movement, bars 159 -160. 

This ostinato reinforces the half -step cell with alternating two -note 

chords each line of which moves back and forth in half- steps. Above 

this ostinato enters the triplet figure first introduced in the expo- 

sition at bar 17. 

{ 

a 
6 

; , .` ' . , ., 
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Figure 16. First movement, bar 161. 

At bar 162 the right hand plays a diminution of the first tone row 

of the second theme section in the upper register of the keyboard. 

, 
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Figure 17. First movement, bar 162. 
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This row is then heard transposed down a tri -tone. Bar 163 duplicates 

bar 162 but is transposed down an octave. Finally, at bar 164, there 

is a crescendo, the bottom note of the ostinato changes, the opening 

half -step cell returns, and the ostinato resolves at bar 165 in a 

sforzando chord. 

Figure 18. First movement, bars 164 -147. 

From there, the descending, dotted figure of theme one returns in 

stretto and crescendo and moves to a quick and powerful close. 

The second movement of the Sonata brings a welcome relief 

from the drama and intensity of the first. It is a scherzo in rondo 

form marked with rhythmic variety and elements of bitonality. That 

half -step cell that permeated so much of the first movement is 

present in the opening line of this movement. The C- flat -B -flat 

has turned into B- natural -A- sharp, and is a connecting link between 

the movements. 

Part A of this rondo extends from bars 1 through 46 and 

consists of two themes (bars 1 -4 and bars 9 -14). 
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Allegro vivace e leggero J . 162 

w . MIMI= . ..=-._ .. ._ mm. ...... Ea MP 
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Figure 19a. Second movement, bars 1 -4. 

Figure 19b. Second movement, bars 9 -14. 

As in the first movement there is much chromatic movement. At bar 29 

the bass moves chromatically, disguised by octave displacement, to a 

B -flat pedal where a transitional section begins whose melody is taken 

from the second theme of section A (bars 9 -10). This melody is heard 

in a strict canon at the twelfth. 
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Figure 20. Second movement, bars 29 -34. 

The use of the three quarter notes within the 
8 
measure (bars 29 and 

30), and melodies in changing groupings as in bars 31 through 42, lend 

rhythmic variety and excitement to the movement. 

The melody pattern is shortened and reiterated, then breaks 

away into a sequential series which leads to the B section --a folk - 

like waltz in C major. Barber uses a metric modulation to get in and 

out of the B section, shifting from 
8 

to 
4 

and keeping the eighth -note 

constant. Barber adds variety to the waltz by using rhythmic altera- 

tion, shifting back and forth from 
4 

to 4. At bar 51 the opening 

waltz tune is stated in a modified inversion. 

{ 

Figure 21. Second movement, bars 51 -53. 
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At bars 56 and 57, bitonality appears with the melody in C major, and 

the accompaniment clearly in F major. 

Figure 22. Second movement, bars 56 -57. 

Again at bar 60, two tonalities are present with the melody in G 

major, and the accompaniment in B -flat major. 

A a - : 

Figure 23. Second movement, bars 60 -61. 

At bar 65, the theme is shortened as the rhythmic alteration 

continues. 

Figure 24. Second movement, bars 65 -66. 
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The transitional passage back to the return of A at bar 81 contains 

bitonality (F -sharp major in the left hand, and C major in the right 

hand), shifting melodic groupings and metric modulation. There is a 

long diminuendo which continues for six measures and leads right into 

the return of section A at bar 81. 

Section A is modified at bar 95 as the left hand brings in a 

modification of the opening melody. 

MIMI =0 =.111 II= NM IMM,111 IMO- I .SV _-_ LV/..----- - 

Figure 25. Second movement, bars 95 -98. 

Part C begins at bar 103 with a series of four 3 -bar phrases 

in continuous motion in the right hand, and the same type of 

accompaniment figure in the left hand as in the opening of section A. 

- -------- ..--------- 
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Figure 26. Second movement, bars 103 -105. 



This series of 3 -bar phrases is built on the opening C- flat -B -flat 

cell, turning to A- sharp -B- natural at bar 109. At bar 114, the 

transitional section of part A returns, now one -half step higher, 

and leads to a modified return of section A, also one -half step higher. 

