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CHAPTER ONE
INTRODUCTION

The Barber Concerto for Violin and Orchestra Opus 14 has become a staple in the
modern literature for the violin.1 Students and professionals perform this work with
increasing frequency alongside the concertos of Mozart, Brahms, Mendelssohn, and
Tchaikovsky. Studying this Concerto challenges the performer to understand and capture
the lyrical and rhythmic energy of Barber’s work. By drawing upon the expertise of noted
violinists, this dissertation will serve as a guide for advanced violinists on how best to
prepare, study, and perform the Barber Violin Concerto.

Purpose of the Study
This writer intends to present a formal analysis of the stylistic elements,
pedagogical principles, and performance practice techniques appropriate for the study of
the Barber Violin Concerto; including a brief theoretical analysis of the work, an
historical overview of the composer and his Concerto, a comprehensive review of the
relevant literature, and a survey of exceptional professional violinists and pedagogues of
our time. A methodology of study is compiled from this survey to aid violinists and
teachers in their approach to the performance of this Concerto.

1

Michael Steinberg, The Concerto: A Listener’s Guide (New York: Oxford University Press, 1998), 31.

Need for the Study
Despite an extensive review of the literature, this writer found no published indepth scholarly study on Barber’s Violin Concerto. For the number of times it is played in
the major concert halls of the United States, one would expect to find more written about
how to study this piece. The intent of this document is to give the modern violinist a
resource for the study of this concerto through a brief theoretical analysis of the piece, a
short history of the work, and, most importantly, a guide to some of the pedagogical and
performance problems this composition presents. It will also include suggested fingerings
and bowings to use when performing the Concerto.
The Philadelphia Orchestra, the orchestra with the most detailed documentation of
its repertoire through the years, is reported to have performed the Violin Concerto more
than any of Barber’s other works except the Adagio for Strings.2 A host of well-known
artists have performed this composition: e.g., Itzhak Perlman, Hilary Hahn, Isaac Stern,
James Buswell, Nadja Salerno-Sonnenberg, Robert McDuffie, Midori, Elmar Oliviera,
Rachel Barton-Pine, and Roman Totenberg. Whether one is studying the Violin Concerto
for the purpose of performing for a studio recital, an orchestral debut, or an informal
concert, a practical and comprehensive course of study is needed.
Violinists are drawn to the Barber Violin Concerto for the contrasting textures of
its lyrical long lines and the technically challenging last movement. These characteristics
also make this concerto interesting as a pedagogical tool. The first movement begins
without the typical orchestral intrada. Barber's choice to begin the movement in this way
suggests his intent to integrate the soloist with the orchestra more closely than other

2

Barbara Heyman, Samuel Barber: The Composer and His Music (New York: Oxford University Press,
1992), 201.
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concertos. Barber did not like long orchestral introductions, and he liked cadenzas even
less.3 The “cadenza-like” writing in the Violin Concerto is closer to a vocal recitative.
The cadenza moments are shorter than in other violin concertos, and they are much more
lyrical.
If a violinist approaches this Concerto like a standard romantic concerto, he or she
may learn the first two movements relatively quickly and then stumble with the
technically challenging last movement. One should not wait until the first two
movements are learned to tackle the coordination and concentration required in the last
movement. In fact, one approach to learning the Violin Concerto is to start with the last
movement. This has been suggested by more than one respondent.
Proficient string crossings, purity of tone, an understanding of breathing, and an
intimate knowledge of the orchestral score are imperative. This work requires the focused
precision of a Mozart concerto, the lush sound production of a Brahms work, and the
technical acrobatics of a Paganini caprice. The fast perpetuo mobile triplets in the last
movement include jagged accents that must line up with the orchestra precisely. If the
orchestra struggles with the tempo, which is quite often the case in amateur orchestras,
the soloist must adjust quickly, or there will certainly be a mishap in the performance.
One cannot give and take much in the way of tempo in this movement, either, for this
same feared outcome.
The long lyrical lines in the first and second movements make this Concerto one
for which much thoughtful attention is required during the learning process. To gain a
musical understanding of this work, one must decide where to change bows, which
fingerings to use, and where to place breath marks. A cursory examination of the piece
3

Ibid, 199.
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will not disclose the challenges it holds. An intermediate student may be capable of
learning the first movement of this Concerto, but a mature performance is not likely.
This document provides a methodology valuable to all who seek to master this
work. It provides exercises to practice that will assist the violinist in approaching the
Violin Concerto and offers suggested fingerings, bowings, and strategies for performing
the work. The document offers advice about how to organize and practice the Violin
Concerto, helps to formulate instructional strategies for practicing certain difficult
excerpts throughout the work, and suggests bowings and fingerings that are helpful when
performing the piece.

Limitations of the Study
The document includes a brief biography of Samuel Barber, a précis4 of his Violin
Concerto, descriptions of some of the technical challenges, exercises to work on before
and during the study of the work, and a methodology addressing some of the problems
violinists may have while learning the Barber Violin Concerto. The survey is the core of
the methodology. The compilation of exercises, fingerings, bowings, suggested study
techniques, and the experience of the survey respondents are the basis of this
methodology for the Barber Violin Concerto.
The participants in the survey include conservatory or university professors,
leading performers in American quartets, international soloists, or members of prominent
American orchestras. All are experts on violin performance. Some have had personal
acquaintance with Barber himself. Many have had experience with this particular work

4

A musical abstract, summary or outline, first codified and used by Donald Francis Tovey in his book A
Companion to Beethoven’s Pianoforte Sonatas: Complete Analyses (New York: AMS Press, 1976).
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and have produced excellent recordings of it. The survey elicited the professionals’
expertise regarding their approach to studying the Violin Concerto, solutions to technical
problems in the work, suggested bowings and fingerings, and other advice applicable to
the study.

Context and Development of Barber’s Compositional Style
Various musical styles were evolving and gaining popularity at the start of
Barber’s career during the 1930s and 1940s. Neo-classicism was gaining a foothold. Igor
Stravinsky’s Piano Sonata in A, Symphony in C, and Pulcinella all drew on the structural
models of Classical- and Baroque-style composition. Bartók and Kodály turned to the
folk music of their own countries as source material for their compositions. At the same
time, the members of the modern Viennese school, including Schoenberg, Berg, and
Webern, focused on 12-tone, serial composition. Berg’s Der Wein, Schoenberg’s piano
and violin concertos, and Webern’s Symphony, Opus 21, exemplify this 12-tone writing
style.5 Three Places in New England, by Charles Ives, juxtaposed two different tonal
centers occurring at the same time. Ives’ Concord Sonata used meter, tone clusters, and
harmony in a new light. Multiple meters occurring simultaneously, tonal juxtaposition,
and quartal harmonies all cast a new light on classical composition.6
While all of these contemporary musical styles were emerging and becoming
popular, Samuel Barber found a lyrical style of his own based on the Western European
trends of the past centuries. He intended that his commissioned works suit the individuals

5

Homer Ulrich, A History of Music and Musical Style (New York: Harcourt, Brace & World Inc, 1963),
595-597.
6
William Martin, Music of the Twentieth Century (Englewood Cliffs, NJ: Prentice-Hall, Inc., 1980), 227228.
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for whom they were written.7 Barber “was never a camp follower of anyone.”8 He
remarked, “I’m not out to make any mark for anyone or anything but to please myself
and what I feel is right about music.”9
Thus, in contrast to the increasingly popular styles of that era—Parisian avantgarde, 12-tone, and indeterminate styles of composing—Barber’s style was considered
Neo-romantic, reflecting his love of Brahms and other Romantic composers.10 While he
intended his music to connect emotionally with audiences—to be expressive and
accessible—Barber chose not to include American tunes to aid audiences’ understanding
and appreciation.
Consequently, while composers, such as Copland and Gershwin, were writing for
the common person in the 1930s and 1940s, Barber was writing for the trained classical
musician. Billy the Kid, Rodeo, and Appalachian Spring by Copland are still favorites in
light “pops” concerts in the United States, but in the opinion of one writer, they do not
showcase melody like Barber’s music.11 The intrinsic beauty of melody and lyricism in
Barber’s compositions mirrors that of Mozart, Brahms, and Mendelssohn.
Barber was a lover of the human voice, and he adamantly insisted that musicians
performing his music emulate the style and sound of great singers. During his youth, his
instrumental writing focused so strongly on the human voice that these compositions
were regarded as “songs without words.”12 Barber, who studied composition and voice at

7

Ibid, 513.
Paul Wittke, “Samuel Barber: An Improvisatory Portrait,” G. Schirmer, Inc. and Associated Music
Publishers, Inc., http://www.schirmer.com/default.aspx?TabId=2419&State_2872=2&ComposerId_
2872=72 (accessed 17 September, 2007).
9
Barbara Heyman, Samuel Barber: The Composer and His Music, 11.
10
Daniel Felsenfeld, Benjamin Britten and Samuel Barber: Their Lives and Their Music (Pompton Plains,
NJ: Amadeus Press, LLC, 2005), 144.
11
William Martin, Music of the Twentieth Century, 251.
12
Paul Wittke, “Samuel Barber: An Improvisatory Portrait.”
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the Curtis Institute, was a wonderful vocalist whose own premiere recording of Dover
Beach, performed by Barber and the Curtis String quartet in 1935, remains among the
best available of this work to date.13
Rosario Scalero, Barber’s main composition teacher, instilled in his pupil the
understanding that music must “breathe,”14 i.e., it must conform to the flow and
movement of respiration. Use of the breath is fundamental to the training of singers, who
learn to break a phrase (in response to a breath mark) in a manner that serves to
communicate effectively the composer’s intent, yet does not interrupt the tempo.
Eventually, singers learn to intuit the placement of the breath pause, if the music is not so
marked.
With Barber’s appreciation of the human voice, he readily grasped Scalero’s
instruction on this point, and he infused his compositions with a “respiratory” component
that violinists must learn to capture as they undertake his work. The performer must
approach the Barber Violin Concerto as a vocalist, learning to determine the placement of
the breath marks where none are indicated in the score, especially in the second
movement of the Concerto. Passages with long slurs are impossible to perform in one
bow and require the soloist to determine, despite the lack of indication from the
composer, how to change the bow inaudibly while preserving the structure of the phrase
as a singer would.
In the Violin Concerto, many students tend to perform the first movement with a
tight, fast vibrato. A tight vibrato does not sound lyrical enough for the Romantic genre
Barber intended to emulate for this work. The violinist’s vibrato must be comparable to
13

Ian Lance, “Samuel Barber: Historic Recordings,” Classical Music on the Web, http://www.musicwebinternational.com/classRev/2001/June01/Barberpremieres.htm (accessed 7 March, 2009).
14
Barbara Heyman, Samuel Barber: The Composer and His Music, 36.
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that of a vocalist singing with good tone and control of the vibrato. Tension will cause
poor tone quality, inaccurate pitch, and a general loss of lyricism.
The Violin Concerto, composed in 1939, reflects an expansion of Barber’s
compositional style beyond the lyricism and tonal clarity so evident in his early works to
a style that encompassed more ambiguous tonal centers and juxtaposed rhythms.15 While
the first two movements reflect Barber’s tie to past compositional forms and are likened
to Mendelssohn’s style in their simplicity, the last movement represents a dramatic
change in style. “It is as if the composer had suddenly lost patience with certain selfimposed stylistic restrictions. With this change in style there now began a transitional
period…”16 More specifically, the finale offers “the first intimations of a new and
tightened approach,” one that is “leaner and somewhat more austere.”17
After the composition of Knoxville: Summer of 1915, composed in 1947, Barber
included “more rhetoric, more drama and more scope within the framework of the
personal lyricism.”18 Barber’s Piano Sonata, Opus 26—a work premiered by Vladimir
Horowitz in 1949—represents a further development in his use of the 12-tone harmonic
style. His tone poem, Medea’s Meditation and Dance of Vengeance, Opus 23, composed
in 1955 and premiered by Eugene Ormandy, furthered Barber’s dramatic compositional
style; and his opera, Vanessa, composed in 1958, won him a Pulitzer Prize. In 1962
Barber composed the Concerto for Piano and Orchestra, Opus 38, a work that won him
his second Pulitzer Prize. It was commissioned by G. Schirmer for the inauguration of the

