
THE HERMIT SONGS OF SAMUEL BARBER

THESIS

Presented to the Graduate Council of the

North Texas State University in Partial

Fulfillment of the Requirements

For the Degree of

MASTER OF MUSIC

By

Julia Ann Lansford, B. M. E.

Denton, Texas

May, 1964

/Yo. 366o



TABLE OP CONTENTS

LIST OF ILLUSTRATIONS . . . . . . .

Chapter

I. BIOGRAPHICAL BACKGROUND .

II. BARBERS SONGFORM . . . . .

III. BARBER'S ACCOMPANIMENTS . .

IV. BARBER'S MELODY .-. -. - -

APPBNDIR- . . . . . . . . . . . .

BIBIOGRAPH -.--. ... ..

M 0, !9 09 !9 * 9 f9 w. 9 9 . . . 9 9 .9

9 9 . 9 9 9 9 9 .

9. 9 . . . . .0 . .9

iii

Page
iv

1

14

30

53

69

72



LIST OF ILLUSTRATIONS

Figure

1.

2.

3.

4.

5,

6.

7.

8.

9.

10.

11.

12.

13.

14.

15.

16.

17.

18.

19.

20.

21.

iv

At Saint Patrick's Purgatory, mm. 3-5 . . .

The Heavenly Banquet, mm. 1-3---. .. . .

The Crucifixion, mm. 1-9 . . . . . . . .

Promiscuity, m. 1-3- . . . t. . . . . t. .

The Monk and His Cat, mm. 6-8". . . .. « .

The Praises of God, mm. 21-26 . . . . . .

At Saint Patrick's Purgatory, mm. 1-3 * . .

At Saint Patrick's Purgatory, mm. 27-28--

At Saint Patrick's Purgator, mm. 31-32 .

Church Bell at iht, mm. 1-2 -t * - . .

St. Ita's Vision, Recitative Accompaniment

St.. Ita's Vision, mm. 16-17 . . . . . .

St. Ita's Vision, mm. 26-27 . . . . . . .

The Heave.LBanque t, mm. 1-3 . . . . . . .

The Crucifixion, mm. 3-4 .. . ... . .

The Praises of God, mm. 1-2 . .. . .

The Praises of God, m. 15 . . . . . .

The Praises of God, m. 17 . . . . . . . .

The Desire for Hermitage, mm. 1-3 . . . .

At Saint Patrick's Purgatory, mm. 3-4-. . .

The Crucifixion, mm. 4-9 -. . . . . ..

. . .

. . .

. . .

9 . .

9 . .9

. . .

9 9 .

. . .

. . .

. . .9

9 . .9

9 . .

. 9 .

. . .9

. 9 .9

. . .

. 9 .9

9 9 .

Page

18

21

22

24

26

28

32

33

34

35

35

36

37

39

41

48

49

49

50

56

60



LIST OF ILLUSTRATIONS -- Continued

Figure Page

22. Sea-Snatch, mm. 15-17 . . . . . . . . . . . . . . 61

23. The Monk and His Cat, mm. 2-3 . . 63

24. The Praises of God, mm. 21-25 . . . . . . . . . . 65

V



CHAPTER I

BIOGRAPHICAL BACKGROUND

Samuel Barber was born in West Chester, Pennsylvania,

a town on the outskirts of Philadelphia, on March 9, 1910.

He was the son of Samuel Le Roy Barber and Marguerite Beatty

Barber. His father came from a long line of tradesmen and

professional people and was a doctor and prominent citizen

in the Pennsylvanian town in which his son was born. Al-

though no musical tendencies existed on the father's side,

there were numerous accounts of musical abilities in his

mother's family. Marguerite Beatty Barber was a talented

pianist and the sister of the celebrated contralto, Louise

Homer.

At the age of six, Samuel Barber began to play the piano

and a year later began to compose. Although his mother helped

to write down some of his first compositions, neither she nor

her husband made any attempt to develop a possible prodigy.

Instead, they tried to encourage him to indulge in the activ-

ities of any normal American boy. A note given to his mother

when he was near the age of eight indicates his youthful

problems and determination.

To begin with, I was not meant to be an athlete, I
was meant to bea composer . . . and will be, I'm
sure . . . . Don't ask me to try to forget this . . .
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and go and play football . . . please . . . .
Sometimes I've been worrying about this so much
that it makes me mad! (not very). 1

Barber's piano playing at the early age of six years

was not encouraged by his mother, who held a distaste for

amateur male pianists, and for a year or so young Barber was

given cello lessons instead. Realizing his interest in the

keyboard instrument was too strong to be denied, his parents

permitted him to return to the piano. He began to study with

William Hatton Green, who had been a pupil of Leschetizky in

Vienna and was considered the best teacher in West Chester.2

At the age of ten, Barber attempted to write an opera

called The Rose Tree to a libretto by Annie Sullivan Brosius

Noble, the family Irish cook.3 The opera dealt with a tenor

of the Metropolitan Opera Company who came to a small American

town on his vacation and fell in love with a local beauty.4

After the words and music of the first act were written,

Annie ran out of ideas and the opera went no further.

Life in West Chester was pleasant and young Barber was

for a time stimulated by the atmosphere of the place. He was

1 Nathan Broder, Samuel Barber (New York, 1954), p. 9.
2lbid p. 10.

31bid., p. 11.

4The heroine's part was written for Barber's sister, a
soprano, and the hero's part for the composer himself, then
a contralto.
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very active in performing at club meetings and high school

social events. But activites of this sort did not reveal the

true personality of Samuel Barber. He was gay and fun-loving

only when with his sister or a few intimate friends, shy and

moody when with others. As he grew older he withdrew more ant

more from the social life of the town.

When Barber reached the age of fourteen, he played for

Harold Randolph, director of the Peabody Conservatory of

Music in Baltimore, who advised him to leave school and devote

all his time to piano and composition.5 While in high school

he entered the newly opened Curtis Institute of Music in

Philadelphia where he was accepted as a charter student.6 Here

he studied composition, from the beginning his main interest,

with Rosario Scalero, piano with George Boyle and Isabelle

Vengerova, and later singing with Emilio de Gogorza, thus

becoming the first student at Curtis who majored in three

subjects.7

At about the same time (1924), Barber was appointed

organist of the Westminster Presbyterian Church in West Chester.

He did not retain his post at the church for long. Barber lost

his position at West Chester mainly for his refusal to play

fermatas, which the singers took the liberty to add, when none

were indicated in the hymns and responses.

5Broder, gj. cit., p. 14.

lbid., p. 15. 7lbid.
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By the time he was eighteen, Barber was highly recognized,

in his triple role of pianist, composer, and singer, at Curtis

Institute, as one of the most promising students. It was in

this same year (1928) that Barber was introduced to a young

Italian, Gian Carlo Menotti. This introduction was the be-

ginning of a close friendship that has endured ever since.
Menotti spent his first Thanksgiving and Christmas in America

at West Chester, and Barber was to pass many summers with

the large Menotti family in and near Milan.

Early in the year 1928, an announcement was made at

Curtis of a prize of $1,200.00 offered by Columbia University

for the best composition submitted to its judges. The prize

was called the Bearns Prize. Barber submitted his violin

sonata and won.8 This first of many awards led to the begin-

ning of Barber' s travels abroad. In Vienna, Barber met George

Antheil, an American expatriate who had created a furor in

Europe with his Ballet-Mjcaniue, and who expressed admiration

for the scores Barber showed him.9 Antheil's praise made a

lasting impression on the young composer who has sometimes

felt that he has not received much encouragement from his

American colleagues.

Due to his parents' generosity, Barber was able to

spend the summers of 1929 and 1930 in Italy with Menotti.

8 This violin sonata, like many of Barber's student
compositions and some later ones, has remained unpublished.

9Broder, .. c., p. 19.
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In the fall of 1930, Barber returned to Philadelphia still

majoring in piano, composition, and singing. It was here

that he received what may be considered his first commission.

Edward Bok had built a huge, pink marble carillon at the

Mountain Lakes bird sanctuary in Florida for which Barber

was to compose a set of pieces concerning the sanctuary.1 0

The result of the commission was a suite of which Barber

prefers not to speak.

In the summer of 1931 Barber was back in Italy. During

the fall of the same year he returned to Philadelphia at which

time he began to compose Dover Beach. This composition was

finished in the brief span of a few weeks. Dover Beach, for

voice and string quartet, Op. 3, is a successful achievement

of a difficult task.ll

Ralph Vaughn Williams told Barber that he himself had

tried to set Dover Beach and failed but that Barber had caught

the spirit of Matthew Arnold's poem.12 It was in this same

year that Barber was appointed as instructor in piano at

Curtis, a position which he held for two years (1931-1933).

By the end of the spring of 1933, Barber felt he had

derived all the benefits he could from Curtis Institute and

1 0 Ibid., p. 20.

1 1 Barber recorded Dover Beach on Victor records, which
was deleted from the catiflue some years ago and is now a
collectors' item.

1 2 Broder, gg. cit., p. 21.
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he left the school.13 He knew he would never be happy unless

he had plenty of time to compose. His father had suffered

losses of a large sum of money and Barber knew he had to find

some way in which to earn enough money to permit him to write.

He wrote his parents in 1933, "I am always preparing in the

back of my mind for the day when I will teach history of

music in Mudlevel College, Arkansas." 1 4  In the ensuing years

Barber tried singing and some teaching, among other things;

but singing did not prove profitable.

I had thought I should like to become a singer
a good way to earn a living while devoting myself
to my first love, composing. But I soon found out
that in order to be a great singer .(and it is only
amusing to be a great one) one must either very
intelligent or very stupid. I was neither.