The coda begins at bar 156 with a G pedal. Another canon at 

the twelfth appears for two measures, after which there is outlined 

a G major 9th in the right hand, against a C -sharp 9th in the left 

hand. The movement hurries to a close as the motion quickens while 

outlining the diminished chord in the left hand and an augmented 

chord in the right hand. 
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Figure 27. Second movement, bars 156 -165. 
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Nathan Broder describes the Adagio movement of this Sonata 

as "the most tragic of all of Barber's slow movements ".20 Again, 

in this movement, as in the first movement, Barber incorporates 

twelve -tone rows in his own intrinsically musical approach.21 Whereas 

the tone rows of the first movement serve a rhythmic and a melodic 

function, the tone rows of the slow movement serve primarily a 

harmonic function, creating a kind of passacaglia effect underneath a 

very florid melody. In other words, Barber uses the tone rows to form 

the accompaniment. James Fairleigh, in his article Serialism in Barber's 

Solo Piano Works, points out that because of the harmonic aspects of the 

row, the serial elements in this movement are somewhat closer to the 

Viennese concept than those of the first movement.22 Hans Tischler 

aptly describes this movement as a dirge, likening its passacaglia 

formation to the Baroque lament, and pointing to how well this ties 

in with a fugal finale. Tischler sights Barber's use of the twelve - 

tone rows as "quite original and a real contribution to contemporary 

technique. It reinterprets the archaic passacaglia, in twentieth 

century terms... "23 

The formal design of this movement is an A -B -A', with a tonal 

center primarily of B minor. The first tone row appears in bar 1 in 

two -note chords, being repeated exactly in bar 2, setting the stage 

both tonally and rhythmically as it begins the ensuing eighth -note 

20Broder, 
p. 70. 

21Tischler, 
p. 353. 

22Fairleigh, 
p. 15. 

23Tischler, 
p. 353. 
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ostinato. In bars 3 and 4, the tone row continues, this time in 

single eighth- notes, and in bars 5 and 6, the second tone row appears. 

{ 
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Figure 28. Third movement, bars 1 -6. 

The intensely, expressive melody begins in the third bar. The melody 

lies in a very narrow range and is filled with many descending lines 

and many appogiaturas. This rising and falling within such a narrow 

range adds to the intense feeling of resignation that permeates the 

movement. The very first appogiatura occurs on that original half - 

step cell we have seen in both preceding movements --B- natural -A- sharp. 

Again, this is another connecting link between the movements. These 

same two notes occur again as octaves in the bass at bars 7, 8, and 

10 into 11. 
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Figure 29a. Third movement, bars 7 -8. 

Figure 29b. Third movement, bars 10 -11. 

In bars 7 and 10, a melodic fragment is introduced in the tenor that 

will be heard again in the climax of the movement. This fragment is 

drawn from the opening melody (bar 3). 

Part B (bars 11 -27) is the beginning of a long, slow, and 

intense buildup to a tremendous, impassioned climax at bar 26. In 

bar 12, we hear a motive in the alto voice that has been derived from 

the opening chordal tone -row. At bar 13 this motive is doubled at the 

octave and in bar 14 it is in the tenor. 
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Figure 30. Third movement, bars 11 -14. 

At bar 15, the principal row is transposed up one -half step in its 

chordal form in the accompaniment over which lies a highly chromatic 

and intensely longing recitative -like melody that comes from the first 

eight notes of the opening melody. 

Figure 31. Third movement, bar 15. 

At bar 17, a diminution of the principal row, still transposed up one - 

half step, is followed by the motive derived from the row in the bass, 

also transposed up one -half step. 
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Figure 32. Third movement, bar 17. 

Bars 18 through 25 are a further intensification of bars 11 through 

17. This is achieved through further transposition, enrichment of 

the row through fuller chords, and addition of the opening theme, 

as octaves in the bass and modified to a more declamatory style. At 

bar 24, the widest range of the keyboard is exploited as the principal 

row is modified in a descending line going to bar 25, at which point 

there is a diminution of the principal row. 

Figure 33. Third movement, bars 24 -25. 

This leads to the tremendous culmination at bars 26. 
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Figure 34. Third movement, bars 26 -27. 

Bars 26 and 27 make up the climax of the movement, and certainly one 

of the main climaxes of the entire Sonata. There is an A -sharp octave 

pedal in the bass that resolves at bar 28 to B- natural --the half -step 

cell of the Sonata. Over the A -sharp pedal there sounds simultaneously 

appogiaturas from the opening melody, fragments from the intense chro- 

matic line of bar 15, and the melodic fragment from bars 7 and 10. 

