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CHAPTER 1

INTRODUCTION

As one of the most-performed American composers of the twentieth
century, Samuel Barber (1910-1981) composed for practically every musical
genre in the span of forty-eight opus numbers and over one hundred unpublished
works. Summer Music, a chamber work for woodwind quintet published in 1957,
is regarded as representative of Barber’s lyrical style and occupies a standard
place in the woodwind quintet repertoire.

Summer Music, originally conceived as a septet for three winds, three
strings, and piano, evolved into the traditional woodwind quintet instrumentation.
This was a result of the influence of the New York Woodwind Quintet, whose
members included Samuel Baron, flute; James Roth, oboe; David Glazer, clarinet;
Bernard Garfield, bassoon; and John Barrows, horn. Commissioned by the
Detroit Chamber Music Society in 1954, Summer Music was premiered on March
20, 1956 by Detroit Symphony Orchestra Principals James Pellerite, flute; Arno
Mariotti, oboe; Albert Luconi, clarinet; Charles Sirand, bassoon; and Ray Alonge,
horn. The New York Woodwind Quintet played a vital role in the lyric and
motivic development of the piece because Barber incorporated the idiosyncrasies

of both the instruments and performers during a ten-month compositional process.



Summer Music, written in one continuous movement in a rhapsodic style,
is unique with regard to other woodwind compositions of the period, normally
written as three or four movements in traditional formal design. Barber’s music is
programmatic in content, with moments of dissonance, intricate rhythms
combined with lyrical qualities, and his typical musical language absorbed in
tonality and lyrical expression.

John Corigliano, in his program notes for Barber’s Canzonetta for Oboe

and String Orchestra Op. 48, illustrates the balance of harmonic techniques used

throughout Barber’s career when he describes the alternation between “post-
Straussian chromaticism and an oft-diatonic, typically American simplicity.”"
Barber’s music has been described as “New Romanticism”, and he never wavered
from the conventional practices of form, tonality, and lyricism. What best
describes Barber's “American sound” is the fact that although his music was
shaped by many influences and experiences, he continued to heed the advice of
his uncle and mentor, composer Sydney Homer, to “express the inner voice that is
working within you.””

Samuel Barber accepted the Detroit Chamber Music Society commission
because no literature was available for the particular septet combination. The
development of the final ensemble was influenced by a concert of the New York
Woodwind Quintet in Blue Hill, Maine in 1954. Barber attended this concert, and
because of the strong impression created by the group, he asked to attend their

rehearsals in New York. Still undecided on the instrumentation for the Detroit

! Barbara Heyman, Samuel Barber: The Composer and His Music (New York, NY: Oxford
University Press, 1992), 507.



commission, Barber asked if the quintet would play through sections of a sextet
that he was currently writing. Eight months after the January 1955 meeting,
Barber informed the New York Woodwind Quintet that he had nearly finished the
commission, which had been transformed into a woodwind quintet. From
November 1955 to March 1956, Barber listened and observed while the group
rehearsed, incorporating many of their suggestions and revisions. Even after the
Detroit premiere, performed by Detroit Symphony Principals because of a
stipulation in the commission, Barber continued to rehearse and revise with
members of the New York Woodwind Quintet. These changes are clear when
comparing the original manuscript to the 1957 G. Schirmer edition.

Analysis of Summer Music offers a means of understanding Barber’s
compositional style as well as a guide to the performers through performance
practice considerations. Study and performance of this piece will provide the
flutist, as a performer and teacher, the opportunity to appreciate and understand a

distinct style of twentieth-century American writing.

% Tbid., 512.



CHAPTER 2
SAMUEL BARBER
Childhood and Formal Musical Education

Samuel Osborne Barber II was born on March 9, 1910 in West Chester,
Pennsylvania. Samuel LeRoy, his father, was a successful doctor, moderator and
treasurer of the board of trustees of the First Presbyterian Church of West Chester,
and also president of the West Chester School Board for more than twenty-five
years. It was Dr. Barber’s wish that his son would follow in his footsteps. “I was
supposed to be a doctor. I was supposed to go to Princeton. And everything I

was supposed to do I didn’t.”

Barber’s mother, Marguerite Beatty Barber,
provided young Samuel with an introduction to music and helped him write his
first compositions. Her sister, Louise Homer, a famous contralto with the
Metropolitan Opera, was married to Sydney Homer, a composer who was to
become Samuel’s mentor in the early part of his career.

