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CHAPTER I
AN INTRODUCTION

There is probably not one of us'who hés_never heard ﬁisl
grandfather or grandmotﬁer talk about the "old singin’
school®, of the songs they sang, and of the fun they had.
It is an intsresting story to listen to, and perhaps we are

even amused by the quaintness of our grandparents'! idea of

"recreation. But did you ever stop to think that it was

_there that our present system of public school musicVWas

7

- born? <The singing schools were an outgrowth of the move-

meﬁt for better cbngregational singing in the -churches, and
all the songs wers taught by ‘lining out the t@ne“. In fact
up to 1640 there was nothing 1n tne way of a printed song-

book in the colonies. Singing schools wers attended by the

young and old alike, and were taught by some farmer, or
“biacksmith, who heppened to be able to icarry a tune® a

1ittle better than his fellow colonists. Gradually as the

church fofgot to frown upon such etfforts quite so frequent-

ly and as books beéan to be bublished; these teachers begén

to teach some of the simpier elements of music necessary for

,'noteﬂfeading..f S

As the colonial wars and the hardships connected with

!

gaining a living began to modify the extreme religious feel-

ihg bf“the~colbnistsyIthe singing school began to.iake on

more and more the aspect of a social gathering, and music of
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a more secular nature was sung. 7The aims of these schools,

which were at first private ventures entirely, were to
study choral music, and to give instruction in note read-

ing. In fact the singing schools %cover a - period ot sixty

- years, during which the colonial wars had been rought, the .

Revolutionary War had wrested independence f'rom the mother 

country, and the Constitution had been adopted, 1
A direct outgrowth of the singing school was the rise

of singing societies, one of which exists today. This is

the Handel andHaydn Society, founded in 1815 with the pur-

.. pose of doing Handel and Haydn oratorios. About this same

time publiic concerts and opera were beginning to appear in

the larger cities. Europsan musicians were beginning to

come over to settle down either as‘teachews or -as perrorm~

ers. About this time also there appeared the travelling

singing master who made s circu;t of sev=ral communities

conducting singing classes.,

In 1832 a farseeing committee of citizens in Boston,'

headed by the mayor of that city, Samuel A, Eliot, estab-

'lished ths Boston Academy of Music, which was the first

schéol'of‘music in the United States. The aims of this
academy were to Leachbthe art of singing, to give instruc-
tioﬁiin'the rudiments*of-hénmony,.to intérprét;the methods1
bf teaching_the singing school, and to promoté the intro;

duction of music into ihe public schools. For fourteen

Birge, History of rublic School mMusic in the _United -

2



ysars the academy served its purpose well; then, when no. '
longer needed, it quietly ceased to exist. From 1836 there
began a series of annual conventions héld at the academy and

ttended by teachers Irom all parts of the country. Thess
lasted only a few weeks, and consisted oi a program of dis-
_cu551ons and lectures. After 1840 these conventions became
xnown as “The iNational lusic Convention". These conventions
were the first schdol of music pedagogy, harmony, conducting,
and voice cuiture. In 1851 there appeared the Normal Insti-
tute, which was of a more speclalized nature than The Nation-
al Music COJventhn. Courses in methods, theory, voice, and
piano werse g;ven, and tnhe sessions lasted three months.,

‘The singing school and its ¢chiid, the musical.convention,
have disappeared. They exist only as a tradition. But though
they have gone, thelr spirit goes on in the institutions which
supplant . then, .public school music, the summer music¢ schoold,
the musical conservatory, the great teacher's associations,
and many choral societies. They were peculiar.y American In-,
stitutions. :

Lowell jiason may rigntly be called the father of Amer-
Aicén public_schooi music. An authoritvy 6n choral music, and
a famous director as well, associated with the Boston Academy

of muSlC, recelved perm1531on from the Bosrd of Educatlon of

Boston to conduct an exoerimont Wlth a group 01 Boston school

children. This came gs a result of a report made to .the

-+ Board ‘of Education,’ and’ acceoted by that body with an atti—;

tude bordering on tim1dity, stressing the intellnctual, moral,

- IBirge, op. cit., 35.
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-and physical values of music. The experiment took blace dur-

ing the year 1837-1833, end the cnlldran gavs a convinsing ex~ R
‘hibition in August, 1835. Vne weék later the Board of Educa~
‘tion &oted to place music in the pubiic schools of Boston.
This action has been refered to as "The Magna Charta .of. jusi-
cal education in this country®. 1 Mason took immediate charge,
and with the aid of four assistvants drafted a work which has
been of utmost influence upon all musical instruction in the
schools since that time. husic was taught in the grammar .
school only, and did not enter the primary school until 1864,
and - the high school in 1869.

Apnother contribution mads by Lowell Mason to public 3
school music was his "Manual of instruction", which was the
first formulation of the modern principles of teaching muslc
in the United States, and which appeared in 1834, This work
was based upon the princip.es of restalozzi:

l. To teach'sounds before signs...to make the child S
" sing before he learns the written notes or theilr names. -

2. To lead him to observe, by hearing and imitating E
sounds, their resembiances and difierences, thelr agreeable
and disagreeqble efrect, lnstead of explaining these things
to him.., in short, 1o make him active instead of passive in
learning.,
. 3. To teach but:one thing at a time...rhythm, melody,
expression being taugnt and practiced separately before the
chiid is calied to the difficust task oI attending to all at
once.
v 4. To make them practice each step of each of tnese di-
‘*visions, until nhey are master of it, before’ p3331ng to the
next,

5. To give the principles and tneory after yractlce,

and as an induction from it. o F
6. To analyze and practlce the elements of artlculate '

1 Birge, opf cit., 55



sound»in order to apply them to music.
| 7. T0o make the names oi the notes correspond to those
used in instrumental music. -

This obviously was the first attempt to apply pringipleg
of psychology to the teaching orvmusic, and it was a céntri-
bution the value of which we can'hardiy-realize.

' The whole country was apparently ready to put music in- T
to theASChools; and was merely walting for some braver com-
munity to make the initial step. According to Frances M.
Disckey, the othef3¢itieé foliowed in this order: "Buffalo,
1843; rittsburgh, 1844; Cincinnati, 1546; Cleveiand; 1851;
SanuFrancisco, 1851; Chicago, 18548; St. Louis, 18b2,%<2 AThe
leaders of this deement were Lowell Mason of Boston, and
Cnarleé Alken of Cincinnati, editor oi a series oi readers
which were remarkable ror the time. in 1lss86 General John
.Eatdn; United States Commissioner of Education reported that
two hundred fifty school systems taught music regularly..
The developmentbin public schoql‘music as a whoie raised the’ ' .
general interest in music to & higher levei, which in turn
resudited in the rise of tnhe privatevmusic teacher, and the
organization of the jusic Teachers nNational Associatibn in.
187¢; the founding of choral societles and choral testivals;
and the formation of symphony orchestras. At this time, al-
fso,'music‘in‘the collegeé was taking a more orominent placé;
Another resuit of the coming of pubiic school music was tiie

death of the singing school, the inStitute, and ths normal.

"1 'Birge; op. cit., 38-39. 7 . ¢ . | I
€ Ibid., 65, quoted from F. W. Dicxey, The Aarly HlstOPV of
Public School music in the unitnd States.,




still another important'ractdr was ‘the coming of the.bettef- _ ;
trained muéic teacher. “Summing up the pefiod immediately
f'ollowling the Civil War, we may say that music took its
plads'by general acceptancs in_ché public schoolé, and'ﬁhat
systematic graded work from the first grade to the high
school began in this period."l. | | | =
| Next there.foliowed a succession of' textbooks for music
'1n Lhe schools. Prominent amoné‘tnese eariy_atcempbsvwere
Lowell iiason's “Song Garden® and "School Companion®; Hosea
Edson Holt's "The Normal iusic Course®; "Loomis' Progressive
pusic lLessons®, which bégan'with'a one-lined staff; Luther
Yhiting mason's "Phe National Music Course“-(lé?ﬁ), which had
international influence. '
Walter Aiken, son of_Charles Aiken, was & pioneer in
teacher training'as.we;l as é Wortny successor to his father
as supefvisof of music in the schools of Cincinnati. His
teacher training activities took place in the Univepsity of
Cincinnati. | N |
Another important man of the time was Luther Whiting
Mason, first of Louisvil.ie and laﬁer of Cincinnati. .He
spent his entire life in public school music. He organized
primary music in Boston, and was well known ror his philoso-
»fphy.qﬁ,approach to note feading. _Later he was calied to Ja~-
pah as government supervisor of musie. u
Sterrie A..jeaver is noted Ior the method of sight read-

:ing,whichihe inﬁroduéed, and which was to-prove that all -

1 Birge,'op;'cit., 107
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children could be taught to read. He used ihe scieﬁtiric me-
thod in teaching cniidren:co read'ﬁﬁsic. | - e
The turn of the century brougnﬁ a sider interest in pub- |
lic school music of Ame ica, and several significant results 4%
of thils tendency are worth considering here. The first of
these was the publication of a music column in various éduca;
“tion periodicals, and in 1900 two school music‘periodicals,..,'
“School Music® and "Music Montnly“...appéared upon the scene.
Two years later they joined Torces, and were known as the
"School Music onthly'. ‘ , -
John Dewey's influence at this timé on general education
was carried over 1ﬁto music. As a‘result music in the public
schools became less academic and more humanized than previous-
1ye }Ahothér important influence upon music education was the
philosophy ot William L. Tomlins. His beliefs may be summed
up in his own wérds, To fully fit your ¢hild for 1ife, then,
you must complete him body, mind, and spirit..."} ¥The Nod- e
ern Music Series® was based on his principLes, There weré -
two'phases to this chiid study movement: that of teaching
with skill in note reading as the uitimate aim, and that of
teacning music to iﬁstil in the pubil a love of-singing.

,The m1331on of the new mus1c educatlon was to blend thest

two v1ewp01nts.

The turn of theAcentuPy found also a growing interest

[

in communiny centers and in communiby 31nglng. Symohonles

”began to be formed in the larger 01tles, and there was also

1 Birge, op. cit., 151
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enthusiasm in chamber ensembles of all kinds. Theodore Tho- o

.'mas was the most 1nspiring figure>at this time, and hls or-
cnestral accomplishments will be remembered aiways.

At the beginning 6f the twentieth century the most
striking cnaracteristic'df'quiic schéol music was its many-
sidsdness., It was no longer exélusively vocal, but instru-
mental as well. There had béen instrumental study under pri-
vate teaohers previous to 1900, yet now it vegan to take N
forms other than solo piaying, and we 1f'ind school orchestras
‘beginnlng in this period. At thlsvtlme music appreciation
entered the curriculumvas 2 definite study, and harmony.,
counterpoint , and melody writing each won its'plape_iﬁ pub-
lic school music. Kven applied musilc was on trial tb prove:
,its'worth as an accreéited Subject. - :

It became apparent cnat due no the huévy academic cur-
riculum in the high schools, those: students who w1shed to go
-into proiessionallmu81c had two -alternatives: either to quit
schdbl altogether, or to drop music until after gfaduatioh,
when it wéswtop lszte to devéibp éufficientiy to compete in.
the professioh. In 1502 a committeé of the new Engiand Edua.
‘eational league was éppointed ﬁo‘work out a qdursé of study
tor a music major in the high school. Hamilton C. Kacdougall,
. of Wellesley, was thé-chairman;.»This comﬁittee suggested fcur.
hours of music per week Ior four years be allowed as labor-
atory work tor the study of voice, piano, organ, or some in-
...strument of thapsymphony_orchestra. .They suggested also that

one period of chorus weekly be required for four years, with S
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ensemble as alternative in the fourth year. rurther recom?.
mendations included instruction in elementary and advanced v ,
harmonys counterpoint, form music biography, and music his-'
tory. This was the first attempt to.obganize high schocl mu-
sic as a ma jor fileld on = reguiar credit basis, and it re-
ceived the endorsement of the ijusic Teachers National Asso- .
cintion in 1904.

Two years later another committee of the New England

Bducational League, this time under the chairmanship of leo.

R. lewis, formulated a plan whereby credit might be allowed

“for appliéd music studied under private teachers, This was

an important amendment to the pian of 1902, because it was
found that the provision previously menticned was impractical
due- to the financial reguirements involved in hiring the

teachers necessary to carry out instruction ol this kind in

“the school. "It provided fior an introductory examination in

sight readihg and ear training before enroliing in the course, L E e
and for collateral work in theory, as well as monthliy reports
of the work of the pupil and for the semester and ysarly exam-
ination. Two credit points were.aliowed Ior one recitation
per week coupled with one hour's daily préparation (the latt—
er making five hours per week considered as labo“atory work)"l
} Hav1ng worked out a mago ror music in the high school)
tbcre were two thirgs lett to doe rirst the colleges}had to
be prevaiied upon to accept these credits in mcis for coll-

ege entrance. lhrough the efforts of the New hngland

1 Birge, op.'cit.,’l65.
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Educational ieague, the Coliege Examination Board for Newv»
England and the College Entrance Board for‘thevMiddle‘Scates
voted, in 1906, to add music to tﬁe subjects for entrance
examinations. The second problem was to.f;nd some school
system daring enough to édOpfvfhe plan. The first high
school to adopt the course of study in complete detail, and
with provision for outside lessons, was that of Chelsea, Mass-
sachusetts, in 1506, under‘the direction of Osbourne MeCon-
éthy} By 1910 the frame of our presént day secondary music
course was plainly Qisible throughout the country.

ﬁuring the last twenty years the movanentrin secondary
schobl music haé been rapid. We now have in the vocal field
largé mixed choruses doing oratorios, and glee clubs doing
part songs, cantatas, and light Operé. Ih the instrumental
field we have orchestras piaying the symphonies of Haydn,
Mozart, and Beethoven, and many of the best overtures and
suites, classical énd modern. There are also bands, full in
inStrumentation, which perform the standard band literature..
There afe also string quartets and other chamber ensembles.

The reasons for this achlevement are best expressed in

Mr. E. B. Birge's own words:

It is due on tne one | hand to the intense erthusiasm of

;'adolescence ror piaying instruments and participating with

others in musical performance, and on the othér to the pracew
tical application of the principle tnat every chiid is en-
titled to tne kind of music education which accords with
nis talents and inclinations as a part of his public school

‘course, and above alil to ithe lncreasing encouragement and
. support. of boards of educatlon, school administrators, and
tne community at large. Another contributing cause of great

importance is the change from the formsr eignt years of ele-
mentary and tour years of high school with little or no
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co-ordination, to the six year eiementary, three year junior,

and three ygar senior high school with a high degree of c¢o-
ordinatlon.l ,

The entrance of instrumental music into the:curriculum
was belated for many reasons. instrumental music in early
America did not flourish because the church 1rowned upcn it

as a trivolous activity; then, too, there were nho instruments

" to speak of in the colonies. It was not even considered pro- .

per as a soclial diversion until late in the eighteenth cen-

tury. Even in the nineteenth any attempt to use it as a pro--

fession was considered anything but proper, although playing

the piano was looked upon as an excellent accomplishment, es-

peclally for a young woman., 4Another reason for America's

backwardness in instrumental accomplishment was the lack'of,»
opportunity to-become_acquainted with the master‘works.
There were few concerts previous to 1850, and almost éil the
symphony orchestras were developed arter that date., Another
factor in the retarded growtﬁ of-this'pnase ol publiic school
music was the - lack ol training of the supervisors. Until-

supervisors became trained instrumentalists with an instru-

mental viewpoint, instead of that of a singer, extensive de- -

velopment could not be accomplished. iet anotner tactor was

_'tne u favorabie attltude 01 many school pr;ncipals and boards

or education, as well as tne inabiliny of' many school systems
to carry the ri;anoial load such a plan would necessitate.

The instrumentation of' uhese I'irst ensembies was very

incomplete, and the éims of such instruction as there was did

1'Birge, op. clt., 204,



12

not include the development of instrumental technique or the

~starting of beginners. These ensembles played iight waltzes,

mgrches, and operatic arrangements. Their main balue lay in
that they gave an impetus for diiigent practice on the part
of.thOSe belonging to such an organization and also gave'peo—»

ple 2 new idea of the possibilities of public school music.

. fhrough tne favorable attitude thus aroused in tne homes and

in the community,.the principais and supervisors were induced
to look upon the movement with more favor, By 1210 th e move-

ment had spread to many towns and cities of the kilddle West.

It wasnot at t'irst an accredited subject. Principals tavored

it as an extra-curricular activity, yet they railed to under-
stand its educafional value. It was at least fitteen years
before the orchestra won a place in the currlculum.

When the pfincipals and superviéors came t©O realize that
there were 1mportant educ:tional valués in orcnestral traihaf
ing, tney_began t@ buy the rarer instruments from: the proceeds
of concerts; or, if the& happened'tc-have é farseging board of
education, that body was persuaded to buy the tubas, oboes, |
bassoons, stc. which‘the“parenté were usually ndt interested

in buying. The nest step was to I'ind players tor the instru-

merits, and to give the necessary instruction.  reople who al-

' ready played violin,, cornet, or scme other of the more com-

mon instruments were persuaded to learn to play these school-

owned instruments. Instruction books and an occasional less-

“on from some wandering bend man who -happened to come to town

‘were the chief means of‘impartinﬁ knowledge. But with plenty
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of enthusiasm and interest such pioneers as Osbourne McConathy,-

or Chelsea, jiassachusetts; Hamlin E. Cogswel;, Edinbufg,.Penn-’

sylvania; James D. Price, of nartford, Connecticut, Anton Ho

kmbs, of Albany, Lndiana, haiph Sloané , ot Sullivan, Indiana,

and Glenn Woods, of Oakland, California, laid the rirm tound-
ations for our present day insitrumenial music. |
From this ceme three lines of develcpment: first, the

grammar school orchestra to feed the high school orchestra;

tne grammar school and high school bands to give opportunity

tor more students in the reaim of ensemble training; and the

ciass method of instrumental insvruction. The first of these

is the obvious resuit of expansion Iln the high school orches-
tras until, in the enthusiasm of doing “bigger and better
things%, it became evident tnat training in grammar school
would eriminute a great deal of tne beginning work in the.
high school and also provide time.and more advanced students
for more protentious work. |

The bank movement be gan about 1910, and, although & few

players belonged to both organlzations, tney were ordinariiy

.tWO separate units.. The band began with beglnners. More

studenis were glven opportuniby to play wind 1nstrumenus

than the 1nstrumencatlon of the OPChbbtPa -could allow, and

;tne orcnestra had a betuﬁr and larger amount ox material

from which to choose 1csvbrass and reed players. The first

Aband was ogggniged by Ww. Otto melssner, while he was at

Connersvilie, Ihdiané.' Lhe or&anizatiOn was built from al«

most ailL raw mater 1al. Mr. meissner gave instruction on all -
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the instruments, himself, and began with firtesn minute less~

ons to those whose parents purchased instruments.
The third of these results of Lhe orchestra movement ,
the class method, was begun in Maidstone, &ngiand. 7The cum-

rate of the parish church started viclin classes with ths hope

of developing & lbve Tor orchestra playing among his pupils.
This was in the earlj.twentieth century. OCharles Farﬁsworth,
who visited j5ngland'.Aj-.n 1908, brought the idea to the attention
>of American supervisors of music. fwo &eafs later Albert.G.
Mitehell, then supervisor of music in Boston, was given leave
to go to Engiand to study this development. The result of
his observetion was the famour "Mitchell Glaés Method", at
first for violin only and now tor othef-instruments as welle
During the next decade the class method of teaéhingispread
all ovser the country. Sometimes thess classes were taught
by the supervisors, themselves; soﬁetimés privatse tsachers.
were hired to do the work. Qradually regular teachers

trained tor the work began to appear in the field. ihis

type of work not only'demanded’that the tsacher be able to

teach the instruments, but that he have executive skill on
one or more of the instruments as well. Detroit Siate Teach-~
ers CollegeAlisted the foliow1ng requirements in training for
the teacher of the c¢ass method o

l. A study otr voice, harmony, musical history, and. or-
chestration.