Teaching, Barber found, involved him so deeply that his

own work suffered. However, he managed to get along, with

the help of his parents and others, until in later years he

achieved the status of earning enough from his awards,

compositions, and commissions for new works to enable him to

demote all his time to composing. This status, unfortunately,

is shared by very few American composers of serious music.

1 3 He received the degree of Bachelor of Music at the
commencement exercises held in May 1934.

14Broder, g. cit., p. 23.

1 5Charles Turner, "The Music of Samuel Barber," paera
News, XXII (January 27,1958), 7.
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It was in the summer of 1933 that Barber conceived the

idea, after reading Shelley's Prometheus Unbound, of writing

an orchestral piece based on a passage where Shelley indicates

music. It was the combination of the effect of Shelley's

lines and views of Lake Lagano and the Swiss Alps that inspired

the idea which became a reality in his Music for a Scene from

Shelley. This became the only composition by Barber to owe

its origin to the influence of a place. It was in the same

year that Barber learned that his Overture to The School for

Scandal had its first performance with a major orchestra

in Philadelphia. The composition won for Barber his second

Bearns prize of $1,200.00.

At the end of the summer of 1933, Barber traveled to

Vienna with Menotti. There he resumed lessons in singing and

studied conducting. In order to obtain practical experience

in conducting, he hired thirteen string players of the

Konzertorchester to play for him once a week. 1 6 After number-

less hours of rehearsal, Barber made his debut as a conductor

on January 4, 1934, directing a program of Corelli, Vivaldi,

Haydn, Sibelius and Menotti.

In the spring of 1934, a year after he left the Curtis

Institute, Barber was invited to spend the summer on an estate

near Rockport, Maine, where many musicians congregated. There

Barber wrote Bessie Bobtail. In this song he achieved by the

16Broder, gj. cit., p. 26.
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use of a simple rhythmic figure in the accompaniment, an

effective picture of Bessie wambling and waggling down the

road muttering her desperate words. During Barber's stay at

Rockport he rehearsed a voice recital which he presented in

the nearby town of Camden.

During the fall, Barber settled down in New York with the

aim of earning some money by singing on the radio. Barber's

duties for his first broadcast consisted of singing in the

chorus of a radio adaptation of Aida, which hardly solved his

financial problems. At this time Carl Engel, president of

G. Schirmer, Inc., brought Barber's works to the attention of

Werner Janssen, conductor of the New York Philharmonic Sym.-

phony Orchestra for the 1934-1935 season. Janssen arranged

for an all-Barber program which was broadcast on the afternoon

of February 4, 1935.

Except for a performance of Shelley, the winter of 1934-

1935 was an unhappy one for Barber. Despite his efforts, he

failed to establish himself as a singer on the radio. There

seemed to be no place for Lieder on American radio and he

refused to compromise. In addition, his application for the

Prix de Rome had been rejected.

In the spring, Barber sought seclusion in a house in

Pennsylvania used as a summer home by his family. Here he

wrote The Virgin Martyrs for a chorus of women's voices; and

here he learned that he had been awarded a Pulitzer Traveling

Scholarship of $1,500.00 for study abroad.
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Returning to Maine for the summer, Barber began work

on a symphony. While in Maine he again applied for the

Prix de Rome, submitting the same works that had been re-

jected the first time. This time the Cello Sonata and

Sherlywon the award for Barber.

Although happy to be in Rome, Barber was dissatisfied

with life at the academy and he managed to spend much of

the next two years elsewhere. The winter in Rome, however,

proved to be productive. Barber wrote approximately a

half-dozen songs, which included Rain Has Fallen and Sleep

Now to poems by James Joyce, and finished his symphony.

In February of 1936, Barber returned to America to

visit with his family but by April he was back in Rome. It

was during this time that Barber learned he had received

the Pulitzer Scholarship again. It was the first time the

award had been given twice to the same person.17 Barber set

off early in May to join Menotti at Lugano and by the middle

of June both composers were in St. Wolfgang, near Salzburg.

Here Barber wrote the chorus Let Down the Bars, Q Death,

the song I Hear a n ark, and the String Quartet, 9j. 11.

After a visit to England and Scotland, Barber settled

down in a village in Switzerland in the summer of 1939. Here

he worked on a violin concerto, but this progressed slowly.

1 7 David Ewen, American Composers Today (New York, 1949),
p. 13.
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He then set off for Paris, seeking a new and inspiring

atmosphere in which to complete the concerto. He had hardly

arrived in Paris when all Americans were warned to leave.

He sailed for home, and as the ship approached New York,

German troops invaded Poland.

Shut off though he had been from the political and

economic forces that brought about the action of war among

the nations, the violent, destructive upheaval that engulfed

the world could not fail to affect the life of Samuel Barber.

Outwardly his life changed little in the next three years.

He remained immersed in his private world of music. Inwardly,

however, there was a deepening of character, a greater sense

of responsibility to others. A new maturity nourished in

Barber. This was brought about not only by the events of

the outer world but by the onset of his father's lingering,

grave, and eventually fatal illness.

In these years (1939-1942) Barber returned to the Curtis

Institute, where he taught orchestration and organized a

small chorus and trained it in the singing of madrigals and

other works. For this group he wrote Reincarnations and A

Stopwatch and an Ordance M_. Reincarnations, for four-part

a cappella mixed chorus, is based on poems by James Stevens.

The work contains three individual songs: Antho

Da, and The Coolin'. A Stopwatch and an Ordance j is

based on a text by Stephen Spender and was written for male
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chorus and three kettledrums. Toward the end of this period,

he wrote the Second Ess for Orchestra for Bruno Walter, who

was seeking a new American work for his programs in New York.1 8

In 1943 Barber was inducted into the Army. Because of

his defective vision, he was assigned to Special Services.

After several months, he was transferred to the Air Force

where he was permitted and even encouraged to compose. As

a result he wrote the Commando March which was first performed

by the Army Air Force Band. Shortly afterward, the Army Air

Forces commissioned Barber to write a symphony for the Army

Air Force Band. For several weeks, Corporal Barber was flown

in various types of planes from one air field to another to

absorb the feeling and atmosphere of his subject. Barber

finished the work early in 1944. It was first performed as

S m hony Dedicated tothe Air Forces by the Boston Sym-

phony Orchestra under Koussevitzky on March 3, 1944.19 Barber

never learned what the public or the Army Air Forces thought

of the work, but a few days later a Chinese corporal in the

Air Forces wrote the composer that he had heard the Symphony

and disliked it intensely but had applauded vociferously be-

cause he thought that all corporals should be encouraged.20

1 8 Broder, oj. cit., p. 36.

19I d., p. 37.

20Ibid.
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Completing his military service in 1945, Barber returned

to Capricorn, a house near New York which Menotti and he had

acquired in 1943. All of Barber's compositions from Op. 19

on were written here. These include the Cello Concerto, the

ballet Medea, Knoxville: Summer of 1915, the Piano Sonata,

Melodies passaeres, Souvenirs, Hermit Songs, and Prayers of

Kierkeard.

In 1952 Barber was in Ireland. Here he began rereading

poetry of W. B. Yeats. He traveled all over Dublin tracing

the places where Yeats walked as a child and even visited

his grave. "The reawakened interest in Irish poetry led to

researches that resulted eventually in the composition of the

Hermit Spag.,21 In searching for texts for songs, Barber

came upon collections of medieval Irish poems and stories. He

was delighted with the freshness, charm, and innocence of the

poems. After selecting from various collections ten poems,

the shortest consisting of two lines and the longest of twenty-

two lines, Barber set them to music which became the Hermit

Songs. The songs were written in 1952 and 1953. The first

performance was on October 30, 1953 in Washington with Leontyne

Price, soprano, and the composer at the piano.2 2 The Hermit

Sow were commissioned by the Elizabeth Sprague Coolidge

Foundation.23

2 1Broder, 2R. cit., p. 43.

22Ibid., p. 103. 23Ibid., p. 38.
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hiring the 1940's Barber's works were frequently per-

formed and many of the early ones were recorded. But Barber

was disappointed in the lack of interest on the part of

American recording companies and therefore gladly accepted

the offer from the London Gramophone Corporation to record

some of his recent works in England with himself as conductor.

According to Arthur Cohn there are two types of composers.

There are those who work on the definite principles brought to

fruition by the previous generation and those who cast off

the fetters of the past and strike out for richer newness.

The last composers are of a minority group. Barber clings to

his classical and romantic forebears. He is an American composer

who has assimilated the creative habits of the past. Various

aspects of the songs that Samuel Barber wrote in the late

twenties and the thirties come from a romantic tradition. Re-

minders of Brahms, for example, appear in Barber's melodies

and figurations of accompaniment and sometimes even in his

harmony, yet avoiding Brahms' emphasis on meter. There is

more freedom in his harmonic language, yet it retains a basic

romantic accent. Barber is never academic.24 He is concerned

with earlier times, though he is of the twentieth century.

24Arthur Cohn, The Collector's 20th Century Music in
the Western Hemisphere (New York, 1961), p. 15.



CHAPTER II

BARBER'S SONG FORM

Fundamentally, Samuel Barber is a neo-romanticist who

takes his place among his contemporaries as one of the im-

portant American composers. He, along with Roy Harris and

William Schuman, in style might well be Europeans. Harris is

the most classically impelled of the three, Barber the most

romantic, while Schuman holds a balance between the two.1 Barber

has composed in many different forms. The works for voice and

piano are the most numerous. His compositions also include

works for full orchestra, string orchestra, chamber orchestra,

concerto combinations, stage, ballet, choral groups, voice and

orchestra, voice and string quartet, chamber music, violoncello

and piano, piano, organ, and band. Barber studies for months

or years before each new work, travels in search of an atmos-

phere that will stimulate a new composition, polishes with

infinite pains, and allows the results of spontaneity to re-

main only after a period of consideration. His compositions

are seldom shocking, experimental or rebellious, but reflect

the strict classical training he had as a boy from his com-

position teacher, Scalero, at the Curtis Institute of Music

1Norman Demuth, Musical Trends in the 20th Century
(London, 1952), p. 317.