By the age of eight, Samuel Barber knew that he wanted to become a
composer. In a note to his mother he wrote:

To begin with I was not meant to be an athlet (Sic.). [ 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 I’ve been worrying about this
so much that it makes me mad (not very)*

? Ibid, 11.
* Ibid, 7.



Anne Homer, Barber’s cousin, wrote, “many residents of West Chester held the
belief that music was considered a diversion, and a rather odd one at that. There
was a certain attitude towards music, a belittlement, as though it had no valid

place in the scheme of things.”

By the age of ten, Barber had written a number
of songs and composed an opera, The Rose Tree. By fourteen, Barber’s parents
realized that they could not alter their son’s career choice. At Sydney Homer’s
recommendation, the Barbers did everything they could to encourage young
Samuel and to help him obtain a high quality musical education. In 1924 the
Curtis Institute of Music opened in Philadelphia, and Barber was one of 357
charter students. Though still a student at West Chester High, Barber received
special permission from the school board president (his father) to attend Friday
morning classes at Curtis and afternoon concerts of the Philadelphia Orchestra.
“Dr. Barber as head of the school board made a special ruling that any West
Chester High School student who was a composer could take Fridays off to go to
the Philadelphia Orchestra concerts,” and Samuel Barber continued at West
Chester High School, graduating in 1926.

At Curtis, Barber studied piano with George Boyle and Isabelle
Vengerova, voice with Emilio de Gorgorza, conducting with Fritz Reiner, and
composition and theory with Rosario Scalero. Nathan Broder, biographer of
Samuel Barber, recounts studies with Scalero.

With the rigor of this Germanic schooling Scalero mixed

an Italian flexibility and freedom from didacticism. He used

no textbook, and was acutely sensitive to a private teacher-pupil
relationship that incurred great responsibilities on both sides...

5 .
Ibid, 8.
% John Briggs, “Samuel Barber,” International Musician 60 (December 1961), 20.



Scalero laid great stress on counterpoint and form. Two years

of study were devoted to counterpoint, beginning with the

simplest two-part writing and ending with double (8-part)

choruses. .. After mastering strict counterpoint, the students

were set to writing canons and fugues, variations, songs and

variations, piano pieces, embodying the various small forms

and finally large works employing the sonata principles.

Scalero did not regard harmony as a discipline to be

studied separately, but treated it primarily as a result

of the confluence of voices.’

Early in 1928, Barber submitted his violin sonata in a Columbia
University competition and won his first Bearns Prize, a $1200 award that
financed the first of his many summer trips to Europe. These trips were taken in
later years with Gian-Carlo Menotti, a fellow student in composition under
Scalero. “Sam was the very first friend I made in America. I was seventeen and
Sam was eighteen. I had learned that he was the absolute idol of the Curtis
Institute of Music.”®

Barber’s summer trips abroad during the 1930’s continued his studies with
Scalero as well as nurtured a love for European society and culture that lasted
throughout his lifetime. During these trips he was introduced to famous
conductors, composers, and pianists, including Arturo Toscanini, Ralph Vaughan
Williams, and Vladimir Horowitz. He later studied voice in Vienna and also
began to develop conducting during the same period.

Shortly after getting settled here I had the idea of having a

little orchestra come to play in my atelier every week so

that I could learn to conduct. I was able to get sixteen of

the best young strings in Vienna—all members of the
Konzertorchester, for a total sum of $9 weekly.’

" Nathan Broder, Samuel Barber (New York, NY: G. Schirmer, Inc., 1954), 16.
¥ John Gruen, Menotti: A Biography (New York, NY: Macmillan, 1978), 20.
’ Heyman, 102.



By the spring of 1933, Barber had become restless at Curtis and wanted to
leave Philadelphia to spend more time traveling as well as to continue his
composition studies with Scalero, who was not to be rehired due to budget cuts.
After the 1929 stock market crash, Barber’s parents suffered financial strain,

however his Overture to School for Scandal won Barber a second Bearns Prize

($1200), allowing him to spend another summer with Scalero and extending his
stay in Europe through the winter of 1934.