15

Nathan Broder, “The Music of Samuel Barber,” Musical Quarterly 34/3 (July 1948): 31.
Ibid, 59.
17
Freed, Richard, “The Kennedy Center Program Notes,” National Symphony Orchestra, September 21–
23, 2005, http://www.kennedy-center.org/calendar/?fuseaction=composition&composition_id=3142
(accessed 15 August, 2008).
18
Eric Salzman, “Samuel Barber: Classical Clarity and Passion.” HiFi/Stereo Review (October 1996), 89.
16
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Lincoln Center for the Performing Arts week in New York City. This work was a
culmination of Barber’s flamboyant, virtuosic, harmonic, rhythmic, and stylistic pursuit
of contemporary compositional language “where the soloist is the Romantic protagonist
within the context of the Classical concerto.”19 With the Concerto for Piano and
Orchestra, as with all works subsequent to the Violin Concerto, it is evident that, despite
an expansion of his style, Barber never fully rejected the melodic and lyrical components
that remain basic to his work.
Barber was born in 1910 and died in 1981. During his career, Barber won a
Guggenheim grant, the Prix de Rome, and two Pulitzer Prizes. He was not prolific, but
the outcome of his completed works pleased the public and critics alike. “Samuel Barber,
along with Aaron Copland, is the most often performed of American composers, both at
home and abroad.”20

19

Yoon-Jung Song, “A Style Analysis of Samuel Barber’s Concerto for Piano and Orchestra, Op. 38,”
D.M.A. diss, University of Hartford, 2004, 3.
20
Emily Lu, “The Piano Concerto of Samuel Barber,” D.M.A. diss., University of Wisconsin at Madison,
1986, 89.
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CHAPTER TWO
HISTORY OF THE VIOLIN CONCERTO

Barber’s Violin Concerto is now the most frequently performed and recorded
American violin concerto,21 and by the end of the twentieth century, became one of the
most popular of all concertos.22 The history of its commissioning, as recounted in a
variety of sources, is fascinating, complex, and controversial.23
The Violin Concerto was Barber's first professional commission.24 It was the first
concerto for any instrument that he completed and offered to the public, and it was one of
only three concertos that he produced for solo instrument and orchestra.25 The Violin
Concerto was composed specifically to present the talents of Iso Briselli, who, with
Barber, had formed part of the charter class of 1924 at the Curtis Institute.26
Iso Briselli, a Russian-born prodigy, was the only pupil to accompany Carl Flesch
when Flesch left Berlin in 1924 to accept a teaching position at the Curtis Institute of
Music in Philadelphia.27 Samuel Fels, the Fels Naptha soap company magnate, and his
wife sponsored Briselli and in later years legally adopted him. It was Briselli, himself,
who is said to have requested in 1938 that Barber compose what became the Violin

21

Steven Ledbetter, “Program Notes,” Santa Rosa Symphony, March 16, 2007,
http://www.santarosasymphony.com/o8 events/event Classical-Two.asp (accessed 2 January, 2008).
22
Michael Steinberg, The Concerto: A Listener’s Guide, 31.
23
Broder, Samuel Barber (New York: G. Schirmer, Inc., 1954); Heyman, Samuel Barber: The Composer
and His Music; Diehl, “A Tale of Three Movements,” The Strad, 116/1387 (1995): 1116–1118; Schmidt,
“Violinist Attempts ‘Unplayable,’” Milwaukee Journal Sentinel (June 2, 2005); Freed, “Program Notes,”
National Symphony Orchestra (September 21–23, 2005); From the Top Radio Archive, “Extras: Special
Reports: The Real Story Behind the Barber Violin Concerto” (October 2004).
24
Barbara Heyman, Samuel Barber: The Composer and His Music, 191.
25
Richard Freed, “Program Notes,” National Symphony Orchestra; Diehl, “A Tale of Three Movements,”
The Strad.
26
Michael Steinberg, The Concerto: A Listener’s Guide, 27.
27
Boris Schwarz, Great Masters of the Violin (New York: Simon and Schuster, Inc, 1983), 333.

Concerto. Fels offered Barber a $1000 commission for the proposed work, $500 down
and $500 upon the delivery of the completed Concerto, in hopes that Briselli would
premiere the work.28
Nathan Broder's account of the commissioning suggests that Briselli and Fels
were dissatisfied with the first two movements, judging them inadequate in their ability to
showcase the technical prowess of the soloist. “When the first two movements of the
Violin Concerto were finished and shown to the violinist, [Briselli] complained that the
music was too simple and not brilliant enough for a concerto. Barber promised that the
finale would provide ample opportunity to display the artist’s technical powers. But when
this movement was submitted, the violinist declared it too difficult.”29 In an interview
conducted after Barber’s death with George K. Diehl, Briselli contradicted this account,
saying that, while he questioned the final movement's appropriateness, i.e., whether it
was a good fit with the first and second movements, he did not express concern about its
difficulty. Briselli received these two movements with “enthusiasm and admiration.”30
Briselli asked Barber to revise the Concerto, which Barber, who by then was involved
with other projects, was unwilling to do.
Barber vacated the commission, but shortly before doing so, Herbert Baumel, a
young Curtis student, was “buttonholed”31 into performing portions of the Concerto for
Mary Louise Curtis Bok, the founder of the Curtis Institute; Edith Evans Braun; Gian
Carlo Menotti; and Barber. “Briselli was not present and probably not invited” to this
“audition” of the Concerto, held after Fels refused to pay the remaining sum of the

28

George Diehl, “A Tale of Three Movements,” The Strad 116/1387 (1995): 1116-1118.
Nathan Broder, Samuel Barber (New York: G. Schirmer, Inc., 1954): 35.
30
George Diehl, “A Tale of Three Movements,” The Strad 116/1387 (1995): 1116-1118.
31
Michael Steinberg, The Concerto: A Listener’s Guide, 29.
29
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commission.32 Whether this performance was held to resolve a dispute about the
playability of the Violin Concerto, as held by Broder, or to test Barber's own concerns
about the technical feasibility of the final movement, as Heyman relates, remains a matter
of speculation.
Michael Steinberg suggests an alternate possibility to the question surrounding the
commission of this work. He states:
I can easily imagine how Barber's metrical oddities and the rapidly
shifting chromatics would be daunting to a performer who had not been
trained even in mild twentieth-century music—Flesch played virtually
none—and most of whose experience was in nineteenth-century
music…All musical experience begins with the ear: what we cannot hear
we cannot play. Barber's finale requires what has been called ‘virtuosity of
the ear’ as well as virtuosity on the fingerboard and with the bow-arm, and
the latter will not kick in unless the former is present…I propose that it
was not a question of technical or musical unhappiness so much as of a
conjunction of the two.33
What is known is that Briselli, who remained friends with Barber until the
composer's death, did not premiere the Violin Concerto. “Briselli had to relinquish his
right to the first performance” of the Concerto. Instead, the work was premiered by
Albert Spalding on February 7, 1941, with the Philadelphia Orchestra under the direction
of Eugene Ormandy.34

32

Ibid, 29.
Ibid, 30.
34
Don Hennessee, Samuel Barber: A Bio-Bibliography, 49.
33
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Given that “Barber was possibly the only American composer of the twentieth
century who was able to earn his living by composing,” the notoriety surrounding this
commission, which apparently piqued interest in the Violin Concerto, was definitely a
turning point in Barber’s career.35 A graduate of Curtis, Barber accepted a position at his
alma mater to teach and to direct the madrigal chorus. After the debut of the Violin
Concerto, he no longer needed to rely on this teaching position at Curtis for his living. He
quit teaching when he entered the army in 1942, never to return to this profession in his
lifetime.36
Performances of the Violin Concerto flourished after its initial debut, but then it
vanished from the common violin repertoire. Only at the end of the twentieth century did
the Concerto again become more widely heard and sought after. The Philadelphia
Orchestra has included the entire Barber Violin Concerto on its audition repertoire list,
along with the entire violin concertos of Bartók, Brahms, Dvořák, Mozart, Prokofiev,
Sibelius, and Tchaikovsky.37 The fact that at least one of the major orchestras in the
United States of America uses the Barber Violin Concerto to test the ability of incoming
violinists is a testament to its importance in the violin literature.

35

Jane Dressler, “The ‘Word Music’ of James Agee: Samuel Barber's Melodic Response,” NATS Journal
49 (1990): 5.
36
Barbara Heyman, Samuel Barber: The Composer and His Music, 212.
37
Philadelphia Orchestra, “Music Auditions” July, 2007, http://www.philorch.org/styles/poa02e/www/
musicauditions.html (accessed 15 August, 2007).
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Thematic and Structural Analysis
Movement I
Sonata Allegro Form
Précis38
Exposition (mm. 1-78)
1–18
Theme 1 in G major (8 bars with IAC then 2 bars extension/ 7 + 2 bars
extension)
19–26
Transition (ends with 2 bars of violin extension)
27–39
Primary Theme 2 in E minor Phrygian mode with pedal on B (5 + 5 +
2 with violin triplet figures)
40–49
Theme 1 in E major (8 + 2 again but this time with a deceptive
cadence in bar 47)
50–60
Secondary Theme 2 in E minor (2 + 2 + 4 + 2 bars of extension)
61–6539 Theme 1 truncated in E minor for 5 bars
67–78
Primary Theme 2 in E minor (5 + 6 bars of extension with horn
chords)
Development (mm. 79–124)
79–92
2 bars of violin link in B-flat major with D as bass-line, then Theme 1
fragment is augmented
93–104
G-flat major with B-flat bass line in m. 93 and a D pedal in m. 99
105–110 Theme 1 fragment in D minor with F natural in bass line
111–117 Theme 1 in G minor with G in bass line in m. 11 and A in bass line
(the V of D Major)
118–124 Primary Theme 2 in G minor to D major (m. 118) pedal V
Recapitulation (mm. 125–190)
125–14640 Theme 1 in G major (phrases as in Exposition)
147–152 Bridge in E-flat major prolonged in solo violin
153–165 Primary Theme 2 in G minor (5 + 5 +2 )
166–174 Theme 1 in C minor (No surprise cadence here)
175–190 Secondary Theme 2 in G minor (2 + 2 + 4 + 2) reaching a tonic pedal
in bar 185
Coda (mm. 191–216)
191–197 Primary Theme 2 in G minor
198–216 Tonic pedal with possible modal mixture (key change to G major but
no F sharps. Movement ends with Theme 2)

38

Donald Francis Tovey, A Companion to Beethoven’s Pianoforte Sonatas: Complete Analyses.
There is a discrepancy between bar numbers in the orchestral score and the violin and piano score. The
orchestral score excludes two measures, one of which is measure 60. Since we are discussing the violin
score in this dissertation, the measure numbers match those of the violin score, not the orchestral score.
40
This is the other measure in which the orchestral score does not match the violin score.
39

14

Movement II
Ternary Form
Introduction (mm. 1–2)
1–2
Orchestral introduction in E major with muted strings
A Section (mm. 3–36)
3–7
Theme I in E major ending in plagal cadence (5 bars: theme in oboe)
8–13
Theme I transposed up a major third (extended to 6 bars: theme in
oboe)
14–20
Theme I (4+3 bars: theme in celli extended by clarinet and oboe
fragmenting the theme)
21–25
Link in B-flat minor (5 measures)
26–36
Horn leading to Violin solo entrance (5 + 6 bars) leading to the tritone
key relationship of B-flat minor. Dominant pedal starting in measure
28
B Section (mm. 37–59)
37–44
Theme I in E minor (5+3 bars) solo violin and strings
45–59
Theme II in F major (4+7+3+Cadenza-like passage)
A1 Section (mm. 60–98)
60–70
Literal restatement of Theme I in E major (5+6 bars: theme in solo
violin instead of oboe)
71–72
Flute and oboe extension of Theme I
73–81
Theme I accompanied by orchestral string tremolo, un poco agitato
crescendo
82–88
Restatement of Theme I in C-sharp minor, solo violin
89–98
Duple vs. triple rhythm (foreshadows third movement rhythm) in Csharp minor
99–100
Triple rhythm wins over the duple meter in the cadenza-like passage
(triplets foreshadow the predominant triple rhythm of the third
movement)
101–108 PAC in 105 with 3 ms. extension

15

Movement III
Rondo Form
Introduction (mm. 1-2)
1–2
Muted timpani in A minor
A Theme (mm. 3-84)
3–17
A Theme in solo violin in A minor (duplets in triplet rhythmic pattern)
18–22
A Theme in D minor
23–38
Transition in C major for 3 bars and C minor for 12 bars
39–58
B Theme (2+2+1.5+2.5+1+2+2+4+1+1+1)
59–74
A Theme, literal repeat of opening, solo violin, (measure 71: soloist
battles a triplet descending figure with bassoon and cello in duplets)
75–84
A Theme in C major and C minor
B Theme (mm. 85–104)
85–94
B Theme in C major and minor (this theme uses the interval of a 9th)
95–104
B Theme in E major and minor (9th interval)
A Theme (mm. 104–144)
104–113 Literal restatement of A Theme in A minor orchestra tutti
114–128 Ostinato in solo violin
129–144 Transition in C major and minor
C Theme (mm. 145–172)
145–172 Four repetitions of C Theme in A minor (7+9+5+7) with first
statement in Flute and Bassoon I, second statement in Piccolo and
Clarinet I, third statement in Flute and Violin II, and the final
statement in Piccolo and Violin I
A Theme (mm. 173–187)
173–187 A Theme in sixteenth notes instead of prior statements of triplets in
solo violin
Coda (mm. 187–189)
187–189 E-flat minor triad in violin resolves to an A major/minor chord in
orchestra and solo violin to end with tonal ambiguity

16

CHAPTER THREE
REVIEW OF RELATED LITERATURE

Many articles, books, and dissertations document the life of Samuel Barber.
However, no publications were discovered that focus specifically on the Violin Concerto.