2. The mastsry of at least one orchestral or band in—
strument, and ,. when possibie, learning. prof0331onaliy one
string and one wind instrument.

3. A thorough knowledge of all orchestral and band in-
struments, acquiring the ability to write tor them in



.1 Birge, op. cit.,.204.

different combinations, and at least two years' daiiy prac-
tice 1n group playing and singing in order to develop the
necessary sense of baiance and coordination.d

1et us summarize the development of instruméntal music

in the public school using thé words of Mr.'Birge:

The . constantly mounting proots of its effectiveness as
an educational subject, and its aimost literal invasion of
the schoolroom combined at last to bring about general ac-
ceptance of instrumental instruction as a legitimate school

“activity and provision for its adequate devslopment.

Yet another development in publiic school music which was

& product of the twentieth century is music appreciation.

The first outline of a course of study was madeby W. S. B.
Matthews, whose book, "How to Understand iiusic", came to press

in 1888. 1n the 1890's Walter Damrosch, Thomas Suretts, and

Calvin B. Cady wera prominent lecturers on the-subject. Books

were written on the subject to stimulaté thé movement , and
the player piano and phonograph were:introduéed for demonstra-
tion purposes, in 1lyll the Victor fhohograph Company hired
Frances E. Clark to head 1ts educational department, and to
supervise tné.writing of aporeciation texts ror the teacher.
The develovment has so progressed that praétically gvery high
school and a great many grade schools.have introduced the ap-
preciation lesson. ﬁducﬁtion authoritiés in genersl are only

beginning to rsalize the place of this subject in the curricu-.

lum, and ~s yet'it'rémains to‘be'decided now much 'of the time

should be devoted to this type of instruction. It is still a

©

2 1bid., 187



“'May we add’ to this definition from Grove's Dictionary Fhat
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point of dlfterence whether appr801atlon signifies a know-

ledge or an attlitude of mlnd, although all agree it is an
excelient means of motlvatlon and that it is important that
everyone»shoﬁld have the opportunity to Listeh'to good.music.
certain prominent music education authdrities‘insist that ap-
precilation can come only as a result of actual experience in
performing music; others, just as prominent, insist that ap-
preclation may come from just Iistening. Although there are ‘A*
arguments on both sides, we must admit that for a certain
more or less untalented group teaching appreciation through
the listsning process 1is our oﬁly salvation. A gbod many ex-
cellent texts have been written on the subject, and a great
deal of research is now being made. So lPt us leave our sub-
Ject here and patiently await what the future has in store
for this one of the newest and most important pnases of our
school music program.

A development of public school music which is still in N
its ihfancy ié the chamberAensemble group. Before continuing ‘ ;44’4444’
1n our story of 1its values to our boys and girls, let us dis- |

cover a little of the history of what is to be the subject of

.this thesis.

It seems Iitting at this time to define chamber music.

" Chamber music is the name dpplied to all that class of
music which is svecially fitted tor performance in a room,
as distingulshed from concert music, or dramatic music, or
ecclesiastical music, or such other kinds as require many. o e
performers and large s.aces Ior large voiumes of sound. h

1 Grove's Dictionary of music and wusicisns, A-£, 495
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chambsr much Includes any small combination of instruments,

although probably the best Kﬁown typs of sensemble is'the
string quartet. A very'striking characteristic of this type
of ensemble is that one part is no moré‘impOrtant than an- -
other. In this musie thg:parts‘are carefuliy interwoven --
at times 6ne;instfument has a rragment.bf the melody -- then
again, it seems to be snatched‘away by.another. ‘BaCaﬁse of
tanis quality cnamber:music is among tﬁe most difficult to
p;ay, and 1t takes years Qf‘piaying together before an organ-

iz=tion develops’perfect ensemble. In this class of music,

‘also, Lhers is novléader in the strict senss of ths word.

There is one who ‘starts and stops" the ensemble, it is true;

but there is no one person responsible for the seeting of the

tempo, the expression, or the particular tone quality to be

used in certain passages, as there is in the largsr ensemble.
It is commOnly believed that rFranz Joseph Haydn was the

originator of chamber music, and, whiie we must admit he gave

it its present form, historians are coming more and more to

believe that it dates much farther back -- to the old courts

and villas of sixteenth century Europe when the nobles and

princes hired private musiciéns who wrote and played musiec

Ior their employor s pleasure. Bachmann, in "An Ekncyclopedia

"7 of the Violin" ,‘states very QondluSive'evidence”bf‘the‘an-"

tiquity of chamber music in the Iollowing paragraph::

The origin of "chamber music" dates back to the year

.. 1965, when 1t is mentioned in the "Antica ..usica Ridotta
alla moderna® of. nicolas Vincentinos. In 1612, S. d' India

1s named as being director of the chamber music at the
Ducal Court of Yurin; in 1665, we find uiovannl Giaccoma
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Arbignoni giving concerts or chamber music in Venice; and
{n 1637, Torgquino merulo published nhis "Canzoni overo
s-rnate concertante per Chiesa e Camsra". At this spoch all
music not intended to be performed in the church or in the
theater was classed under the head of chambsr music, but
today this expression applies only to sonatas, trios, quar-
tets, quintets, sextets, septets, and octets written in the

" classic forms or such modern developments as have besen added

to tne chamber music¢ repertory by Schonbsrg, Stravinsky,
Goosens, Foulenc, kiilhaud, Bax, and others during recent
yeaI'S - . '

At I'irst madrigals and other vocal music were played on

‘instruments. Yhen it was tound that more interesting things

could be written for instruments which would be technically

1mpossible for the voice. vSoon folk dances were developed,

and later they were put togetner into suites or groups of dan-

ces in the same key. %his was'the principallmusic ot the
seventéenthlcentury.’ Soon the term "Sonata' became used, not
to designate form of composition as it does today, but to
diffgrentiate bastwsen vocal and instfumental COmpositibns.
These sonatas were written for combinations of instruments;
or for ‘clavier alone', ratnéf phan'for solo instruments as
the term implies today. Corelli and Purcell were the two

notable composars of this period of instrumental development.

From these more primitive forms of musical composition grew

' our sonata, symphony, chamber music quartet, trio, quintet,

ete.
.5uin,tne,Esterhazyrpalace atuEisenstadt, young Franz Jos-

eph Haydn became “kapoellmeister" in a happy environment , un-

der the patronage of a'prinoe who was avpreciative and gener-'

. 0ur. angd. at .the.-same time exacting in his conception-of musical

‘1‘Bachmaﬁh, An Encyclopedia of the Vioiin, 238,
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_standards. Here Haydn gave to chambervmusic:its present form.
His most used media, as was that or most of tne composers of
cnahbér music, was the string quarfet.v>Usiﬁg the iLhree canto
torm of Johann Sebastian Bach, with 1t5'princip¢eé of Duaiity,-‘
plurality, and Unity ot key distribution, as a mpdel,'Haydn

constructed the sonata allegro I'orm of musical composition.

‘his t'orm consists of three divisions; exposition, develop~ .
ment, and recapitulation. 1In the exposition a main theme in
the tonic, or homg, key is stated, and usﬁally repeatéd; then
there is a ﬁransition period during whicn modulstion to &’
contrasting keyALakes place; next, the sécond theme, & series
of melodic phrases and senténces, is stated in this cohtrast-
ing key. <The devsiopment section is baéed upon these two |
themes, énd moduiation takesvpiabeAfréely. In the recapitu-
lation section we have the first subject resiated in iits or-
iginal form, a Lransition, the‘festatement of the second
vheme , fnisAtime Lransposedlto the tonic key, and a coda, or
ending pnrése or group of phrases. It has bscome custOmarj
ror one movement of chamber music to be in this form.
Another innovation which Haydn-introduced in to the
réalm'bf chamber music was the addiﬁion of the minuet to
fhe sonata allegro moveménﬁ. Yet another favorite form of
“tnis father of the stiing qu.a'r{;e‘t'_ wes that of the folk song.
‘This form may best be described as "assertion,-contraSt;i

and_reassertion".l

+ Oxford nistory of Music} ve 210.
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HAydn‘s‘sléw movements are offen s010s -or duets with accom-
panimént barts Lfor the other‘inStruments of the ensembie.,
His adagios give one a Ieeling or'tendérness; his finales
éignify joy. Here‘is-an éxcellent'description of ﬁis adage

jos:

~ Sometimes there are special effects ol colour; the mel-
ody veiled and muted hovers over light detached harmonies or
f'loate upon & murmuring ripple of sound; somstimes it soars

"and poises and falis back in a plashing cadence, or eddies,

ecircls upon circle, over a broad and quiet expanse. And,
throughout, the whole sentiment is as pure and sweet as a
spring landscape, wnhen all the world is breaking out into
leaf and ths woodland is chequered with the April sune.

Someone has dsscribed his finales in the foliowing

words:

Carerully exact in form they ure extraordlnarlly light-
hearted in character, rull of quips and jests, racing along
at break-neck speed, bubbling with laughter and gaisty and
high splﬁlts.z

~And let us sum up his style:

It is not a fantasy of interprevation which bids us
find in his music the culet unquestioning coniidence of one
who, throughout nis seven and seventy years, remained "in
wit a man, simplicity a child.3d

In all he wrote sighty~three quartsts which have been
printéd and catalogued.A Besides these hils other chamber mu-
sic may be listed:

32 Trios for strings and othe} combinations

2 Trios tor two flutes and cello o

- .8 Trios {or plano, f'lute, and celio
.35 Trios for piano, violin, and cello

gaoxford.&istory of music, v. €15. - .. ‘} ; - ..

S Ibid., 267
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"peacelully assured existence against the most unequal of

‘between the elation of one hour and the anguish of the next.

6 Duets for violin and violsa
4 Sonatas for violin and clavier

Haydn's most famous pupid, mOAart, while ‘he did not -add
much to the form of chamber music, added a great many dellght-
ful compositions to ensemble iiterature. Nozart was a musi-

cal genius of the highest rank.. "He was guided more by the . =

-gpontaneous crestive powers with which he was naturally en-

dowed than by any mere inteliectual or philosophical thGOPl—.
sinés concerning art. "' His works hurt the ears of his mu -
sical contemborariesrdue to his use of dissonances and sudden.
modulations for-effect. His style is characterized b& a
transparency in harmony. | |

Mozart was not as rortunate as wasfﬂaydn in having a
sympathetlc patron. ozart hexd a 1'ew such p051tlons fiom
tlme to tine, yut was constantliy worirled about where the next
meal was coming from. Wagner has best described ‘the struggle
of this musical genius in the rollowing words:

the life of iiozart was one of continuous struggle for a —
odds. Caressed as & child by the haif of Surope, as a youth
he finds all sstisfaction of his sharpened longing made doub-

ly dirficult, and from manhood onward he miserably sickens

towards an sarly grave...Hls loveliest works were sketched 5

Certainlty under these circumstances no artist can work at his

;Qbeét.:_it.ii,to be marveled that Mozart accomplished as much

as he actually did. ' - . .

 His style can Dbest be described in the following words:

1 Kilburn, The Story of Chamber lusic, 61. - | L

2 Ibid., 69.
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He cared nothing that his construction ran along fdmiliar =
Iinés; indeed, he was writing for a gsesneration which could
not have followsd a more recondite scheme; he attains his

. send by taste, by imagination, by warmth ol cclor, and above
gll by that wonderful sanity and ilucidity of style ror waich :
among all composers he stands pre-eminent. <The same explan- - 5
atopm may be given of another point on which he is often ' ' :
‘held to be more open to criticism...hls habit of detaching -
his melodies and filling the interval with simpie scale and S
harmoni¢ passages .which do no more than emphasize or mark a : :
period.

Of iozart's quartets the six dedicated to Haydn, and the
three dedicated to the'King of frussia are the best known.,
His other chamber works include:

Quartets tor flute and strings
Guartets for oboe and strings
Quartet ror clarinet and strings :
Quintets in C, Eby and G minor, for strings
Quintet Tor horn and strings .
Guintet in C minor, for fiute, oboe, viola, cello,
and glass harmonica
Quintet in Eb, for piano, obose, ciarinet, horn,
bassoon
Quartet in 4 minor, for plano and strings
Quartet in Eb, for plano and strings
Divertimenti in Bb, for violin, viols, and cello
Prio in kb, for clarinet, viola, and piano
7 Trios for Violin,~cello, and piano - L B e
22 Sconatas for piasno and violin _ : -

For the next twenty years (after 1780) there is almost
no structural modification at ali; the plian remains. practi-
cally uniform, and the whole advance is in architectural ds
tail and embellishment. +hen, when the form could no longer
bear the .welght imposed upon it, came Beethoven who enlarged
its base, widened its outiines, and gave it at once a new
strength and a new beauty.

Beethov;n 1ntroduced the scherzo Ior the flrst tlme in
.the quartet. Literally a'scherzo'is a "jest", a piece of

music of a playful character. it is used in place of the ' LT T T

1 9xFPord ‘nistory of wusic, V. £38. AR ‘ _»l S

2 1bid., £32
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" pinuet. Haydn had changed the character of the minuet, giv-

ing it a lighter, more piayful\charaéter, and a more rapid
tempq; but Beethoven changed tﬁé name of ¥scherzo" and re-
tained only the triple thythm of the minuet. (Later compos -
ers have chanéed_even the rhythm...2-4 and 6-8 being fre-
quently used.) He seemsvto hgve_profitéd by the-eXperiénces-
of nis predecessors,,and his wprk gives evidence of greatéf
icontrapur.tal skill, modulafions, individual use of-éach in-
strumént, especially the viola, and above ali in poeﬁic feel-

1 Beethoven used more freedom in Iorm than those who

ing."
had written before him, and often he reduced the number of
instruments playlng to give an effeot_of‘cleafness. This
latter innovation ‘1s very important to and characteristic
of chamber music of a high degree. Sometimes Beethovén-uSed
the theme and variation form in his quartets, a'iorm which |
one any less than he could not manage withoutvits becoming
unintepesting._ |

Another characteristic of Beethpven’s compositiéns is
the wealth of melodic‘material which is apparently unrelated,

‘but which upon analyzation one'realizes is closely related.

Beethoven's very cheracter is exemplified in the fact that

'he did not bow to.style'inicomposition, but used style to fur- .

ther his own needs. He was a great individualist in iife as

well as in music. His chamber music is considered the great-

~est.of all in our day, and no doubt it will always hold that

1 Kilburn, op. cit., 5C-5&2.



.position. It is of'ten misunderstood by those who claim to

have set up high musical standards for themselves, but for
those who have studied it there is an incentive to return-
again and again to it ror the inspiration which its fresh
beauty nevsr falls to glve sven the vsteéran chamber musician,
This is especially trus of his iast works,

Beethoven was the first great democrat among musicians.

‘He would have none of the shackles which his predecessors wore,

and he compelied aristocracy of birth to bow to the aristocracy
of genius. But such was his reverence for tne styie of music
wrich has grown up in the chamber of the great that he devoted
the last tihree years of his lif'e almost exclusively to its - com-
position; the peroration of his proclemation to mankind con-
sists of his last quartets..iLhe hoiiest of the holy things to
the chamber musicians today.

Beethoven's chamber music includes:

5 Trios for violin, vioia, and ceilo
Yrio for violin, flute, and viola
Trio, Ope. 87, Ior two oboes and £ngiish horn
Trio, Op. 11, for clarinet, celio, and piano
Quintet in Bb, for pilano and wind instruments
Piano Yuintet, Op. 29, in C major
Sextet, Up. 81lb, I'or strings and two horns
Sextet, Op. L7, Ior two clarinets, two horns, and

two bassoons

Septet, Op. 29, in Lb, for strings and wind in-

: struments

10 Sonatas ror violin and piano

Sonatas for piano and Ffrench horn

Luets for clarinet and bassoon

Quartets, Op, 130, Op. 18 (1, 2, 3, 4, b, 6},
Op. 74, Op. 59 (L, 2, 3), Op. 1¢3

[
(AN

Almost all of the composers who have come alter Beethoven

”have tried tneri hands at chamber music. While there were no

particu¢ar changes in rorm, the style of writing, perhaps,'has

undergone some changes. S0 18t us consider briefiy some of the

lhilburn, op. cit., 71



later COmpOSErs.

spanz Schubert lived in Vienna at the same time'Beethoveh’ : fwwww~WW

41d and many of nis works show the influence of the great mas-
ter. By nature 8 rather tizid soul and of low rank by birth, =
gchubart was more or iess apologétic in his writing. He diad
very little that infiuenced instrumental music, although his
pusic is characterized by a "spontaneous flow of beautiful
melody"-l- Schubert's most famous chamber composition is his
piano trio in B-flat. Of this work hobert Schumann has said:

One glance at this trio, and all thne pitiful clouds of : 5
. 1ife disperse and the world shines again as fresh and bright- 5

gs ever., <This work is indeed a precious legacy., HKany and

beautiful as are the things which time brings torth, it will
be long ere it produces another Schubert.u

Another composer who tried his hand at writing chamber M-
sic was Felix.Mendelssohn—BarthOldy. He was born of wealthy
parents and received an excellent education. Charactsristics
of his works ars the charming melodies and é';ransparent style.
- Some of his works are quite orchestral In effect. kitter says
in his "History ot husic", "He was mors lyric than dramatic,
more retined than proicund, more conventional Lhan original."
His works inciude:

S Quartebs} Vp., 1; £, and &, for piano and strings
7 ®tring Quartets:

Octet, VYp. 20, for strings
Guintets, Op. 18 and 87, I'or strings. ' .- .
Trios, Yp. 49, and 66, for piano and strings
Sextet, Op. 110, for piano and strings
Concert rieces, Up. 1.8 and 144, Ior ciarinet -

and basset horn with plano accompaniment
Sonatas, Up. 45 and b8, Ior piano and ceilo

R R VI VR N
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rilburn, op. cit. 80 _ - R

2 Ibl4., 83



A Set of Variations, Op. 17, I'or piano and cello
A Lied ohne Worte, Op., 109, for Piano and csllo L
A sonata, Op. 4, for violin and piano : L

Next we come to Robert-Séhumann, a rather indépgndentvsoul.
ﬂe»rind he was very fond of using tahe rosilia form in his:melo- .
dies..;thét 1s the repetitioh of'a melodic figupe‘on'different |
tones. His style 1is best described:

: It may ve that much of his work will not survive the
attack of time. There are few men who do not find the grzatsr
part of their life's record is written in watsr. But some-
thing at least will remain. He 1is not only the best repremene
“tative of a distinct style in music; his sense 0I beauty is of-
ten exquisite; his feeling...pure, manly, and chivalrous. So
long as melody possesses the powser to soothe, to comfort, to
sympathize, so long shall we turn in gratituds to one who could
transmuta the soorows of his own heart into an elixir for cure
of others.l o

His chambser works inciude:

3 String Quartets in A minor, F, and A, Op. 41

Pianoforte Wuintet, Up. 44, in Eb

Pianotorte Quartet, Op. 47, in Eb

Pimnotrorte I'rio, Op., €3, in D minor; op. 80,

in F; Op. 110, in G minor

4 Phantasiestucke, Op. 88, tor plano, violin, and

cello _
Adagio and Aliegro, VYp. 70, for piano and horn S
thantasiestucke, Op. 73, tor piano and clarinet S
Romanzen, Op. 94, for piano and oboe :
otucke im Volkston, Op. 102, tor piano and cello
Sonatas in A minor and Op. 1l¢1 in D minor for -

plano and violin
marchenbilder, Op. 113, Ior piano and viola
warchenerzabungen, Op. 1%2, for piano, 0¢ar1net

and violda

(SNSRI
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Ludwig Spohr was not an epoch—making'conffibutor to the
'.Céﬁuéé:ofnéhamber.music;ﬁbﬁt hé‘probably.had soméviﬂfluenbe.
‘He was fond of mannerisms...chormatic ovogressions in the melo-
dlc line, enharmonic modulat ons, and constantly reépeated phra-
 ses and cadences. hlS doubie quartets are of the h*gnvst order, o e

1 ki1vurn, Op. cit., 96-97
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rut in his regular quartets the rirst violin is too prohinent;
Al in all, we must admit he upheld a high and dignified stand-

ard of music. His chamber works include:
33 String Quartsts

Quintets o

Doublie Quartets

riano Trios

Septet

Sextets

Octet

Nonet .