Barber returned to Curtis for the first commencement exercises held on

May 22, 1934. “Seventy-one students, including many who had finished
their studies in earlier years, received diplomas, and thirty-four of these also
received the Bachelor of Music Degree. Among the most notable graduates were
Samuel Barber and Gian-Carlo Menotti.”'

As his career developed as evidenced by the many orchestral programs
that included his music during the 1941-42 season, Barber was drafted in the
Second Service Command of Special Forces in New York from September 1942-

1945. His compositions of that period were to aid in the war propaganda, and

Commando March was first performed on May 23, 1943 by the Army Air Force

Technical Training Command Band in Atlantic City, New Jersey. Commando
March was performed frequently during World War II and gained a permanent
place in band literature after its 1943 publication by G. Schirmer. This work
represented “a new kind of soldier, one who did not march in straight lines across

parade grounds, but struck in stealth with speed, disappearing as quickly as he

' Elza Viles, Mary Louise Curtis Bok Zimbalist: Founder of the Curtis Institute of Music and
Patron of American Arts. Ph.D. dissertation, Bryn Mayr College, 1983.



came.”'' From these early days in the military until his Canzonetta for Oboe and

String Orchestra Op. 48, completed posthumously, Barber sought to express

emotions in music with consistency and conviction, and he did so through his
dedication to tonal and lyrical expression. Barber spent the next forty-seven years
touring Europe and composing for opera, orchestra, voice, chamber music, and
piano. As a proponent of American music, Barber’s nearly fifty-year span of one
stylistic approach emphasized his historical significance as a twentieth-century
American composer.

Barber was intent on showing the world that serious composition

was not an exclusively European art form. He also firmly

believed that new music need not be forbidding, and by writing in

a Romantic, accessible idiom, he built a large international audience

for his own work and for American music in general.'?

Together with Copland, Barber was the most frequently performed
composer of his generation from 1941 through the 1960°s. During the last fifteen
years of his life, Barber struggled with alcoholism, depression, and creative
blocks that greatly affected his productivity due to the failure of Antony and
Cleopatra. He continued to "escape" to Europe and would return to the United
States for five or six months at a time. In 1975, Barber purchased an apartment in
New York City overlooking Central Park and lived there until his death. In
October 1980 Barber suffered a stroke during his stay with Menotti in Edinburgh.
He was brought back to New York and spent the last months of his life at the

University Hospital. Barber died on January 23, 1981. “The family and friends

record with the greatest sadness the passing of Samuel Barber, who gave them a

"' Heyman, 214.
"2 Allan Kozinn, “Samuel Barber: The Last Interview and the Legacy,” High Fidelity (June 1981),



unique joy and to all the world his music.”"

Well respected as a musician and a
composer, Barber’s success was evident not only through his music but in the

awards received throughout his lifetime. Table 1 lists those achievements.

44-46; 65-68.
1 Obituary, “Samuel Barber,” New York Times 30:44 (January 25, 1981), 32.



1928

1933

1935

1936

1940

1945

1946

1947

1948

1952

1958

1960

1962

1963

1964

1976

1980

1984

Table 1-Awards

Bearns Prize of Columbia University-$1200
(Violin Sonata)

Bearns Prize of Columbia University-$1200
(Overture: School for Scandal)

Pulitzer Traveling Scholarship-$1500
(Dover Beach)

Pulitzer Traveling Scholarship-$1500

Prix de Rome-Study at American Academy in Rome
$1400 per yr/2 yrs. Both for Cello Sonata and
Music for a Scene from Shelley

National Institute of Arts & Letters
(Youngest member ever admitted at that time)

Guggenheim Memorial Scholarship

New York Critic’s Circle Award

(Cello Concerto)

International Musicians & Composers Conference-Prague

Guggenheim Memorial Scholarship

Guggenheim Memorial Scholarship

Representative to the International Music Council-France

First Pulitzer Prize for Vanessa

American Academy of Arts & Letters Honorary Doctorate from Harvard
Henry Halley Medal of the National Association for American Composers &

Conductors

Ford Foundation Opera Commission (Antony & Cleopatra)

Representative to the Congress of Soviet Composers-Moscow
Second Pulitzer Prize for Piano Concerto
Second New York Critic’s Award for Piano Concerto

Gold Medal-American Academy & Institute of Arts & Letters
National Music Awards-American Music Conference

Edward McDowell Medal

posthumously-Grammy Awards-Best Composition: First Recorded
& Released during the Year (Antony & Cleopatra)
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Instrumental Music of Barber including Flute

Barber’s chamber music is not known for utilizing the flute in a major

role. However, his three published and three unpublished works depict the flute

not as the primary melodic instrument, but as a member of an ensemble whose

purpose is to express those tonal and lyrical ideas that Barber consistently

portrayed in his music. Table 2 lists those six works.