Books
Nathan Broder’s book, Samuel Barber—one of the first books to be written about
Barber—offers an eloquent account of the composer’s life and works. It is an insightful
and detailed biography.
Written prior to Barber’s death, Broder’s book chronicles Barber’s works up to
1954 and includes an appendix enumerating Barber’s published compositions, as well as
dates and locations where the works premiered. Broder provides a list of recordings in
order by opus number and a bibliography of articles about Barber and his works.
According to Broder, Barber had a comfortable upbringing in West Chester,
Pennsylvania, taking organ, piano, and cello lessons at an early age. Barber's father, as
president of the West Chester public school board, aided his son’s musical learning by
influencing the passage of a new policy allowing any student pursuing musical
composition to be excused from school every Friday afternoon to attend the Philadelphia
Orchestra concerts.41 Barber’s mother notated her son’s compositions before he knew
how to notate music himself. Also contributing to his influences in this wonderful
environment for learning music were his uncle and aunt, Sidney and Louise Homer.
Sidney was a professional composer, and Louise was a professional singer in the
41

Nathan Broder, Samuel Barber (New York: G. Schirmer, Inc., 1954): 12.

Metropolitan Opera. Barber was greatly encouraged by Sidney, whose respect for
Barber’s work lasted throughout his life.
Benjamin Britten and Samuel Barber: Their Lives and Their Music compares the
lives of Britten and Barber. Daniel Falsenfeld describes how Barber was “hailed the
fourth B after Bach, Beethoven, and Brahms” while at Curtis.42 Falsenfeld explains that
these two composers were not friends, but they were private people and became famous
composers during a time of great unrest. Falsenfeld also remarks on Barber’s great love
of opera.
Don A. Hennessee’s book is the most comprehensive discography of Barber’s
music. It lists all of his premieres, including dates, places, conductors, and prominent
musicians involved with his works and performances. In addition, it notes important
recordings of his works and provides information about where these recordings can be
found. The Violin Concerto performances of Ralph Holmes, Ede Kersey, Jaime Laredo,
Ruth Posselt, Ruggiero Ricci, Aaron Rosand, Albert Spalding, and Christopher WarrenGreen were documented in this reference. Claire Bernard, Robert Gerle, Hanse Girdach,
Louis Kaufman, Wolfgang Stavenhagen, Isaac Stern, and Ronald Thomas are shown to
be among the first violinists to record the Violin Concerto.
Barbara B. Heyman’s book, Samuel Barber: The Composer and His Music,43
presents a highly detailed, factual, chronological account of Barber’s life and the history
of his compositions. Heyman's research includes an interview with Iso Briselli that sheds
light on the controversy surrounding the commissioning of the Violin Concerto, and she

42
43

Daniel Felsenfeld, Benjamin Britten and Samuel Barber: Their Lives and Their Music, 46.
Ibid.
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is considered by Grove Music Online,44 among others, to be the preeminent Barber
authority. Most scholars, including Michael Steinberg, refer to her book.
In The Concerto,45 by Michael Steinberg, a description of the “playability” of the
work and its difficulty is provided. The fact that Carl Flesch, Briselli's teacher, was wellversed in Romantic music and preferred not to play or teach contemporary works may
have influenced Briselli's comfort level in attempting the Violin Concerto and similar
repertoire. Flesch also convinced Isaak Briselli to change his name to Iso Briselli to mask
Isaak’s Jewish heritage, given the rabid anti-Semitism during the period preceding World
War II.

Articles
“The Music of Samuel Barber,” an article written by Nathan Broder, gives a brief
overview of Barber’s style of writing up to 1948.46 Broder describes how the Violin
Concerto was the turning point in Barber's musical style. This publication lists the first
performances of Barber’s other compositions from 1927 until 1942. It also indicates
when these selected works were composed. “The Lyric Voice in Samuel Barber’s
Reincarnations,47” by David Castleberry,48 discusses the background of this set of three
pieces—“Mary Hynes,” “Anthony O Daly,” “The Coolin”—and its stylistic connections.
“The Synthesis of Material and Devices in Non-Serial Counterpoint” by Donald Chittum
briefly discusses Barber’s fugue in his Piano Sonata, Opus 26. Barber’s later work,
44

Barbara Heyman, “Samuel Barber,” Grove Music Online, L. Macy (ed.),
http://www.grovemusic.com/shared/views/article.html?section-music.01994.1 (accessed 3 January, 2008).
45
Michael Steinberg, The Concerto: A Listener's Guide, 27–32.
46
Nathan Broder, “The Music of Samuel Barber,” The Musical Quarterly, 325–335.
47
The text of this work comes from the master of Gaelic and Irish poetry, author James Stephens. This
work consists of a few of Stephens’ poems set to music.
48
David Castleberry, “The Lyric Voice in Samuel Barber’s Reincarnations,” Choral Journal 33 (1993):
17–23.
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according to Chittum, is still tonal, but not always based on major and minor chord
structures.49 “Serge Koussevitzky and the American Composer,” by Aaron Copland,
documents the exact dates and times Koussevitzky conducted Barber’s works with the
Boston Symphony Orchestra. Koussevitzky had great esteem for Barber’s music.50 “The
‘Word Music’ of James Agee: Samuel Barber’s Melodic Response,” by Jane Dressler,
analyzes Barber’s compositional style as one of assonance, alliteration, onomatopoeia,
word repetition, and phrase repetition.51 James Elson, in “The Songs of Samuel Barber,”
states: “Barber could trace his musical pedigree back to Mendelssohn and Schumann.”52
Barber's love of Brahms shone through in his music.
In his article entitled “Serialism in Barber’s Solo Piano Work,” James Fairleigh
holds that Barber “rejects the concept of total atonality.”53 Barber proved in his later
works that he could compose serial music in a very organized fashion, closer to that of
Romantic composers. Barber composed 12-tone music with a tonal center. He did not
write any of his serial works entirely in this genre. The starting pitches of his tone rows
relate in a logical fashion. When the music is ternary in nature, his starting pitches of the
rows relate by the interval of a fifth. Fairleigh discusses Barber’s later works, including
Nocturne Op. 33 and the Sonata for Piano Op. 26.
“Harmonic Organization and Sonata Form: The First Movement of Barber’s
Sonata, Op. 26” by Douglas Heist discusses Barber’s use of 12-tone composition and the
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Donald Chittum, “The Synthesis of Materials and Devices in Non-Serial Counterpoint,” Music Review,
United Kingdom 31 (1970): 124–135.
50
Aaron Copland, “Serge Koussevitzky and the American Composer,” Musical Quarterly 30/3 (1944):
255–269.
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James Fairleigh, “Serialism in Barber’s Solo Piano Works,” Piano Quarterly, USA (1970): 13–17.
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thematic development of this work.54 William Heinz, in his article “New Light on Samuel
Barber’s Reincarnations,” states that Barber was able to compose music that perfectly
matched the text of Reincarnations.55 Barber preferred composing with a tonal center, yet
he demonstrated that he was capable of composing outside of this realm.
“Samuel Barber, Jean Sibelius and the Making of an American Romantic,” by
Howard Pollack, identifies those with whom Barber preferred to be associated musically.
According to Pollack, Barber had great admiration for Brahms. It was through this
admiration that Barber met and befriended Menotti. Barber also admired Sibelius
throughout his career. Pollack points out the similarities between the compositional styles
of Barber and Sibelius. The échappée56 sighing gestures of both composers is
noteworthy. Barber and Sibelius used techniques to minimize “holes” in the orchestra,
such as “soft timpani pedals, string tremolos, crescendoing horns, and the slow amassing
of full chords.”57
Joseph Strauss’s article “The Myth of ‘Serial Tyranny’ in the 1950s and 1960s”
contains many graphs about tonal versus atonal music.58 Tonal music was published and
recorded more often than serial music. Tonal music also won more prizes and was better
received by listeners than serial music. This fact may help to explain why Barber was so
well liked by the public.

54

Douglas Heist, “Harmonic Organization and Sonata Form: The First Movement of Barber’s Sonata, Op.
26,” American Liszt Society Journal 27 (1990): 25–31.
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William Heinz, “New Light on Samuel Barber’s Reincarnations,” Choral Journal, USA 25 (1984): 25–
27.
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Paul Tobias criticizes what he believes to be Barber’s excessive willingness to
allow performers to influence his final compositions. In “The Rocky Road of an
American Orchestral Masterpiece,” Tobias asserts that Raya Garbousova, one of the
leading Russian cellists of her time, may have ruined the Barber Cello Concerto with her
stylistic markings, tempi suggestions, and fingerings.59 Barber composed his cello
concerto with Garbousova in mind. She helped edit the concerto with her own bowings
and fingerings. The Cello Concerto never gained the fame that the Violin Concerto did.
Tobias believes it would do so if Raya Garbousova’s suggestions would be eliminated
from the score of the Cello Concerto. The Violin Concerto did not have this problem. In
fact, there are no published fingerings of Barber's Violin Concerto to date.
“Samuel Barber: An Improvisatory Portrait” by Paul Wittke is a significant source
of information about Barber’s musical background and many of his works. Wittke
describes Barber’s relationships with Menotti, Mary Louise Curtis Bok, Toscanini, and
Schirmer. Barber was extremely intelligent and witty. He won many awards and was
elected to the American Academy of Arts and Letters. He called himself a “living dead
composer.” 60
Wittke’s research also found that Barber had a strong connection to the music of
J.S. Bach, playing or studying it daily. Barber also loved Brahms and adopted his style of
highly charged musical expression (Cello Sonata, 1932). Barber, like Mendelssohn and
Brahms, had romantic tendencies that were reflected in his classic style (Violin Concerto,
1939; “Scherzo” of his Piano Sonata, 1949). Barber added components of Stravinsky’s
compositional style to his later works (Capricorn Concerto, 1944). He also added
59

Paul Tobias, “The Rocky Road of an American Orchestral Masterpiece,” Journal of the Conductor’s
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“polytonality (Second Symphony, 1944), atonality (Medea, 1946; Prayers of
Kierkegaard, 1954), 12-tone rows (Nocturne, 1959; Piano Sonata), and jazz (Excursions,
1944; Hand of Bridge, 1959)”61 to his body of works.
Articles by George Diehl, “A Tale of Three Movements,”62 and Elaine Schmidt,
“Violinist Attempts Unplayable,”63 program notes by Richard Freed (written for a
performance by the National Symphony Orchestra), and a special report produced by the
From the Top radio program address the controversial commissioning of the Violin
Concerto. Diehl also discusses early reviews of the work and mentions Barber's minor
revisions to the Concerto.