Concerto, Op. 131, for string quartet

(S SEE SR NP

Brahns, too, wrote chamber ensembles.

To the serious student and lover of good music the works
of Brahms are a lasting deiight, expressing as they do the’
purest and best of our musical aspirations. What the gresat
masters of the past did for their day and gensration Brahms
has done for ours, and it is safe to say that the sympathetic
attitude of any community towards him may. be taken as conclu-
sive'groof that its musical state and condition is sound and
true. : : : :

Brahms' chamber music may be represented by ths roliowing
list:

% Trios, Op. 8, Op. 87, and Op. 101, tor piano,
violin, and celuio o
Trio, Op. 40, in Eb, tor piano, violin, and
horn
Trio, Op. 114, for piano, ciarlnet, and cello
String Sextet, Yp. 18, in Bb
String Sextet, Up. 36, in G
‘ Piano Quartet, Up. &5, in G minor
Quintet, Op. 34, in I minor . _
3 String wuartets, Op. ©1 and 67, in C, A minor,
and Bb SR _
Quintets, “Yp. 88 and 1.l
. uintet, Up. 115 for clarlnet and - strlnés

Dvorak ‘8 works have splendld melody, 10hm, and color, and

therv 1s a ting° of the colorlng of his native Bohemia in his

. .compositions. While‘he was in America”betwéen'1892“and‘1895,

'l‘Kilburn, Op. Cita, 123
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e used melodies American Negro spirituals as Lhemes for some -

ot his Dbest loved compositions. The roliowing are some of his
cnamber works:

String Quartet, ¥Yp. 96 (Negro Quartet)
String Quartet, VYp. -l
Piano Quartet, Op. 57, in Eb

3 Trios for piano, violin, and celso
. String Sexuvet, Up. 48, in A
Serendde, Op. 44, I'or wind and strings _
Terzetto, Op. 74, for two violins and viola
Sonata, Op. 57, Tor piano and violin
Quintet in A, for piano and strings

Another composcr wno 1s probably mqfé popularly-khown ior
his orechsstral works than for his_chamber musié is Richard
Strauss. ﬁis,stylé is broad and vigordgs, and he shows a mar-
velous power of melody."His later worxks are often considered

nearly formless, but in reality they'were'written in a style

which evolved from the more classical manner in which he wrote -

his earlier compositions. His chambeﬁ music is orten disap-
pointing in that it is inclizned to be too full. Some of his
chamber works are as follows:

String Guartet, Op. 2

Piano Quartet, Op. 13

Sonata, Op. 18, for pisno and violin

Serenade, Op. 7, Ior wind instruments

Sonata, Up. 6, for piano and cello

‘ Ajong about this time there was an interesting develop-

ment going on in a country which had hitherto contributed

3iittle:if?anything-té musical literaturé. A new school was

rising in Russia under the leadership of Glinka., A iittie of

our chamber music has come I'rem such composers as Gilirnka,

?IppOIitoff;Ivénbff,'Gretchahindff,'Rimsky>Kof85koff; Borodin,

Glazounoff, Arensky, Sokoloff, Tanyseff, Kopyloff, and
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Examination of the chamber music of the composers named
qahove, reveals a surprising numbsr of works, writtsn with
.ruest feeling and the highest technical skill, Some of these
shall be refserred to. in detall, but it may be observed that
~any of thnese composers are manilfestly influenced by, and
gather up into classical form {as did Haydn, and, to name &
modern instance, Grief), the folk music of the common people.
ihere sesns to be an immense wealth ol tnis kind of musical
material to be found in Kussia, of'ten couched in quaint, ir-
regular rhythms, bul [ull of a wierd charm, sven though strangs
to fdestern ears. <That such material should appeal strongly to
the musicians of a race so powertuliy affected by their emo-
tions as are the Sclavs is wnat might be expected, and as tie
supply is said to be inexhaustibie, and often ol cornsiderabile
artistic beauty, the further develogments in this direction
wiil be watched with keen inturest.

0f these composers tne most distinguished was Tschaikowsky ,
wno was a composer of remarkable originality and power. Some
of the chamber works of the Kussian school are as roliows:

Glinka
1 Septet |
£ String Guartets
1l Trio i'or piano, ciarinet, and oboe
Ippoiitorf-ivanoff
String Quartet, Op+ 13, in A
- String Wuartet, Op. &0, in Eb minor
Gretchaninoff ’
String Quartet, VYp, 2, in G
Arensky - ‘
String “uartet, Op. ¥52, in A minor
Trio, Up, %<, in D minor, for piano, vioiin,
and cslio g
Sokoloff L
String wuartet, Op. 7, in ¥
Tanysei'ft
otring uartet, Op. 7, in D minor
Kopyloff C A .
© String Qudartet, Op. 15 -
- Tschaikowsky
Trio, Op. 850, 1or plano and strings
String Quartet

Among still more modsrn composers who have tried'their

1 Kilburn, op. cit., 137
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hands at chamber music we:maybmetnlqn DebusSy, rranck, Ravel,
grieg, Lalo, and some present day Americans who may be repre-
sentéd by.Carpenter,'Chadwick, Coldmark, Uraingér, Hadley,"
Hanscn ; Kellay,VMason,vSomerby, Stoessel, H. Waldo—Warner;
etc. The'tehdency of thesé modern writers is to'use a great o=
deal‘of tone coior and tonal effects. Thsay make frequent use
éf such devices as harmonics, pizzicato, mutes, tremolo. These
must be ﬁsed with care or the composition is:likely to becomse
momotonous. Daniel Grsgory Masoﬁ, American c¢ritic, author, and .
composer, insists that by usihg double stops and tremolo modern
COmpoéers are imitating the orcnestra poorly and are ruining
the beauty, grace, and‘daintinésé of the chambsr ensembie. MNore
and morse éomposers are using the-piaﬁo in these ensembles, and
this, too, is not according to Lhe traditions of chamber music
in wr. Maéon's estimation. He points out that Haydn and mozart
used the p;ano in these ensembies, but that the pilano of.their
day was a much more delicate Iinstrument, and so did not turn
the performance inﬁo a "handicap race".

Vhamber.music in America probably dates back to the cava-
liers of VirginiaFWith'théir chests of viols, énd the music of
Boccherini and Vivaldi. ifusic was the order of the daj in
';f&mily and.soqial_gatherings;“.The»first important~chambervmu~
sic'ensembie in America was the mendeissohn Quintet Glub of
Boston, which was organized about iéSO.,_*his was roliowed
.. by a Boethoven Quintet Club in the saume city twenty~-three years
later. - - . o | ' o

Naturally,'string quartets prosper best under the shelter
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of Orch°stras or of large music schools. Here again the‘period
1v00-1925 witnesses a great expansion. Before the turn of the
century the oniy prominent chamber-music organization was the

aneisel Quartet (ls86), an ofrshoot of the Boston Orchestra.
1n 1903, however, the enthusiasm and intelligence ot a New York
panker, Edward J. deCoppet, a man with the spirit of a true ar-
tist , created the rlonzaley Quartet, which with the Kneisel =
must always hold in the history of chamber music in America the
same fundamental place that in the orcnestral field is held bv
the New York rhilharmonic, Chicago, and Boston orcnestras, *he
jnt'luence of such organizatlons is litsralliy endless: .1it is o
like the proverbial wave started by the pebbise thrown into the
oceans it goes round the world and comes back agai

Othe r quartets and chamber groups wnich are well known to-
“day are the blshuco Trio, Berkshire Quartet, +ongy Club of
Bostch (woodwind ensembles), Letz Guartst, London String Quartet ,
Chicago Quartet, Abas String Quartet, and a number sponsored by
conservatories and colleges.,

There have been several dutgrowths ol this movement in
America., first of all cnamber music of a very high grade has
been made possible through.the financial backing of generous
patrons and patronesses. Of these two are probably the best
known...deCoppet, mentioned above-as the sponsor of the Flon- S -
zaley Quartet, and Elizabeth Sprague Coolidge whose generous |
giftS'have made possible the wmlshuco Trio, the Parlos Quartet,
the Pro Arte Quartet, and others. One of irse Coolidge’s most
Iamous contrlbutiOns to the cause orl chamber music is the ann-
ual- Berkshire Festivals. 1hese sne organlzed in 1917 or 1318

~in Plttsfleld, massachusetts. ‘Here a beaut;tul mu31clTem91¢-

was cpnstructed entirely or well-seasoned wood and was an ideal

room in which to perform chamber music., In 1925 these festivals

D. G. Mason,_Tuﬁe In, America, -8



#gfe'movedvto;Washington D. C. where a chamber music hall was
puilt under the direction of the “lizabeth Sprague Cooldige

fFoundation in the Library of Congress. Mrs. Coolidge gave a

- half miliion doliorslto the United States Government tor the

RO
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.maintenahce'of the hall and the annusl l'estivals, and; in the

words of . the donor, "for the composition and psriormance of

rusic in ways which might_be_considered too unusual or expen-
sive to be ordinarily undertaken, given precedence to consid-
erations of quality over thosé of ‘quantity., of.artiétic over
economic.values, and of oppoftunity over expediency.“l Mrs. .
Coolidge sponsors, aiso, chamber music contests with worth-
while prizes. These composition contests have given encourage-
ment To many a struggling young composer, mps.'Coolidge has
for the last year or so sponsored somé regular weekly broad-
casts of chamber wusic programs from the Library of Congfess..

“ith the growing intsrest in the branch of musical 1it-

erature has come in fecent years the organization of Chamber

busic Associations in our iarger cities. Mr. Edwin T. Rice

says conserning thesse:

lhese may be regarded as typical of trne efforts which are
now being made to provide assured audiences -for tne ensemble.

players touring the country. The maintenance of the various

quartets wouid in all,probability be very burdensome but for
the support so given. ,

.;Anéther fesult ofvthisAneﬁ interest has been.the formatiqn.

of family and neighborhood chamber groups. Amateurs everywhere

l The VlOllnlSt, fichamber nusic Festival at Washington s 201 5
XXXIX 5, NOV. 3 13260

D. B. mason, Tune In, America, 8
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are becpming'more and‘mofe inﬁriéued'byvthe ﬁeauties ofvthev
chamber ensemble.‘ B |

btill another outgrowth of thls mOVumentlis the sponsor- .
1ng of small ensembles by the music departments of our leading
colisges and b y iLhe well-known CODS“PV&tOPleu of our country,
Having proved of great value in thess institutions, leadlng |
educators in the realm of music are now advocatlnv its use in

tne high school and in the Junlor hlgh school. It is'with this

subject that this thesis is concerned; and we. shall now consider

the ways and means of p;acing tnis experlence within the grasp

of our Amerlcan boy and girl.



“»which is ﬁb'iohgér prepafétidh tor iiVing,'but.cOnsists of A . B

CHAPTER II o SRR
THE USE OF CHAMBHER MUSIG IN THE

SCHOOL MUSIC PROGRAM o | :

Since in this chapter we are going to consider the "why
and wherefors" of chamber music in the curriculum, we shall
considef it from three angles:- (1) how it furthers the gen-
eral goal of education, (2) in what way it fulfills the ex~’
pectations prominent educators have of 1ts values, (3) how it
measures up to and furthers the musical objectives we have
set up for the school éhild.

| The'more we seek'to educate; the mbre we philosophize On.
that education gnd its prqblems; the more we psycﬂomanalyze
our schodl systems in general...the more fully we‘tend to re~
alize that after all education is living.' We teach our
children by setting up actual and natural lif'e situastions in
which they learn by doing. It is a well-xnown saying that

Yexperience 1s the greatest teacher®, and a recognized psy-

chological law that Iacts shouid be learned in the situation

in which they ars to be applied. 8o, by setting up situa-

- tions as nearly ilke those the pupil meets in life, and by

" providing him with experiences similar to those he will meet

when he is no longer under the protection of the schoolroom's

four walls, wé are fulfiliing the requirement of education,



'fiéh and fuil sxperience in 1ifing. It is'wéll;known that
the apprecilations, enjoyments, and pieasures in lif'e are the

things that make it worthwhile. Therefors we must give the

L

¢hild expefience in theém, and one of the chief agencies which
make our .iives mofe interesting is mgsic; .80 oﬁr educational
progranm muét be so organized as to give'the fulleét 8XPEr.
ience possible along this line. Dr. A. E. Winship, Bditor of
the Journal of Education, says.the'following:

We must, first, last, and all the time insist that music
is an educational essential, not to be neglected by the Lea-
cher because other school activities‘are more. insistent, not .
to be abandoned because the tax-payer's pocket squels. S
_ Music is as real in its service to humanity as the mul =" -
tiplication table.

Why does a boy whistle when he needs hearty

Why did the soldiers boys sing "Dixie" or "Marching
through Georgia®™ when there was dangsr oI over-much thinking
of "Home, Sweet Home,” or of the morrow's pilcture of the
carnage?

Why doesn't the boy repeat the multlplicatlon table?

Why didn't the soldiers have a spelling m2tch?

When you need music you need it more than you need the
list of irregusar verbs.

Why has every evangelist had his Sanky , Alexander, or :
Excell to warm up the audience until the biood tingied and 5o
thriiied like the springtime sentiment of youth¥ hy not ' R
start the revival with a recitation of definitions? :

Why do weddlng bells chime . Joyous music in the happiest
hour of a firl's life?

Why are social reformers so afralid of the cabaret? Why
is it that music sets the brain auwhirling, the heart a- thump~
ing, the feet a-going? B

Whv is it that mu81c possesses the soul of most peopls
as not=1ng elss doss*Y Is it because it 1s & non-eésséntial,

& side issue, a trilling incident in one's 1lifer 1Is it so
unimportant in life, in war, in politic¢s, in love, and in

"wreligion’ that it has no place in educationt

) For good or ill, music is pns of the greatest forces in
Vlife, individuaily or col.ectively.

‘All pretense to educate without music is like pretend-‘ : B
ing to bs rapturously haspy Whlle wrlrkilng tre face with '
scowls and trowns and clogging the voice with wrath or hate.

" Musilc is the smile of education smoovthing out - frowns,
giving dipmples in place of ernkles, riopling, ech01rg tones
in place of curses.

All our troubies have ccue Irom mista.ing scholarshlp



- 36

for education, frOm putulng knOWLedbe aoove thinking, doing,
and Ieeling. )
Above a coliege gateway is this warnlng
"He who reads and reads .
‘And doss not what he knows
Is he whe plows and plows
And rnever sows."
There is no educatlon in scholarship except as 1t is
used to educate.
Education is adjustment to llle, adjustment to new prob-
lems, adjustment to the morrow instead ofyesterday.
Music when rightly taught and practiced gets into the

.1ife of boys and girls and stays there into manhood and wo-

manhood as does nothing else in the school. _

Music has not had adequate recognition because some peo-
ple do not sing or play the violin. We have been too ready
to assume that the schools should do nothirg for any child
that it does not do for all chiidren. We have broken down
that barrier in indusirisl lines but we have made concession
as relates to music.

Rhythm is for all chiidren. No youth is such a Dblunder-
er thdt he will not soon learn tc keep step if he 1s in a
military compeny. No normel chiid is incapable of getting
beauty and the physical and mental effect of rhythm.

There are few who cannot get all the benefit of melody,
at least Iin the appreciation thereof. No soldier escapes
the effect of “Dixie" or "The battle Hymn of the Republic®,
No one in a revival service fails to get ths maglc of the

- melody of the revival songs.

, Not all will get the inteliectual stimuius of harmong
but tnere wiil be as many children who get the personal ad-
vantage of harmony in music as of the artistic eff'ect of a
masterplece in poetry, and more than wilil get any sense oI’

an essayist's art. We insist upon the study of Engiish 1it-
erature in every grade from the first Brade tc high school
graduation by every child, knowing that to some 1t is oniy
the bhythm and the melody that appeal to them. There is as
much prorit ictetliectualiy and moraily and more aestunetical-

ly in the st&dy of rhyihn, melody, and harmeny in music than

in language,

It was a long time before educators were finally conw-

'vincedhnhat music was;wortnylof 8 pdace 'in the curriculun,

althoﬁgh they readily recognized its value as a sco-called

extra~-curricular activity. There were several obstacles

.- which Qontributed.to the»delayed,inbpoduqbion of music

1 Tapper, The iusic Supervisor, 7477,
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gducation. . The greatest curse of all was the legendary mu=-
sician with his dissipated, more or iess‘vagabond, existence{
However, after boards of éducétioh, rbnd parents, educators,
and the public in general awoke to the fact tﬁat'musicians
were not necessariliy trimpﬁ, oat-inteliigént, business-1like
mén and women who could well defend their chosgn profession,
. there came an ever—inoreasingfrea;ization of'tﬂé values in‘
music. At first it was used oniy in the church, then fa soc-
ial gatherings,-and finally some daring SOuld'put itvinto the
schools...at first in the form of vocal, and gradually as in-
strumental ana theoreticali music as well.

The growing frequency of artist concerts and the organ-
ization of symphony orchesiras and choral societies began.to.
awaken the general pubiic. Soon it was considered quite Qal-
uable as an accomplishment to be able to play or sihg. Then
a few of the more advanced thinkef of the nineteenth century
advoc:ted putting music into the curriculum in order that all
might reap benefits from it. The music pro rram idea spread
from school to school uniil the unlted States Bureau of Edu-
cation was able to report in 1920-22 tnat Yonly English, Bhe
generally requlred mathematics, and latin are at present
'more generally studied §han music by Amerlcan high school
students, "l | | |

Let us now turn to the»vaiues'qf music in the cdrriculum

as the educators see it., Educators agree that the primary

1 y.s8. Bureau of Bducation Survey, 192022, II, 26
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objective of all music education éhould:be appreciation ...
tnat ractor so important to a cuitured and rich lire. We are
not prlmarlly concerned w1th the gifted chiidren only. Our
education must be as democratic gs the ideals upon which our
country is based. Ve shou;d aim to sducate ﬁhe average boy
and girl. <Then, we shall do what we can for those with spec-
1al talent. Our chief aim is, then, to give these average
pupils a sufficient background uptn which to tase their app-
reciation and understanding of the mofe successful musicsal

etforts of others. Appreciation cannot be taught directly.