14
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in Philadelphia. He has added to his early schooling, combining

contemporary techniques with his classical training but never

rejecting his early training. Usually he has preferred to

work within the framework of traditional forms and techniques,

adapting them to his personal utterance rather than to in-

vent new ones.2 In this respect he somewhat resembles Bach

and Mozart. His basic concern is always with universal

musical values and emotions: the expression of joy, sorrow,

nostalgia, wit, religious feeling, affection, love, passion

and desire for some sort of nobility and dignity. His music

is not only emotionally charged but picturesquely colored.

Barber is a connecting link between the classical examples

of composition and the new. He has taken the elements of the

former and combined it with the fairly new. His music has

power and stamina, like that of Roy Harris and the musical

ideas do not have to be supported for they can stand by them-

selves.3

One of the most characteristic things about Barber's

catalogue of music is the variety of approach between works.

In Prayers of Kierkegaard, he has composed a dramatic passionate

work for chorus and orchestra concerned with man's mystical

longings, while the Hermit Sog are an intimate and rather

2 Charles Turner, "The Music of Samuel Barber," oera
News, IIl (January 27, 1958), 7.

Ibid.,p. 32.
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earthy investigation of the poetry of medieval Irish monks

and their worldly yearnings.

The Hermit Songs4 are settings of anonymous Irish texts

dating from the eighth to the thirteenth centuries. Probably

written by monks and scholars, they were often found on the

margins of manuscripts they were copying and perhaps were not

always to be seen by their Father Superiors. They are small

poems, thoughts, or observations. Some are very short, and

speak in straightforward, droll, and often surprisingly

modern terms of the simple life these men led, close to

nature, to animals, and to God. "Some are literal trans-

lations, and others were especially made by W. H. Auden and

Chester Kallman.Wt5 Robin Flower in The Irish Tradition has

written as follows:

It was not only that these scribes and anchorites
lived by the destiny of their dedication in an
environment of wood and sea; it was because they
brought into that environment an eye washed
miraculously clear by a continual spiritual exer-
cise that they, first in Europe, had that strange
vision gf natural things in an almost unnatural
purity.

4The Hermit sungs, commissioned by the Elizabeth Sprague
Coolidge Foundation, were first performed by Leontyne Price,
soprano, with the composer at the piano, at the Library of
Congress, Washington, D. C., October 30, 1953.

5 Samuel Barber, Hermit Songs (New York, 1954), p. 1.

6lbid.
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The poems vary greatly in subject matter and the music

of the Hermit Sowg2 varies accordingly. Barber omits time

signatures in the songs of the cycle. This gives him a

greater freedom in composing the music. The tempo markings

for the Hermit Songs range from molto adagio to allergy con

fuoco. The length of the individual songs7 extends from five

measures (Church Bell at Night) to fifty-two measures (The

Monk and His Cat).

The cycle of ten songs begins with At Saint Patrick's

Purgatory. The text, translated by Sean O'Faolain, was

written in the thirteenth century making it the latest of

the texts. It depicts the story of a pilgrimage to Loch

Derg.8 The pilgrim is troubled, for after seeing so much sin

he cannot feel sorrowful. He prays to God to help him on his

pilgrimage and to help him overcome his heart of stone.

At Saint Patrickts Purgatory is marked allegretto. The

accompaniment consists of a steady eighth note figure which is

maintained throughout. A two measure piano introduction begins

There are individual songs within the cycle which begin
with an obvious anacrusis (Songs No. 4 and 6) although the
composer omits time signatures. In these songs measure numbers
start with what is felt to be the first complete measure. In
eav Banquet, The Crucifixion and Promiscuity, Barber
occasionally uses FrokenJTIEo sub-imIeiasures. These
are treated as separate measures and are numbered as such.
The composer uses this method in order to show distribution of
accents in otherwise questionable meters (7/8, 9/8, 8/8, 10/8).

8Loch berg (Red Lake) in County Donegal has been a place
of pilgrimage from very early times.
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this song which is built up in three parts. The first part

(mm. 1-26) begins in the key of 0 sharp minor. The first

section of this song bears elements of syncopation in the

vocal line (Fig. 1) which are contrasted in the second section

(mm. 27-30). Beginning in measure nineteen, the tonal center

of the first section moves to the key of C sharp major for

eight measures.

Pi-ty e on.m 'pile grl iae t Lock l rgI

Fig. 1--At Saint Patrickt sPuga ry, mm. 3-5

The second section begins in the key of D minor (m. 27)

and is marked at a slightly slower tempo. Although the section

is only four measures long, it is sufficient to give a definite

contrast with the first and third sections by using a slower

tempo combined with the change of accompaniment style from

moving eighth note figures to block chords. The voisc now

has the even eighth notes which move in intervals of fourths,

fifths, and minor thirds.

The third section (mm. 31-41) returns to the original

key of G sharp minor and is marked a temp. All material

present in this section is derived from the first section.

Measures thirty-one through thirty-four are identical to
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measures three through six. The accompaniment has an inter-

lude in measures thirty-five and thirty-six. Measures thirty-

seven through forty-one are taken from measures twelve through

fifteen.

Barber shows complete contrast to At Saint Patrick's

Purgatory in Church Bell at Night, the second song of the

collection. The text is a twelfth century poem translated

by Howard Mumford Jones. In the poem a church bell rings and

the hermit sings sadly that he would rather keep tryst with

the bell than be with a light and foolish woman.

The entire song consists of only five measures, making

it the shortest song of the entire group. Marked molto

adao, Church Bell at Night moves quietly never reaching

a dynamic level above mezzo-piano. The free melodic line,

written within the interval of a seventh (D sharp to C sharp),

is over an accompaniment of dissonant chords alternating with

single quarter notes. The dissonant chords are written to

represent the ringing of the church bell.

St. Itas Vision, the third of the group, stands alone

in its form among the other nine songs. It is a little scena,

with a recitative introducing a lullaby of a saint dreaming.

This eighth century poem, attributed to Saint Ita, was trans-

lated by Chester Kallman. In the recitative the saint dreams

that Christ comes down to her from Heaven in the form of a

baby that she may nurse him. The saint then sings the lullaby

to the Christ child.
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The free unmeasured recitative9 is in the secco re-

citative style and moves through various tonalities in the

major and minor modes. With the tempo marking andante con

moto, and the rocking rhythm in the melody and accompaniment

Barber leaves no doubt in the listener's mind of the lullaby's

entrance. The rocking rhythm is derived by the feeling of

6/8 meter which is characterized primarily by moving eighth

notes in the melody and the right hand of the accompaniment

over dotted quarter note figures in the left hand. The bi-

modal lullaby begins in the key of C minor and continues in

this key for twenty-three measures (mm. 1-23). In measures

twenty-four and continuing through twenty-seven the accom-

paniment winds around the key of C major with the voice line

still in the key feeling of C minor. Both lines return to

the key of C minor in measure twenty-eight and continue to

the end (mm. 28-40).

Barber continues the Hermit Sys with The Heavenly

Banquet which is marked, "Lively, with good humor." The

text, attributed to St. Brigid, tenth century, and translated

by Sean OPaolain, simply expresses the desire of the hermit

to prepare an eternal elaborate banquet for the men of Heaven

and the three Marys in his own house.

Like At Saint Patrick's Purgatory, this fourth song is

in tri-partite form. The first section (mm. 1-13) begins

9 The numbering of measures begins in the lullaby section
due to the contrasting lengths in the measures of the recitative.
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in the key of F major. In this section Barber employs the

F major scale in both the melody and the accompaniment (Fig. 2).

b L t ibeteen Of e ein rmy

pocof quasi staccafo

Fig. 2--The Heavenly Banqet, mm. l-3

This occurs twice within the first fourteen measures. These

descending scale passages do not serve to strongly enhance

the key of F major, however, since in both cases the scale

turns upward to "G", rather than ending on the tonic. The

result is a veiling of the tonality by drawing attention from

the key center. No altered tones are present in the first

area of the song.

Section two (mm. 14-35) begins in the key of A flat major,

but returns to the key of F major in measure thirty-five. As

in the first section, Barber again employs the scale passage

in this section (m. 19). The third section (mm. 35-44) is

given over to the piano. It is in the key of F major and

contains elements of section one. It bears the same rhythmic

movement as the first section and also a scale passage (m. 40).
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Barber follows The Heavenly Ban which is one of the

longer songs of the group, with the brief The Crucifixion.

Howard Munford Jones translated the twelfth century text which

briefly recreates the scene of the crucifixion of Jesus Christ.

To add to the intensity and starkness of the text, the song

is composed in the pure A minor mode built predominantly on

melodic intervals of the fourth and fifth (Pig. 3).
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Fig. 3 .-The Crucifixion, mm. 1-9
The twenty-eight measure song begins with a piano in-

troduction of three measures. The voice enters in measure
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four and continues half way through measure twenty-five.

Beginning in the last half of measure nineteen, a change in

tempo from moderato to a more tender and slower tempo is in-

dicated. In the latter half of measure nineteen and continuing

through measure twenty-five, there occurs a repetition of

material which is derived, with slight variations, from

measures four through nine. The accompaniment, returning to

tempo I, ends the song (mm. 26-28) with the same material and

in the same manner with which it began (mm. 1, 2, and first

half of 3).