Dissertations
Thirty-five dissertations about Barber’s works exist to date, none of which
focuses on the pedagogical aspects of the Violin Concerto. Out of thirty-five
dissertations, only five focus on his writing for string instruments. The following
dissertations focus on his string instrument concertos. “An Analytical, Historical and
Pedagogical Overview of Samuel Barber’s Cello Concerto, Dmitri Shostakovich’s Cello
Concerto #1, and William Walton’s Cello Concerto,” by Daniel Davies, provides a
theoretical analysis of Barber’s Cello Concerto. Important motives and themes are
revealed about the Cello Concerto. Barber’s use of “asymmetric rhythms, displaced
accents, and meter changes” in this last movement are similar to the last movement of the
Violin Concerto. In this dissertation, Davies includes six pages of performance practice
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techniques for the Cello Concerto.64 The Cello Concerto was written later than the Violin
Concerto, and Barber seemed to allow bowings and fingerings to be edited by a cellist, as
previously mentioned in the survey of Tobias’s book. G. Schirmer, Inc. has not printed
fingerings or bowings for the Violin Concerto. One reason for this may be the fact that so
many premieres were made of the work with so many different violinists.
“The Piano Concerto of Samuel Barber,” by Emily Lu, is the first dissertation to
give a structural analysis of Barber’s Piano Concerto.65 The Piano Concerto was one of
the last ten works Barber completed. This dissertation describes the “cadenza-like”
passages, as well as the fact that the cadenza in this work is placed before the
recapitulation, similar to Mendelssohn's style of writing. The Piano Concerto contains
similarities to the Violin Concerto in the “cadenza-like” passages found in both works.
The first movements of both concertos are in sonata form. Barber starts the Piano
Concerto with a recitative introduction. Like the Violin Concerto, there is no orchestral
introduction.
Yoon-Jung Song furthers the analysis of Barber’s Piano Concerto in her
dissertation, “A Style Analysis of Samuel Barber’s Concerto for Piano and Orchestra,
Op. 38.”66 The second movement of the Piano Concerto was composed independently as
the Elegy for flute and piano. It later became part of the Piano Concerto and won
Barber's second Pulitzer Prize in 1963.67 Both Song and Lu believe that the most
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important aspect of studying Barber’s work is to understand the form and layout of the
music.
“The Formal and Stylistic Analysis of the Published Music of Samuel Barber” by
Russell Friedwald offers a theoretical analysis of Barber’s published works before 1948.
This dissertation gives the general form and structure of Barber’s earlier works, the dates
these works were published, and early recordings of his works. Friedwald discusses the
difference between the earlier works of Barber and those after 1939, the year Barber
began the Violin Concerto. Even though Barber composed with a tonal center almost all
of the time, the Violin Concerto shows Barber moving away from a tonal center to that of
juxtaposed rhythms and ambiguity between major and minor intervallic relationships.68
“Dissonance Treatment in the Instrumental Music of Samuel Barber” by
Lawrence Wathen uncovers Barber’s use of contrapuntal and harmonic dissonance in the
Violin Concerto, the Cello Concerto, the Piano Sonata, Op. 26, and the Cello Sonata, Op.
6. The Violin Concerto is used to explain Barber's treatment of intervals not in “the
common chord”69 as dissonances. There are many excerpts from the second movement of
the Violin Concerto that Wathen refers to when discussing suspensions, appoggiaturas,
passing tones, and seventh chords.70
The references in this review of literature may help any violinist learn more about
Barber, the history surrounding the Violin Concerto, his style of writing, and his musical
tendencies. Although there are no publications that specifically focus on the pedagogical
aspects of this Concerto, knowing more about Barber’s style of composition and the
68
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historical context of this piece, as well as other works of his, is useful when preparing the
Concerto.
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CHAPTER IV
RESPONDENTS’ PEDAGOGICAL SUGGESTIONS

Method
Study Design and Survey Construction
Seventy-two exceptional violinists and pedagogues living in the United States
were contacted by March 28, 2008, and invited to participate in a study, the goal of which
was to elicit their suggestions regarding the style, pedagogical, and performance practice
techniques appropriate to the study of the Barber Violin Concerto. The specificity and
novelty of this task required the construction of a survey and formulation of survey
questions, as no comparable tool currently exists.
This writer designated ten excerpts from the revised Violin and Piano score with
accompanying questions for the respondents to consider. The questions were constructed
in an open-ended manner so as to impose no guidance, bias, or restriction on participants’
responses. The initial excerpts were measures 24-27, 52-60, 208-215, 281-282 from the
first movement; the middle of 45-middle of 53, 58-59 from the second movement; and
22-28, 66-74, 99-101, 137-145 from the final movement of the Concerto.
Members of the committee for this dissertation, along with other experts in the
field, suggested a reduction in the number of excerpts from ten to five and selection of
those most capable of yielding the best responses. The smaller number of excerpts
allowed respondents the ability to give detailed answers to each excerpt. Also, upon the
suggestion of the committee, the opening statement of the first movement was included in
order to gain a better knowledge of how to begin a work in which the soloist enters at the

same time as the orchestra, without an orchestral beginning to “set the stage.”
Participation in the construction of the survey by experts helped to ensure its content
validity; inter-item reliability of the tool is evident in the consistency of the participants’
responses (e.g., see fingering suggestions for excerpt 1). The utility of the survey in
providing a criterion-referenced methodology for study is founded in the master
musicianship of the survey respondents.

Procedure
Each potential respondent received a letter by electronic mail describing the intent
of this dissertation and an invitation to participate. Fifty violinists agreed to fill out the
survey. Upon receipt of a positive response to the invitation, a survey along with a
stamped return envelope was mailed to each participant on April 1, 2008. The initial
deadline to complete the survey was May 20, 2008. The potential respondents were either
violin members of notable American orchestras, international soloists, members of
quality American quartets, or they were professors at leading universities, colleges, or
conservatories in the United States.
Of the fifty original respondents who received the survey, only nine returned the
survey by the May 20 deadline. Consequently, on August 1, twenty-eight new
prospective respondents were contacted and a reminder e-mail was sent to those
respondents who initially agreed to participate but had not yet returned the survey. Three
of the initial respondents preferred to discuss the Concerto, their fingerings, bowings, and
approach to the work in greater detail than the survey allowed and requested interviews in
person. These interviews were completed by October 1, 2008. Eleven more respondents
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returned the survey by December 20, 2008. Three respondents—two new and one of the
original respondents—answered the questions of the survey by podcast January 15, 2009.
These two additional respondents were asked to participate by one respondent who felt
that the Concerto would have more depth if an interview of the respondent's main violin
teachers could be included in the survey. Two famous pedagogues agreed to answer
questions regarding the work over podcast, and the total number of respondents for this
survey became 26 violinists. Most of these violinists are educators at the college level.

Presentation of Survey Information
The letter of invitation may be found in Appendix One. The cover letter is in
Appendix Two, and the actual survey in Appendix Three. Scans of the actual survey
responses are in Appendix Four.
Learning, teaching, and performing the Barber Violin Concerto present many
technical and musical challenges. Five specific excerpts were chosen for this survey.
These excerpts include measures 1–14, measures 52–60, and measures 281–282 from the
first movement; measures 29–37 from the second movement; and measures 69–74 from
the last movement of the Concerto. The excerpts include one or more of the following
criteria: rhythmic difficulty, fingering and bowing issues, phrasing complications,
thoughts on vibrato use and tone production, intonation and shifting factors, tempo
irregularities, cadenza-like passage work, theory and score clarification, and passages in
which performers may need additional practice techniques. Practice techniques,
supplementary exercises, suggested fingerings, and suggested bowings were requested
from each participant. The interpretation of certain passages in relation to the score was
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also addressed. Each participant was given the opportunity to provide additional
information with an open-ended question at the end of the survey. The professionals
approached were carefully chosen for their ability to answer these questions and provide
any additional information about preparing and performing this work. The methodology
that follows is a compilation of responses to the survey, compiled by excerpt and ordered
first by preparation work, second by implementation and technical work, and last by
interpretation ideas violinists may use to further the study of this Concerto.
The numbers following the respondents’ suggestions refer to the number of
respondents who answered each question and, of these, the respondents who made similar
suggestions. For example, if twenty-two respondents answered a question and ten of them
suggested using a down bow on a certain note, then at the end of the suggestion the
designation 10/22 will appear.
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EXCERPT 1. Movement I, mm. 1–14

CONCERTO FOR VIOLIN AND ORCHESTRA, OP.14 by Samuel Barber. Copyright © 1942 (Renewed) by G. Schirmer, Inc.
(ASCAP) International Copyright Secured. All Rights Reserved. Used by Permission.

The first movement of the Barber Concerto for Violin and Orchestra is often
assigned well in advance of the concerto as an entirety. Sometimes this movement is
given to a student who already has a beautiful sound and proficient vibrato. However,
sometimes this work may function as a vehicle for a student who needs to work on sound
production, speed and width of vibrato, and phrasing.
In Excerpt 1, the 26 professional violinists were asked how they would work on
sound production, vibrato width and speed, and phrasing in teaching the opening of this
Concerto (measures 1–14). Suggested fingerings were also requested, as were practice
techniques for this passage. All of the respondents gave suggestions about preparation
and performance. Twenty-four respondents gave bowing and fingering suggestions. One
of the respondents gave two possible fingerings and bowings on separate photocopies of
the sheet music. Consequently, there are twenty-five pictures of the twenty-four
respondent’s bowings and fingerings. These bowings and fingerings may be found in
Appendix Four.
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BOW FACTORS
The bow for a violinist is like the breath for a singer. One must plan carefully
when to spend it, as well as when to save it, according to the musical line. Bow pressure
and speed are also important. The violinist must experiment with the use of the bow to
make the phrases in the Concerto sound connected and lyrical.
The professionals suggest that the violinist:
1. Make sure to spend the bow on the last beat with a lighter bow pressure in
measure 1 to avoid bringing out the fourth beat and interrupting the long musical
line that leads to rehearsal 1. Make use of the bow, so as to always have enough
bow when needed, and spend the bow when needed according to the musical line.
13/26
2. Keep the bow speed and weight consistent at the bow changes so the musical line
will be longer. The bow should sink into the string from the core of the string.
3/26
3. Release the tone from the arm weight. 2/26
4. Practice the opening phrase with varying bow speeds and weight pressures on
open strings, with the correct bowing and string crossings as in the real version of
the Barber. This allows the student to adjust to what is needed without adding
vibrato, intonation, and other factors to the forefront of the practice. It also
ensures that the student is aware of what is being produced when playing the real
notes and fingering. The student may play two, four, or eight measures this way
and vary bow speed throughout. 2/26
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FINGERING
It is surprising how many respondents presented the exact same fingering to begin
this work. Most of the respondents suggest beginning the Concerto on the A string. This
fingering allows the soloist to be more easily heard over the orchestra. If the performer
does not have trouble being heard over the orchestra, starting on the D string might be an
alternative idea to try. Starting on the D string with a somewhat muted sound allows the
next phrases to build in dynamics more easily.
The professionals suggest that the violinist:
1. Start on the A string. 25/26
2. Start on the D string. 1/26

BALANCE
This is one of few concertos in which the solo violin enters at the same time as the
orchestra. The violin is marked to perform a mezzo forte, yet the orchestra is quite heavy
for such a light dynamic. The Concerto is scored for two flutes, two oboes, two clarinets,
two bassoons, two horns, two trumpets, timpani, snare, a piano, and strings.
The professionals suggest that the violinist:
1. Sing the melody to help the phrasing, as well as the vibrato and bow speed. 10/26
2. Be adventurous with bowings and fingerings. Have individual expression. 8/26
3. Start the movement louder than mezzo forte. This allows the performer to have an
intimate sound in measure 11. 7/26
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4. Build dynamics sequentially. Make a crescendo from measure 3 through measure
5, crescendo through measure 7, and crescendo again from measure 8 through
measure 10. These are sequences. 4/26

TONE
Tone is of great importance when trying to gain the most volume from one’s
instrument. The beginning of this Concerto is almost deceptively simple, and it is this
deception that causes some players to start the work without the sound quality that is
required.
The professionals suggest that the violinist:
1. Maximize the ringing of the violin. Practice one note per bow using whole bows,
paying special attention to bringing out the harmonic series of each note. These
“ring tones” may match the open strings, the fourths of open strings, or fifths of
open strings. All the other notes in the work should try to emulate the open sound
of the instrument found in these ring tones. Students should take special care with
the sounding point of the bow and aim for consistent tone quality throughout the
work. 4/26
2. Increase the speed of the bow when changing bows. The turnaround of the bow at
the tip and at the frog should be a quicker speed of bow to avoid loss of tone. This
technique also produces a smoother bow change. 2/26
3. Relax the body. On the first note, pass the violin with the bow to achieve a larger
motion and a relaxed sound quality. 2/26
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4. Practice one bow per note with the same volume and sounding point to
distinguish what is a consistent sound quality. 1/26