‘"The minute the lLeacher attempts compulsion in apprsciation

he does not obtain & genuine response, but a so-called "Yes-
yes" attitude. With this in mind we must conclude that the
best. we can do 1is to continuebto carry on research along

this line, and use the method of "exposure" to.good music for
the present. Some_authorities insist that appreciation comes
only from participation, while others are equally insistant
that it can be acquired by.én_abundance»of tistening.. We

must admit that the one who has’pafticipated in music under-~

standé moreé--just as the trained eye of the artist sees what

the layman cannot in the landscape-~than does the one whose

activ1ty cnn31sts only in listenlng. But since particioa-

“tion is 1mp0331b1ﬁ for °vnrJ0ne, and since we w1sh to develop

appreciation in everyone, and since we have no better method,

it sesms only loglcal that the ;ist°n1ng experi nce with 1its

carzful superviolon snould be ‘the pr"sent medlum for "exl

posure ',



There are certain social benefits of value whichlare~
derived from ensemble expefience. "At the time when séhdol B
ensembles ars really practical they:are also'the.most need-
ed, The ado¢sscent has & strong desire to belong to some E
group or gang . He fesls lonesome and misunderstood. He |
seeks the companionship of others who are in similar circum-
~stancas, and unless we provide a groub for him, he will turn
~to the "gang" and other less desirable aséociations. In the
groups he leanrs thatl an brganizationuis as sﬁrong as its
weakest part, and he learns quickly that the social disap-
proval dirécted toward him, if he is the weakest part, is
" not particularly comfortable, and so he seeks to remedy the
situation.  He learns that the interests of the group must
always come t'irst, and that he must respect leadership, He
1eamsﬁ to be a good loser as well as a good winner, and to
regpect the rights and property of'otners. He learns to be
open-minded, to considar carefuiiy‘before forming an opinion,
and, when he hés fofmed his opinion, that there are ti:ues
when. it WOﬁld'be'appropriabe‘to state it, and ithat there are -
also times when it is best to be silent..
1he ensemble provides, also,‘a means of expressicn to
, thlS ado¢escent who, it ‘seemns, it "all emotioﬁs"' It cap-
1talizes hls urge to excnl-—to do SOuetnlng--tO 5501eve
notice. It develops self - conlidence and polse before an
audlpnce w1thout conIPOntlmg him- w1th bhe f°eilng of 'suffer-
| ing glone" ' He feels less nervous and more confident wh@g | T

he is piaying or singing with othzrs, yet he feels no less.
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-youth promptly, and most effectively.
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.sortant than he would perlorming alone.. The ensemble gives
+o Tore bfvthe mediocre music students thils advantage of a
-gans of self—expréssion and of.eXperience in. appearing in
public than uiey wouuid ordinarily énjpy as indiyiduais., |

rhens t00, the ensemble brings out the timid one and suppress-

es the too forward one. The timid one is no longer timid
+nen he finds others ars doing the same thing he is, and soon
this timid person will awaken sudienly to the realization
that he has forgotten to be_timid and has lost himself in the

music.  Social disapproval will take care of the to0o0 forward

So music is, after all,

a lenguage--a universal language--which belongs to no one

station of 1ifle any more than to another. Mr, Zanzig has

well said:

In mariy amateur choruses and instrumsntal groups there
are rich and poor. minkers and truckmen, university pro-
fessors and machine workers. In the daiiy work and other
ordinary experiences of .ife, these men are on very differ-
ent levels., ¥The truckman woulid probably be 1Ll at sase in
the home and society of the banker, and the machine worker
woulid probably r'eel inferior in knowledge and speech to the
university professor. Indeed, the truckman and machine
worker may be betier singsrs or piayers than the barnker and
the profsssor, and tnereby have the unstinted respect and
fellowsnip of the iatbter. #nd anotnér, stiil richer 1€liow-
ship-awaits them. .For it is.n:tural for any devoted crafts-

man, however humble, to ifeel a comradeship with 2il thoss

wao I'oliow the same craft, and in .eésser measure with all
oters wnose work or pisy is skilliui. 1In this sense, they
will be comrades of the superb singers and players in the

© great professional choruses, symphony orchestras, bands,

and smaller groups, to whom they willi listen with vastly
enlarged sympathy and understarding. Then “"Alions! after
the great companions, and belong to them!",..to Bach,
Besthoven, Brahms, and the otners of the glorious company
of suypreme craftsmen: to belong to them, too in the spirit
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of one's own simple but wellaearned‘craftSmanship.l_

One of the greatest‘needs of our age, and. of time to . Lol
comé, is tnat of training for appfopriate use of ieisure. |
4ith the coming of the machine and the consequent over-pro- ?7 -
duetion resulting in a decreaséd‘demand-for labor, our Amer~
jcan veople are going to have more leisure, and it is our
duty to prepare for this situation. W. F. Rissell has well
anéiyzed the situation: |

We cannot dsport Lhose who are nut at work. We have no
distant I'rontier to which they can go nor free land to give
them. We cannot divert their minds to athietic spectacies.
We will not toierate opilum. We have legislated against al-
“ecohol and lotteries. We have neither a body of ancisnt cus-~
toms and games nor any organized set of religious observan-
ces. We do not want war., All-the usual social medicines
used to operate upon the idle crowds are denisd to us in the
United States. Our only hope is education,

We need a new kind of education when we are small. We
schoolmasters should understand tnis worldd into which our pu-
pils are to go, should realize that getting a living will
occupy not so great a share of time as 1t once did, and that
Tar more time will be given to other pursuits. People .can
be lulied to repose by cocktails, or by motion pictures, or
by radio, or by riding in an automobilee But it will not
last long. Faster and more furious excitement is dsmanded - . - -

as the appetite becomes jaded. Our chiidren from the time ———

tney are small must. not only come to understand but actusl-
ly become habituated to the gateways to true a.d lasting en-
joyment. It is a matter of music and art, of iiterature.and S

drama, of plays and games, of politics, of supplementary :
hobbies and avocations. )

‘ "It would be utteriy futile to give any person detailsd

instruction as to how he should spend the particu.ar pro-

portion of leisure he hap,2ns to have It would cease to

be leisure if he had to use it aCuordLng to ruie. All you

can do by way of educating him for ieisure is to make him

“"famlllar with the tield wnere the finer OUportuqlties exist--'

the tield of s4ill in games, and siill more in ert and

craft--and then t ain him as an all-round man, a good judgs

of vaiues, capable of making his own.choice and developing ' [
his own technlque.d ‘ :

1 Zanzig, 1usic in Am rican Life, 48.

2 Rec,reat_ion,_.xxw; 4, 172.
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S0 the duty of education is undoubtediy to provide youth
4ith satisfactory methods of using its leisure hours. Unless
we meet this challenge youth will 1I'ind a way to spend its
1eisure_which mnay not be quite so desirable to_societyl S0,
»hile they are in school we must‘give‘tnwm1eXpefience in mu-
sic, w8 must maske that experisence a pleasurable one, and we
snall find we have gone a .iong ways in soliving our problem.
Nr. Zanzlg says:

Urged by the social and educational pressure of school
life, t ey begin, and most of them go on, and once they pass .
sutficiently through the necassary initiation to hold even
tne simplest priviieges in the nobie order ol music-makers,
they ar¢, we hope, likely to centinue to go on, despite all
the counter-attractions, taking .essons and practicing--or
at any rate singing or vlaying--outsids the schools when they
have gone as far as tney can or wish inside of them.

There is still another value ci music as a means for
using 1eisuré‘time. Tapper‘has expressed this point well
when he said, "It is the dniy possible community activity
in art that does not allow the participant to sit quietly
by himself meditating upon nis individual states of being.“2
It is in 1itself a soclal activity that gives each something
to do which is worthwhilie. ’

o A more direct learning wﬁich comes from music is the
. development of certain habits and skills. 1t teaches the
: child menipulations. - It_teaches-him t-0 use the 'smaller
muscles, Husic trains his senses. "playing an instrument
1 .
... " .Zanzlg, op..cit., 249

£ Tapper, The music Supervisor, €9
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in§olves three senses: sight, hearing, and touch. It causés
the faculties of time, rhythm, and muscular response to be

brought'out In coordination, as nothing else does“.l Former

president Eliot of Harvard once said, “iusic, fightly‘taught,

is the best mind trainer on the list, "< Reading and playing

music not only require high muscular and sense coordination,

but they also require that the performer be mentally alert.

It teaches him certain spped habits which are valuable in

other situations,.

For a certain few, music education should give vocation=-

~al--or at least preo-vocational--training. There sre certain

fields in music. ﬂIn some of them'fhe supply outnumbers the
demand; in others there is more of a balance. .We must explain
the situation careruliy t0 those sxpecting to make music

their profession, telling them the merits of each fieid, its
poséibiiities ror promotion, what salaries may be expected,
and how the supply'and demand stand. We may say briefly that
the concért field is no longer an open ohe to more than thoss

who by virtue of their very superiorvtalent would rise there .

anyway. ‘America has come to enjoy participation in musical

activities and is not wiiilng to listen to any but the best.

The salaries sound 1argeAand intriguing, but when managerial

.-comnissions, and various.other expenditures are deducted, . .

the sum is not so rabulous. The field of opera, too, has

4

Giddings and Baker, High,ﬁnrcol'Muéic_Teaching,.9

2 Ibid, 9
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. suffered a relapse. The symphony orchestra as a civie affair’

ssems to be an organization which will live in the tuture,
although it is doubtful whether the piayers will receive e~

nough remuneration for their bread and butter. What will

probably be the result is that the caductor and some of the

first cnair men will-be on regular salgries, but the rest Of
the players will play for the love of it and the’felléwship
in it. Alqng‘the same -line community choruses with paid so-
1§ists and conductors will also dévelOp. vThe church ﬁuéic

field will probably undergo a tfew changes, but, no doubt,

the largsr churches will maintain the positions of soloist,

organist, and music director, aithough the saiaries will not -

be vary high, and tr- position of music director wili offer
the most possibilities. *hen, too, there is the field of
teaching, privately and in the public schocl. #hile nowadays

we who are hunting positions be.ieve the field--both in pri-

vate teaching and in school teaching--to be somewhat overw

crowded , there will aiways be a place for é‘well~trained

teacher.  So we can conclude that thgre are three principal

fields open in music as a professicn, that of teaching, that

of church music dirsctor, and that of community chorus and

‘orchestra directors.

h:Bésideé'éuidahce:in'chOOSihé“a"fié+d'in"which"to'make'
hié life work, we must give tne chiid an ample background of

the elements of theory. He,should have the ability to read

et sight; a knowledge of tne rudiments of music, at least a

beginning in harmony, and 2 little orchestraticn; and as



L =

e

45

" wide a background ot history of music as possible. In addi-

tion, we must give him all the experience in public perfor-

‘mance that is possible.

Chambér music fulflls these vaiues of music in the cur-
riculum, and goes even farther. Dince it is ensemble playing
it, too, develops social tendencies, and since it is.a'small,
er ensemble, 1t develiops them more fuily.

Chamber music is one of the few iasting interests of

1ife. Young men grow old together puiaying for the love of

it, with a satisfaction that is never dul.ed, at weekiy meet-
ings, year in year out, for a quarter beptupy and more. uUn-
like most arts, whose devotees are alonc in their pursuit,
uniike most sports which imply rivalry of skill, chamber mu-
sic is a social enterprise; the nucleus of sympathetic gath-
erings wherein players are dependent upon each other IOP the
achievement of their common intsrest.l

Here, more than ever, the alm must always be that of the
group as a whoie, not that of the individuadids. “fhe individu-
al léarné, rirat of all, responsibility I'or his own paft.

There is no one else upon whom he can shif't the responsibil-

" ity tor his music, entrances, rhythmic diffiCulties,'etc.

There just is no~onetelse to help him alQng, and the social
disapproval is so strong that he realizes he must do his
part. So he "gets in and digs™. He learns the lesson of
absolute7608peratinn with the‘ﬁthers in the group. Since in

chamber music there is no conductor as such, he learns to res-

- pect ths leadership of & student, aud to wiliingly assume . .

~that leadership when he 1s called upon to do so. He learns

open—mindédness and consideration for others very quickly

NOrton,-stringrguaftet:riayigg, 5



/

_ S . o 46 e
pecause of the close bonds imposed by so small a group. He ‘ ' -
jearns to bring.out his part when the music cglls for it to
pe brought out, ahd to remain in the backgroﬁnd at other
times. In ihe chambef music ensembie, one parct is usuaily» : S
no more important thanﬁanothér'and neither is one individ-
ual any more necessary than the other. Here, truly, as in
1ife itseif,,society is as strong as its weakest part, and
each individual is working for the benefit of society. as a
whole. 7 | |

The small ensemble gives ewen more opportunity for self—i
éxpreséion than does the larger orchestra or band. In the
first place this expression is more individualistic. When
the first violin has the melody , he alone 1is responsibie for
that part of the melody. Into it nhe may ‘pour his soul".
That is hiékcontributlon to the beauty of the ensembls it-
self, Here the expression of one person is more important.
than in a larger group, yet ﬁhe timid one feels he is not a-. -
lone, and the more forward one soon forgets that he is him- |
self and fits into nhe'group activity. The small ensemble
develops also poise berore an audience. Here, too, the re-
action is more individualistic, yet the individgal does not
feel so slone as he doss in solo work. Also,vas.we have
=r"ﬁéntibﬁed”pfeviouslyu'Chambér‘muSIC'dbes'not requiré quite
ﬁhe.techﬁique tnat-sélo work»demands. So that uthese eﬁsem+
bles can develép‘this "gudience feeling® for those»who have
‘not reacheéfnhis“teéhniCal"éerféC£ioh;falthoﬁﬁh we must adw L

mit that the greater the ability of the p.uayers the more
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cffectiﬁe the ensembie would be. The small énsemble still
rurther capitalizes the ado¢e$oentfsrdesire to accomplish
and to excel. Iin these cnamber groups the feeling of prog~o
ress 1s more definite by virtue of the very fact»thaﬁ the
group is small, and also becauseitne-p;ayers are of mofe
nearly the same ability. | |

Chamber music is more Ceasiblie than the larger ensemblis
as an activity for ieisure time. In the first place since
it is a small group its organization does not present néarly
the problems one meéts in forming a larger group. It is
easier to find a time to rehearse waich is aggreeable to
all, and upon occésionnfo call an extra rehearsgal when de-
sired. The probiem of a piace to practice just is no prob-
‘lem at 2l1. A good manyrof the enéembles require no piano,
80 Lnat almost any room into which the musicians, ihelr mu-
sic racks, 1nsnruments, and chairs can gef with a little ex-
tre foom for breathing, boWing, etc. would do,Aaltnough.a
ratheroiarge room is more desirabie. It should have a few
hangings around so thdt the sounds will not reverberate too
‘much, but otherwise the place for practice is not difficult
to locate. The chamber ensembie, 00, doss not ianvolve as
-much exoonse as thm 1aoger groups do. There are_only 8 f'ew.

parto, S0 the music is not a gr at lannClal burden. Also,

'soite of tre city libraries have copies which tney are willing-

to lend hacks, chalrs, ano other aneSSOPloS taxe care of

themselvas. The chamber ensemule 's most appealing cnaracter-

istic is that it has no conductor. 1hls faciiitates both
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'fﬁnéﬁcial problems an” those of'orgahizaticm.;'Another in-
triguing advantage of the chamber eunsemb.e 1is ité,usability
1n after-school years, It cén very easily be a neighbor- |
nood s or even a ramily, activity. It not oniy provides an
excelleht use l'or ieisure, but wnen uéed.in the home serves
10) strengthen vhe fsmily vies.: iet us égain turh to the |
words of Mr. Zanzig:

For many an amateur the 1ideal musical group is a string
quartst or any well-balanced compa=nionship 01 a I'ew instru-
ments or volces or both in chambar music. No businsess of
eny kind is needed in this; no organization, not even a lead-
8r.,.in ithe. ordinary sense...and, usualiy, no corvests or
public acclaim or any iunpr means of artiricial respiration.

The music's the thing!

A resolution of the National COniﬂrence of Music Teach-
ars in lQéO w111 be of 1nt°rcst in the connection:

A¥hereas, the vocational aim has never been the prlmary
aim of public school music, and

Whereas, the possibilities for the vocatlonal use of
music are now greatly lessoned, due to mechanical reproduc-
tion and transmission of music: Therefore

Be it resolved, (1) that the Music Supervisors hational
Conference reassert the use of music as a grace in .ife ilnat
mey add to the beauly and exaltation of the spirit of our
"psopie. To this 2nd be it furtner resolved;

(2) that we encourags and deve.Lop part»cuiar]y all forms
of musical interest and practice uvnat tend Lo restore Lhe use .

of music L0 the home and to ithe neighborhood iife as a reward-

ing activity of dal.y Lliving. bDvCiflCdlLy we wou.d éncour-
age the study ol piano and other instruments and tas use of.
these instrumsnts and the voice in small groups as well as in
solo; and we would recommend that svary effort be put forth
to encourage self-initiated activity in chis fisid;

| (%) that in all music contests large place be givsn to
solo: qnﬂ small ensembles, bauh vocal and 1nstrumapt31.

Playing cnamber music develops the appreciation of music

Zanzig, op. cit;, 66— &



55 a much I'iner degree than doesnpiaying in a .iarger ensemble.
since the organization is smaller it is mdré possible for the
student toO understand what is going on about hih. In the
jarge ensemble there is such a ﬁass ofitone color, harmonies;
end melodic progressions thnat the ybung student is apt td '
feel very lost, but if we Dpegin with-a‘smaller group he will
nave a4 basis upon which to build an understanding ofvthe'comQV
piex ensemble. In the émaller group tne student meets the
other ;nstruments at first hand. He gets a chance 1o sse

them closer, even to examine them, and to more corfectly

learn ths characteristic tone color of sach.

The sma;l ensemble gives the child a more adequﬁﬁe ap -~
preciation of good tone qualiiy. in the chamber group each
student has an opportunity to hear what he is pisying, while
too of'ten in the orchestra or band he "saws® or closes.his
ears and “"blows", If the teacner strives nard to show thom
what good torne qualiiy is, and to encourage him to use it all-
the tims, néw worlds will be opened vo tne ensemble beginner.
He begins experimentation and ssif-criticism. 'the battie is
haif wons ‘Then, too, ensembles usually include vhe more ad-
"vanced piayeré. mafuraliy soéial disapprOVal and'competi—'
tion hslp the'cause of tone qualiby along. Also, the very
‘nalie Of the misic--its deiicacy , daintiness; aﬁd‘seffous'
"dignity--demands good tonz quality.

The piayer of chambar music 00N .68TNE THAL the other
"pléyeféréfd'piéﬁiné interesting , yet difrerent, parts. Hs

learns the joy of listening to them. tHe iearns that there
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s harmony in musiec. Then, too, he learrs that it is inter-
asting to‘listen t6 the other pérts.for his cues ror entran-
sss, expression, fhythmic variation, etc. He becémes "gar-
~inded". -

In-addition.to the social and appreciation values de-

rived Irom participation in chamber music, the ensemble pro-

‘vides & much greater incentive for improved skill in music

tnan does any other type of sznsemble. In the first piace
there is aliways more pleasure in doing aﬁ activity When one
nas company in doing it. Then, too, rore skill is demanded
of the player by the &ery nature of the ensemble. He can-
not foliow the iead of others_in difficuit parts, because
there 1s 1o one upon whom to depend. Hach has his own part,

and there is oniy one perscn Lo a part. 8o he must Ydig"

for
himsslf. 4&nother reascn for ths improvedAskiil is that the
ensemble is so smell that every inabcurasy of e&ery pléyer
is very obvious. Also the very ﬁature of the music--dainty,
precisa, and‘ciear—Qdemands that each performsr use as good.
technique aé he is capable of using.

Small ensemble playing develqps good tone quality. It

is & case of several solo instruments playing togetrer, and

- upon this is based. the very charm oI chambsr music. Here,

agaiﬂ, the sméllﬁess of unhe group is an important féctor;

and also Dhé iyric qua.ity of the music. N
Chambgr music QGmands_LhatAgach player be aleft. there

.is nb cénaucﬁor to indicate wnen to come in,.when to "cut

off ", when to play loudly, or wnern to piay softly. fThere is
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.o ohe'to'indicatc ths tempo changes, or to beat the time for

~im. Each is responsible for these things in his own part.

-Accuracy in pitch is particularly necessary in the cham-

ner ensemble because the ensemble is so small, Kvery inac-

vguracy sticks out like the'proverbial sore thumb. The whole

weauty s clarity, and deiicacy of chamber muéic is 7uined by
inaccuracies in pitch, and anyone who piéys consistently ou§
of tune will f'ird the éocial_disapprovalvparticularly_strong,
and 1t may go even so fép 28 inviting him to take hié‘music—
al enthusiasm elsewhere, . No»one has patience with peoole

who are careless in this matter.