The cycle continues with Sea-Snatch. The eighth and

ninth century text depicts the fury of a tempest at sea

crushing a frail boat. The text is taken from Kenneth Jackson's

A Celtic Miscellany

Barber again proves his ingenuity for variation. Like

The Crucifixion, Sea Snatch is brief. It consists of only

thirty-one measures. However, the tempo marking of The

Crucifixion is moderato with frequent fluxuations. In Sea-

Snatch, the tempo is marked allegrocon fuoco and never varies
from this marking in any one measure. The three-part form is

employed in this song, which seems to be a favorite technique

with Samuel Barber. The first section (mm. 1-9) begins in the

key of C minor with the composer avoiding any use of the tone

A flat. The voice enters in the fourth measure following the

three measure piano introduction which sets the surging mood

for this song.
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The second section (mm. 10-18) is in the Dorian mode.

There is a piano interlude of four measures (mm. 10-13) with

the voice entering in measure fourteen. In measure seventeen

the key of C minor in its pure form returns with still no use

of A flat. Beginning in measure nineteen the piano has a five

measure interlude which begins section three (mm. 19-31). This

section is identical to material in section one with the ex-

ception of measure twenty-eight which in itself is an extra

measure.

Just as St. Itats Vision stands apart from the other nine

songs in its form, so the seventh song, Promiscuity, stands

alone in the manner in which the text is set. The complete

text is set to a melodic line that moves within the interval

of a diminished fourth (Fig. 4). The voice alternates this

Fig. 4--Promiscuity, mm. 1-3

melodic line with the piano twice. With the exception of the

opening four notes and the last measure of the song, marked

sostenuto, the tempo marking for Promiscuity is allegro moderato.

These beginning four notes and the ending measure seem to form

a frame for this brief song. Within this frame, four phrases

exist. The four phrases are alternated between the voice and

piano.

- -
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Compared with Church Bell atNight, which consists of

only five measures, Promscuity, which is twelve measures in

length, is the second shortest of the collection. However,

its ninth century text is the shortest of the ten songs. The

text is simply the statement, "I do not know with whom Edan

will sleep, but I do know that Lair Edan will not sleep alone."

Priscuitj is followed by The Monk and His Cat, one of

the three longest songs in the collection. The eighth or

ninth century text was translated by W. H. Auden. The text

is centered around a philosophical scholar who describes how

well suited he and his cat are for one another. Barber uses

the accompaniment to represent the eat while the Monk sings

the vocal line. It is easy to imagine the cat crawling softly

over the keys of the piano due to the technique of using in-

tervals of seconds followed by thirds in the right hand of

the accompaniment (Fig. 5).
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senzaPa.

Fig. 5--The Monk and His Cat, mm. 6-.8

The first section of this three-part song is in the

key of F major and consists of twenty-one measures. In

these twenty-one measures the pulse of the vocal line is

reminiscent of calypso rhythm against a more steady walking

rhythm in the accompaniment. The calypso effect is derived

by the use of dotted rhythm in the vocal line, while in the

left hand of the accompaniment, moving eighth note figures

in a feeling of 9/8 represents the walking rhythm. Dynamically

the first section never reaches a level above mezzo-forte.

The middle section (mm. 22-38) shows contrast with the

first and last sections due to the fact that most of the

traces of the dotted rhythm have vanished. In this section

the voice continues predominantly with simple eighth note

movement. There is still some evidence of the walking rhythm

in the accompaniment.

In measure twenty-eight in the middle section, the key

signature for F sharp major is written. The song continues

in the key until measure thirty-nine where section three begins
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in the key of F major. Section three consists of fourteen

measures (nn. 39-52) with measures thirty-nine through forty-

five being an exact repeat of measures one through seven.

Following The Monk and His Cat is The Praises of God,

another of the shortest in the collection. Barber has the

praises of God uttered in striking rhythms and leaping motion

in both the vocal line and accompaniment with very little

evidence of stepwise movement. The tempo marking is un p22o

allegro.

The text for The Praises of God is eleventh century,

translated by W. H. Auden. It centers around the thought of

how foolish the man is who does not recognize God.

The song begins in the key of C major. It continues in

this key until measure eight where G and C sharps appear

beginning the modulation toward the key of B major. The key

signature for B major appears five measures later in measure

thirteen. This continues until measures seventeen and eighteen

where the tonality shifts with the B major signature dis-

appearing. In measures nineteen and twenty there is definite

recognition of the key of E flat major returning to original

key of C major in measure twenty-one which continues to the

end (mm. 21-31).

In the melodic line beginning in measure twenty-one,

Barber uses archaic melismas on the word "ILaudation" (Fig. 6).
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Fig. 6--The Praises of God, mm. 21-26

In The Desire foHermitage, the last of the collection,

Barber returns to a subject very dear to him and which also

gives one a closer picture of his personality: "Ah! to be all

alone in a little cell with nobody near me. 1 0  In this calm

and sustained song, Barber writes with deep passion under

the surface restraint of a melody line that winds around the

central tone G.

The voice begins in measure three and continues, with

changes of mode, to measure twenty-six where a piano inter-

lude begins. After the interlude the voice resumes (mm. 30-

39) and continues to the end. At first glance The Desire for

Hermitage appears to be in three-part song form with the piano

interlude forming the middle section. However, a theme is

used throughout the song, though altered at times, and including

the piano interlude.

Barber does not allow any system or form to bind him,

although he possesses a strong feeling for form. This is

10Nathan Broder, Samuel Barter (New York, 1954), p. 21.
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one of his closest ties with the past. A favorite technique

with Barber in form is composing songs in tri-partite form of

which he makes use in the Hermit Songs.



CHAPTER III

BARBER'xS ACCOMPANIMENTS

Samuel Barber presents a curious anomaly in an
age when all the young composers, and the older
ones, too, for that matter write works that are
in some way or -other problematical: atonal, poly-
tonal, folkish, jazzish, simplified or going back
to medieval methods.1

Barber has gone his own independent way which is basically

a romantic way. His music has been accused of being conserva-

tive; nevertheless, he has compiled his materials with beauty

of design and knowledge of the architectural and tonal structure

he was building.

While Samuel Barber has never disdained to use modern

harmonies, rhythms, and other advanced contemporary idioms, he

may well be placed in the American traditionalist camp by virtue

of his respect for Classical structure, his use of lyricism,

and his strong Romantic ideas. His early music is charac--

terized by tertian harmony though tonality is often veiled by

non-harmonic tones and non-functional chord progressions.

Modulations often occur by going to a key a semi-tone or whole-

tone away. In his early works, there is a constant oscillation

between major and minor. Sometimes the identity of the tonal

1 Marion Bauer, "American Composers of the 1900's," 20th
Century Music (New York, 1947), p. 357.

30
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center itself is subtly veiled by the shifting harmonies

(example, With Rue y Heart is Laden, Rain Has Fallen, String

quartet).

Barber's later period of harmony2 introduces extensive

quartal and quintal organizations of sonorities. 3 He has

never contested the theory that dissonance introduces tension

and consonance relaxation. This is indicated with the in-

creased display of dissonance in his music in this later

period. There is also an increased existence of tone row

which he produces in Promiscuity, number seven of the Hermit

Son. He does not hesitate to change from one system to

another within a work. In Barber's music counterpoint is

employed extensively with some poly-harmony, imitation, and

canon frequently present.

Barber's rhythms are varied and interesting. In his

song style, rhythms are largely dictated by prosody, but

Barber adds interest with clever accentuations in some of

his accompaniments. An example is The Monk and His Cat where

the accompaniment represents the cat, while the Monk is re-

presented in the vocal line.

In At Saint Patrick's Purgatory, the first of the Hermit

Sogj, the pilgrimage is cleverly depicted in a steady ostinato

2Barber's later period begins with the Violin Concerto,
Op. 14, 1939.

3Nathan Broder, Samuel Barber (New York, 1954), p. 28.
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6/8 figure in the right hand of the accompaniment. This
figure moves throughout the song, with the exception of the

middle section (mm. 27-30), where the accompaniment is built

in simple block chords (Fig. 7). With this figure moving

constantly in the right hand, the left hand is simply comprised

of dotted quarter note chords built on open fifths and interval

fifths plus the octave (Fig. 7). The harmonic structure in

Fig. 7--At Saint Patrick's Purgat , mm. 1-3

the left band is carried throughout the entire song. To ex-

press the feeling of distress in the pilgrims heart, the

musical figure falls into pairs of measures with accents on

the fourth eighth note of the first measure and on the second

and sixth eighth notes of the second measure in each pair

(Fig. 7). With the exception of the four measures where the

voice sings "But not a tear can I squeeze from my eyes"

(mm. 12-15) this accented pattern continues to the end of

the first section (m. 26).
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The first section (mm. 1-26) begins in the key of G#

minor modulating to the key of C sharp major in measure nine-

teen and, continuing through measure twenty-six. The tonality

moves to the key of D minor in the middle section (mm. 27-30).

In this section, both bands of the accompaniment play the

dotted quarter note chords built on fourths and fifths while

the voice line resumes the eighth note pattern in intervals

of fourths, fifths, and thirds which originally appeared in

the right hand of the accompaniment (Fig. 8).

f sZghtly slower

O.ly be-gotten Son by womall men e c
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Fig. 8--At Saint Patrick's Purgatory, mm. 27-28

The third section (mm. 31-41) returns to the key of G

sharp minor and continues in this key to the end of the song.

All the material in this section resembles material in the

first section. Measures thirty-one through thirty-four are

taken from measures three through six of the first section.

Measures thirty-seven through thirty-nine are similar to

l
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measures twelve and thirteen. The steady ostinato 6/8 figure

in the right hand of the accompaniment over the dotted quarter

note chords appears again. However, the composer does make

one change. The first four measures in the right hand of

the accompaniment of this last section (mm. 31-34) have been

written an octave higher than in the first section. There is

also an addition of octaves in the right hand in these four

measures whereas there was originally a single note passage

(Fig. 9).