SHIFTING
The stylistic demands of this Concerto require flawless and versatile shifting
techniques. A variety of shifting methods are suggested by the respondents. Bow pressure
and speed help to accentuate or hide shifts. Shifts in this particular work must resemble
the glissandi of great opera singers. Vibrato may help shifts by enabling the shift to stay
loose. Placing vibrato in a shift also helps to connect the notes before and after the shift.
This technique also aids in producing a constant vibrato that helps the tone and color of
the passage being played.
Relaxation is encouraged when working on shifts. The worst thing for a shift is
tension. Poor intonation and rhythm can most often be traced back to a poorly planned
shift. Timing is also crucial when performing shifts. When to leave a note and when to
arrive at the next note must be carefully planned, and daily experimentation should be
given to such aspects of practicing this work. If a player is shifting to a high position
from a much lower position, holding the violin above parallel to the floor helps the shift,
because it feels like a shorter distance to travel and gravity assists the shift rather than
making the same shift challenging.
The professionals suggest that the violinist:
1. Isolate the shifts and decide which ones are expressive or utilitarian. Most shifts
in this work are expressive and require time and energy for the actual slide up or
down the instrument. Decisions pertaining to bowing the slide need to be made
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when shifting from the old note to the new one. Many options should be explored,
such as catching the new note with the new bow stroke or sliding with the new
bow stroke. Decide if the shifts are French (slide on the old finger) or Russian
(slide on the new finger). 7/26
2. Keep the violin up when shifting on the G string and at the end of phrases. 2/26
3. In the tenth bar of the piece, there should be a slow arrival shift from the B–D on
the G string. 2/26
4. Use vibrato on shifts. 1/26
5. Students must relax both the left and right shoulder blades to accomplish a clean,
consistent, smooth shift. 1/26
6. Practice the shifts until you are satisfied. 1/26
7. Students may try using portamenti on shifts. 1/26

VIBRATO
Vibrato defines a player, as well as a piece. If the vibrato of a performer does not
match the style or feel of the work it is representing, all hope of a good performance is
lost. Because this work is so lyrical, this writer believes all violinists studying or
performing the work should listen to many vocal recordings dating from the early 20th
century to the present. Barber was a singer, and opera was in his heart and in his home.
Vocalists relax their vibrato to be heard at the back of opera houses. A singer using a
tight vibrato in an opera house would fail, because his or her voice would not be heard at
the back of the hall. The sound quality, relaxation, and the vibrato speed of the vocal
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cords are crucial to singers. When studying Barber’s works, think of his compositions as
though they were songs, arias, or recitatives.
The professionals suggest that the violinist:
1. Refer to the Carl Flesch vibrato exercises from The Art of Playing Violin. These
exercises help students learn how to practice widening and narrowing their
vibrato width, as well as increasing and slowing their vibrato speed in a controlled
manner. The variation in the vibrato will then allow phrases in the Barber to have
more variation. 14/26
2. Employ a slow and lush vibrato to project over the orchestra. Many people play
this work with a vibrato that is too fast for the mood of the work. 6/26
3. Be careful not to swell in the middle of the notes. 3/26
4. Use arm vibrato (1/26), hand vibrato (1/26), or focus on the first knuckle joint
(1/26). The violinist must loosen this joint to produce a nice sound quality at the
opening of this work. 3/26
5. Practice keeping a continuous vibrato on one note, substituting first finger, second
finger, third finger, and fourth finger without breaking the oscillation of the note.
This “substitute finger” exercise is excellent for controlling the vibrato a student
has on any piece. Practice under tempo to achieve this consistency. 3/26
6. Increase speed on sustained notes to carry music forward. One example of this is
in measure 6. Students should quicken their vibrato in the middle of the G on the
E string in measure 6. 2/26
7. Start with a narrow vibrato in the opening and expand the vibrato into bar 7. 2/26
8. Match the width of the vibrato to the bow speed and stroke. 1/26
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9. Use more vibrato, not less, in the softer passages. 1/26
10. Increase the vibrato speed during connections. 1/26
11. Give special vibrato intent to all of the chords in this work. Know which ones
should have more or less vibrato depending on the intervals being performed on
the violin and the function of the chords within the work. 1/26

TEMPO
Many performers do not begin the Barber Violin Concerto at the speed he
indicates. The tendency is to take the movement slower than 100 beats per minute. If the
performer slows the tempo of this movement too much, there is little difference in tempi
between the first and second movements. When beginning with the orchestra, the tempo
is not negotiable.
Some orchestras may try to begin in the slower tempo because they have heard it
played this way, and the musicians onstage have a preconceived notion about how the
work should be performed. But the soloist must be in agreement with the conductor
before walking onstage as to which is correct: the tempo marking Barber indicates or the
tempo marking at which the orchestra is physically capable of performing the work. With
a community orchestra, the tempo may be debatable because the orchestra may have a
top speed in the last movement that cannot be moved faster. If the orchestra thinks of the
work in two, instead of four, this suggestion may help the orchestra move ahead and keep
the phrasing within the work constantly moving.
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The professionals suggest that the violinist:
1. Make a clear distinction between the triplets and the duplets. Practice switching
from duplets to triplets with a steady beat and no slurs, using one bow per beat.
8/26
2. Stay in rhythm, even when moving forward or backward with the music. The
rubato is written out by Barber for the violinist. When the orchestra is not playing,
the soloist may use rubato. 5/26
3. The quarter note should be played as Barber suggests, at 100 beats per minute.
The phrase is long and must be sustained until measure 11. There must be a
contrast between the first and second movements. Most important, Barber
indicated this is the tempo at which he wanted the Concerto played. 3/26
4. Think about the piece in two or even one, but not four. 2/26
5. Expand the triplet in the second bar by elongating the first note of the triplet. 2/26

INTONATION
Sometimes the easiest works on paper are actually the most difficult to perform
under pressure. Mozart, for example, is not nearly as technically challenging as Barber,
yet his repertoire is constantly requested in competitions and auditions. Barber is likened
to Mozart in his purity of sound. There are no gymnastics in the first two movements of
the Barber, yet the notes do not lie well on the violin. The same notes played on the piano
would be quite simple, and it is this simple-seeming quality that is most needed when
performing this work. The Barber must not include any notes that are out of tune. A lot of
people spend too much time working on the last movement of this work and do not give
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the opening the care and attention it deserves. As well as learning the notes in relation to
one another on the violin, the violinist must relate the chords, phrases, nuances, and
structure to the orchestral score.
The professionals suggest that the violinist:
1. Play different chords with different colors on the violin. If the music is played in
the major key and then the very same music is changed only slightly by one note,
the color must change the second time. 8/26
2. Listen to recordings to help gain an understanding of the piece. 7/26
3. Relate the phrases to the score, as well. Dissonances should be brought out, as
should consonants and cadences. 3/26
4. Play the chords on the piano when studying the score to get a better understanding
of the harmony of the work. 2/26
5. Play in tune and practice tuning to sevenths and ninths above notes that are held
by the orchestra. 1/26
6. Do not give so much attention to the last movement that the opening of the whole
Concerto is out of tune when performed with orchestra. 1/26

SCORE STUDY
The Barber Violin Concerto is the only concerto I am aware of in which one
version exists for piano and solo violin and a different version exists for orchestra and
violin. To truly understand this Concerto, one must learn both.
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The professionals suggest that the violinist:
1. Study the Concerto first with the orchestral score, rather than the piano score in
mind, because concertos are meant to be performed with orchestra. 4/26
2. Study this work with the piano in mind, however, if performing for a competition.
More often than not, one must win first the competition with piano
accompaniment and then perform the solo with orchestra. 3/26
3. Start the first note of the orchestra and soloist at the same time as the piano’s last
note of the chord, since the piano contributes a remarkable color to the first chord.
2/26
4. Play either a Schenkerian reduction of the score or simply the chords found in the
piano score to hear the harmonies before learning the work. 2/26

41

EXCERPT 2. Movement I, mm. 52-60

CONCERTO FOR VIOLIN AND ORCHESTRA, OP.14 by Samuel Barber. Copyright © 1942 (Renewed) by G. Schirmer, Inc.
(ASCAP) International Copyright Secured. All Rights Reserved. Used by Permission.

In Excerpt 2, the 26 professional violinists were asked how they would work on
measures 52–60 in the first movement. All of the respondents gave suggestions about
how best to prepare and perform this work. Suggested fingerings and bowings were also
requested. Twenty-four out of the twenty-six respondents gave bowing and fingering
suggestions that may be found in Appendix Four.

BOW FACTORS
There are a few difficulties for the performer’s bow arm when preparing this
passage in the Barber. First, in measures 52–54, the slurred spiccato across four strings
on every other beat is uncomfortable. In measures 55–57, again the violinist must cross
all four strings on every beat, but should he or she still connect the bow, or should the
performer become more on-the-string? As the passage moves away from a spiccato
stroke, the stroke must gradually become détaché. In measures 58–60, the difficulties
include being heard above the orchestra and playing these notes in time, in tune, and
together with the orchestra.
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The professionals suggest that the violinist:
1. Practice with no bow. Practice Ševčík Op. 3 #27 to work on right-hand wrist
movement. Do not move the fingers of the right hand. Focus on moving the wrist
only, without making a sound on the instrument. 12/26
2. Move the minimum amount possible with the upper arm. Feel the inside corner of
each string as though playing a double-stop. Make sure not to just move the hand,
or the bouncing will not happen. The elbow and wrist levels must move in line
with each other. 11/26
3. Practice using only the open strings of the notes that appear in the score. 11/26
4. Do the following for a good spiccato:
a. Keep the violin up. Do not bounce the bow on a tilted surface.
b. Angle the bow hair flatter.
c. Keep the contact point of the bow closer to the bridge.
d. Use very little bow.
e. Find the correct spot of the bow to achieve a good spiccato. Usually the
balancing point of the bow is a good place to start experimenting with
bouncing the bow. 9/26
5. Practice a collé bow stroke with articulation at the beginning of every bow stroke.
This should just be used for practice purposes to ensure clarity when performing
with orchestra. 9/26
6. Practice double-stops to get the bow close to both strings during a string crossing.
8/26
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7. Change the string with the next note rather than preparing the bow change after
the old note has been played. This “think ahead” method involves heading toward
the next string before actually having to play the note. A way to practice this is to
accent the point of landing on the new string. The elbow level and arm level need
to be ahead of the note, as well. 6/26
8. Practice articulating the left-hand finger action by placing fingers down on the
fingerboard so quickly and so precisely that the violin makes a pizzicato sound.
The fingers should lift at the same speed and with the same amount of clarity as
they were placed in the string. Think of the left-hand fingers as “magnets.” 5/26
9. Practice the third line of the excerpt first with separate bow strokes and then
slurring two notes per bow, four notes, and eight notes per bow. 4/26
10. Play the last line of the excerpt with flat bow hair to achieve a large tone. One
may also tilt the stick of the bow closer to the bridge to be heard over the
orchestra. 4/26
11. Use an upward motion before starting any down-bow stroke. There is no downbow without an up-bow breath. 3/26
12. Practice throwing the bow to make a spiccato sound. Then practice retaking the
bow after making each group of four-note spiccato bow strokes. These will help
distinguish the sound one is looking for when actually playing the passage, but
may not necessarily be good techniques to use when performing the passage. 2/26
13. Do not lift the bow before the groups of four sixteenth-note slurred staccato
passages. Make a distinction at the beginning of the four-notes by elongating the
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amount of bow given to the first of these notes. This gives the appearance of an
accent at the beginning of the bow stroke. 2/26
14. Make sure to stay in the lower-middle part of the bow on the détaché. 1/26
15. Vary the speed in which this passage is practiced not just by building up the
tempo in increments, but practicing slowly, then much faster and then slower
again. 1/26
16. Even if the soloist is not heard at the end of the excerpt over the orchestra, the
performer must use whole bows in order to appear as though he or she is playing.
1/26
17. In the second line of this excerpt, the bow should become longer and gradually
become an on-the-string, détaché bow stroke. 1/26
18. Start from the string to achieve a “flying spiccato.” 1/26
19. Practice ending each note with the bow moving to the string of the new note. 1/26
20. Lift the bow before the groups of four sixteenth-note slurred staccato passages.
1/26

FINGERING
How a violinist places his or her fingers on the instrument has a great deal to do
with how well the passage is heard by the audience. At the end of the excerpt, when there
are long slurs with the right hand and fast left-hand finger work, the fingers of the left
hand must come down against the fingerboard more quickly and with greater pressure
than they should during a melodic passage. This gives clarity to the passage. The spiccato
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passagework, however, must have a looser left hand. The right hand makes more of the
articulation in this type of playing.
The professionals suggest that the violinist:
1. Place the fingers down ahead of time to achieve the quickest, cleanest succession
of notes. Block fingering helps passages sound smooth. An example of this is in
the first measure of this passage. 7/26
2. Articulate the left-hand finger action to achieve clarity. 4/26
3. Bring the left elbow around. It should always move to the correct spot according
to which string and what position is about to be played. The thumb may need to
move to find a relaxed hand position. 3/26
4. Practice with no bow. 3/26
5. Allow the left-hand fingers to “think ahead” and be close to the string, ready to be
placed down as quickly as possible. 2/26