This tension subsides in bar 27 as the writing thins out, the dynamic 

level decreases, and the motion slows. 

The return of A is modified by the addition of another voice 

in free canonic imitation with the original. In bar 33 there is an 

interpolation of the principal row in diminution. 
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Figure 35. Third movement, bar 32. 

Also, at bar 33, the A- sharp -B- natural cell appears as octaves in the 

bass, settling on a low B octave in the bass at bar 35 and continuing 

for three measures as a tonic pedal. Bars 35 through 40 form a coda 

made up of these elements: a low B pedal; a fragment of the principal 

theme; and the chordal form of the principal row, all this while the 

music slowly dies away. 

Francis Poulenc said of the Barber fugue: "We are far from 

the dull scholastic fugues of the pupils --I repeat, the pupils- - 

of Hindemith. This sparkling finale knocks you out in some five 

minutes. "24 And on a more descriptive note, Hans Tischler writes: 

The finale is a brilliant toccata -like fugue, the 
subject is similar to old Italian fugue subjects in 

that it is soon shown to be composed of several sec- 
tions; but unlike those, Barber's subject does not 
differentiate between the head motive and the remainder 
by giving long notes to the former and to the latter 
short ones. Moreover, while in the old Italian fugues 
the " andamento" or tail section of the subject may be 
dropped after the exposition and the subject reduced 

24Broder, 
Barber, p. 72, quoting diary published in La Table 

Ronde, June 1950. 
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to the head motive, here two sections of the subject 
are treated as separate entities for long portions 

25 of the movement turning it almost into a double fugue. 

As in the first movement, the fugue is in the key of E -flat 

minor. After the initial exposition of the theme there follows five 

developmental sections, each separated by episodes, and a coda. Both 

the second, fourth, and fifth episodes end in cadenzas. The third 

episode, a folk -like tune in E major, serves as a lyric relief from 

the dramatic thrust of the rest of the movement. 

The head motive of the theme is made up of two broken chords 

that twist around E -flat minor. The tail of the theme, beginning 

with the last three sixteenth -notes of bar 1, is a kind of sequential, 

descending, jagged motive containing many large intervals, including 

7ths and 9ths. 
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Figure 36. Fugue, bars 1 -3. 

25Tischler, 
p. 354. 
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The dramatic drive of the movement is heightened by the rhythmic 

syncopation created in the theme with its tied notes. The first 

countersubject appears in bar 4 in the alto voice. 

- - .,__ .7 
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Figure 37. Fugue, bar 4. 

This countersubject continues along with the bass statement of the 

theme, maintaining its rhythms and alternating its melodic content 

through intervalic expansion and partial inversion. At bar 6, beat 3, 

the last four notes of the countersubject enter forte. 

{ 

Figure 38. Fugue, bar 6. 

These notes are taken from the first four notes of the tail. In bars 

7 through 10 the harmonic complexity grows as the countersubject is 

stated in both the alto and bass. In bar 10, Barber adds further 

variety to the exposition by varying the register of the counter- 

subject. 

The first episode begins at bar 13 and is based on the 

countersubject. 
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Figure 39. Fugue, bars 13 -16. 

At bar 15, the countersubject is heard for the first time in three 

voices simultaneously and continues for two measures in a descending 

sequence to the first development section at bar 17. 

At bar 20, the theme is in stretto between the soprano and 

alto, the alto voice stating only the head of the theme then going to 

the countersubject. At bar 23, there begins a series of entries of 

the head of the theme against the countersubject, inverted in one 

voice, and original in the other. At bar 26, the head of the theme 

is heard in stretto between the alto and bass, moving to the second 

episode at bar 27. 

In the second episode, the countersubject is heard in all 

four voices --in its original form, inverted, and inverted and 

augmented. 
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Figure 40. Fugue, bars 27 -28. 

At bar 29, there occurs simultaneously a further augmentation of the 

inverted countersubject and a rhythmically disguised head motive. 

Figure 41. Fugue, bars 29 -30. 

At bar 30, the soprano states fragments of the head of the theme. 

At bar 31, an agitated fragmentation of the countersubject is added. 

{ 

Figure 42. Fugue, bar 31. 

One beat before bar 33, the head of the theme enters marcato, and for 

the first time as octaves in the bass. The last four notes are 

augmented, while the fragmentation of the countersubject is 
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doubled in the upper part. All this leads to the cadenza that closes 

the second episode (bars 34 -36). The cadenza comes from the head of 

the theme, and sounds over a tripled A pedal in the bass. 
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Figure 43. Fugue, bars 34 -36. 