Fig. 9--At Saint Patrick's Purgatory, mm. 31-32

In Church Bell at Night, the shortest of the group, a

definite key is not predominant. However, there is a tendency

to hear the key of F. Single quarter note tones are heard

throughout the accompaniment of the song which are F', A', C',

and D' flat. Above these single tones there are dissonant

chords to imitate the church bells (Fig. 10). These do not

relate to the key of F.
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P sonoro

Fig. 10--Church Bell at N mm. 1-2

St. Ita's Vision follows Church Bell at Nght. The

song begins with a secco recitative which shifts from tonal-

ities of D minor, C major and B major. The key of B major

is heard strongly due to a B major cadence in the accompani-

ment (Fig. 11).

Fig. 11--St. Ita's Vision, recitative accompaniment

Following the B major chord an E flat major signature ap-

pears and the tonality turns to the key of E flat major. The

tonal center winds around the key of D flat major with the reci-

tative ending on an E flat major chord in the accompaniment.
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The lullaby section of S t. Ita's Vision begins in the

key of C minor. The song continues in this key until measure

twenty-four where the tonality moves to the key of C major

for three measures (mm. 24-26). In measure twenty-seven

the key of C minor is once again evident. The song con-

tinues in this key to the conclusion (m. 40).

The accompaniment for the lullaby section of St. Ita's

Vision enhances the idea of the Saint rocking and nursing

the infant Jesus by the moving eighth note figure in the

right hand over the dotted quarter note figures in the left

hand of the accompaniment. The left hand is predominantly

in intervals of open fifths.

In measure sixteen and continuing io measure twenty-six,

Barber changes the accompaniment style. The eighth note move-

ment in the right hand is replaced by sixteenth note figures.

The sixteenth note figures are alternately harmonic intervals

of the fourth followed by a single note (Fig. 12).

Fig. 12--St. Ita's Vision, mm. 16-17

P ego wr



37

The left hand varies from dotted quarter notes in

chords or open fifths, to moving eighth note figures. In

measures sixteen, seventeen, eighteen and twenty, the scale

of E flat major is heard, ascending and descending, in the

right hand sixteenth note passages (Fig. 12).

In measures twenty-six and twenty-seven the accompaniment

is again changed. In these two measures the accompaniment

consists of arpeggios (Fig. 13).

l.a.

Fig. 13--St. Ita's Vision, mm. 26-27

Beginning in measure twenty-eight and continuing through

measure thirty-one, broken chords are in the accompaniment in

both the right and left hand. The sixteenth note passages of

the right hand return again for two and a half measures in the

last part of measure thirty-one. In measure thirty-four the

eighth note figures, which were in the beginning measures of

the lullaby accompaniment (mm. 5-19), are again heard con-

tinuing to the end of the song. The eighth note figures in

the right hand are written over dotted half-note chords in the
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left hand replacing the dotted quarter note figures in in-

tervals of open fifths prominent in the first part of the

lullaby.

Following St. Ita's Vision is The Heal Banquet. The

song is in tri-partite form and begins in the key of F major.

Just as Barber used the scale technique in St. Ita's Vision,

again the technique is outlined in The eavenly Banuet. The

scale of F major appears in both the accompaniment and vocal

line beginning in the last half of measure two through measure

three and again in measures eight and nine.

In the first section (mm. 1-13) of this song the right

band of the accompaniment is in moving eighth note figures

in a rhythmic feeling alternating between 3/4 and 6/8 time.

The left hand of the accompaniment is predominantly chordal.

The eighth note figures in the right hand are in ittervals

of fourths, major and minor thirds, fifths, sixths, and

diminished sevenths with each small interval alternated with

a larger interval (Fig. 14). The vocal line is duplicated

by the upper note of each interval in the right hand throughout

this first section with the exception of the first and second

notes of the voice part in measures four and five, the first

and second notes of measure ten, and the second note of measure

eleven.

Following a cadence in measure thirteen in which both

voice and accompaniment end on F, the tonic of the key of the
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Fig. 14--The Heavenly Bane, mm. 1-3

first section, the second section (mm. 14-35) begins with

a key change to A flat major. A modulation back to the key

of F major occurs in measures thirty-four and thirty-five.

The key signature for F major appears in measure thirty-five.

In the first twelve measures of section two (mm. 14-25) the

accompaniment style is the same as in section one with two

exceptions. The first exception is that the vocal line is

duplicated in the lower note of the intervals in the right

hand of the accompaniment in measures fourteen and fifteen

returning to the upper notes in measure eighteen. The second

exception occurs in the left hand of the accompaniment. In-

tervals of octaves plus the interval of an added seventh, open

fifths, and intervals of sixths with an added fifth are also

prevalent. These exceptions in the left hand give contrast to

the chordal accompaniment in the first section.

{
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Beginning with the last two notes in measure twenty-

five the right hand changes from the use of harmonic in-

tervals to the use of single notes over the left hand which

is predominantly in chords. This style continues until

measure thirty-four where the left hand has a single tied

half-note introduced by a grace note from a semitone below.

In the right hand of the same measure there is a quarter

note harmonic interval of a fifth followed by four ascending

eighth notes in harmonic intervals of fourths. This intro-

duces the third section which is given over to the piano

(m. 35). In measure thirty-five, Barber overlaps the second

section with the third. This is executed by the voice line

of section one continuing through measure thirty-five while

the third section, which is given over to the piano, begins

in the same measure.

The third section (mm. 35-44) returns to the key of F

major. The accompaniment style is again like the beginning

measures. Measures thirty-five through thirty-eight comprise

an exact replica of the last two notes of measure one con-

tinuing through measure six. The material in the latter half

of measure thirty-eight through forty-four is taken from the

latter part of measures six through thirteen, except the voicing

is raised by one octave and the chords in the left hand are

changed. In the last measure of the song (m. 45) there is

a crossing of hands. The right hand crosses over the left
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hand to play the material which is taken from measure twelve

originally played by the left hand.

The cycle continues with The Crucifixion. The song is

written in the pure A minor mode with stark melodic intervals

of fourths and fifths used as its outline.

The accompaniment of this song is in direct contrast

to that of the preceding song, The Hevenly Banquet. Whereas

in The Heavenly Banquet the vocal line is doubled in the ac-

companiment, the notes in the vocal line and accompaniment

of The Crucifixion are seldom duplicated. Although the melody

is not doubled in the accompaniment, there are elements which

tie the two lines together. The melodic line is built around

a figure in the interval of a fourth (E to A followed by the

note B). Each time the figure appears in the vocal line, it

is introduced in the accompaniment (Fig. 15). This occurs

A p

Fig. 15--The Crucifixion, mm. 3-4
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four times within the twenty-eight measures of the song

(mm. 3-4, 6, 19, 21). In measure twenty-one the note B

within the figure is changed to D in the vocal line.

The first nine measures of the accompaniment consist of

the right hand of predominantly eighth note figures in

melodic intervals of fourths and fifths over the left hand

of block quarter note and dotted half-notes built on harmonic

intervals of seconds, thirds, minor sixths, and one interval

of a fifth. A cadence point occurs in measure nine with the

chord in the left hand built on the interval of a sixth with

an added augmented fourth. The right hand is simply the

single note B' approached by a grace note a fifth above. Be-

ginning in measure ten and continuing through measure twelve,

the right hand is comprised of eighth note figures in melodic

intervals of fourths and fifths with the left hand consisting

of half-notes and quarter notes in harmonic intervals of

perfect open fifths. In measure sixteen the accompaniment

changes to block chords contrasting the single eighth note

movement in the right hand and octaves in the left hand in

measures of thirteen, fourteen, and fifteen. In measure nine-

teen the eighth note figure returns in the right hand over an

interval of a fourth in the left hand in the form of a whole

note. Measures twenty and twenty-one are like measures five

and six. The last three measures (mm. 26-28) which are given

over to the piano are exactly like measures one, two, and the
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first half of measure three. Grace notes are prominent

throughout the right hand of the accompaniment. These grace

notes become a motivic part of the accompaniment but not of

the voice line.

The song cycle continues with Sea-Snatch. In Sea-Snatch,

Barber combines the technique of doubling the voice line in

the accompaniment like in The Heavenly Banquet and harmonic

and melodic intervals in fourths and fifths which he used

melodically in The Crucifixion.

The first three measures of the song constitute a piano

introduction. The right hand is predominantly in intervals

of open fourths and fifths over a left hand of single eighth

note movement with the exception that each time the tonic note

C appears, it is in the interval of an octave. This lends

emphasis to the key. The left hand plays a fragment of the

voice line beginning with the anacrusis to the first measure

and continuing through measure two. In measure four the voice

enters. The material in measures four through six and the

first part of seven is the same as the beginning through

measure two with the voice line doubled in the left hand again.

Beginning in the last half of measure seven and continuing

through measure nine, the right hand ascends in intervals of

paralleled fourths over the left hand of ascending single

eighth notes. Barber uses no non-harmonic tones throughout

this first section.
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Measures ten through thirteen constitute a piano inter-

lude with the voice entering on the second note in measure

fourteen. This is the second section of the song which is still

in the key of C minor but with an altered sixth. The right

hand, beginning in measure ten and continuing through seven-

teen, now consists of chords in octaves with added fourths

or fifths. Frequently the interval of the fifth is diminished.

The material in the left hand in measure ten and continuing

through the first part of measure fifteen is an exact replica

of measures one through six. However, there is a displace-

ment of notes in the measures due to the material of measures

one through seven beginning with the anacrusis while the

material in measure ten begins on the first beat of the measure.