Thé chaqbar music ensembie also develops the pupil's
use of expressive factors in mgsic. It cdnnot be a case of
et George do it", If the music demands avsoft'passége in
a certein place, everyone mustlplay sof'tly when the_sméll'
ensembie is concerned, but an occasional careless member of
a large group will not have such a devastating effect on the
result as wouid be the case in chamber music. The whole en-
semble‘depeﬁas upon whét each member does. 7The charm of
chamber wusic is in its perfect balance, and in its “gi?é»

and take" of melody both of which make very exacting demands
y : :

ot ‘tne individual in the realm of expression.

nmr,,Erank.Damnosch.has'welldsummed<up the pbints_of in-

¢creased skilil to be dsrived from chamber musice in the fellow-

- .The - instrumentalist shouid cultivate -all forms. ol cham-

"ber music, kothing contributes more to the formation of

good taste and to the development of the true feeling of
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_er ensemble in both of these respscts. If it is a more di- .

shythms correct, dynamics, proper phrasing, fluent sight-
neading s and, in ract, of all tnhe musical qualitiss. The
only danger is a temptation to develcp inaccuracy through
cursory reading, but that can, of course, be avoided Dby
tne serious study of such works.

From the economic standpoint tnere is, comparatively,

mor4 in chamber groups than in larger ensembles or solo

Jork. Hotels, restaurants, social gatnerings, etc. are com- -
ing more and more to uss this type of music for entertain-
ment. In places such as this soloists and orchestras would
be vary much out bf'place. Theodors Thomas once said, "Pbp~
ular music is, aiter all, only ramiliar music." So if we
train our childfen to Love ths vest in music, and if we ac-
guaint them with good chamber music, ilhey are going to de-
mand it wnerever ihey £0. .

let us in conciusion point out that cnamber music is
valuable to the wmusic curriculum becauss it not onLy furﬁhers
the goals of general education and the more specific ones of

music education, but 1t goes sven rarther than doss the larg-

-get method of teasching the social values in education, and .
of teaching the appreciations which are so-necessary to life,
then, it for no other reasons, it deserved a place in the

gducational program. Since it admittedly does 'so- much for

the purpose of musicxl educdation, we can opnly -look forward

. to & new day in instrumental music education,

[y

. Damrosch, Some Kssentials-in the Teacning of music, 9 S
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CHAPTER 1II = - o S
A SUGGESTHD CURRICULUM USING
'CHAMBER HUSIC

Since education tends toward building the curficulum on. ' -
gre chilid 1nstaad of the child on Lhe currtculum, it is nec-
gssary for us to consider the child ior whom we would build
a chambsr music cur¢1cuium. By the time he has reached the
seventh grade, when this sort of work is to be introducsed,
the chiid has learned to read music with a frair degres of
speed and accuracy. "He has reached the stage where he recog-
nizes tnat a certain note stands I'or a certain sound. He is
beginning to think ih terms of this the most universal lsng-
ugge of ali, and our cnamber busio curriculum snoulid shed
much light on furtner development of tnisvméans o €Xpressw
ion. .

Before he is allowed to take up chamber ensembie play- . _
ing tne chiid shouid have a cuiear idea of thne rudiments. of
music, such as the signifiicance of Key signauures,ithe ms3°r .
ing of the G.and I cléfs, the significance qf the time sig;
nature, the meanirg of the nots and rest values, etc; He

~éhou¢§¢a;éo have developed by tnis stage of ths game a good
senée of fhyuhm, and a fair sense of pitch. #ithout these

elisments his chnamber music experience. wouad have little

={2

.meaning}_ many of cnese items ne will prcbably .earn in hi

regular singing ciasses.
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Now we turn to more specif'ic requirements which the-

child rust meet before ne is ready to attempt cammber music.
rirst of all he must have had at .sast a year's experienée
on hisﬁinstrument. This requirement will vary greatiy with
tne cnlld, but it is a safe minimum, anyway. in determining

tre amount of experience nacessary, we must consider, Iirst

Aof all, the child's ability in music. Some'become guite a-

dept af'ter a éomparatively short periocd of study; otncrs are
much slower in progress. Also we must coﬁsider tae¢ kind of

a teacher fne child nas had previcusiy. Did ne create an
interest in the child fbr music? Was his aim morc perrormance
skill, or didyhe have genersl musicianship as his ultimate
goals ,Anotner‘important itambis the chilé’s'hOme environ-
ment., Vﬂas the chiid been properly encouraged at'hOme{ or

has the home attitude been one of indifference? Has he had
help at home:. Has ne had time and a gquiet p.iacse ih which to

practice: 1In determining whetner a child is ready to bsgin:

the study of chamber music, we must consider all these things.

Another expsrience which will a2id the student when he
becomes a member of a small ensemble is previous experience
in a band or orchestra. From these iarger ensembles he

learns the general ildea of what is meant by ensembie playing.

“He ‘ha's’ learned trat he must keep up with the group, no mat- -

ter how many mistakes he makes. He learns quickly that the

.others in the group do not particularly enjoy piaying with 

one ‘who makes to00 many mistakes, dnd he mgkes speedy efforts

to improve his skill. He learns to subordinate himself to
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tne group. He learns that one instrument is no more impor-
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tant than another, and tnat it is the team-work that makes
for the beautiful rasuits of an ensembie , not the starring
of any particuiar player in that group. He has become. more

or less Iamillar with wnaet happens when several instruments

"sound at the same time, and is now ready to analyze what is

happening by actually eéperienCing the effects of several
instruments sou ding together in smailér groups, beginning
with two instruments of;the‘same,kind, and gradually work-
ing ﬁp ﬁntil sevéral‘kinds ot instruments plasy eight or niﬁé
different parts.

Having discussed tne backgfoﬁnd of our pupil, it would

gseem wise to review briefly the social tendencies mentioned.

'previously as resulting from music in general and chamber

music in particular. First we ssek to develop an apprecia-

tion of the values of team-work in the pupil. He must know

the rules of the game and must play it squarely 1in order to

fully-benéfit from ensemble work. Our next social ailm ié to
develop responsibility in the pupil. He must iearn the value
of propsrty, his.own and that of scmeone else. He mﬁst be
féady fo'takevthe initiative when he has an"iméortéht part,

and yet be just as ready to slip Quietly into the'baékground

’be'ever on the alert to do anything that will add to the ef-

ficiency of the group as a whole, and he must fully realize

~-that a "group-is as strong as“its'weaksst pnit,

Another important social aim of our ensemble work is to
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glve the‘cnild_a means of expression. This is especially im-
portant duriﬁg'the adolescent period when the desife ror pub-
" 1ic acclaim is so strong and while the youth is in such need
of an outlet for his émotiOns. hxpression Lthrough groub adu -
 tivity is much more desirabie than thaﬁ in which.tne'perSOn
must perf'orm alone because it tends Lo bring out the more
timid soul and to submefge tne more tforward one.

Perhaps the most important of the social‘élms is to
train our boy and girl for fecreatiun in lifs. As oﬁr cijil-
izavion becomes more and more adjusted to the industrial sit-
uation, and peopie have more hours fof leisurs, it is evident
that we must\éhow them how to use this leisure, or'they may
find a way to use it which may not be quite éo desirable.

Now let us consider the musical aims incorporatsd in
this undertaking. These, too, have been discussed in Chap-
ter IT. First of all, we wish to instil in our pupils a
ganuine appregiation ol and enjoyment.in'performing aﬁd in
listening to chamber music. This aim seems aimdst inevita-
bié. For, if we are not educating our pupi;s tor enjoyment
of music, why all Lhe wasted time and effortsry Most of the
boys and girls inlour‘scﬁools will-never.make_professiOnal
musicians, and we will be, indesd, iucky if very many of |
'fthémlméké"very excelisnt amataur perfbfmérs. ~Wé must , natur-
'ally, do'all we can'for those who hppe to take up music as a
‘profession, but ‘we must by no means neglect tne rest of our
students.. They ars tne citizens of tomorrow, and upon their

appreciations and attitudes rest the success of all nmusic:



good and poor tone quality and to use the former. He should
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ventures of the future.

#nother side’of phe muSical'aimé of the study of chamber
ﬁusic must take a momént of two or'Qur time, 1In the chambar
ensembie we must striveé to develop the studeni's ear so that
he can piay accucately in tune ahd also so thnat he can disw-
tingulsh between the sounds of the dif'farsnt instruments and

thelr parts., We must also teach him tvo discriminats between

aiso have a growing conception of the use of expressive fac-
tors in music,
It woulid sesm wise at uhislpoint t0 consider ihe sub-v
ject matterfihvoxved in our chamber music curriculum and to
explain some of fhe detaiis the curriculilum outliine will not
snow..‘Th&_amount of ti e to bevspent on chamber music seems
of priméry importance. It seems only logicél that there
should be no time limit, and that the more time aliowsd, the
more proficient‘the pupiis will beCOme; in a sense that.is v =
true, but we must remsmber that there are other iieldé in |
music in which‘théAchixd must be given experience in order -
to give him a broad mqsicgl education. 8ince this ensamble
work will do wonders in improving the psaying abiliiy of iLhe

mombars of the orcnestra or band, it might be wise to devots

" one.orensstra or band psriod wsexiy to tnis work. Sometimes

- study periods may be utiiized, and when chamber music be-

comes an estabiished factor in ihe school, a regulsar period

‘ﬁay be Sét.éside"roé it'and.cfedit'graﬂted;' In geﬁéral it ' S

wouid be wise to limit thne time in school hours o two
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twenty minute pefiods weekly for junior high schbbl'students,

and to two thirty minute periods in senior high school. Of
this time allotment at least one fourth should be used for .
the.appreciation iesson. - |

Our curricﬁlum should offer the pupil an opportunity‘
for the ééquaintance with.a great desl of chamber music,
which he does not necessaviiy have the ability to play, énd
with Lhe instruments which play chamber music; as well-as
for experience in performing this type of music. With this
in mind let us briefly_outline the means by which we expect
to attain Ehis end. Dur;ng junior high school we shall use
ensembiesﬂin whiéh the instruments are alike (two, three, or
Tour v1oiins, two, three, or four clarinets, etc.), with or
without piano accompaniment. - We shall begin w1th the duet
in the seventh grade, we shall lntroduca the trio in the
eighth grade, and we shall use the quértét in the ninth

grade. We choose Ior these combinations simple music of the

t'olk song type {indeed, ror the first few weeks, we use song

books they have used in their singiﬁg clLasses, and through

_this medium introduce ths use of expressive factors, and

some of the simplef rhythmic problems. Uuring'tnis period

.lwe strive partlcuiarly to LP“ln the ear to llsten ior what

the other 1nstruments are playing, and to llsten in order to
play in tune as much as pOSSlblG. . ‘

In the aopre ation lesson in Lhe junior high school,
which sh0u¢d grow as nearly as possibie out of the verfor-

mance part of the program, we attempt to acquaint the oupil
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4ith the various instruments wnich may be -used. in chamber en-.

sembies. We encourage him to read all he can on the subject,
and we place books at his disposal. We also encourage him to
xes8p & notébook in wnich hs mayvmake notes on his reading,
and which he may 1liustrate as his heart deéires. Along
xith this we shall deévote part of the regular class period
to discussi.-ns and to listening to records, radio programs,
etce..

During the senior nighvschool period w8 shall use the

media more often used by tne masters. We shall introduce

chamber musie in which various kinds of instruments are used.

In the firsﬁ year we shall use trios, in the second, quar-
tets, and in the third year we shéil‘use any of the-¢bmbina~-
tions of instfuments and the simpler works of ths classic
masters., As in the junior high school, we shéil begin with
the simplest rolk music, in order that the student may be-
come used_to»the cdmbinations of-instruménts from the stand-
point of their sound and of the parts tnsey play, In this
simple type of music we shall introduce the tfurther develop?

ment oI accuracy in pitche the uss of expressive factors,

the developmsnt of & rhythmic feeling, and a growing apprecia-

tion of tone quality. 'By the last yeaf of this veriod the pu-

'n‘pil-éﬁould-beginfto”déVéIOp'bhe'idea of harmonic- progression.

"He snould learn to think in terms of harmony as well as in

terms of melody.
'The ‘aporeciation work in the senior’high serool should

begin actual study of the history and development of chambsr
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~ysic. Since the string quartet is the most used combina-

¢ion in chamber music, it is the form we shall study through~'

out this entire period. The first ysar we shall.learn some -
thing of the origin, the development,_and some of the princi-
pgl'CompOSéPS of this chamber rmusic., During the next year
we sball enlarge the scops of.our learning by studying the

styles of some of these coumposers of tne string quartet.

' Ths third year's work will deal with a brief study of the

sonata form, and how the various composers have developed
it. The notebook idea should be continued, and every oppor-
tunity glven to nhear chamber ﬁusicc

It might be well to state briefly a principle or ﬁwo to

be used in the procedure. The most important one seems to bs

“to progress from the known to the unknown...begin with the.

child's own experience and bulld gradually. Strive for

guality rather than quantity in all the work. Be sure the

~pupils have done the v:ry best they ars capablie of doing on .

one composition before ieaving it entlrely. Give them'as_
mudh opportunity as time Will permit to perform bst'ore an
audiencs in ordser that the child may deve.op the ability.to
stand beiope a grdqp énd éxpreés himself.: It.is even advis-

abhle to have an occasional period in which the various s8n-

. sémble “groups. perform for sach.otner.. [otivation and a-

- wealth of experience and material are very important factors

here as in any educational progranm.
”-:Ih~this,outline‘there'are 1ists of sugg#ster materials

for the appreciation work and for the performancs side of
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¢he program. These llStS are by no means complete, but tney

%11l give an 1dsa of what type of matarlal is available for

this work. In the bibliography of - this thésis/thepe‘afe more

B o

complete lists of compositions written or arranged for vari-
3 ous combinations of instruments which may prove useétul to

:  the teacher of chamber ensembis.

ber music in the public shcool musie program is by no means

a finished product, but it is at isast a bsginning from which

to bulld a mors complete program.

A SUGGESTED CHAMBER MUSIC PROGRAM rOR 1THE SECONDARY SCHOOL.
JUNIOR HIGH SGHOOIL.

g;ade Seven

A. Background of the pupil
le Ability to read music
2. Knowledge of the rudiments of musié, such as key,
clefs, time signétures; ete.

S. At least one year's study on his instrument.

4. Previous experience playing in orc estra or band

for at least sixz months.

5. A fairly well established sense of pitch,

6 A good sense ot rnytbm, and an understandlng of

| 4 4, 6—4, &= 4 6 8, tlmu, and any rhythmiu 1;gurei
of difficuity similar to the dotted quarter and

elghth.

The following outline of a sugzested curriculum for cham-
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5.

6.
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B. Muslcal Aims

To instil in the pupil a genuine enjoyment in perform-
ing and in listening to chamber music.
To develop in the pupil ; responsibility for the Sét-
is factory rendering of his part. |
To develop the pupil's ear so that he 1é-sensitive
to ﬁhat is gqihg on about him.
To develop an appreciztion of good tone quality.
To develop an understanding,df the use of expressive

factors in muasic.

.To develop the pupil's general musicianship.

Social Aims

de

To create in the pupil an understanding and apprecia-

tion of team-work.

2. To develop responsibility in tne pupil.
. To give the pupil a means of expressicn,
4. To give‘the.pupil 2 means of using his-leisure tims.
Attaiﬁments
1. Ixperience in'playing dqets (and trios of which one
_instrumeht is the_piano) in major keys up to‘three
| shafps andvflats. ‘ o N
EQAAbilipy to play these'simple;COmpoéitiOns fairly
viell in tuné.” L | 1
3; Ability 1o play pileces of simuvle rhythmic problems;
| pfobably not more intficate'thanibhe dotted
' guarter and sighth.
4. A fair conceptioh'of the useiof p and f, and~ritérdandb

-’
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iin.music;

5. A growing concept d what tne otner pi.ayars are do-
ing. |

6. Ability vo récognize when séen or heard the instfu-
ments of the string ramily.

7. Ability to name the compositions; composers, and the
period in which the COmpoSers lived for abcut ten
compositions.,.

8. To know something of the history of the instruments
of the string family.

E. Procedurs |

1. Waen bsginning the playing of ensembles use familiap
songs whensver possible. In this grade for the
first two or three we¢aks regular four-part.arfangn-
ments of folk songs will be quite usabie,; the two
~instruments playing the soprané aind aito parts,
The players should exchacnge péfts so that neither
getsnusedlto piaying melody entirsly. Use several
songs 1In the same key at rirst unfil the sfudents
I'eel at home in the key. Then introduce other
keys in = similéf MANNAT . - |

2. Fronm these simple duets £0 to unfamiliar material of

" gimilar difficuity;w-

Se AS nearly as possible introduce one or bnly'a few

new ta¢tors at one time. |
'4;;Wh§h.the-pupil's sense of pitch and“his.rhythmic e

feeling have be 'n sufficiantly developed, the
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- plano may‘be added to tne ehSemble. However, the - T
teacher must guard against Lhe tcndency of the pu-
pils to rely too strongiy upon the olano to givs .%””'””
'them pitch and to lsad them.

5. Give the groops 25 much experience in pubiic appsar- . B
ance as time and opportunity will permit.

6. Encourage tne practising Of.thé music at home separ-
ately_and also in groups WithOut the supervision of
the teacher,

7. It may prove necassary ior uhs feachef to count aloud
for a whils until the students becoms used to en- _ %—~ﬁfgﬁf
semble playing, but he sou.d dlSCOntlhue the pgac—
tice as soon as possibls, and then should use the
devica oniy when a particularly dlffl uit passage
demands it.

8. Give the pupil as much oppoftunity as possiblie to
hear énytning in the way oI chamber music. It may
be just hearing‘the othor groups of students play
the same things he has been playing, but it will
gi&é,him a new idea of what is the objective of
ensembla,

Y. In the apprecistion lesson encourage the pupil to
_find out as mpch aboup too strlng iﬁotrumonts psed‘

"1n the chamber groups as possibls. Provide a shelf
of boogs to which ho may have easy éccess, and en-
courage nim to Aepp a. notebook. Tne tsacher should

be sure Lhat he acts as a guld@ 0n¢y, and that he

e et e 0T T
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does not do for the pupil wnat he can do fop him=
self.

Suggested material for Enssmble rlaying

Two Violins, or 7Two Violins and fiano

Ambrosio Album of Selected Trio Arrangemsnts

Auer Graded Course in Violin Playing, g
Book II , g

Dancla : Petite Ecole de la melodle

Kron-Hamma The Young Vviolinist's Repertoire

Pleyel : Duos, Op. 38, 29, 4¢, 60, 61, 70

Saenger : Gems of italy

Sochting : Hours of Recreation

Wiegand : Fischer's Assembly Album

Wiegand The Violinist Cirassmates

Winn Six Shadow rictures for Young
Violinists

Two Cellos, or Two Cellos and-Piano

Gounod ‘Ave Maria '
Smith - . - My Song of Songs

Two Flutes, or Two Flutes and- Piano

Behr Two Nocturnes

de Beriot Twelve Italian mexod;es

Gossec-ikaganini Gavotte

Kuhlau Three Duos, Op.’ 31

Lemare Andantino ,
Ponce-jaganini Bstrelilta : ' R
Schade Twelve Basy and Progressive Dusts . P

Two Piccolos and Piano

Kling - . The hightingale and “hrush
Kling ; The Two Little Bulfinches

Two Clarinets, or Two Glarinsts and Piano

devVille Casket of Jeweuls
‘Herbert- . - .. Gypsy Love Song
Lake - - Annis Laurie
lazarus- '
deVille ‘ Ten ShOPu.PPOEPeSSLve Daﬂts
Pleyel : Six Littie Dusts

" Smith-Ho.mes | 0ld- Biack Joe

Two Cornets, or Two Coriets and Fiano ' S

Aletter = Twenty unlodlous Dusts



Bonnisssau Twelvs Basy Ducsts
Carnaud- .
Goldman Thirty kasy Duets
© deVille Casket of Jewels
Schubert . - derenade -

Smith-Holmes Drink to Me Oniy with Thine Eyes

Two Trombories, or Two Trombones and riano.

. deVille Six Duets
. Henning Twenty-I'our Easy Duets
B Lake - Annie Laurie
& Lange Biite Colliection
B Smith-Holmes 0ld EBElack Joe
Vobaron Thirty-two sielodies

Two Barltones and Piano

Del Stalgers Hazei :
Henning Twanty-f'our kasy Duats

two Tubas and risno
Campana Do You Remembar?