TONE
Tone is important in every work. In the Barber Violin Concerto, one must vary the
tone color and somehow find a simple, open, honest American sound, and keep that
sound throughout the work.
The professionals suggest that the violinist:
1. Think about the different tone colors. An example of this might be to play an open
E in measure 52, and then a fourth finger on the A string in measures 53–54. 4/26
2. Sculpt the tone of each note, and try to find the ring tones of these notes. 2/26
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INTONATION
The intonation of this passage is not extremely difficult. People may forget to
spend time on the intonation here when focusing so much on the bow aspect of the
passage.
The professionals suggest that the violinist:
1. Practice double-stops for intonation. Practice holding down all four fingers
needed to perform the first bar’s sixteenth-notes passage on the fingerboard at the
same time. Alternate the pressure of the first, second, third, and fourth fingers.
Practice vibrato while performing double-stops. 11/26
2. Practice the higher octaves in first position prior to finding it in higher positions.
2/26

RHYTHM
The rhythm is only tricky when deciding whether one is performing with a piano
accompaniment or an orchestra. The orchestra will definitely hold back going into
measure 61, but some pianists may not feel the accompaniment is strong enough on the
piano alone to hold back. These types of endings and beginnings in the Barber Violin
Concerto must be thought out not only with piano accompaniment, but also with
orchestra. One performance with orchestra may influence another performance with
piano accompaniment.
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The professionals suggest that the violinist:
1. Practice the scale passages with many different rhythms in units of four or eight
notes.
a. Practice with accents.
b. Practice with tenutos.
c. Practice without slurs.
d. Practice with slurs.
e. Practice with string units.
f. Practice with position units.
g. Practice with tenutos, as well as accents.
h. Add a note unit practice. 15/26
2. Start slowly with a metronome and increase speed. Reach the desired speed
within the same day, not weeks later. 2/26
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EXCERPT 3. Movement I, mm. 281–282

CONCERTO FOR VIOLIN AND ORCHESTRA, OP.14 by Samuel Barber. Copyright © 1942 (Renewed) by G. Schirmer, Inc.
(ASCAP) International Copyright Secured. All Rights Reserved. Used by Permission.

In Excerpt 3, the 26 professional violinists were asked how they would work on
measures 281–282 in the first movement. They were asked what part of the bow to use in
this cadenza-like passage. Suggested fingerings and bowings were also requested. All of
the respondents gave suggestions about how best to prepare and perform this work.
Twenty-four of the twenty-six respondents gave bowing and fingering suggestions. These
suggestions may be found in Appendix Four.

BOW FACTORS
The bow needs to be strong and yet free from any regular expectations in this
passage. Varying the speed, weight, and contact point is necessary for this to sound
dramatic.
The professionals suggest that the violinist:
1. Use the whole bow for the fortissimo passage (9/26), use the natural weight of
frog of the bow to achieve a fortissimo sound for this excerpt (11/26), or start at
the frog and grow into using full bows (6/26). There is a huge difference of
opinion among the respondents about how to spend the bow in the first half of this
excerpt.
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2. Use a “percussive” sound at the beginnings of bow strokes for the first four notes
of the passage (6/26). Drop the bow on the string to achieve this “speech like,
syllabic” sound (2//26). These eight respondents agree on the need for
articulation, but they may not agree on how the articulation is to be produced.
3. Make smooth bow changes. The speed of the bow is critical in doing so at the
“lentamente allargando e diminuendo molto.” 4/26
4. Move toward the fingerboard at the end of the excerpt. 2/26
5. Employ a slow bow. 1/26
6. Move toward the bridge to achieve a nice fortissimo. 1/26
7. Crescendo into the tritone. 1/26
8. Use a portamento on the last four notes. 1/26

SHIFTING
Successfully executing this passage depends on how advanced a person’s shifting
abilities are.
The professionals suggest that the violinist:
1. Practice overlap bowing to aid in shifting. 5/26
2. Glissando into the C before Rehearsal 17. 3/26
3. Look for the correct shifting speed. 2/26
4. Make the shift to the tritone with the arm and move the thumb. This is a three-part
sequence. 2/26
5. Approach the double-stops with legato finger action. 1/26
6. Keep the violin up at rehearsal 17. 1/26
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INTONATION
The notes must be in the violinist’s ear first in order to perform them in tune. This
holds true for any passage, but this excerpt is especially tricky for securing intonation,
and it demands knowledge of the fingerboard in many octaves.
The professionals suggest that the violinist:
1. Be able to sing the last five pitches, or they will be “hoping and groping” for
intonation. This clarifies musical intentions and pacing. 13/26
2. Practice overlap bowing. 9/26
3. Listen to recordings to help gain musical ideas. 6/26
4. Practice double-stops to secure intonation. Hold fingers down to aid pitch and
muscle memory. 2/26 Tap fingers on the fingerboard, and play open strings
between every note. 1/26
5. Practice in first position for solid intonation. 1/26
6. Secure notes in different octaves, starting with the lowest and moving to the
highest. 1/26

RHYTHM
During a recitative in an opera, a singer may take the amount of time he or she
needs to express the music adequately. Of course, there are tasteful ways in which to
present rubato, and the violinist must aim for the most tasteful rubato in this passage.
The professionals suggest that the violinist:
1. Practice without rubato first. Then add rubato. One should take time and give
back the same amount of time. If the metronome is playing, all the time taken
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should be given back so one ends up with the metronome at the end of the phrase.
3/26
2. Move forward in tempo on the triplets and backwards on the duplets. 3/26

THEORY
This passage is similar to a recitative in an opera. The pacing of this section
should reflect the timing given to a singer in such a moment onstage.
The professionals suggest that the violinist:
1. Remember that “a piacere” means “as you please.” Barber manipulates the
rhythm in such a way that the excerpt sounds free. 1/26
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EXCERPT 4. Movement II, mm. 29–middle of 37

CONCERTO FOR VIOLIN AND ORCHESTRA, OP.14 by Samuel Barber. Copyright © 1942 (Renewed) by G. Schirmer, Inc.
(ASCAP) International Copyright Secured. All Rights Reserved. Used by Permission.

In Excerpt 4, the 26 professional violinists were asked how they would work on
measures 29 through the middle of measure 37 in the second movement. In this work
there are many extremely long, lyrical lines that are impossible to perform without
altering the given bowing. Twenty-three of the respondents gave suggestions about how
best to prepare and perform this work. Suggested fingerings and bowings were requested.
Twenty-three of the twenty-six respondents gave bowing and fingering suggestions,
which may be found in Appendix Four.

BOW FACTORS
This excerpt is most difficult because of the lack of indication for where one
should change the bow. This gives the performer considerable latitude when choosing
bowings, yet it also forces the violinist to think. Phrasing, therefore, needs to be carefully
studied.
The professionals suggest that the violinist:
1. Perform this excerpt with molto legato bow changes. The bow should be similar
to a “revolving bow.” 16/23
2. Use a light bow pressure. Barber wrote this excerpt with piano phrase markings.
5/23
3. Change bow according to the phrases. 5/23
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4. Articulate the bow changes. 1/23
5. Slur one bow per measure to keep the line moving. 1/23
6. Remember that bowing also depends on the tempo and volume a performer uses.
1/23

RHYTHM
No matter how the performer decides to perform this excerpt rhythmically, there
should be a clear plan. If rubato is to be used, the placement of the moving notes should
be worked out ahead of time, as should attention to the rhythmic variation.
The professionals suggest that the violinist:
1. Use rubato while the orchestra holds notes below the soloist (3/23). Two
respondents, however, believe the rubato is written out by Barber (2/23).
2. Practice with a metronome, subdividing in eight to make sure not to hurry. 4/23
3. Move tempo forward during dotted quarter notes, and sustain the volume to keep
music building. 2/23
4. Practice fortissimo to hear the ring of the instrument. 2/23
5. Practice faster than performance tempo to help the flow of the music. 1/23
6. Recognize that the three quarter notes in a row are like three-note pick-ups to the
dotted quarter notes. These notes should have rubato. 1/23
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PHRASING
The phrasing is tied closely to the bowing.
The professionals suggest that the violinist:
1. Decide where the musical phrases are before playing the piece, and work on
making the piece sound as the phrases should sound. 3/23
2. “Direct this phrase heavenward” suggests one respondent. Another respondent
suggests to “feel as though you are suspended above the earth. This is one of the
most moving passages in music.” 2/23

VIBRATO
Vibrato is a very personal choice, especially in this movement of the Barber
Violin Concerto. Much thought should be given to it and many experiments should be
given to different types of vibrato and different speeds, including practicing with no
vibrato at all.
The professionals suggest that the violinist:
1. Start the vibrato on the first note and maintain the vibrato throughout the whole
movement. 3/23
2. Use hardly any vibrato in the opening passage of the second movement. 2/23
3. Present a different color with each note. Some notes may have multiple colors.
2/23
4. Begin quietly and intensify the vibrato gradually through the ascending phrase.
Make sure not to vibrate only in the middle of the notes. 2/23
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5. Use an easy vibrato during the “senza affrettare” section of the music without a
crescendo. 1/23
6. Make the vibrato beautiful and rounded. 1/23
7. Use a great deal of vibrato throughout this section. 1/23

SCORE STUDY
It is important not only to know the notes, but to know that the last note in this
phrase begins a new key while also concluding the previous minor key. The relationship
between the keys is a tritone. This is quite unusual, and the performer should bring this
difference out while playing. There are many ways in which to make this difference
known, such as vibrato, bow speed and pressure, and placement.
The professionals suggest that the violinist:
1. Remember that “senza affretare” means “without hurry.” 5/23
2. Relate this to the orchestral score like the cadenza of the first movement. Feel the
interval difference between the notes. 1/23
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EXCERPT 5. Movement III, mm. 69–74

CONCERTO FOR VIOLIN AND ORCHESTRA, OP.14 by Samuel Barber. Copyright © 1942 (Renewed) by G. Schirmer, Inc.
(ASCAP) International Copyright Secured. All Rights Reserved. Used by Permission.

In Excerpt 5, the 26 professional violinists were asked how they would work on
measures 69–74 in the third movement. They were asked to focus on intonation,
hemiolas, and polyrhythms in this passage. Violinists were asked if they would practice
these measures in two rather than in three. Twenty-four of the respondents gave
suggestions about how best to prepare and perform this excerpt. Suggested fingerings and
bowings were requested. Twenty-four respondents gave bowing and fingering
suggestions that may be found in Appendix Four.
The professionals suggest that the violinist:
Start this movement first. It needs to be run daily as a warm-up or etude. 3/24

INTONATION
Slow practice must be given to this passage, as well as fast finger work. If a
person only practices slowly, the fast passages will never feel comfortable when
performing at speed.
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The professionals suggest that the violinist:
1. Practice the first part of this excerpt in double-stops to help intonation. Each beat
should be practiced in double-stops. 4/24
2. Check with open strings. 3/24
3. Crawl down the fingerboard without shifting. Visualize the half steps before
playing. 2/24
4. Use the pedal point C to check intonation. 1/24
5. Practice getting all first fingers in tune and in one’s ear without the other notes.
1/24
6. Practice the Ševčík, Roland and Vamos 5-point exercise:
a. Slur the first two notes of the chords and treat the rest of the notes as if
they were arpeggios, slurring four notes to a bow.
b. Then play two-note chords, slurring two chords at a time.
c. Then play triplets in a bow, using the three notes to a chord.
d. Practice rolling three-note chords in succession individually. Each note is
played by the bow separately while rolling both up and then down the
chord.
e. Play three-note chords with a rest between the notes. 1/24
7. Play the bottom voice of the double-stops and finger the top voice. Then do the
opposite. 1/24
8. Temper the intonation. 1/24
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RHYTHM
The flow of this movement depends on which beats get accentuated throughout
the work. In a movement like this, when a performer brings out many beats fast as
lightning, the movement may not sound to the audience as though it is music, and it will
tend to drag. If the performer gives larger beats the rhythmic pulse, the movement will
flow much better than if the smaller beats are brought out.
The professionals suggest that the violinist:
1. Do not practice in groups of twos versus threes. 7/24
2. Practice in twos for the chromatic passage and threes for the beat. 6/24
3. Feel the passage as though it is in groups of six, or even twelve per pulse. This
helps the passage “flow” better. 6/24
4. Practice in rhythms. Practice legato, three to a bow, then two, then six, and then
four notes to a bow with rhythmic patterns. 5/24
5. Try to make this movement sound “jazzy.” One must play all the accents written
by Barber (this refers to the opening of the Concerto). 3/24
6. Wait a long time before the cadence in the recapitulation. Set the five-seven
chord. 1/24

PRACTICE TECHNIQUES AND STRATEGIES
The technique for this movement must be worked on much longer than for the
other movements. Once the notes are learned, however, the other movements require
more artistry in regard to violin playing.