The third section begins in measure nineteen and continues

to the end (m. 31). Barber again introduces the section with

a piano interlude. The first section has an introduction of

three measures, the second section is introduced by a piano

interlude of four measures and now the third section is intro-

duced by a five measure piano interlude. In the interlude

of the third section the material in the left hand is basically

the same as the preceding two introductory sections (mm. 1-4

and 10-13). The left hand is entirely in octaves. The right

hand consists of single notes alternating with harmonic intervals

of fourths, fifths and octaves.
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The voice re-enters in measure twenty-four with the

familiar material of the first section. The accompaniment

changes from octave movement in measures twenty-five and

twenty-six, returning to single note movement in the next

measure with the exception of the tonic note in octaves.

In measure twenty-nine and thirty the right hand ascends

in intervals of fourths over the ascending single note move-

ment in the left hand. The song ends in measure thirty-one

with the dominant chord in second inversion resolving to the

tonic chord in root position. Both chords are without thirds

and have their lowest tone tripled.

In Promiscuity, Barber again repeats the technique of

doubling the voice line in the accompaniment. Beginning

with the last two notes of measure one and continuing through

the first note in measure four, the voice line is written in

the top note of the intervals in the right hand of the accom-

paniment. The left hand consists simply of the octave of C

in measure two and an octave of D sharp on the last note of

measure three. Beginning with the last two eighth notes of

measure four and continuing through the first note of measure

seven there is a piano interlude with the right hand playing

the vocal line an octave higher in single eighth note movement.

The left hand is in intervals of melodic sevenths and ninths.

The voice enters in measure seven and continues through measure

ten. The voice line is almost the same melodic line built
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within a diminished fourth that was used in measures one

through four. The accompaniment is written in the same manner

in which it was presented in the beginning measures. On the

last beat of measure ten, the piano has a postlude which con-

tinues to the end of the song (m. 13). The right hand plays

the melodic line in single eighth note movement which was

previously heard in measures seven through ten. The left

hand moves in melodic intervals of ninths, augmented fifths,

and tenths. In the last measure, the piano ends the song in

the same manner in which it began.

Just as St. Ita's Vision stands alone in its form and

Promiscuity is unique in the manner in which the text is set,

so The Monk and His Cat stands apart from the other songs in

the cycle in the relationship of accompaniment to the vocal

line. The accompaniment represents a cat, while the voice

line represents the monk.

The first section of this song (mm. 1-21) is in the key

of F major. In these twenty-one measures the left hand of the

accompaniment moves predominantly in a 9/8 walking rhythm. The

right hand moves in varying intervals. The most prominent are

major and minor thirds, clusters of seconds, and later tertian

based fuller chords in measures sixteen through nineteen.

The middle section (mm. 22-38) begins in the key of E

major, going to the key of F sharp major in measure twenty-eight

and continuing through thirty-eight. In measure twenty-two and
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twenty-three, both hands of the accompaniment are in chordal

style. In measures twenty-four through twenty-six the left

hand returns to the walking eighth note movement with the

block chords remaining in the right hand. In measures twenty-

eight through thirty-eight, measures in 5/8 meter alternate

with measures in 6/8 meter with eighth note movement now in

the right hand over chords in the left hand. Intervals of

fifths, sevenths, and tenths are prominent in the left hand.

Measure thirty-nine begins the third section (mm. 39-52)

which returns abruptly to the key of F major through a V7

chord in the key of F sharp major in measure thirty-eight.

The return of the F major key signature appears in measure

thirty-nine. Measures thirty-nine through forty-five are an

exact replica of measures one through seven. Measure forty-

six is like measure two with measure forty-seven given to

the piano alone. In this measure the right hand repeats the

vocal line of measure forty-six. The accompaniment in measure

forty-eight is a repeat of measure seventeen while the voice

line is a repeat of measure three. The accompaniment finishes

the song with measure forty-nine taken from measures eighteen

and nineteen. Measures fifty and fifty-one are replicas of

measure six and seven with the song ending in measure fifty-

two on a widely spaced F major chord.

Following The Monk and His Cat is The Praises of God. The

song begins in the key of C major and remains until measure
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eight where G sharp and C sharp appear beginning the modulation

toward B major. The B major signature is written in -measure

thirteen. The song continues in this key until measures

seventeen and eighteen where A and I sharps are altered with

B major signature removed at the end of measure eighteen.

In measure nineteen and twenty the tonality tends to shift

to the key of E flat major returning to the key of C major in

measure twenty-one through to the end.

In the first ten measures of the song, the accompaniment

is built in melodic intervals of ninths and tenths in eight

note movement (Fig. 16). In measures eleven and twelve the

right hand descends in intervals of fourths with the left

band moving in intervals of fourths in measure eleven and

stepwise motion in measure twelve. The accompaniment returns

FOY

Fig. 16mmThe Praises of Gd, mm. 1.-2

to the leaping motion in measures thirteen and fourteen. In

measures fifteen and sixteen, the right hand leaps, alternately
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in intervals of fifths, from a single note to harmonic inter-

vals of a fourth. The left hand consists of harmonic intervals

of fifths followed by chords built on the intervals of tenths,

elevenths and thirteenth with the two lower notes tied (Fig. 17).

Fig. 17--The Praises of God, m. 15

In measures seventeen through twenty the left hand moves

in the same manner as in measures sixteen and seventeen with

the right hand in scalewise passages (Fig. 18).

sost ye4 . sad.

Pig. 18--The Praises of God, m. 17
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From measure twenty-one to the end (m. 31) the accompaniment

resumes the leaping motion in intervals of ninths and tenths

used at the beginning of the song.

The Desire for Hermitae, the last song in the collection,

winds around the central tone G. The accompaniment begins the

song with the left hand on G playing the exact theme with

which the voice enters in measure three. After the theme is

played in measure one, the right and left hands consist of

single quarter notes on the scale steps of G and A plus

ornamental notes in arpeggio form (Fig. 19).

I 3w

Fig. 19-.-The Desire for Hermit mm. 1-.3

Beginning in measure eleven and continuing through measure

twenty-three the right hand is in constantly moving eighth

notes. The eighth notes are in large and small harmonic in-

tervals used alternately over chordal harmony in the left

hand. In measures eleven through fifteen the left hand crosses

over the right hand and plays an interval of a fifth on the

third beat in each of the five measures. In measure seventeen,

WA"
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the thematic figure heard in the first measure of the song

(Fig. 19) is played (a ninth lower). In measure twenty, the

theme is again heard in the left hand (a tenth lower than the

first). There is a piano interlude in measures twenty-six

through twenty-eight. The interlude consists predominantly

of eighth notes in constant motion. The beginning theme is

again heard in measure twenty-eight, this time three octaves

lower than the original.

The voice enters in measure twenty-nine over an accom-

paniment of alternating eighth note triplets on the notes G

and F in the right hand. Single notes and octaves occupy

the left hand. The ornamented notes in arpeggiated form ap-

pear in measures twenty-nine through thirty-three as they did

in measures one through six. The triplets in the right hand

and the single note and octave movement in the left hand

continue until measure thirty-seven where the left hand changes

to a set of four sixteenth notes followed by a sixteenth note

quintuplet on the third and fourth beats of the measure. The

right hand consists of two individual harmonic intervals of

a fourth.

Barber employs three different approaches to his accom-

paniments in the Hermit Songs. First, he treats certain songs

in a picturesque manner. In At Saint Patrick's Pry,

accents on individual notes depict the distress and trouble in

the heart of the pilgrim. In Church Bell at Night, the ac-

companiment represents bells and in The Monk and His Cat the
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accompaniment represents the cat while the voice line is

representative of the Monk.

Barber's second approach is that of doubling the voice

line in the accompaniment. This procedure occurs in St. Ita's

Vision, The Heavenly Banquet, Sea-Snatch and Promis y

The third approach is the appearance of grace notes as

a motivic part of accompaniment and not the voice line. Songs

which represent examples of this are The Crucifixion, At Saint
Patrick's Purgfatory, The Praises of God, ThDesire for Hermitage,

and Promiscuity.

The composer shifts the tonalities from major to minor

within the songs of the cycle. A favorite technique with

Samuel Barber is bi-modality. Modulations often occur by

going to keys a semi-tone or whole tone away. There are in-

stances where there is no warning of key change but simply

an abrupt assumption of a new key (The Monk and His Cat,

mm. 38-39).

Due to Barber's classical training and his strong romantic

ideas, his harmonies are not extremely dissonant. There are

instances, such as in Church Bell at 4gt, where the tonality

is veiled and a key center is simply implied by individual

notes which seem to relate to some key.



CHAPTER IV

BARBER'S MELODY

A song may be defined as a short composition for
solo voice, usually but not necessarily accom-
panied, based on a poetic text, and composed in
a fairly simple style so designed as to enhance
rather than overshadow the significance of the
text. 1

Just as singing is the most ancient and most widespread

kind of music making, so song stands out among all the forms

and types of music for the age of its tradition and for the

largeness of its repertory. Barber contributes significantly

to this repertory. Comparing the songs he has written to his

other compositions, the songs are far greater in number. He

has the gift of writing sustained melodies that flow easily

and flexibly with a high degree of expressiveness. Melodically

his music is very free but predominantly simple. This melodic

gift is evident with one of his first apprentice efforts: the

excellent Dover Beach for string quartet and voice. The melodic

nature of the songs is especially well-suited for the voice.

Lyricism is the dominant feature of Barber's output. He

knows how to create a real melody which among contemporary

composers is no small achievement. His strongest link with

1Willi Apel, "Song," Harvard Dictionary of Music (Qanbridge,
1961), p. 698.

53
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the past is in his formal structure. The classical concept

of the sonata remains the point of emphasis, even when Barber

reshapes it to suit the work at hand.2

The melodic structure in Barber's early music is largely

governed by its tonality. A typical line may be lyrical in

character, with simple freshness despite its traditional

shape.3 The early period was largely in song-like style with

some exceptions in dramatic works.