Bar 37 marks the beginning of the second development section. 

This time it begins with the tail of the theme over a low pedal tone F 

that moves down one half -step to an E pedal at bar 40. At bars 38 and 

39, the fragmented countersubject sounds against the tail of the fugue. 

At bar 40, the tenor voice enters espressivo in an augmentation of the 

head of the theme, while the upper voice continues with the tail of 

the theme. 
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Figure 44. Fugue, bars 40 -41. 



At bar 42, the soprano enters with the head of the theme, augmented and 

inverted. At bar 44, the head of the theme sounds in the bass part, 

augmented, inverted, and doubled at the octave, this time marcato. 

During all of these augmented statements of the head of the theme, 

the tail of the theme is being sounded in another voice. At bar 46, 

the pedal tone moves to the upper register, now sounding both E- natural 

and F- natural together. Over this pedal the countersubject is heard- - 

inverted, with added dissonance in one voice, and in its original 

form in the other. These countersubjects descend to bar 48 where 

the tail of the theme is stated in marcato octaves as the upper part 

augments the first four notes of the tail, which is filled out in 

4 note chords. At bar 50, the countersubject of bar 48 is reversed 

over the returning E pedal. This E pedal moves to a C pedal at bar 52 

over which the countersubject is heard inverted and intervallically 

expanded. This passage diminuendos and falls in half -steps to the 

third episode. 

The third episode (bars 55 -64) is clearly in E major. Marked 

"scherzando ", it makes a delightful change in character. In this 

episode Barber creates an enchanting folk -like melody based on the 

countersubject. 
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Figure 45. Fugue, bars 55 -56. 
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Underneath this melody is an E- natural -B- natural pedal tone, and an 

augmented and inverted countersubject in the tenor. Barber's changing 

meters heighten the rhythmic vitality of this section. At bar 59, the 

alto voice no longer augments the inverted countersubject, but instead 

follows the upper voice in a canonic imitation. This episode comes to 

a close as the upper voice is doubled and the pedal tone also breaks 

into imitation. This leads into bar 65, which begins the third 

development section. 

The third development section begins over a C major pedal 

as the top voice states the head of the theme slightly modified by 

partial fragmentation. 
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Figure 46. Fugue, bars 64 -65. 

The alto voice follows in stretto and is even further fragmented. 

At bar 67, the top line continues with the tail of the theme in a 

modified arpeggiated extension. At bars 69 and 70, the tail of the 

theme is in both hands in symmetrical inversion. At bar 71, the tenor 

voice states the tail of the theme in an outline form. Over this 

tenor line, the alto voice states the first five notes of the head 

in stretto with the soprano voice as both are modified rhythmically. 
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At bars 73 and 74, the tenor line states the head of the theme in 

augmentation, while the upper voice is a variation on the head of the 

theme. At bar 76, the parts exchange, and at bar 79, the bass enters 

with a clear statement of the head of the theme, leading to the fourth 

episode at bar 80. 

The fourth episode is parallel in construction to the second 

episode, but is enlarged with octave doublings, fuller textures and 

greater rhythmic complexities. This episode, like the second episode, 

ends with a cadenza, reaching a tremendous climax that propels us into 

the fourth development section at bar 91. 

The fourth development section begins with the head of the 

theme being presented in all four voices, in stretto, within the 

space of one measure (bar 91). 
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Figure 47. Fugue, bar 90. 

6' 

The outer voices are complete statements and the inner voices incom- 

plete. All this takes place over a B -flat octave pedal that is 

reinforced with a sforzando on the last quarter -note of the measure 

at a culminating point of extraordinary intensity. Against the low 

B -flat octave, at this sforzando, is none other than a C -flat octave -- 
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creating, at a most crucial point in the Sonata, that original C-flat- 

B-flat cell. As the C- flat -B -flat octaves sound together, two voices 

in the upper register take off on the tail of the theme in canon, and 

repeat an octave lower at bars 94 and 95. 

The fifth episode begins at bar 96 over a B -flat pedal. 
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Figure 48. Fugue, bars 95 -96. 

The countersubject is inverted and imitated by the alto and tenor. 