Piano, Four Hands

i © Dutton End of the Lesson‘Du“tb

H ' Knabel Seven Musical Sk tches
2 Wiegand The Youné Artists, Vol. II
Wiegand Fischer's Album of Piano Du:ts

G. Suggestsd. materlal for thse bppraclatlon Lessun
le Violin

a. hsfersnces . , , 3

Bausr, Peyser How kusic Grew, £14-220; 3£3-3&5
Colies . : “ihe Growth of Music, pt. 1,16-20 .
Dickinson The Suvudy of the History of Mu-
: sic, 77-81
- Elson : - QOrchestral Inbtruments and Their
C o -Usa, €0-82 :
“Maulkner 7 - Wnat ‘We -Hsar. in mu51o, 1&*_150“
174-178
Laurie Remlnlscpnoad of a riddde Dealer

" Montagu-Nathan The Orchestra and How to Listen
o to it, ZO—ul
Singliston The Orchestra and 1ts Ipstpuments,
Srtath S : 9-46 N
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2.

Se

- .(Begthovern) Victor Concert Orchestra

67

b. Phonograph Records (Victor Records)
Alr "Il FRe partors" (Mozart) Melba & ,
' Kubelik 89074
Hungarian Dances (Brahms) Zimbalist 74203
Meditation (lassenet) rowell 74155
Minuct (Haydn) Elman 64135
Polonaise (Vieuxtemps) rowell 64023
Praeludium (Bach) ' Kreilsier T438L
Fomanza Andaluza (Sarasate) Kubelik T4 B€7
Souvenir de hoscow (Wieniswsxl Klman 74051
Variations (Tartini-Xreisler) Kreisler L4156
Will-o'-tne-Wisp (Sauret) rowell 7418%
Viola
Q. Referenbes
Elson Orchestrsl instruménts and TLheir
' ' Use, 85-38
Faulkner What We Hear in Music, 181-152
Moritagu-Nathan The Orcnostra aud How to. Llsten
Singleton The Orchestra and Ibo Instruments,
‘ ' 4754
b. Fnonograph Hecords (Victor Records)
Overture, Tannhauser (Wagnser) La 3ceala
Orch. 68205
Andante, Fifth Symphony (bactnoven) ’
~ . Viector Concsrt Orch. 36680
Serenade (Titl) Viola and Flute
- Keschke and iyons 813387
Violoncelio
a., helerences
Tlson _ , - Qrchestral Instruments and Their
. Use., 88-94
Faulkner - What %We Hsar in jusic, 15£-15%
Montagu-Nathan The Crchestra and How to Listen
. . to 1t, 66"“‘0' .
- Bingleton - .v. .. . The -Urchestra.and Its lnstruﬁent
. 05-66
b. Phonogragn Rscords (Victbr Records)
Andante, Symphony in F, "Pastorale" _
35320
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i Elegie (Massenet) mames & Hollman | ' 88014
2 le Cygne (vaint-Saens) Aindler 45096
i lalody 1n F (hubinstein). Kindler 450v€

| Siegmund's Love Song ("The Valkyrie®)

5 (Wagner) Nartin - BuL76
i Slumbsr 3ong (Poppsr) Harrison ' 45072
5 To My Guitar (ropper) Harrison 4507

' 4. Flano

8., References

Bauer, Peyser How Music Grew, 307-U23, 3972417

Colles The urowth of iusiec, 20-2%
Dickinson The Study of the n1°tory of usic,
82-8¢
¢ Faulkner fhat We Hear in Mu51c, 178-182
§ Scholes The Complste Book of the Great
1§ Musicians, 3%-40
' Singleton The Orchestra and 1ts Instruments,
1§ 0601 ‘
b. Phonograph: Recordo (Victor Records)
Btude in ¥ Minor (Liszt) radsrewski = Bo40E
Harmonious Buiacksmith (Handel) Bachaus 71041
La Campsnelis (Paganini-Liszt) raderewski 58401
Le Carillion de CJtanG {Couparin)
'Paderewski 8849z
Mazurka (Op. 0, No.2) Chopin ds prachmann 64ced
Prophet Bird (Schumann) de Pachmann “f4lsb
bpring Song (Mendelosohn) ‘de Fachmann T4eH

2. urade Bight

A. Musical &ims
| l. To insti% in the pupil a genuine enjoyment <4n per-
forming and in listening to chamber musiz,.
2., To develop in ﬁge pupil a respcnsibiiity f'or the
. éatiéfactofy réhdefing‘ofAhis gért; o

-8, To develop the pupil's ear so that he is sensitive

to what 1is going on about aim.

4. To deveiop an appreciation of good tone quality.




D.- Procedure

'_5;_To develop an understénding of' tna vuge

1. To creats iIn the popil an undcrstending and

R
.

Sk

Q I‘ Xy

AP B IR

ive factors in music.
€. To develop tne pupil's rhythmic abiijty.
7. To develop tae. pupil's goeneral musiciancrig.

Social Aims

Gpprde
ciztion of team-work.

2. To develop rssponsibility in tnie pupil,

3. To give the pupil a means of expressioﬁ.

4. To give tne pupll a worthy means of using iis

leisure time.

Attalinments

l; Experience in playing more difticuit duets, und in
playing trios (and quartets when one insirument
of tne ensembie is the piano) in major xeys up to
Iour snarps.and f1ats. The instruments of thase

trios are aiikse,

.
[ ]

Ability to puay tnese simpis ensembles rairsy wedil

in tune.

ifour sixteenths, and dotted eights and sixtesenths.

4, A fair conception of tne use of p, I, ritserdando,

~trescendo, and decrescendo, in music.-

,

5. A growlng concept of wnat the otner opiayers &re do-

ing.

l. pegin with simpie pieces using ramiliar Icik tunes

Ability vo play pieces inveiving the use ol triplsts,
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if possibis, and contjnue to use tnese q1mplo,

more familiar pieces for the first two or three
weeks.
From these progress to unfamiliar maverial of

about trne same difficuduy.

Introduce as neariy as it is possible one, or only

a Iew, new factors at iLhe same time.
when the pupil's sense of pit ch and his rhythmic
I'eeling have been sufricisntly developed, the

piano may be aaded to tne enoembl

uive the groups as much expnrlcnce in publlc appear~

- ance &s iLime and opportunity Nlll pnrmlt
Encourage tne practice of tne music individuaily
and also in groups without the supervision of

‘the teacher,

The teacher should count aloud only when the tech-

i ol ML -
L SR e

nical difficuiby of' the music is such that the
- pupils cannot work it out by tremselves.

Give tne'pupil as much opportunity as possible to
hear anyLQLng in tho way of chambpr music. It
may be Jbst hearlng tie otner groups oI students
doing tne samé things he has .een playing, but

it -will give ‘him & new-idea or ensemble.

$. Durlng this time tne pupils shculd be given an op-

portuniiy 1o revisw toe duets.piayéd in the sev-
“enth grade, and to do some othiers that are a

litti?_more diff'icuit.
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10. The appreciation lesson should be carried on as

part of tne regular performing activities when-~

ever possible. ikncourage the pupil to i'ind out

as much as possible about the woodwind instru-

ments which are used in the chamber ensemble.

Bnecourage also the notebook work.

E. Suggested i.aterial for Ensemble Playing

Three Vioiins, or
Ambrosio

Bornscnsin
‘Bornschein
Pancla
ryffe
Grunwa 1d
Hermann
Woffat
Simrock

Tnree Violins and riano

Short and kasy Transcriptions of
ravorite COpsras .

Basy Classics for snsembuie riayers

The First Ensemble

Six kasy Trios

Team Work Tunes:

Violin Terzette

First Practice in iZnssmble Playing,

6 leichte Stucke, Op. 39, Band I

rirst Pileces f'or Znsembie Piayers

Three Flutes, or Three Fiutes and Pidno

Barrare
Tschalkowsky
Three Clarinets,

Boufrfil
Bouffis
Bouffil
Handel

Threse Cornets, or

.. Clarke
Handel

" Herbart

Three Trombones,

Handel

‘Celisbrated Gavotte -

Deux Pieces Brsves
Danse des iirlitons, from the hut-
cracker Suilte

r ihree (Cilarinsts and Piano

A TI‘lO; OD. 7’ I\:O. l

“'r'.l()) Up. 7) No. 2
l‘I"lO, Op- 7 2 No. &
Celebrated Gavotte

“Pritone Folio

Three Cornets and figno

CHlirtations

eiebrated Gavotts
The Three Sclitaires, rolka
Tritone Folio

or Tnree Trombones and riano

Yritone Foliio




F. “ugpested iaterial for the Appreciastion Lesson

l. Plute
a. Refersnces
Elson - Orchestral instrumnents and lheir .
' Use, 1&7-.15% =
Faulkner What We hear in music, 158-159 :

liontagu-Nathsn The Orchestra and now to Listen
‘To 1t, 40-43. _ z
Singleton The Orcnestra gnd Its Instru- o
ments, 72-8&

Phonograph Records (Victor Records)

Finale, Uverture leonore ho.,3

(Beetnoven) - Victor ”oncurt Orchestra
3569
Lo, Hear the Gentle lark (Bishop) ‘

(Fiute ObbilgatO) Mme. melba - 88073
Minuet, Wilil-o'the-wisps (Damnation

of Faust) Symphony Orchestra of Paris 35462
Spinning wheel (Spindier) (Flute)

Lemmone - 80026
2. Oboe and bdngiish Horn
a., References
mlson : Orchestral instrumsnts and Their
: Use, 154-168
FPaulkner What We Hear in Music, 159-160

Montagu-fathan The Urchestra and =ow to Listen i
. to It, 4%-47 . R
Singleton The Orcnestra and 1ts Instru-
‘ ménts, 83-9l

Fhonograph Records (Victor Records)

- Hear Me Norma (Béllini) Oboe & Giarinet

Doucet and Shristi 17174
Largo, "New Worid Symphony" (Dvorax)

Vietor Concert Orchestra . 3575

:~Snepherd s Song and rFilgrims' Chao Jrus

(Wagrner) Gertrude HRunge and Ns bs uar- -
tet 68302
Sweet £ird (Il Perseroso) (Handsl) R
Doucet and Barone ' 17174 _—



3. Bassoon

a. Heferences

Elson OrcheétralvlnstvumEnts and Their
Use, 169-18% '
Faulkner What We Hear in siusic, 162-163

Montagu-Nathan Ths Orchnestras and now to Listen
to It, 52-54

Singlston The Orchestra and Its Instru-
ments, Y1-96

b. rhonograph kecords (Victor Records)

Danse Chinoise, Casse hoisstte Suites,
(Tschaikowsky) Victore Herbsrt's Orch. 45053
Marche Slav (Tschaikows«y) Victor Herp- ’

bert's Orensstra 70050
Pesr Gynte Suite, No. 1, part 4 (Grieg)
Victor Concert Orchestra ) 18042

4, Clarinect

a, Rofsrences

Elson Orchestral Ihstrumants and Their
Use, 186-207 _
Faulkner that We Hear in Music, 160-1€1

Montagu-Nat han The Orchestra and How to Listen
: to 4t, 47-52
Singleton The Orccestra and Its Instruments,
_ 96--101

b. rhonograph Records (Vietor Records)

Concertino (von Websr) Draper 35182
Hear He Norma (Bellini) Cliarinet & Obos :

Doucet and “hristi 17174
Overture "Tannhauser" (iWagner) La

Scaia: Orch., : _ 68205_

o Grade Wine

. A, Musical Aims
. 'lp T5 instil in tne pupil a"éenuine enjoymeﬁt in per-
I'orming and in listaning 10 chambar music.
2..Tq'deyelqp in tﬂ?ipﬁpil a réqunsib;;ipy.ror th

satisfactory rendering of nis oart.




4 -
3. 'To deveiop the pupil's ear so thut he is sensitive
E; to what is goihg on abéut him, : ;
4. To daevelop an appreciation of'good téne.quaiity. |
fb 5. To develob a'growing undefstﬁnding of the use of L
exprassive factors ih music. ‘
6. To devalop the pupil's general musicianship.

B. Social Aims

CEVSRI PN

1. To creats in tne pupil an understanding and appre-
ciation of team-work.
2. To develop responsibility in the pupil.

3. To give the pupil a means of exprsssion.

>

. To give the pupil a wortny means cof using his
leisurz time.
GC. Attainments
1. Experience in playing more diff'icuit trios, and in
piayingVQUarteLs {and quintets when one instru-

ment of the ensemble is tne pilano) in any major

key and in the simpler minor keys.

2o Abilicy to piay these simpie ensembies fairly well L
in tune.
3. Abiiity to puav compositions invo;ving thy use of

6-8 t1me nounted as two beats, g-8 counted three,

12-8 counted Iour, and aiia breve time.

4, 4 fair “OdC“dtl”P as to vne use of p, £, pp, ff,

)

rnseando, deoresc ndo, rltardapdo, mo, qnd mf .

5 A growlng corcept oI wa+ tna ouhﬁr parts ars .

doing.
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D. rrocsdure

1. Use exbremely.siﬁple.pieces, foik tunes and familiar
melodies, whabever poésible ior the 1rirst two @
thres weeks, or until ‘the pupils become used vo
four voices. |

rroceed from these si-ple compositions to unfami-

ne
»

liar material of a similar degreg ol difficulty.

(dN

Introduce as few new factors gt one time as poss-
yible.‘ | »

4. When the pupil's sense of pitch and his rhythmic

feeling have been sufficiently developed, the

piano may be added to tne esnsembis.

Give the groups 2s much experience in public appear-

o

ance as time and opportunity will psrmit,

6. Eﬁcourage the practice of tne music individually
and also in groups without the supervision of
the téacher. |

‘7. ihe teachsr saould avoid counting aloud unliess the
technical difficulty of the piece 1s such that
the pupils cannot work it out by tnemselves,

8. Give tns bupii as ﬁuch béoortunity és péssible td
hear anynhing in Lhe way of chamber music. It
Cmay bé'jﬁs% hsafihg»tba otnef.stadentsvplay-the
same Lhings he has been working on, but it wiil

give him a new idea of ensemble.

.~
TN

. During this time the pupiis sttould be givén an



i

opportunity to review any chambsr music tlhey
have done in previous ysars, and to study more
difficult ducts and trios.

10. In the appreciation lssson, which be an outgrowth

of the regular playing activities, encourage the .-

student co'read aLl he can aoout the braés in-
struments used in chamber enssmbles, and to add
this study to tncse in his notsbook.

E. Suggested waterial For Ensemble pPlaying

Four Violins, or four Violins &nd Fiano

Aver ‘ Graded Course in Znsemble rlaying
Bohm Gipsy Dance ’ .
Bornschein First Steps in knsemble pPiaying
Brahms Famous Waltz
Dancla  Three Pileces, Op. 178
-Fpitsche-

Saenger violin GChoir
Ghys : Amaryllis
Kohler Easy gquartet
roidini. roupee Valsante
Sgvern The Biacksmith
Severn The Donkey Ridse
Wiison , Fiddlers Four

" Four ¥lutes and Fiano
Maganini = - The Kealm of the Dolls
Four Clarinsts and riano

Artot - Twelve Guartsts
Crosse " Petite uartets
Handel-devVilie - Celegbrated Guvotts
"Harris - - Kerry Tune- .
Zameaonik Instrumental quartsts.

Four Cornzats

devilie The Bxcelsior psrass Quartet Slbum
.deVille . - Imperial Brass Quartet Album ¢+

gVille The Uperatic Brass uartst iAlbum
Lake Best Selscted Aitbum of prass Guars

tets



Lake Two Hawaiian Songs
Robsrts 4-lone rolio

F. Material for the Appreciation lesson
l. French dorn

a. Raferences:

Eison _ Orchiestral instrumsnts and
ihelr Use, 208-£20
Faulkner What We Hear in wmusic, 166-167

montagu~-hathan - The Orchestra and oow to Lis-
\ : ten to 1It, 57-€1
sirgleton I2e Orchestra and Its Instru-
ments, 110-112 .

b. Fhonograph Kscords(Victor Records)
Nocturne, "iidsummer Night's Dream"

(Mendelssohn) Ylcior Goncert Qrchestra 35527
Overture, "Der Freischutz” (von Wsbur)

La Scala Crchestra 62636
Pilgrims' Chorus and -unting Call of
the Landgrave, "Tannhauser’ (Wagnor)
Nebe Quartet and Frsnch Horns 8352
Siegfried horn Calil (¥e; 19r) Hornesr 17174
2. Trumpzst
a, References
Elson Orchiestral Instrumsb. ¢ré Thep
_ Use, £20-252
Faulkner What We Hear in Kusic, 16¢5-1686

lontagu-Nathan  The Orchestra and How to sis-
ten to 1t, 61-¢8

Singlston The Urcnestra snd 1lts Instru-
meats; Li0-11%

b. Phonograph Records (Victor Kecurds)

Overture, Leonors, No. &, (Bsetnovan)

Victor Concert Orchestra. o 35z 8
Russian rantasie’ (Cornet) Clarks =~ - 16%L%
The Trumpet Shall Sound (Handel) :

Witherspoon _ : 74030
3. Trombone
" a.. References

Bison .Orchestral Instruments and
- . Theilr Use, £x&-24€ '

77
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Faulkner What We Hsar in susic, 1€7-168
Montagu-Natnan 'The vrchestra and How to List6n~

: to it, 63-66
Singleton The Orchestyra and 1lts instruments,
: lig-114.

b, Bhbnograph Hecords.(Victor hecords) ) : -

Cujus Animam (hHossinl) pPryor - 3B157 :
Miserere (Il Yrovatore) (Verdi) Cornst - -
& Trombone ' : le &7l h
Vorspiel (Lohengrin) (Wagner) Ia .
Scaia Orch. . TN ]

SENIOR HlGH(SCHOOL

FPirst ¥Ysar

A.

e

Musical Aims

1., To instil in the pupil a genuine en joyment in-

performing and in listéning to chamber music.

[av

To de op in the pupil a responsibiliity ror the

satisfactory rendering of nis part.

R
.

~T0 develop tre pupll's ear so tnat. he is sensi-
tive to what is going on avbout him._v

4. T6 dsvelop an appreciatiun ol good,tone quaiiﬁy. ﬁ_f;_;;ﬁ
5. To develop zn understanding of the use of express-

iye factors n music.
6. To dev%lop the pupii's general musicianship.
Social Aims
ke To-craatc‘in ihé,pupil an understanding”énd appreév
ciation of team-work;

To develop responsibility on the vart of tne pupil.,

ne
L

« To five the  pupil-a means. oI expression.

i

To satisfy his dasire to bs.iong to some group.
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5.

C. Attainments

1. Experisence in piasing mixed trios, and more diffi-

To éiVe tne puoil a

79

g

worthy means of using his

leisure time.

cult duets, trios, and quartets of tneAsame type

o’ instruments.

Z. Ability ot puiay tnese ensembies fairiy well in

tuns.

%. Ability to play compositions -involving turns,

mordents , and the simpler synconated rigures,

4, A fair conception of the use of p, pp, mo, pop.

r, mf', fr, crescendo, decrescendo, ritardsndo,

largo, &llegro, and woderato.

5. 4 growing concept of the meaning of harmonic

l.

P

.

3.

prograssion.

- D. Procedure

Use simple and, il possibie, familiar, melodies
tor tne rirst few wesks, or until the pupil's
ear becomes used to tne voices of the differé
ent instruments andAtovthe registers in which
tney play.

frocéed I'rom thess ansembiss to unramiliar mater-
cial or,simiiaridifficulty._' |

In so far as it it pOSSiBie to do 80 introduce

ondy one new eilement at a time.

- It is an excellent-lidea’ in casc the piano is'a
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member oi these groups, to practice the other : , =

instruments without it at first.