From the early forties onward, Barber's melodic style

absorbs Stravinskyan concepts. 4  Relinquishing the sweep of

traditional contability, it now relies on brief equal note.

values and adjacent pitches, and for its continuity on the

repetition of note patterns with distinct, shifting accen-

tuations and also repetitions of single notes. From this

style the composer gains playful effects in The Queen's Face

on the Suuer Coin (1942) and particularly in Monks and

Raisins (1943) where the deliberate absurdity of the text
("I have observed pink monks eating blue raisins . . .1) is

stressed by a melody similar to a counting rhyme. The same

type of melody is executed with kindred results in Promiscuity,

2Arthur Cohn, The Collector's 20th Centur Music in the
We stern Hemisphere phiiad- elp 7a,19), p.I5 ~ ~

3Nathan Broder, Samuel Barber (New York, 1954), p. 28.
4 Denis Stevens, A History of Song (London, 1960), p. 443.
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number seven of the Hermit Songs, (1952-53). This later

period is characterized by melodic angularity. Tonality

becomes less important to the vocal line than the use of

certain intervals as unifying elements, particularly in-

tervals of fourths and fifths. Wider leaps are predominant

in this later period. There is presence of major and minor

mode with the Phrygian mode found often.

In the melodic line of At Saint Patrick's Purgatory,

number one of the Hermit Sons cycle, Barber employs the

technique of outlining seventh chords which is prominent in

his later period. The outlining of the chords occurs five

times within the song. The first one begins with the second

note in measure four, the second in measure thirteen begin-

ning with the last two notes and continuing through the first

two notes in measure fourteen. The third outline is in measure

twenty-three with the last three notes through the first note

of measure twenty-four, the fourth in measure thirty-two

beginning with the second note, and the fifth in measure

thirty-eight beginning with the last two notes and continuing

through the first three notes of measure thirty-nine.

In the melodic line of the first section (mm. 1-26)

dotted eighth notes and sixteenth notes are in abundance

over the smooth eighth note movement in the right hand of the

accompaniment (Fig. 20).
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Adt m UyN a o c

poco7

'9" -simile

Fig. 20--At Saint Patrick's Purgatory, mm. 3-4

In the middle section (mm. 27-30) the melodic line shifts

from the dotted rhythm to even eighth note movement. This is

the *same material used in the right hand of the accompaniment

throughout the first section. The line leaps in intervals

of fourths, fifths, and minor thirds.

The melodic line returns -to the dotted rhythm in the last

section (mm. 31-41). There is a repetition of material in

this section. Measures thirty-one through thirty-three are

exactly like beginning measure twelve with the last two beats

of measure thirty-eight through thirty-nine being an exact

replica, intervalically, of the last two beats of measure

thirteen through measure fourteen.

In Church Bell at Night the melodic line is a mixture of

steps and sips. The largest interval is that of a fourth.

In this brief song of five measures, the melodic line

consists of only twenty-eight notes, predominantly in eighth

Flab
i

i
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note values. The twenty-eight notes of this simple melody

are in tones that lie within the compass of Dl sharp to C2

sharp.

Leaping motion, predominantly in intervals of major and

minor thirds and fourths, dominates the melodic line of the

recitative5 in St. Ita's vision, the third song of the cycle.

There are only three intervals larger than a fourth. The

first occurs in the form of an ascending diminished seventh

beginning with the note on the word "from" and ending on the

note over the first syllable of the word "Heaven." A de-

scending diminished seventh is found in measure three (on

the words "came down"). A descending minor sixth in the

last two notes of the recitative is the third of the large

intervals.

Continuing the song with the lullaby section (mm. 1-40)

leaps of intervals of a fifth and smaller dominate the melodic

line. Stepwise movement is evident with the longest line being

seven consecutive steps in length (mm. 13-14). Comparing this

with a train of twenty notes separated by at least the interval

of a third found in measures five through eight, it is extremely

brief.

Intervals of major and minor thirds and fourths are in

abundance throughout the lullaby. Frequently, intervals of

5 The measures of the recitative are not numbered. Number-
ing of measures begins with the first measure of the lullaby
section.
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perfect fifths are heard. Again, like in At Saint Patrick's

Purgatory, Barber uses the technique of outlining seventh

chords. In St. Ita's Vision the chords are minor seventh

chords which appear seven times (mm. 3, 9, 11, 12, 18, 26,

and 28).

The melodic line in measures one through eight is re-

peated in measures sixteen through twenty-three. There are

only two differences. The first difference is in measure

seventeen with the addition of the note E flat. The second

difference is in measure twenty-one which consists of four

notes. Measures twenty-six and twenty-seven are taken from

measures one and two. Measures thirty-four through thirty-

seven are exactly like measures one and two and sixteen and

seventeen but with note values augmented from eighth notes,

dominant in all previous measures, to quarter-notes and a

dotted half-note in measure forty-one. The material in

measures thirty-eight through forty may be found in diminished

note values in the individual measures twelve, twenty-seven

and thirty-six.

The melodic line of St. Ita's Vision constantly rises and

falls. The range of the melody lies within an octave and a

minor sixth (Middle C to A2 flat).

Scale passages, ranging from four notes to an octave,

dominate the melodic line of The Heavenly Banquet. The scale

of F major is employed twice in the first section (mm. 1-13)
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beginning with the last two notes of measure two and con-

tinuing through measure three and again in measures eight and

nine. In the middle section (mm. 14-35) which changes to the

key of A flat major, the scale of A flat major with an altered

D flat is used in measure nineteen. This is the only octave

passage in the middle section. The third section (mm. 35-44)

is given over to the piano.

Leaps are used sparingly in the lively melodic line of

The Heavenly Baguet. When skips do occur they are in intervals

of minor thirds, fourths, and two intervals of a fifth found

in measures four and five.

Eighth notes make up the largest portion of this moving

melodic line. The eighth note movement is constantly rising

and falling covering the range of a diminished twelfth. The

text is molded very closely to the melodic line in The Heavenly

Banquet. Barber composes the song so that the more important

words are at higher pitches in the rise and fall of the melody.

This gives the song an individual personality within the cycle.

The cycle is continued with the sorrowful, The Crucifixion,

presenting direct contrast to the lively preceding song, The

Heaven4 Banuet. Stark melodic fourths and fifths outline

the intensity and pain in the melodic line of The Crucifixion

(Fig. 21).
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At th1e cry ,ofte first Jar. The tad tcr e ci- y Thee, 0 Swad

Fig. 21--The Crucifixion, mm. 4-9

After a rest in the melodic line in measure fifteen,

the composer further emphasizes the pain in the text in

measures fifteen through seventeen. .In these measures, the

melodic line is taken from measures four through six, but

transposed an interval of a fourth higher. The higher pitch

plus the forte marking with the melodic line indicated to be

sung broadly at this point, all combine to enhance the words

of the text of these particular measures, "Ah, sore was the

suffering borne."

Barber repeats the musical material of measures four

through six in measures nineteen through twenty and the first

note of measure twenty-one. The melodic line beginning with

the last three notes in measure twenty-one and continuing

through measure twenty-two is taken indirectly from measures

six through nine.

The melodic line of Sea-Snatch is comprised primarily of

intervals of minor thirds and perfect fourths. The intervals,

along with frequent stepwise movement, hurry throughout the

song in constant eighth note motion. No other note values are

used in the entire melodic line. The voice sings without rest
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until a phrase of the text is completed. Beginning with the

last two notes in measure six, the voice sings continually

through measure nine where a piano interlude enters. This

is the procedure used throughout the song with the exception

of measures fifteen and sixteen. After the words "consumed

us" (mm. 14-15) and after the words "swallowed us" (m. 15),

there occur brief eighth rests in both instances in the

melodic line (Fig. 22). Due to the continuous motion

the winJhas co-sumvaus, swa-Wowedaus, as tu ber is oe-

Fig. 22--Sea-Snatch, mm. 15-17

throughout, these rests serve to emphasize the text at this

point seemingly as if there is time allotted for "consumption"

and "swallowing" just as the text expresses.

In measures twenty-four through twenty-seven and twenty-

nine and thirty, the melodic line is an exact replica of

measures four through nine. Measure twenty-eight, which con-

tains the highest note of the entire cycle (B 2 flat), is an

added measure in the last section of this tri-partite song.

The last four notes of measures seven and twenty-seven outline

a 0 minor seventh chord in its third inversion. The seventh

chord appears in root position in measure twenty-eight on the

third through the sixth notes.
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In the next song, Promiscuity, one of the shorter songs

of the cycle, the range of the melodic line is limited to

the interval of a fourth (0l sharp to 02). The simple four

tone melodic line is set to a text consisting of one compound

sentence with a piano interlude dividing it into two parts.

With the exception of a half-note in measures four

where the sentence is divided by the piano interlude, and in

measure nine where the sentence ends, the melodic line consists

entirely of eighth notes. The eighth notes move entirely in

intervals of major and minor thirds and major and minor seconds.

The most clever melody in the entire cycle is utilized

in The Monk and His Cat, the eighth song of the collection.

The melody represents the Monk as he praises the fittingness

of his cat and himself for each other. The cat is character-

ized in the accompaniment.

In the first section (mm. 1-21) the melodic line is

highly syncopated, being dominated by dotted rhythms and tied

notes. Below it is a smooth accompaniment, built primarily of

eighth notes in a 9/8 metric pattern (Fig. 23).

The voice moves predominantly in intervals of minor thirds

and fourths, seldom entering on the first beat of the measure

but more frequently entering on the second eighth note. The

interval of a fifth is found in measures four and eighteen.