Above them, the C- flat -B -flat cell is strongly reiterated and then 

drops chromatically. At bar 97, the countersubject is extended and 

doubled at the octave as it drops to the extreme low range of the 

keyboard. Here another explosive sforzando chord (an E -flat minor 

chord with added dissonance) marks the beginning of the most extended 

cadenza of the movement. 

Figure 49. Fugue, bar 98. 
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The upper notes of the cadenza, following the sforzando chord, come 

from the intervallically extended countersubject. These notes descend 

chromatically to a low E -flat which marks the beginning of the final 

development section (bar 100). In bar 98 the meter had changed to 8, 

and after the cadenza at bar 99 the meter remains 
8 
with a new metro- 

nome marking of 120 per eighth. This gives a feeling of pulling back 

as the last development section begins. 

The final development section is extremely compact. It 

states the head of the theme in augmentation, and tight stretto creating 

an almost chordal effect. 
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Figure 50. Fugue, bars 99 -102. 

The texture expands as the sound is enriched with doublings (bar 105 -108). 

Bar 108 marks the beginning of the coda which is a relentless 

drive to the end. A sforzando pivot chord ends the final development 

section and begins the coda. On the heels of this chord, the frag- 

mented version of the countersubject begins in two lower voices creating 

an ostinato -like imitation whose lines continue to rise. As the tension 

mounts, the lines are doubled, and at bar 122 the fragmented counter- 

subject breaks into continuous sixteenth -note octaves against a wild 

arpeggiated chordal figure (based on the chords at bar 89). This spans 
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the extreme range of the keyboard and is also another reinforcement of 

the C- flat -B -flat cell, though partly disguised through octave displace- 

ment. The momentum increases as a huge crescendo leads to a culmination 

at bar 127. The fragmented ostinato returns in the left hand, now in 

the upper register of the keyboard, against the still higher right 

hand in a descending line built on the last seven notes of the head of 

the theme. Still going like a locomotive, a new ostinato begins in 

the bass at bar 131, and is joined by an augmented head of the theme 

in octaves at bar 135. 
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Figure 51. Fugue, bars 131 -139. 

At bar 140, octaves take off in both hands. Through parallel and then 

contrary motion, they pass the head of the theme between them. 
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Figure 52. Fugue, bars 139 -143. 

These octaves culminate on a high B -flat in the right hand, and a 

low E -flat in the left hand. The chord at bar 145, being built on 

C -flat, forms the B- flat -C -flat cell one more time! The movement 

drives to a close with the last seven notes of the head of the theme 

reiterating the final note with a sforzando chord. 



CHAPTER 5 

BARBER'S PERSONAL AND MUSICAL CONVICTION 

Hans Tischler said of the Barber Sonata: 

The interesting and arresting thing about this work is 

the combination of thoughtfulness, masterly economy, 
brilliance and naturalness, which elicits an appeal 
both immediate and lasting. The fusion of contemporary 
technique with that of the past three centuries --of twelve - 

note technique, contemporary harmonic materials, sonata - 
form, passacaglia and fugue --this thoroughly satisfying 
fusion stamps Barber's Piano Sonata Op. 26 as a classic 
of our times.26 

And in a wider context, Joseph Machlis said of Samuel Barber: 

He belongs to the international wing among the contem- 
porary American School. Both in his personal viewpoint 
and in his esthetic he is a citizen of the world.27 

And finally, to quote Norman Demuth: 

Barber is a connecting link between the old and the new. 

He has taken the elements of the former just before the 
period of its decay and has contrived to hook it to the 

fairly new. If he had hooked it to the very new it 
would have been a complete misfit. His music has power 
and stamina...and the ideas do not have to be bolstered 
up for they stand by themselves, four- square.28 

26Tischler, 
p. 354. 

27Machlis, 
p. 549. 

28Norman 
Demuth, Musical Trends in the Twentieth Century, 

New York: Macmillan and Company, 1952), p. 318. 
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Fortunately for us, Barber had the courage to go on doing 

"his thing ". His music is deeply expressive, spirited, and powerful. 

It comes from a man who loves music and understands it to the core. 

This writer is reminded of something that Frank Lloyd Wright said to 

a group of students: 

It is the age old philosophy of individuality --the 
entire core of the creative self, the entire spiritual 
world, which you may enter only by way of the love of 
it, which is the greatest understanding, after a11.29 

29William 
Marlin, "Frank Lloyd Wright The Enduring Presence ", 

Saturday Review, October 4, 1975, p. 17. 
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