5.‘Givé the groups sas much,experience in public » .
appearance as time and opporLunify'willvper;- - oL
mit. , : . | : - : | -

6. Eﬁcourage the practice of the mﬁsic individualily
and in groués without the»superviSion of the
teacner, |

7. The teacher snould avoid counting‘aloud unlass
the technical difficulty of the composition is
such that "the pupils‘cannot mastsr it by them-
selves.,

8. Give tns pu?il as much opportunity as possible to
hear chambar‘music. It may be just,Listening_
tobthe other groups play What ne has been wobk-
ing on, but it will give him a new idea of en-
sembie.

9. 1n the appreciation lesson the students in this
year snouid begin tune study of the string q@ar-
tet, which is the most tyoicai member of tne S
chamber music family. During this ysar he
‘snhould acquire a gsneral idea of the history of

"chambgr music; sbmetning about some oI’ the 30t1-
posers of Lnis'branoh‘of music, and acquasintance

with some ol tne simpler string qusrtets.

. E. Suggested Material for Ensembie Playing

Violin, Celloc, and Piano : ' A - o e



Ambrosio
Ambrosio
Atherton
Borch

Fauconisr
Foerstsr
Ghys
Glossner

Herbart
Hill
Klassert
Rubinstein
Stoessal
Wohlfahrt
Zamscnik

Modern Trio Album

Song of the Volga Boatmen

Three Trios

Favorits Trioc album

Carl Fischer Favorite Trio Album

Evening hecrsations

Trio Sersnade, Op. 61

Gavotte Louis XIII

Chamber fusic album for School and
Home by Mozart and Haydn

Serenade

Miniature frio, No.l -

I'rios for Young musicians

Reve Angelique

Treasure ''unes

Six Easy Trios, Yp. 66

Fox Basy Trios

Violin and Viola, or Violin, Viola, and Fiano

Bruni
. Pache

‘Three Duos
Threes Fieces

‘Two Violins and Viola

Dvorak
‘Raf'f

Schubsrt

Weber

Terzetto

The wmill

Marche *iiitairs
Invitation t0 Dance

Two Violins, Celilo, and Fiano

Ambrosio
Arensky
Beethoven

"Fauconisr

- Gossec
Handel-rocron
Schumann

"song of the Yolga Boatmen
Serenade '

finuet o, £ in C-°
Bvening Recresations
Gavotte _

Sonata GQuinta in G Minor
Siumber Song

Violing, Fluts} and FPiano

Ambrosio

Brahms
daVilie
Fauconier
Gounsd-~Am-

brosio
Schubert -
“deVilie

Album of Selected Trio Arrangsuments
. of ravorite Compositions

Gradls song . = -

Casket of Jewsls. _

Evening Rscreations

Ave Haria

‘seranade

81
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Violin, Clarinet, and riano

Ambrosio Album of Selesctad Trio Arrangements

o' ravorite Com9081tlous
devllle Casket of Jewsls
krsfeld-
Ambrosio - Slumoer bong, Cp. 11
Canne - ExXtase, heverie
Ghys Amaryllis
Herbert Gypsy Love Song

Two Violins, Ylute, and riano

Yauconier Bvening HKRecreations
fopr, et al Home Circie yuartets

PFiute, Ceilo, and Piano

Canne . ' Extase, Reverie

Gouned " Ave haris
Schumann The Voics of LOVG, bepenade
Titl Ssrenads

Clarinet, Ceilo, and Piano

Canns Extase, HKeverie.
Schumann - The Voice of Love, berenade

Violin, Trumpet, and Piano

Ambrosio Aibum of Selected Trio Arrangements
of ravo rlte Compositions

daVille Casket -of Jewels

Canns. . . iXtase, Reverle

- thys Amaryliis

Herbart Gypsy Love Scng

Flute, Ciarinet, and Piano

Ambrosio © . album of bOLGCth Trio Arrangements .
o ol ravorite CoprSltlons

Canns Extase, RHevzrie

Kling The Two kittle Bulfinches

CTitl _  berenade
Flute, Oboe, and Clarinst

Gennaro irio in G Hajor
Krisns Ronde des wLutins

‘Flute, Glarinet, and Bdssoon

Bach . Allsgretto pPiacavole
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Handesl Minuet S
f Flute, Oboe, and Piano ' C R
. Handsl Nightingaie Scene from "Il :
5 : . renseroso"
5 Smith Two Interlinked French kolk
- Melodies b )
; Flute, Horm, a2nd riano S
 Canne . Extase, Reverie , ,
Schumann The voice of Love ' -
Titl~ Serenade ,
Flute, Trumpet, and riano
; Ambrosio ' Album ot Selected Trio Arrange-
: . : merits of Pavorite Compositions
: Balfe I Dreamt I Bwelt in marbie Halls
: Gounod . " Ave paria ,
: Kling The Two Little Bulfinches -
: Titl - Bsrenade
: Clarinst, Horn, and Piano
¢ Canne , kxtase, keverie
2 Schumann I'ns Voice of iove
Clarinet, Trumpet, and risno
Baife I Drsamt I Dwelt in Marble Halls RN
Brsfa14 : Slumbe r Song B
Gounod ~Ave iaria e
Herbert = Gypsy Love Song : -
Lake : , Annie lauric
Two Clarinsts and Bassoon
Pasquini Sonata (Fuga)
Oboe, Clarinet, and Bassoon : o
0 A et Naganinioo o .. .La Rubia | : e : o
Trumpet, Trombine, and risno
Ambrosio - - Albwn of dSalected Trio arrarfe-
ments of PFavorits Qomp051twors
“deville ¢ - -Casket of Jewsis R
deWitt 2ix Favorite Duet§ . R
Gounod - PFlower .Song from “"Faust" '




Herbert
lake -
Short

'uypsy Love Song:
Annie itauris
Al and ral

F. Sugeested woterial for the Appreciation lesson

l. Beginnings of Chamber susic and How It Developed

L)

- Bauer, Peyser

Colles

Faulkner

Kilburn

M&son

Art of Music, Vol. VII How Music
urew, £09-218; 241-243

The Growth of music, pt. 1, £3-%1

Encyclopeais of Chamber livsic

¥hat We Hear in fusic, 1lu3£-195

The Story of Chamber wsusic, 1-11

From song to Symphony, 154-179

. Some Composers of the String Quartet

a.

Ce

Haydn

Bauer, reyser
Colles

Dickinson

Scholes

Mozart

Bsauer, reyser
Colles

Dickins«n

Scholes

Eaethoven
Bauer, reyser
Coiles
Dickinson
Scholes
Mendslssonn
Dickinson

Scholss

How Music Grew, 275-23D

ihe Growth of liusic, pl.

- 35-56 '

ihe Study of the History of
Music, 15&-1558

The Complzte Book of the Great
Musicians, b2L57

oo

3

How Husic Grew, 255-202

the Growth of iusic, pt.
b -36 :

The Study of the History of
Music, 162-17¢C

The Complete sock of the Great
Wusicians, 53-62

o
-

How lusic Grsw, 293

1he urowth of wmusic, pt. 2

The Study of the mistory of
Music, 171-184

. The Complete Bogok ‘ol -the CGreat

Musicians, 71-74

the Study of the gistory of

- Muslc, £82~242 . ‘
lhe Complete Book of the Great
- musicians, 1Y-25 .

84
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Pnonograph Records (VlvtOP R°~ovds) E - A o o

Menuetto, Guartet in ¢ kinor (Bcethovcn) Vlctor

string Guartet . 17964
me nuefto, quartet in D inor (Mozart) : : S
Elman string fuartst €£4661
iMolto rento, Up. 17, No. 2 (Rubsnstein) -
Victor String Guartet o 35506 :
Scherzo, Quartet in ‘¥, (Beethoven) '
Victor Quartat Co 17964
Séherzo, Luartet, Op. 18, No. 4, (Bse- S
thoven) Yictor String wuartet - ‘ “5506
The Empercr (uartst, Andante (Haydn) o v
Elman Quartet - 74516 ' -

second. Year

A'

5. o develop 2n understanding of the use of express-

Musical Aims

l. To instil in the pupil‘a genuine enjoyment in
performing and lisﬁening to chahber music,

2. To devélop in the pupil a.responsibility for the
satisfactbry fendering of’ his part.

3. To devslop the pupil's ear so that he is senéi—’
Tive to wnat is going on about him.

4. To develop an appreciaticn of gocd vons quality.

[ive.fac£Ofs infmusio.. ' o
6.'T6 develop the pupll's general rmusicianship,
Social Aims
l. To create in the pupil an undsrstanding snd » L
appr8013t10n of team-worA.

<, To devvlop T@SOOnSlbllJEy on thne oapt oI tre pu~

pll. ' - : : S

d. To provide tnz puvil with 2 msans ol ex pr sio‘.

4. To satisfy his dasire to bs ;005 to SOme group.
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5. To give him a worthy means of using his leisure

Attainments
1. kxperience in playing mixed gquartsts, and con-

tinued experience in piaying trios, duets, etc.

ne
*

Ability to play tanese simpls compositions lairly
well in tune.

. &bility to plsy compositions involving five and

(]

six notes to a baat, trills, and more difficult
probiems 1in syncopationes |

4, A f'sir conception of the use of Ps PDs MP, PPP s
I, mr, ., frf, orescendo, decrescendo, ritar.
dando, Largo, 4liegro, woderato, Allsgretto,

molto, and piu.

5. A growing concept of the meaning of harfmunic pro-

gression.

Procedure

l. Use siﬁpie, and, if possible? Ismiliar melodies
tor the tirst few weexs, or uatil the pupil's
ear becomes accustomed to the veices of the
new instruménts, and 10 rouf~part' armony.

¥. From these ensembles progreés'to unfamiliar ma-
terial of similaz difriculty.

'3. In so far as it is possible to do so, introduce

only one new factor at a time.

“4ﬁ'¢ive the group -as much experience in pubdlic .

appearance as time and opportunity will permit.



and in groups with the supervision of ths

>

.teacher.

‘the technical difficuity of the passage is
such th:t the pupiis cannoct mangae it them-
selves.,.

7. uive the pupil as much opportunity as possible

87

'5.'Encourage the practice of the music individually

6. The tescher shouid avoid zounting aloud unless

to nhear chamber music. It may be Just listen-

ing to anoivhsr group of students do tne very

thing he has been working on, but it will give

him a nsw idea of the ensembie,

8., In the appreciation lesson during this year con-

tinue the study of ths dsvelopment of the string

quartet, and add to the present knowledge of

chambar music history the style o' the more im-

portant compossrs and how they halped to devel-

op this type o music.
E. Material for Bnsemble Pliaying

String Quartets

Beethoven - Menuet No. £ in ¢
Bornschein Ensembie Training, Book II
Butting Basy Pileces
: . Cords Basy String Quartst
... w7 . ... . Dancla .. .. Three rasy String quartets
’ Haydn Sererade T
rochon Christmas Zarol
Pochon © Progressive pethod of String Quar-
) tel rlaying : : S
Stoessel Boston susic otring Quartet albun
‘Wilson- . . _ GCamble's rrcgram Seriss for Strings,

‘ rrogram D
#Winslow Sixteen “implie wuartets
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-Flute, Clarinet, Horn, and Bassoon . ' . S -

Hunter - Dance ﬂumorSSQue S
Schubert Waltz in A Minor T
Schumann The Voice of Love, Ssrenade

Titl ~ Serenade - - .

Oboe, Clarinet, Horn, and Bassoon

Cui - Daace Orientalie R
Handel. Minuet
Hunter Dance Humoresque

Flute, Oboce, Cla rinet, and Bassoon

bach-laganini Ailegro briliiants .
Sechubert Waltz in & Hinor ‘ , S

‘Oboe , Two Clarinets, and Bassocn
Handel-Spindler Sarabande and andantino
Brass Quartsts

Cheyettes-Roberts 4-Tone Folio

deville Imperial Brass Quartet Album S
daVills . The Operatic Brass Quartet
' 'A_Lbum .
. Lake Best Seiect Album of Brass
Guartets

‘Monarch wuartet Album
Potpourri of Operatic Airs

" F. Material for the Appreciation Work == : .
1., A Review of the History of the String Quartet

Art of Husic, vol. VII
Colies The Growtn of uusic, pt. £, 23-%1
Dickinson - - .- The Study of the history of
Musig, 159-610 ,
EBneyclopedia of Cnﬂmber _ o T

Music,
' horton 4 A B Stllng guart £ flaylng, 5
<. nwydn and nozart ana-tnelr Styls X
Colles ~ The Growth of iusic, pt. £, 35-56
Dickinson The SLudy of tne distory or
Faulkner . What e r1e&r in uu31c, 94-97; o

10 S1l
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Kiiburn _ The Story of Chamber hiusic,
4 37-70 ‘
Ilandormy A History of #Husdie, 15¢-17%

Mason Besthoven and His Forsruangis,
' 175-248 : ‘

%, Baathovsen's Contrzibution to. Chamidar Husis

Colles The Growth of Nusic, pt. &,
140~153 ' '

Dickinson Tns Study ol the distory of

: Music, 171-134

Faulkner What We Hsar in Music, 97-99;°
268; <70 ' '

Kilburn The Story of Chamber lusic,
174-196 ' ‘

Landormy ‘A History of Music, 174-196

Mason ' Bsethoven and His Forsrununcis,

<O1-$5E

4. Mendelssonn's Contribuviun to Chambsr music

Dickinson: Ths Study of the History or
' Music, clz~cée :
favlkne » What We Hear in Music, 105
Kilburn _ The Story of Chamber kusic, 85-wl
landormy A History of Husic, 20€6-x07
Eockstro - Felix kendelssohn-partholdy,
1e6-139 ' '

5. Schumann's Contribution to Chambsr Music

Dickinsomn. The Study of ths History of

. Music, 2z0-221
Faulkner fthat We Hecar in kusic, 10€
Kilburn - The Story of Chamber kusic, vi-&7
Landormy - A History of iusic, £08-clk '

“Phonograph hecords- (Victur Records)

1. Haydn

Quartet in D Major, Allegro Modsrato, Fionzsi2y ,
bet o in il Mal ‘ .

Quartet in D Major, Andante Cantabile, _
Flonzalgy., i C o 74Tex
2. Mozart
" -Quartet in D Major, andante, Fionzalsy i
{ : o L - 7457¢

Quartet



Quartet in D Ma jor, Menuet, Flonzalsy

- Quartet 74596
Quartet in D Mipnor, Allegratto ma non

troppa, Flonzalsy wuartet 74652
Quartet in D Minor, kenuetto, Blman '

uartet - : 64661
uartet in E-flat, Monuetto, Elman

Guartet , 74576
Guartet in F Msjor, tinale, ®lonzaley

Quartet . 74693

3. Beethoven

Quartet in A kajor, Theme and Variations,

drd wovement, flonzaley kuartet 74754
. ot Quartet in C Kajor, rugue, Mlonzaley
' Guartet : - 74592
guartet in C minor, hemuetto, Victor
Quartat 17964 .
Guartet in ¢ Minor, Scherzo, Victor
guartet . s5506
Quartet in ¥ major, oscherzo, Victor. ’
Quartst . 17964

4, Mendelssohn

Quartet in BE-fiat, Canzoneeta, rlonzalsy

Guartast ‘ : 64784
Quartet in & #Minor, Scherzo, Flonzaley
Guartet ' 74755

O+ Schumann

CQuartet in A Major, Assai Agitato, Klon-

galey Guartet 74710
Quartset in A lMinor, Scharzo, Flonzaley
uartet : ' 74573

7. Third Year

A. Musical Aims
4 N  4._1@._TQ'insti;A;nAphe pupil a genuine enjoymsnt in per-
forming and in listsning to chéﬁber music. .
<. To develop in the oupil a responsibliiity tor the
,“sat;érgctppy fegdsring of hié'part.‘
'5; To deﬁalop.tne.pupil*s gar so Lhaf'né iSABensi_

" tive to wnat is going on about him,
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4, To develop an appfeciation of good tone quality.

5. To develop 2zn understanding of tne use of expreés—

ive factors in music.
€. To develop the pupil's general musicianship.
Social Aims

~ciation of team-work.

no

3. To provide the pupil with 2 mesns of exprsssion.
4. To satisfy his desire to belong to some group.

5. To give him a worthy means of using his leisure

time.
“Attainments

l. HExperience in playing any of the simpler works of

the great composers, using any combination of in-

struments.

<. Abllity ot niay these compositidﬁs fairly well in

tune.

3. Abiiity to master esny raythmic problam involved in

any of these works.

4. A fair conception of the use of exprassive factors

cin music, aad the vYeginniug of an understanding

of the various t81po cnanges.

5. A growing conception of the meaning of harmonic

pregression.

6.4 I'alr idea as .to the meaning of sonata form, its

uses, and some ol these respensible for its

1. To create in tue pupil an understanding and appre-

To develop responsibility on the part of the pupil.
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‘develcpmant.

D. Procedurs

l. During this year the student should come in-con-
tacf with a wealth: ol cnamb2r music of all‘tyges
and deéériptions.‘ He shoula have tne oppovtuﬁ-'
ity to pisy some 6f the chamber worgs using
five, six, seven, and eight instruments.

2. It is parvicutarly important that the studehts in
this period Shculd have ampie,opbortuniLyAfor
pub.iic appearaﬁcs. |

S. Bncourage tuevpractide of parts individually and
in groups withoﬁt the supervisicn of the teachsr.
It is‘well to encourage the founding of neigh-
borhood groups which will continue to function
after graduation from high school.

4., Give the pupii-as much opportunity to hear as_mudh
chambef music as possibie. Show him ﬁhat there
are increésing-numoefs of chamber music broasd-
casts, and encourage him to attsnd the comoefts
whiéh he will have an opbortunity tc attsnd

occagionally., It is stiil an exzelsient ides

- for the various chamber groups to piay for one
“another,

5. In the appreciation lssson this year the student
snouid continus to read widely about chnamber mu-
siec. By this vire he snouid be familiar enough

with some 0 the masterpiecses so that he can be




taught sométhinu of the sonsta form.
B. Suggested Material for the Aoor601at1bn Wor&

le Sonata Form

Kobbe C How to Appreciate Music, <24-227
Colies - The Growth of wusic, pt. &,
1e8-156
Landormy . A History of kusic, 144-154
Mason From Song to Symphony, 154-179
Norton String Quartat Playing, 5-9; 10-21
2. How Haydn and mozart Developedrsonata Form
Golles Tha Growth of wusic, pt. 2, 79-106
Brgsl : Alla Breve, 55-6x; 65-73
rtandormy : A Bistory of Lusic, 156-17%
3. How Beethoven Developed Sonata Form
Collies - the urowth of kusic, p.t &, 147-1¢8
Engel _ Alla Breve, 77-87
Landovmy . A Hlstory of Husic, 174-196

4. What Menid2lssohn Did for the Sorat Form

Engel Alla Brevs, 159-1%8

5. Some ol the Better wnown rlaysrs of Luartets in

OQur Day.
Bachmann - Encyclopedia of Violin
mascn Tune In, Americs, 6-8
The Viclinist, hov. 19e€C, 201-205, Octobsr, LYZ6,
1b¢-1bD; 160-16k;. wcv., 1vdl, by-29
Current kusical kagazins ’
F. saterisl for ths EnsembLe_Playing
String Quartets
“Boroding-rochon . Nocturne from String quartet,
. - o NO.LE ) - o ’
Dvorak - uartet , Ov.9é
Haydn @uartet No.l
Havdn : GuUartet No.Z
uend 1ssonn-;ochou‘ ulnzonetta Irom btr*ng U ar-
C tet, Op. l¥ _
rochon - ' Academic btring gua“tnt Al
Cbum- :
Fochon - rlonzaliey ravorite Zncore

Albums, l-4
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Raff-?ochdn The Kill

Rubinstein-rochon folto i1ento. {KMusic of the
: Spheres)
Stoagssel Boston >tring gnartet nlbums
‘1 and &
p Thern: Ganius reci
i Tschaikowsky - Andante Cantanile :
£ Zogliner ) zOeilner Guartet. Repertoire
: Flute, Oboe, C;arinet,'nprn,fand passoon
5 Barrere B 8ix lrauSFrlotlons
Danzi - Gypsy Dsncs
Maendelssohn _Scherzo, Op. 110
Mozart-Lockhart Minuet
Pierne rastoraie
Sowerby rop Goes the Weasel
Two Flutes, Two Clarinszsts, Obos, and Bassoon
B . Wilson : Pipes and hKeeds

Two Clarinets, Two Horns, sand '['wo Bassoons
Beethoven - Sextette

Brass @uintets

lake . Two Hawaiian Airs

Sulilivan .1t Came upon the midnight
Cicar

Wareing ulné rraises tc wod

Maker . Arise! Snine! For lny Lignt
Has Come

Brass Sextets

Busch ) ranfare I'or S5ix lrurpsts
) lake , Classical Golliection of brass
: ) Sextsts
Wilson \ © Tubulariano

Two Cornets, Horn, and ''rombone

‘simon - - - - - Eight @artets; Op. c€
Simon ' uartette in ths form of
' 2 Sonata

'wo Cornets, Two norns, and itrombens

"Simon " 77+ 0 8ix - Guintettss, Oo. €




" 'wo Cornsts, 'wo Horns, and Two Trombones
Simon Four oextettss, Op.26
Three Cornets, Two Horns, and Two Trombonss

Sicon ' Four Septettes, Op.26

95
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CHAPTER IV
THE QUALIFICATIONS OF A THACHER

Building a temple

A builder builded a templs,

He wrougnt it with grace and skilli;
Pillars and groins and arches
. All fashioned to work his will,
Men said as thsy saw 1its bsauty

"It shall never dscay.
Gre=zt is thy skill, 0! Builder:

Thy fame shall endure for aye."