1941

1944

1945

1954

1957

1958

Table 2-Works with Flute (not orchestral)
“Song for A New House”, unpublished for flute, voice and piano

Capricorn Concerto, Op. 21, published for flute, oboe, trumpet and
strings

“Horizon”, unpublished for woodwinds, horns, trumpet, timpani,
harp, and stringed instruments

“Adventure”, unpublished for flute, Japanese flute, clarinet, horn,
harp, and many African percussion instruments from Museum of
Natural History, New York, NY

Summer Music, Op. 31, published for woodwind quintet

Canzone, Op. 38A, published for flute (violin) and piano
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CHAPTER 3

THE COMMISSION AND PREPARATION OF SUMMER MUSIC

In 1953, Barber received a commission from the Chamber Music Society
of Detroit to write a septet for three strings, three woodwinds, and piano, which
would be performed in the fall of 1954 by the principal players of the Detroit
Symphony Orchestra in honor of the society’s tenth season. The commission
achieved national attention, as it was the first to be funded by public subscription.
Barber set aside his usual fee and instead accepted the proceeds from the “pay
what you can” contributions of the audiences, an amount normally between $1-
$5, with the society acting as guarantor for a $2000 payment to Barber.

“The idea was that if this caught on, music societies around the

country would take up similar collections and use the funds to

commission young local composers who needed experience and

exposure. | made a speech against myself, essentially, telling

them it was crazy that they didn’t use local composers. It was

certainly done in Bach’s day. But they didn’t like that idea. They

just wanted the same tired old names: Copland, Sessions, Harris, me. '

Barber accepted the commission because no literature was available for
that instrumental combination. The development of the work included several
changes before its final form, Summer Music Op. 31 for woodwind quintet.

Barber utilized themes from one of his unpublished works, “Horizon,” as building

blocks for the commission.

' Hi Fidelity, June 1981.
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“Horizon” and the New York Woodwind Quintet

In 1945, Barber was asked to compose an orchestral piece based on
Arabian themes for an NBC radio series broadcast, “The Standard Oil Hour.”
“Horizon,” composed for the broadcast, is seventy-four measures in length and
takes seven minutes to perform. This still unpublished work is scored for two
flutes, two oboes, two clarinets, two bassoons, two horns, one trumpet, timpani,
harp, and string quintet. The work established Barber’s compositional pattern,
which combined strings and winds. Both Summer Music and “Horizon” are
through-composed one-movement works in a rhapsodic style and both employ
thematic borrowings.

Barber borrowed the opening seven measures of “Horizon,” a theme that
repeated the tritone interval C-Gb, and transposed that interval up a step to D-G#
in the bassoon part of Summer Music. Another borrowed theme used in a
different context from “Horizon” was the violin solo at measure 18. Barber
expanded the theme in Summer Music by using a contrapuntal exchange between
the flute and bassoon at measure 108.

The Detroit commission carried one stipulation: the published edition was
to bear an inscription to the Chamber Music Society of Detroit as well as to name
the Detroit principal players who would perform the premiere. Although the
Schirmer score lists the Detroit ensemble, Summer Music evolved into the
traditional woodwind quintet instrumentation as a result of the influence of the

New York Woodwind Quintet, whose members included Samuel Baron, flute;
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James Roth, oboe; David Glazer, clarinet; Bernard Garfield, bassoon; and John
Barrows, horn.

Barber first heard the New York Woodwind Quintet at an August 1, 1954
concert in Blue Hill, Maine. At the time he was composing the music for the first
scene of Vanessa and had not begun the Detroit commission yet. Realizing the
need to begin this commission and impressed by the quintet’s performance,
Barber asked John Barrows and Samuel Baron if he might attend one of their New
York rehearsals. Barber asked the quintet if they would play through sections of a
new sextet that he was in the process of writing, as he and the Detroit Chamber
Society negotiated the concept of the instrumentation of this commission.