Measures sixteen through twenty, with a slight alteration in

measure seventeen, area repetition of measures two through six.
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P -gwle Pan gut, ow- py-. we ae

Fig. 23--The Monk and His Cat, mm. 2-3

The melodic line of the middle section (mm. 22-38) is

in leaping motion changing to more stepwise movement in

measure twenty-nine. The larger portion of the melodic

line in this middle section is in eighth note movement. The

leaping motion in eighth note values seems to enhance the

text which centers around the word "rejoice" (mm. 22-26).

The leaping motion resolves to stepwise motion in the voice

line (mm. 29-38) in connection with the text expressing the

unity with which the cat and the Monk reside.

The last section (mm. 39-52) is for the most part in

repetition of the material of section one. The melodic line

in measures forty through forty-four is an exact replica of

measures two through six. In measures forty-six and forty-

eight, measures two and three are again repeated as in measures

forty and forty-one. The entire melodic line of the song is

written within the compass of an octave (El to E2).
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In The Praises of God as in The Monk and His Cat dotted

rhythm and tied notes dominate the melodic line. Although

unmarked, 6/8 meter is the most dominant, there are also

measures in 3/8 (m. 10) and 5/8 meter (ma. 11-12) present.

In measures twenty-six and twenty-seven the accompaniment,

which is alone, is in 8/8 meter. Although there is frequent

stepwise movement, the larger portion of the melody is in

intervals of major and minor thirds, fourths, and occasionally

the interval of a sixth.

In measures thirteen and fourteen, the melodic line begin-

ning on D2 sharp moves intervalically the same as measure four

and five which begins on a c1. In measures twenty-one through

twenty-three, the melody moves in ascending melodic intervals

of the fourth in eighth note rhythm on the word "Laudation."

Then the melodic line on the last four sixteenth notes of

measure twenty-three repeats the ascending passage of measures

twenty-one through twenty-three again on the word "Laudation"

this time filling in the interval of a fourth in ascending

sixteenth note (Fig. 24).
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Fig. 24--The Praises of God, mm. 21-25

In the last song of the collection, The Desire for

Hermitae, Barber returns to a subject very dear to him,

"Ah to be all alone in a little cell with nobody near me."

In this song, the composer writes with deep passion under the

melodic line which winds around the central tone G.

The melodic line moves calmly, for the most part, through-

out the song with no leaps larger than a fourth. The last

three notes in measure sixteen plus the first note in measure

seventeen outline a D minor seventh chord. In measure eighteen,

the third inversion of a B flat seventh chord is outlined and

a G sharp major seventh chord occurs on the last note of

measure twenty and the first three notes of twenty-one.

After a piano interlude, the voice enters in measure

twenty-nine with a repetition of material. Measures twenty-

nine and thirty plus the first note of thirty-one represent

duplication of measures three and four and the first note of

five . The last half of measure thirty-one through measure

thirty-three are extra measures. Triplet figures are used

abundantly throughout the melodic line. The eighth note

figure is the note value used most often.

-POCA) 4uwne-
folio
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Effective melodies must achieve a balance
between unity and variety, motion and repose,
ascending and descending motion, steps and
skips, cadences and climaxes.

The quote describes the melodies of the Hermit Sogs by

Samuel Barber very accurately. His training in voice and his

experience as a performer, tend to be evident in his composing

for the voice. He knows its possibilities and limitations

and as so many contemporary composers fail to do, avoids treat-

ing the voice as if it were merely an instrument. The melodies

in the Hermit Sog are relatively free but predominantly

simple. They move along flexibly with a high degree of ex-

pressiveness with few extremely dissonant intervals. Barber

makes frequent use of dotted rhythms throughout the melodies

of At Saint Patrick's Purgatory, The Monk and His Cat, The

Praises of God, and The Desire for Hermitage. In Church Bell

at Night, St. Itas Vision, The havenl Banuet The Cruci-

fixion, Sea-Snatch, and Promiscuit even eighth notes in al-

most constant motion are more evident.

Fundamentally, Barber is a neo-romanticist. He takes his

place among his contemporaries as one of the important American

composers. His strict classical training as a boy is evident

in his compositions. Barber adds to this classical training

by combining contemporary techniques with his earlier schooling

and works within the general framework of traditional forms

6 Denis Stevens, A History of Song (London, 1960), p. 442.
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and techniques. His basic concern is with musical values

and emotion. His music is not only emotionally charged but

picturesquely colored.

Barber has composed in almost every category with com-

positions for voice being the most numerous. A prominent

characteristic evident in Barber's catalogue of music is the

variety of approach between works. Sometimes his ability to

be concise, logical, and economical, on the one hand, and

passionate and brilliant, on the other, are combined in the

same composition.

Barber's most frequently found formal organization in

composing songs is the tri-partite form. In the Hermit Songs

five out of the ten songs in the cycle are basically in this

form with each approached in a different manner.

Tertian harmony characterizes Barber's early period though

the tonality is often veiled by non-harmonic tones and non-

functional chord progressions. Modulations often occur to keys

a semi-tone or whole tone away. Bi-modality is common and the

oscillation between major and minor sometimes occurs within

one measure. Sometimes the identity of the tonal center itself

is subtly veiled by the shifting harmonies. Some of Barber's

harmonies are built on quartal and quintal organization. While

there is an example of tone row this is not a trait that gen-

erally characterizes the works of Barber.

The accompaniments of the Hermit Sogw are varied and even

occasionally clever. Barber treats them as if they were half
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of a duet rather than merely an accompaniment. Often the

accompaniment depicts one idea while the voice represents

another. At other times the voice line is either duplicated

in the accompaniment simultaneously or a fragment of the

vocal melody is introduced first in the accompaniment.

Barber's melodies flow in a manner that is well suited

for the voice. During Barber's later period, to which the

Hermit .. ngo belong, tonality becomes less important than

the use of certain intervals. There is extensive use of

intervals of fourths and fifths.

The Hermit Songs represent a unique wedding of ancient

texts set in a contemporary musical idiom. While many

twentieth century composers have shown an interest in setting

early poems, few seem to have achieved the success that Barber

has with this intimate cycle. Though less than a dozen years

old, the Hermit Songs have already firmly established a place

in the twentieth century song literature of both teacher and

performer.



APPENDIX

HERMIT SONGS TEXTS

At Saint Patrick's Purgatory

Pity me on my pilgrimage to Loch Dergi
0 King of the churches and the bells
Bewailing your sores and your wounds,
But not a tear can I squeeze from my eyes?
Not moisten an eye after so much sins
Pity me, 0 King!
What shall I do with a heart that seeks only its own ease?

0 only begotten Son by whom all men were made,
Who shunned not the death by three wounds,
Pity me on my pilgrimage to Loch Derg
And I with a heart not softer than a stone?

Church Bell at Night

Sweet little bell, struck on a windy night,
I would liefer keep tryst with thee
Than be with a light and foolish woman.

St. Ita's Vision

"I will take nothing from my Lord," said she,
"unless He gives me His Son from Heaven
In the form of a Baby that I may nurse Him,"
So that Christ came down to her in the form.,
Of a Baby and then she said:

"Infant Jesus, at my breast,
Nothing in this world is true
Save, 0 tiny nursling, You.
Infant Jesus, at my breast,
By my heart ev'ry night,
You I nurse are not a churl
But were begot on Mary the Jewess
By Heaven's Light.
Infant Jesus, at my breast, what King is there
But You who could give everlasting Good?
Wherefor I give my food.

69
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Sing to Him, maidens, sing your best!
There is. none that has such right,
To your song as Heaven's King
Who ev'ry night is Infant. Jesus at my breast,
At my breast."

The Heavenly Banquet

I would like to have the men of Heaven in my own house;
With vats of good cheer laid out for them.
I would like to have the three Marys, their fame is

so great.
I would like people from ev'ry corner of Heaven.

I would like to have Jesus sitting here among them.
I would like a great lake of beer for the King of Kings.
I would like to be watching Heaven's family
Drinking it through all eternity.

The Crucifixion

At the cry of the first bird
They began to crucify Thee, 0 Swan!
Never shall lament cease because of that.
It was like the parting of day from night.
Ah, sore was the suffering borne
By the body of Mary's Son,
But sorer still to Him was the grief
Which for His sake came upon His Mother.

Sea-Snatch

It has broken us, it has crushed us, it has drowned us,
0 King of the starbright Kingdom of Heaven;
The wind has consumed us,- swallowed us,
As tiber is devoured by crimson fire from Heaven.
It has broken us, it has crushed us, it has drowned us,
0 King of the starbright Kingdom of Heaven!

Promiscuity

I do not know with whom Edan will sleep,
But I do know that fair Edan will not sleep alone.
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The Monk and His Cat

Pangur, white Pangur, how happy we are alone together,
Scholar and cat.
Each has his own work to do daily;
For you it is hunting, for me study.
Your shining eye watches the wall;
My feeble eye is fixed on a book.
You rejoice when your claws entrap a mause;
I re joice when my mind fathoms a problem.
Pleased with his own art, neither hinders the other;
Thus we live ever without tedium and envy.
Pangur, white Pangur, how happy we are alone together,
Scholar and cat.
Pangur, white Pangur, how happy we are.

The Praises of God

How foolish the man who does not raise his voice
And praise with joyful words, as he alone can,
Heaven's High King to whom the light birds with

no soul, but air,
All day, everywhere all day, ev'rywhere,
Laudation sing, Laudation sing.

The Desire for Hermitage

Ali to be all alone in a little cell with nobody near me;
Beloved that pilgrimage before the last pilgrimage to Death.
Singing the passing hours to cloudy Heaven;
Feeding upon dry bread and water from the cold spring.
That will be an end to evil when I am alone in a lovely
Little corner among tombs far from the houses of the great.
Ahi to be all alone in a little cell, to be all alone,
All alone, alone I came into the world, alone I shall

go from it.
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