59

The professionals suggest that the violinist:
1. Use a playful manner. 4/24
2. Practice in two-note units. 4/24
3. Learn the movement in a variety of tempi. 4/24
4. Practice with open string units only. Stop between string crossings. 2/24
5. Practice playing with the real notes in units after having played in open string
units. Stop between string crossings. 2/24
6. Practice using hand pattern units. 2/24
7. Think enharmonically for the first two bars. 2/24
8. Be able to mentally sing and think the music at tempo before attempting to play
this movement. 1/24
9. Play the movement at the quarter note equaling 100. The development should be
played faster. 1/24
10. Practice slowly for 20 hours, with the eighth-note equaling 96 beats per minute.
1/24
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CHAPTER FIVE
RESPONDENTS’ BOWING AND FINGERING SUGGESTIONS

A compendium of given bowings and fingerings used by exceptional violinists
and pedagogues is important when studying a work such as the Barber Violin Concerto.
The choice of which bowings or fingerings to use is personal. Violinists might use
different bowings and fingerings to pursue musical or technical purposes. The same
performers may use different bowings or fingerings on the same work, yet with different
orchestras. When performing this work with the piano, a soloist does not need to fear
being covered up by the piano, nor does he or she need to worry about the orchestra
slowing the last movement tempo during hard passages. These factors are important to
consider when choosing bowings and fingerings.
Having a variety of choices greatly aids any violinist attempting to perform this
work. The given bowings and fingerings compiled in this methodology affect the
phrasing, musical style, and technical ability to play the Concerto. One should try as
many bowing and fingering suggestions as possible and then find a style suitable to the
individual studying the work.
The Barber Violin Concerto may be used as a tool to enhance a violinist’s
technique, or it may be used to express an individual’s intuitive personal style. For
example, if a student does not have a strong fourth finger, he or she may choose examples
from the following excerpts that include the copious use of the fourth finger. The same
student may prefer, however, when faced with a competition situation, to use mostly third
fingers in order to sound more secure on the instrument. The following bowings and

fingerings were submitted by the respondents. In some instances, a single respondent
suggested different options for bowings or fingerings. There are, consequently, a few
items for which more options are given than there are respondents.

EXCERPT 1
Measure 1, first movement:
Bowing:
1. Start down bow. 24/24
Fingering:
1. Start with the third finger of the left hand. 24/24
2. Start on the A string. 23/24
3. Start on the D string. 1/24

Measure 2, first movement:
Bowing:
1. Use the printed bowing. 20/24
2. Slur the whole bar in two bows. 2/24
3. Break the second beat (the triplet), slurring the A and F sharp up bow and
down bow on the G. 1/24
4. Slur the first four notes down bow and take the G up bow. 1/24
Fingering:
1. Shift to second position on the second beat of this measure. 1/24
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Measure 3, first movement:
Fingering:
1. A fourth finger should be used on the half note.71 18/24
2. A third finger should be used on the half note. 8/24
3. A first finger should be used on the half note. 1/24

Measure 5, first movement:
Fingering:
1. Shift to third finger on the A string for the last note of the measure. 12/24
2. Shift to second finger on the A string for the last note of the measure. 12/24
3. Stay in second position for the last note of the measure. 1/24

Measure 8, first movement:
Fingering:
1. Use fourth finger in first position on the second beat of the measure. 8/24
2. Use third finger on the second beat of the measure. 8/24
3. Use fourth finger on the D string for the second beat of the measure. 5/24
4. Use first finger on the second beat. 2/24
5. Use second finger on the second beat. 1/23
6. Use third finger on the last note of the measure. 19/24
7. Slide into this last note, the B natural.72 6/24

71

There are multiple answers given by participants.
Some respondents might not have indicated to do so simply because it may be implied by the fingering
given.

72
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Measure 9, first movement:
Fingering:
1. Use third finger on the G string on the last note of this measure. 12/24
2. Use third finger on the D string on the last note of this measure. 8/24
3. Use fourth finger on the D string on the last note of this measure. 3/24
4. Use fourth finger on the G string on the last note of the measure. 1/24

Measure 10, first movement:
Bowing:
1. Keep printed bowing. 14/24
2. Change to an up bow on the second note of the measure. 5/24
3. Change to an up bow on the third note of the measure. 4/24
4. Change to an up bow on the sixth note of the measure. 1/24
Fingering:
1. Use a harmonic on the last note of this measure.73 15/24
2. Use third finger on the last note of this measure. 8/24

Measure 11, first movement:
Fingerings:
1. Use a third finger on the D string, the first beat of the measure. 12/24
2. Use third finger on the A string, the first beat of the measure. 7/24
3. Use first finger on the A string, the first beat of the measure. 2/24
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Not every participant indicated fingerings for this note.
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Measure 12, first movement:
Bowing:
1. Start down bow on the first beat of this measure. 24/24
2. Start up bow on the first beat of this measure. 1/24
3. Use printed bowing. 19/24
4. Slur the first two beats together and slur the second two beats together. 2/24
5. Slur the first three notes together, separate the next three notes, and slur the
last two notes together. 2/24
6. Start up bow. 1/24
Fingering:
1. Use second finger on last note of the measure. 19/24
2. Slide into the last note of the measure. 5/24
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EXCERPT 2
Measure 52, first movement:
Bowing:
1. Use the printed bowings. 19/24
2. Up, up, down, up bow for beats two and four of the measure. 2/24
3. Start up bow and use all separate bowings for the bar. 2/24
4. Ricochet the bow down on beats two and four. 1/24
Fingering:
1. Use fourth finger for the first note. 10/24
2. Use open E for the first note of the measure. 2/24
3. Use fourth finger for third beat of measure. 6/24
4. Use open E for third beat of measure. 5/24

Measure 54, first movement:
Bowing:
1. Separate bows for every note. 9/24
2. Use one bow per beat. 6/24
3. Use printed bowing. 5/24
4. Slur all four notes of beat one and all four notes of beat three. Start the second
beat with two up bows and separate the next two notes. Separate all notes in
beat four. 2/24
5. Slur all four notes of beat one and all four notes of beat three. Slur two up
bows and separate the other two beats of the second and fourth beats. 1/24

66

6. Slur each beat of the measure in one bow and separate all of the notes in the
last beat. 1/24

Measure 56, beat four, first movement:
Fingering:
1. Start the first note of the beat with third finger. (third position). 9/24
2. Shift to first finger on the third note. (third position). 8/24
3. Shift to second finger on the second note of the beat. (third position). 2/24
4. Start the first note of the beat with a second finger. (second position). 1/24
5. Unspecified. 4/24

Measure 58, first movement:
Bowing:
1. Use the printed bowing. 21/24
2. Slur first two beats together and slur the second two beats together. 3/24

Measure 59, first movement:
Bowing:
1. Use the printed bowing. 21/24
2. Slur first two beats together and slur the second two beats together. 1/24
3. Slur the first two beats together and separate the second two beats. 1/24
4. Use the printed bowing for the first three beats, separate the first four notes of
beat four, and slur the rest of the measure up bow. 1/24
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Fingering:
1. On the first note of the measure, shift to third position with the second finger.
9/24
2. Use an open E or fourth finger in first position on the first note of the
measure. 5/24
3. On the first note of the measure, shift to fourth position with a first finger.
3/24
4. Shift to first finger on the sixth note of the measure (fifth position). 18/24
5. Shift to first finger on the seventh note of the measure (sixth position). 1/24

Measure 60, first movement:
Fingering:
1. End on third finger. 18/24
2. End on fourth finger. 4/24
3. Unspecified. 2/24
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EXCERPT 3
Measure 281, first movement:
Bowing at the beginning of measure 281:
1. Separate bows. Start down bow. 11/24
2. Separate bows. Unspecified with which bow to start. 7/24
3. Separate bows. Start up bow. 5/24
4. Start down bow with a slur. 1/24
Bowing before the first fermata of measure 281:
1. Separate bows before the whole note. 14/24
2. Two up bows before the whole note. 7/24
3. Other bowings before the whole note. 3/24
Bowing after the first fermata of measure 281:
1. All separate bows after whole note. 23/24
2. Other. 1/24
Fingering for the first four notes of the measure:
1. 1-3-3-3. 11/24
2. 1-4-4-3. 5/24
3. 1-4-4-4. 2/24
4. 1-2-2-3. 2/24
5. 1-3-3-4. 1/24
6. 1-3-2-3. 1/24
7. Unspecified. 2/24
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Fingering for the last three notes of the excerpt:
1. 1-3-3. 9/24
2. 3-3-3. 7/24
3. 3-3-2. 2/24
4. 2-3-3. 2/24
5. 2-4-4. 1/24
6. 3-4-3. 1/24
7. 2-3-2. 1/24
8. Unspecified. 2/24
Fingering for the second double-stop of measure 281:
1. Second on top. Third on bottom. 15/24
2. First on top. Second on bottom. 7/24
3. Unspecified. 2/24
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EXCERPT 4
Measure 30, second movement:
Bowing:
1. Start down bow. 15/23
2. Start up bow. 6/23
3. Unspecified. 2/23
Fingering:
1. Start with third finger. 13/23
2. Start with second finger. 4/23
3. Start with fourth finger. 3/23
4. Unspecified. 3/23

Measure 31, second movement:
Bowing:
1. Slur the last three beats in one bow. 11/23
2. Slur the last four beats in one bow. 5/23
3. Separate all notes in this measure. 1/23
4. Unspecified. 6/23
Fingering of the last three beats:
1. In fourth position. 10/23
2. In first position. 3/23
3. In third position. 3/23
4. Unspecified. 7/23
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Measure 32, second movement:
Bowing:
1. Slur 2, then 3 notes per bow. 14/23
2. Slur the entire measure. 6/23
3. Other bowings. 2/23
4. Unspecified. 3/23

Measure 33, second movement:
Bowing:
1. Slur 2, then 3 notes per bow. 14/23
2. Slur the entire measure. 2/23
3. Other bowings. 2/23
4. Unspecified. 5/23

Measure 34, second movement:
Bowing:
1. Slur 3, then 3 notes per bow. 13/23
2. Slur 2, then 2, then 2 notes per bow. 2/23
3. Slur the entire measure. 2/23
4. Others bowings. 5/23
5. Unspecified. 1/23
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Measure 35, second movement:
Bowing:
1. Start the trill on a down bow and ending on an up bow. 8/23
2. Start the trill on an up bow and end on a down bow. 5/23
3. Trilling whole up bow. 4.23
4. Down-up-down bow. 2/23
5. Up-down-up. 2/23
6. Unspecified. 1/23
Bowing the two grace notes at the end of the trill:
1. Use separate bows: down-up bow. 8/23
2. Slur the notes: up bow. 6/23
3. Use separate bows: up-down. 4/23
4. Slur the notes: down bow. 3/23
5. Unspecified. 2/23

Measure 36, second movement:
Bowing:
1. Start down bow. 10/23
2. Start up bow. 9/23
3. Unspecified. 4/23
Fingering:
1. End on third finger. 17/23
2. End on second finger. 5/23
3. Unspecified. 1/23
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EXCERPT 5
Measure 69, third movement:
Finger position of the first two beats of the measure:
1. Third position. 7/24
2. First position. 7/24
3. Second position. 4/24
4. Unspecified. 6/24
Finger position of the third beat of the measure:
1. Third position. 9/24
2. First position. 5/24
3. Second position. 5/24
4. Unspecified. 5/24