The first meeting took place on January 12, 1955 in Greenwich Village,
where the ensemble was rehearsing a work by Villa-Lobos as well as intonation
studies written for the group by Barrows. Barrows constructed an extensive chart,
which incorporated a staff line for each pitch from the lowest to highest notes of
each instrument, and from the chart it was possible to immediately see the
overlapping of ranges. Each player had characterized the individual notes of his
instrument. From these characterizations, Barrows composed a series of studies
using the problematic chords, where tone production and intonation were
accomplished with difficulty but resulted in effective sonorities. “Barber listened
avidly, making notes on Barrow’s notes and borrowed the chart to study at

915

home. There are instances in Summer Music where one can see that Barrow’s

15 Ibid., 365.
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chart had influenced Barber’s compositional style. Measures 142-146 include
five chorale-like measures of difficult chords that demonstrate intonation
problems. In measure 142 the flute’s D flat tendency is to be sharp, while the
bassoon G flat is a difficult note to execute. A subito piano follows in measure
143, which leaves the listener with the effect of almost completely stopping the
motion. Measure 144 contains unsympathetic notes for intonation, and again in
measure 145 the listener experiences an abrupt pause with another subito piano.
The asterisks above measures 142-145 were found on Barrow’s chart.'®

Ex. 1

SUMMER MUSIC, Op. 31

By Samuel Barber

Copyright © 1957 (Renewed) by G. Schirmer, Inc. (ASCAP)
International Copyright Secured. All Rights Reserved.

Used by Permission

In August 1955, Barber notified the New York Woodwind Quintet that he

had nearly completed the quintet, not the originally proposed sextet, and asked for

16 Ibid., 366.
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areading. Later that year in November, Barber conducted the group in a reading
of Summer Music. Samuel Baron recorded the group’s reactions:

We were completely gassed! What a wonderful new quintet
conception. Barber has studied our charts and has written
some of our favorite effects. The piece is very hard, but so
far it sounds just beautiful to us. A slight pall was cast when
Barber told us that we could not play the piece until after
March 20, 1956, at which time it willbe played in Detroit.
We had hoped to do it in Washington.'’

In a letter to the author dated February 28, 2001, Bernard Garfield, former
bassoon with the New York Woodwind Quintet (1956), provides insight about
that rehearsal:

That rehearsal, for which we did not pre-rehearse, was to rundown
the new piece Barber had written for the Detroit chamber music
society, to check notes, and for Barber to hear what he had created.
My own reaction was that the piece was very attractive, though I
thought the bassoon part was overly windy. The bassoon player

had both the many figurations that Barber is noted for, plus the long
sustained bassoon lines for the harmony. We all criticized the ending,
which we thought at the time was too abrupt. Of course werealize the
genius of Barber, and no one would change anything now! The New
York Woodwind Quintet performed the work several times before I
left the group for the Philadelphia Orchestra in September 1957.

It is always a challenging work for woodwind quintets to perform,
demanding perfect intonation, agile figurations played without stress,
and lovely sultry melodies.'®

The quintet rehearsed Summer Music throughout the winter, after their
first meeting with Barber, and hoped to perform it at a New York concert in April.

Barber was present at a February rehearsal, correcting tempos and adjusting

notation in some of the technically challenging passages. On February 13, 1956,

7 Ibid, 365.
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Samuel Baron made the following entry in his journal, recalling one of the
group’s rehearsals with Barber:

This rehearsal was distinguished by the presence of Barber and

Gian-Carlo Menotti, who drove in from Mount Kisco to hear us.

We played the piece fairly well, not great, just fair; but we really

learned a lot when Barber gave us corrected tempos and touched

up certain spots. It started to sound extremely good after a while."

Summer Music premiered at the Detroit Institute of Art on March 20,
1956, with considerable media coverage of the event due to the method of funding
for the commission. The piece was to be performed twice, after intermission and
again at the conclusion of the concert by the principal players of the Detroit
Symphony Orchestra, James Pellerite, flute; Arno Meriotti, oboe; Albert Luconi,
clarinet; Charles Sirard, bassoon; and Ray Alonge, horn. Also scheduled on this
concert was Beethoven’s Trio Op. 11 for clarinet, cello, and piano, and Poulenc’s
Sextet for piano and woodwind quintet. The New York premiere took place on
November 16, 1956 at the Carnegie Recital