Measure 70, third movement:
Fingering of the first double-stop:
1. Third position. 14/24
2. Second position. 5/24
3. Unspecified. 5/24
Fingering of beat three:
1. Fifth position. 15/24
2. Sixth position. 5/24
3. Unspecified. 4/24
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Measure 71, third movement:
Fingering:
1. 1-2-1-2-1-2-1-2-1-2-1-2. 6/24
2. 3-4-2-3-2-3-2-3-2-3-2-3. 5/24
3. 3-4-2-3-1-2-3-4-2-3-1-2. 4/24
4. 2-3-2-3-2-3-1-2-1-2-1-2. 2/24
5. 4-1-4-1-4-1-4-1-4-1-4-1. 2/24
6. 3-4-2-3-2-3-1-2-1-2-2-3. 1/24
7. Other. 4/24

Measure 72, third movement:
Fingering of first two beats:
1. First position. 18/24
2. Third position. 4/24
3. Unspecified. 2/24
Fingering of beat three:
1. Third finger. 8/24
2. Second finger. 6/24
3. First finger. 3/24
4. Fourth finger. 3/24
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Measure 73, third movement:
Fingering of first three beats:
1. Stay in first position. 10/24
2. Shift from second to first position. 8/24
3. Stay in fifth position. 2/24
4. Other. 2/24
5. Unspecified. 2/24

Measure 74, third movement:
Fingering of first two beats:
1. Stay in first position. 9/24
2. Shift from second to first position. 7/24
3. Stay in fifth position. 2/24
4. Unspecified. 2/24

Measure 74, third movement:
Fingering of fourth beat, E natural:
1. Shift from half position to third finger on the G string. 11/24
2. Stay in third position, third finger on the G string. 5/24
3. Use first finger on the D string. 4/24
4. Other. 4/24
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CHAPTER SIX
SUMMARY

Samuel Barber’s Violin Concerto is one of the most significant American
concertos of the twentieth century. The study of the Concerto in its entirety is challenging
for professionals and students alike. Advanced technical and musical skills are required
to master this work. It is imperative to have a comprehensive understanding of the history
behind the Concerto, the thematic and structural analysis of the work, and common
performance practices to achieve the desired level of mastery. It is also important to
understand the Neo-romantic style in which Barber composed.
Historical information about this work influences the performer’s study and
performance of it. This study presents general information about Samuel Barber and
about the composition and structure of the Concerto. A comprehensive review of existing
literature provides information about the composer, his works, and additional studies that
will be of interest to the reader.
The methodology presented in this dissertation deals with the most difficult
technical and musical aspects of the Concerto. The corresponding bowings and fingerings
are intended to aid in the study of the Concerto. Students and professionals may gain
insight on how to tackle the technical and musical aspects necessary in the learning and
performing of the Concerto. These opinions are compiled to offer insights from
performers and pedagogues in diverse careers and performance settings.

Discussion of Findings
The number of participants and the quality of their responses produced an
excellent methodology of study. Their opinions included suggestions for fingerings,
bowings, dynamics, and musical and technical approaches to the study of this work.
In the first excerpt, most respondents suggested starting the piece louder than
indicated on the A string, using the third finger. Many violinists suggested changing the
bow in measure two and using bow pressure in a manner to facilitate the long phrase of
the opening statement. Many respondents suggested using the D or G string sonority in
bar nine, implying or simply showing the use of a glissando. The use of a harmonic just
before Rehearsal one seems to be a commonality.
In the second excerpt, many players utilize all four strings in the up-bow ricochet.
Some preferred to change color on the E quarter note after each ricochet pattern. Some
violinists suggest removing the ricochet altogether in order to have more control of the
passage. Many respondents kept the original bowing of the last line of the excerpt, while
many other respondents slurred two beats to a bow.
In the third excerpt, there were a surprising number of respondents who suggested
the multiple use of the third finger. Many suggested singing the phrase, and most agreed
that the passage should be played a piacere. There was divergence of opinion among the
respondents regarding spending the bow in the first part of this excerpt.
In excerpt four, most respondents start on the D string. Almost all of the violinists
suggested changing bows at least one time per measure. Most respondents start the
excerpt down bow. Many respondents change bows on both grace notes before Rehearsal
three.
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In excerpt five, many respondents recommend “crawling” down the fingerboard
by repeatedly using a first finger followed by a second finger or a second finger followed
by a third finger. Some respondents suggested utilizing all four fingers and shifting
chromatically in this manner. Also in the last excerpt, several respondents suggested
practicing the first part of the excerpt in double-stops to help intonation. A variety of
suggestions addressed methods for sensing the pulse of the excerpt and improving the
flow. Several respondents suggested adopting a playful manner and varying the tempi to
facilitate learning this movement.

Conclusion
The opinions offered by professional violinists for this study are invaluable. These
suggestions provide a wide range of exercises, bowings, and fingerings that are useful in
the study and performance of this Concerto. This work, however, requires a specific type
of style and thought in order to perform it in many types of venues.
Samuel Barber’s Violin Concerto is a landmark of the violin repertoire.
Successful study and performance of the work depend upon several factors. The
performer must possess the proper intellectual and technical information and the
appropriate skills to create a successful musical experience. Only the technically gifted
violinist should undertake performing this Concerto. This dissertation should serve as a
guide for even the most gifted musicians who may gain new insights on preparing and
performing this work. Armed with this methodology of research, study, and practice, it is
hoped any violinist may raise his or her own interpretation of this twentieth-century
masterpiece to a higher level.
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Suggestions for Further Study
The purpose of this dissertation was to compile a methodology of study for the
Barber Violin Concerto based upon five excerpts taken from the Concerto. A researcher
may extend this study by surveying more professional violinists and pedagogues on the
other measures in the Concerto and compile more bowings and fingerings. A researcher
may also include survey questions on how best to memorize this work. The
documentation of great artists’ recorded tempi of this work would also be very valuable
for future study.
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APPENDIX ONE
LETTER OF INVITATION
Dear _______________,
I am currently a Doctor of Arts candidate in violin performance at Ball State
University. I am conducting a survey for my dissertation on Samuel Barber’s Violin
Concerto. I would like to include you in my survey if you are willing to participate. I
value your expertise.
This survey will include Part I: five excerpts from the concerto and questions
about each excerpt and Part II: an open-ended question in which you are invited to talk
about your experience with this Concerto. A stamped, self-addressed return envelope will
be included with this survey. The survey should take about 30 minutes. It will be mailed
out on April 1, 2008, and it will need to be returned no later than May 20, 2008.
I look forward to hearing from you about your willingness to be a part of this
survey. I will preserve the anonymity of your response, if you so desire.
Please reply to this email or contact me at kinziehunter@hotmail.com indicating
whether you are willing to participate in this survey. If willing to participate, please
indicate in your email the address to which this survey should be sent.

Sincerely,
Jessica Platt
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APPENDIX TWO
COVER LETTER
Dear _______________,
I am currently a Doctor of Arts candidate in violin performance at Ball State
University. I am conducting a survey for my dissertation on Samuel Barber’s Violin
Concerto. I appreciate your willingness to participate in this survey and value your
expertise.
This survey includes Part I: five excerpts from the concerto and questions about
each excerpt and Part II: an open-ended question in which you are invited to talk about
your experience with this Concerto. A stamped, self-addressed return envelope is
included with this survey. The survey should take about 30 minutes. I ask that the survey
be returned no later than May 20, 2008.
I will preserve the anonymity of your response, if you so desire.
Thank you for participating in this survey.

Sincerely,
Jessica Platt
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APPENDIX THREE
SURVEY
Name: ___________________________,

Please check one:
_____ I ask that my responses be kept anonymous.
_____ I am pleased to be quoted on my responses to the questions in this survey.

Please return the survey to me at your earliest convenience using the enclosed envelope.

Thank you for your participation.
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PART I
Excerpt 1:

First Movement

measures: 1-14

CONCERTO FOR VIOLIN AND ORCHESTRA, OP. 14 by Samuel Barber. Copyright © 1942 (Renewed) by G. Schirmer, Inc.
(ASCAP) International Copyright Secured. All Rights Reserved. Used by Permission.

The first movement of the Barber Violin Concerto is often assigned well in advance of
the Concerto as an entirety. Sometimes the Barber Concerto is given to a student who
already has a beautiful sound and nice vibrato. However, this work can help a student
who needs to work on sound production, speed and width of vibrato and phrasing.
Question: In teaching the opening of the first movement, how would you work on sound
production, vibrato width and speed and phrasing? Please write any fingerings you would
suggest on the excerpt above. Please include any practice techniques you have utilized in
the space provided below.
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Excerpt 2:

First Movement

measures: 52-60

CONCERTO FOR VIOLIN AND ORCHESTRA, OP. 14 by Samuel Barber. Copyright © 1942 (Renewed) by G. Schirmer, Inc.
(ASCAP) International Copyright Secured. All Rights Reserved. Used by Permission.

String Crossings also pose a problem in this work. Sometimes certain fingerings and
bowings can make a huge difference with technical difficulties.
Question: How would you bow and finger this passage? How would you suggest working
on the passage?
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Excerpt 3:

First Movement

measures: 281-282

CONCERTO FOR VIOLIN AND ORCHESTRA, OP. 14 by Samuel Barber. Copyright © 1942 (Renewed) by G. Schirmer, Inc.
(ASCAP) International Copyright Secured. All Rights Reserved. Used by Permission.

Barber did not like long cadenzas. His love of vocal music seems to have influenced his
composing.
Question: Which part of the bow would be appropriate for this passage? What fingering
would best suit this passage? Please fill it in on the excerpt above. How would you
suggest working on this passage?
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Excerpt 4:

Second Movement

measures: 29- middle of 37

CONCERTO FOR VIOLIN AND ORCHESTRA, OP. 14 by Samuel Barber. Copyright © 1942 (Renewed) by G. Schirmer, Inc.
(ASCAP) International Copyright Secured. All Rights Reserved. Used by Permission.

In this work there are many extremely long, lyrical lines that are impossible to perform
without changing the bow.
Question: How would you approach this particular phrase? What bowings and fingerings
would you use in the above excerpt?
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Excerpt 5:

Third Movement

measures: 69-74

CONCERTO FOR VIOLIN AND ORCHESTRA, OP. 14 by Samuel Barber. Copyright © 1942 (Renewed) by G. Schirmer, Inc.
(ASCAP) International Copyright Secured. All Rights Reserved. Used by Permission.

These passages were selected as representations of the musical and technical problems
encountered throughout the Concerto. There are many passages that need intonation
work. The occurrences of polyrhythms and hemiolas complicate the preparation of this
Concerto.
Question: How would you work on intonation in the above passage? Would you use
practice techniques that break apart feeling this passage in two rather than in three?
Please fill out any fingerings you would use on the above excerpt and include any
practice techniques you have utilized in the space provided.
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PART II
On this final page of the survey, please share any additional information in reference to
preparing this Concerto. Your comments might focus on preparing/performing/
recording/teaching this concerto. Any additional thoughts you have will be welcomed.
Again, thank you for your time and expertise.
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APPENDIX FOUR
SURVEY RESPONSES

CONCERTO FOR VIOLIN AND ORCHESTRA, OP.14 by Samuel Barber. Copyright © 1942 (Renewed) by G. Schirmer, Inc.
(ASCAP) International Copyright Secured. All Rights Reserved. Used by Permission.
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CONCERTO FOR VIOLIN AND ORCHESTRA, OP.14 by Samuel Barber. Copyright © 1942 (Renewed) by G. Schirmer, Inc.
(ASCAP) International Copyright Secured. All Rights Reserved. Used by Permission.

Excerpt 1:

First Movement

measures: 1-14
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Excerpt 2:

First Movement

measures: 52-60

131

132

CONCERTO FOR VIOLIN AND ORCHESTRA, OP.14 by Samuel Barber. Copyright © 1942 (Renewed) by G. Schirmer, Inc.
(ASCAP) International Copyright Secured. All Rights Reserved. Used by Permission.

133

134

135

136

CONCERTO FOR VIOLIN AND ORCHESTRA, OP.14 by Samuel Barber. Copyright © 1942 (Renewed) by G. Schirmer, Inc.
(ASCAP) International Copyright Secured. All Rights Reserved. Used by Permission.

Excerpt 3:

First Movement

measures: 281-282
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Excerpt 4:

Second Movement

measures: 29-middle of 37
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Excerpt 5:

Third Movement

measures: 69-74

CONCERTO FOR VIOLIN AND ORCHESTRA, OP.14 by Samuel Barber. Copyright © 1942 (Renewed) by G. Schirmer, Inc.
(ASCAP) International Copyright Secured. All Rights Reserved. Used by Permission

159

160

161

162

163

164

165

166

167

168

169

170

171

172

173

174

175

176

177

178

179

180

181

182

183

184

APPENDIX FIVE
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