A teacher builded a templs
With loving and infinite care,
Planning each arch with patience,
laying each stone with praysr.
None praiged her unceasing efforts
None knew of her wondrous plan,
For the Temple the teacher buildsag
Wa's unséen by the eyes of man,

Gone is the buildsr's teapls,
Crumbled into ths dust;
Low lies each statesly ol

r bouilldsd
Will iast whils the ages roll.
For that bsautiful unsesn tampls
Iz & child'e immortal soul.
- ~=ANONymous -~ -

Gone 1is tne teacher who rulss by divine right! Departsd,

to0, is tha time whan any quaer-loocking social misfit witn

stoppad shouldsrs, 2 hungry look, and horn—rimmed_glasses was’

labeled a master and turned loose in a one-room'schCOLhouse
" with & group of children, whom he ruled, armed with s birch
Arod and é smattering of latin, Engiish, mathamatics,-and
astronomy. Our:forsmost thihkers have.come to realiZe that
anything so important to civilization.as the training of our
children is not to be tampered with lightliy. Taey have come

to acknowledge that tcaching ability comes not nacosgsarily



as & resu1t of_a knbwledgé of subject matter, buttthat'there
'are certainlgeneral:quaiaficatiOns which.go ﬁo maké up an S
efficient teacher. Lot ué cénsider theée qualifiéations.from.
‘three;anglestlrl) those valuable in the makeup of a teacher
in any subject, (&) those of mdst importance to the teacher of
music, and {3) those which would be most ideal in the teacher
of chambsr music.

- The quality of primary importance to a good teacher is
health. It is essentiai‘in-carrying on the strenuous work . | f
“_rsqﬁired by-tcachinglaptivities. Not oniy.are these teaching
factivities:'taxihg to the individuwl, but there are alsb_ce'—
tain cdmmuniﬁy and social‘demandS'Whi¢h come in for their
share‘of the,t3écner’s“timé and energy. A person in any con-
_'&ition=but~the very heast- woudd soon br@ak'under the stfain.
Inqreasingiy~teacheffnraﬁningginstitutiqns'and-those Wnose
dﬁty ip is téfgrant teaching'Qredentiais are coming to realize
the'impbrtahée‘of healﬁh to theitéacher, and are preparing tor
‘it in various wayé..'The teacher Braining;institﬁtions not on-
'iy regquire a physical éxamination balors fecommending candl--
d&tes.ror.creﬂentials, bul also reguire yéarly exsminations
previdus'to:gradﬁation; Then, too, . those WEO grant creden-
tials:have cOme.to require a physical examinsation herobe
granting cortif'ication. Not only doeg one's:stéte of' heélth - —
affect his physical well-being,vbut it'alsé af' fects his mental
éttitude, his disposition, and,‘in shért, nis wholé égrSOnal_
ity; which ractors we spall see are a.so important to a Leacle

er. Therefore, our primary requiremsent of a- candidate tor
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"educetion in his pupiis...initistive, responsibiiity, open-

"is a guide; not a leader. He must realize that the classroom

1y find réturned to him word ror word at examination time., He.

| g . -
the teaching brofessiOn is good health.
A'succéssful teacher‘must have a pleasing personality. ‘
By this we db rnot mean a mégnetic perdonality sgchvaé We.
snouid dasire in 2 ieader, but zn atiractive persénaiity.

The teacher is not in the classroom to lead anyway; he is there R

to guide: A teacher who leads destroys the real values of

mindedneés, and a critical attitude. There are certain vital
characteristics wh, ch make up'the'personaiipy of this guiding:
individual. First of all hs must have a sympathotic underf
standing_of peosle and their environment.- He(must he vatient,
vet not.so paiient that ﬂis students take aannfage of him.

He should;have_é_sense of humor and know when 2nd how to use ' B
it. He cannot expsat dependability from his Qupils unless he,
himself, is.dependableL Above all he should strive Ior a
character worth emulsting, for he wiil find tima and again
that his habits, ideais,‘and peculiarities ars mirrorsd in

his pupiis.

An érficient teacher snouid have an adequate understand-
ing of the principies ol -education, and or their appiication
in thne échoolroom. e must constantly keep 1n mind Lhat ne
is a place of confsrence and discussion, nﬁ; d pluce where the

teacher may exXpcund his pet tneories, wanl:h ne wiil undcubised-

must ever hove as his motto "Less taiking, more teaching,® and

)

rem:-mbsr that the vupiis learn by doing, not by having it done
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for tnem. He must understand the causes I'or behavior, and
yvnow how Lo hand.e tnem. He must reaiize that busy puplls
sause the itesast troubise if busy on the right thing. It is

also important tnat tre teacher understand clesrly tne prin-

sipies of individual difisrences, and tnat he adapt his veach-

ing procedures accordingiy. Ths good teacuer snould aiso un-
derstand and apply the laws of iearning in order 10 work tor

eff'ieciency in teaching. The undsrstsnding and application of

these princioiss ol i1earning maks tor economy of time, efforts,

and. make possible a greater mastery ol materiail.

The fourth factor in the maksup of the successiul teach-

er is an ampie background in and knowiedge of his subject mo-

LW

tivates his puoils more 8asliy. There is‘néﬁhing 30 disgust-
ing or sd_deédening to a pupil as a poorly prepared, or,

Worss yet; g2 bluffing teacher. It a ceaohar doss hot know Lhe
answer_té a questiocn wnhich hapweﬁs to ariss in class, he had
far bstter admit ithat ne doss not «xnow than To ﬁry Eé biuf'f.
These children are not so innocent as.we would sometias make
tnem out and they detéct bhiar'ting vary re?dily; On the othsr
nand , howéver, it is not weil to h;vé to admit one's ignor-
ance too orten; | |

A tTeacher wno K1ows tiis subject understands its dif'ficul-

05

ties &and can ramedy those dilricusties more effectivéiy. He
establisnes in his oupils better habits of study. He shows
them that there is a wide I'ie.d of «knowusdge to be round Out-

side the textbock, snd hs interds.s thom in tHis. outside in-

vestiestion. He brings to :iass outside materisl =nd practical
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instances, and gives his students a broader outlook because of

.ris more extensiye‘knowledge and eXpsriencé.

The instructor with 2 broad knowiedge backgroﬁnd knows
hetter how to sslect the materiai‘to be Caugnt. He knows
what phases of uis.subject will.prove vyaluaoie Lo tne ouoil
in tire Iuture. Hé understands nbw_much Qf the subject cer-
tain individusls are capabig or assimilauihé and Lna} certain
parts of the subject willi prove more intsresting vo 5ne indiv-
idual tnan Lo anotner.. He knows whén méstcry has bsen
~ggcner, He ﬁndws tiie sysmptoms ol progress.

Ahove alil ivhe teacner suouid ratain uhé attitude of a
learnsr. A rabbi once sald, "I nave itearnsd much I'rom my
teachers, more from my school-r=llows, but wost of all trom
".l A quotation f'rom kr. Tappoer wilil rittingly

h

my pupils
cless this discuss.on on the teacher in general,

_ No education may be bouwidsd by ti:e, or iimited to a
period of study. It is = nrocess that .continues to move Lor-
ward through dailsy experisnce. This axperisnce is ths pre-
‘2ious metal thst must be worked over by ithe intelisctual pow-
sr and coined into cuns:lousness. It may not rswmain msrely:
1ntelievtu14, but iv must precipivate its Wortp into g enb-
jectivity as impulse to 2il furtner =ction.”

In addition to utnese Qone qualificétions there ars cor-
taln ones. which are or va;ue to tne music teacnsr. By way of
innroductlon let us include the words of James mursedild,

The csntial, the vital r'orce in music educ 1Lion.is the

sacrﬂd ilanﬂ or qrtLSLln lovs, ;uﬁaJQLUU?Jﬁsm in the naart or
‘the teachar. You camnot itight anything st aii rrom a lsmp

Tapper, The Educsution of tnc .usic Téacher

42
R
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that is not burning, no matter how besutifully constructsd and

planned it msy be. Is the tescher's masicianship a growiag

musicianship: ror a nmusicianship that is not growing is dyicg.

1s tne tsacher's musicianshio a humane musicianship:y For a
musicianship th2at will not transmute into human and humaniz-

ing values is desply derective. Is the teachsr's musicianship

an apostolic musiclanship?y Fcer a musicianéhip that has no
message of beauty and inspiration is nct worthwhile., Thess

are the qucstions that detsrmine tne vaiue of his instruction.

- The I'drst quasil'ication of & music teacher is perhaps the

mo st important of alil, namely, an apprsciation ol music.

Since =zppreciation is the alti-ate goal of all music education

and since it must be taught more or tess by a mathod of “ex-

posure', it 1s necessary that ths teacher have 2 genuins and

enthusiastis oppreciation himself. Thus aporecistion greatly

aids motivetion.

Since the bnpilS'not'only sénse the attitude of the
teacher and reflect it with amplificetion, it is necessary
that the tescher's aporeciation ~e¢ genuine. Not only should
tne Leécner h=ve 2 trus love and appreciation of music, but
he musﬁ resgpsct the vastes of tre chl.dren in thair reaétiOn

to music; othsrwise he will gnt a “yes-yes" apprsciation on

their part.
If the tzacnsr na; g I'ing appréciation of music, he is
less l:kely Uo giva ths I'alse imprdssioﬁ that apprecistién
is 2 separate and distinpt phase of wusic. Tob sften tne
éhiidihéé tas iaea‘Lﬁét'apbﬁec1ation7cQﬁsisﬁs of "Listening -

10 a phonograph reccrd pauayed during a zsrtein class n2riod,

"hearing' anything tnat thsa teac sr asks nim o hear, snd
. ‘

1 7aneig, op. cit, w1
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t tion" anyuning he thinks. the tsacher wants o=

o

ording by appreci
nim to aporaciate. He must lsarn tne joy of osrforming whatl
e apwraciates. He must laarn thet sporecistion £0868 kand in
nand With_p¢aying, singing, writing, and 1istening to music;

A music teacher shouid be & good musician. He should bs
rmusical. ‘What is meent by the tsrm "musically QIt-isAdiffi”‘
cult to answsr thils qusary in a few words, but, brisflﬁ stated,
ist us put_it thnus An.inhereﬁt abi;ity in musi?, sensitive-
nass 10 tone; adaptabiiity o making music without too evident - -
sffcrt; to scme a2xblent, the thought process in tonéj and ageiu,.
to some extent, Lhe faculty of memory that retains nushe.'d
Besides these qualities 2 musiclan should navs un ampie back-
ground cf tneory, and»of musicn1 nistory;

There 1is nothing Lhatldoes more to intersst pupiis ﬁhah
a racognized skill of the vsachser along someé iine or othsr,
and thers is nothing trat kilis that dintersst iastsr than a
teacher wno does not know "iaereof he speaks". It is wise I
fgm an instrumantal-muéic'inStruotor to be abie Lo piay at _ -
leasﬁ one Instrum:nt well, and L0 nhave had some expsrience
on several othz2rs. 1f he has had ihis pradtical gxperisnce

3

he will undersiand more Iul.y the goals wh'ch ha has sst

i

up tor his pupils and wiil ~e abie to guida tnem more affect-

Yo ilvely toward tast goal. - Then, too,; a teachsr who .is.ninmsslf . - . =

a eood musician will start his pupils with corrsct masicadi

3
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'hq;bits from the bzeinning and v-}iil in‘sis}‘t upon tho continuation .' g o
of' thesc habits. ‘turthermore tne good musicisan will be batter |
equippsd teo racognize the_talents of his pupils ;nd»to'guide
their‘musiéél education accordihgly.

To tha stove pequirements of =« gbodxmusic téacner, it
mignt be weil to add that he should be an experienoed_muSic—
ian. One who has had practical musical.experience will more:
fully.understand trs practical spplicaticns of music in 1ife.
He will be ab.s to c¢rsate a schoolroom siﬁuation more n2ariy ' -
like vhut of the protessicnal worid, and he will he better
fitted to guide ihe vécqtional int2rests of nis pupils,

Now liet us considéf'the_’esirabie Lactors in 8 teachsy
cf chamber music. In a&dition'to the quaiities-néméd:ébbve
tners sre-ceftain othoers which wouid prove vaiuabia in'a
teacnsr of this type of music. First of ali he saould have

had a wide o¢xperience in playing chambsr music. With this

gxperience I1or 3 background hs will more Tfuriy realize ths e e

diff'icuities wvresented by vdls type of music, he wili he ablie -

to seiect music fitied to ihs taients andg intsrests of nis

[y

group, and a.sc, he wili bs batter prepasred to nand.e ths

apprecia tion sids ol this k.

=
3

O

[\

Secondsy the teacnsr of chamber music snould be a good
-swccagh’ ratner than 2 conductor.  He shouid be oresent &t rew . S

hesarsa.s to n2.p in the difricult pisces, and in this in-
{ F , ,

o

stance he may assume ths roisz of conduztor, but he should do
so’with'eere. ‘fWren he asswiscs ieadership 1oo much. 6f the

time, 00 meny oI th3 va.iuss...such as initiative,
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.ggsponsibliity, indspendence...of the chambsr ensembiec are

Jjost. The tescher shculd respect ths intsrpretations the pu-

pils give the music vhey play, but ne shouid guide this in-

verpretation inconspicuocusiy when it is 2 False ons.

Thirdiy the teacuer sacu.d have nigh standards of musié-

jansnip and snou.d insist upon vhem in his pupi is. He shoudd

expect accuracy of pitch, out, at the sams ti-e, he shouid

[4¥]

"not al.ow this side of th
values of’ chambsr music. He shouid .8t nis opupils at I'irst
work over s composition sevral times to gat the iaéa of it.
Then by meerns of tactiul suggestions‘and corrections ne can

help them to improve on their work. He ShOuid ingist upon

robythmic precision, ©00, in such ths same manner. With high

standards himselif he can make the pupiis more fully reaslize
the boauty to be derived I'rom the resuists of a pieasing en-

sembls. - s shouvid assume, and sxpect nis pupils to assums,

a orofessional attitude toward conduct as weii as toward the

music. 1h tnls w2y he will 2riminate disciplinsry probiems
and will at tne saﬁe Lime_give nis studsnts an idea of pro-
fessiopal routine.

Let.us now sum.up brier-& Lné'uesirab;e Qua;itios in é
tsacnzr of cnambor ensémb¢ejr Wwe nave decided th-t health,

“a pisasing personalltyy wne knowsedge of tue prinsiplss of

education and of trneir practice in iune schoolroom, and a wid
azquaintarnce with his own subjsct I'ie€ld are all sssertial o

2* tgacher in any subject. ‘In addition to tnese mors gendéral

qualities the music teacasr must havs an apprecictien for

treining to kill the apprecistion



105

.fusic;'Ae'must be a gbod musician, and ne'muét a;so-be aﬁ ex-
.ncrienced musician. B2sides thesse qualilications the teacner
of chambsr rusic nust hive had experience in puaying chambor
wusic,s he must oe a good guids, and ne must‘hava high stand-

srds of musicianship.
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CHAPILE V
A BRIEF SURVEY OF THE Usy OF

CHaliBER MUSIC IN THE SCHOCLS [y JMuhl“’

About the middis of Octoéer, 19%z, I decided it might be
interesting to make a brisf survey of tha use of chamber mu-
gsic in the schools of America.. I knew chamher music_qs a
part of a school music curriculum was 2 new idea, but I also

knew there were many progressive music uveachsrs in ths instru-

3

sntal field who had probabiy tried it. So I mads out a

blank, the r'iliing out of which I thought, and sent out rifty

‘with 2 brisf letter of expisnation, and a seif-addressed

stamped anvelope in each. TWenfy—fouP.out of the rifty héve
replied to date, and , no,doubt,‘more will probably fgbiy af-
ter the holiidsys, whlch are such busy déys far  guch super-
visors. Unfortunztely it will be impossi bis Lo‘include these
other repiizs as this thasis goés tO'COmmittea immodiatelv.

The resuits of this survey wers most ynllghtnnlng,'and some

oi the SuPGIVLaOPS were gene rous onOdéh to wrice comments

cwhich were intsresting to e, ard wnich I shall present in

this report. 4 copy of tha blenk wnich was used I'or this

_"urv y 1u lnC¢uded in fhiS cnqptsp The supervisors were

asked to g1v° the totrl enroliment of thelr school oI school

System and to give tas approximste number studying.music{

Thqse'lat:ep_:igurcs I nachcnauged LO percentage r'or the

seks of uniformivy =nd grester coavenience. Then 1 iisted-

some peneral types ol chamber ensembles which I asked each
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shall discuss briefly thase results, and give some of.the
comments. ' : N - |

Ahaconda, montang , has a total enroliﬁent of 4ol ST.U~-
dénts, and of this number approximateiy 52% are enrolied in
the music department. Anaconda reports a stfing tr.0, a
string guartst, a wdodwind guintet, and a brass quartete NoO
credit is grahted for this ensemble . .work. Chafles K. Cutts
is the music supervisor.

Lena “ilam,'supefvisor in ine schools of pesumont, Texas,

has sent 2 most sncouraging report. She gives the totsl sn-

rollment as 4450, but failis to give r'igurss Lor tns music en-

roiihent.. sShs states‘that rusic is "required through ssventh
grade®, and it is "elective through nigh school; Lwo units
are offered for graduation®”. She CepOﬂtS.Stﬁing‘duets, string
trios, string quartsts, bra§s duets, brass qguartets, woodwind
duets} woodwind quartets, and mixed Justs, tr.os, quartets,
and -quinvets. $he also répbrts that there ars otaer ooﬁbiham
tions with piano. "Our gPOups-tﬁdk i'irst oiac2s in eVery

chambar music svent tney entisred in the State Fedsration cof

Music 7Slubs Contests:

Sliass A: violin, csllo, pizno
Siass B: violin, cellio, piano
"Ciass A: string cuartst o

Class A: two vioiins, celi0, piano
Class B: two violins, ceLio, piano
Ciass A: four viotins, piano
Ciass B: four viclins, piano

. Class D: four violins, oluno

Qur 10O pisce orchestra rsnsarsés one hour daily and I'rom
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this orchaétrgichambur music groupé are always in réadineséﬁ
for demands made upon them. We have two junior high school
orchzstras peheé?sing'oue hous dsily. They ha&é'fffty play-
ars in. one and sixty in the other.“ Ve also develop Cnamber
muéic groups in tnzse schodis,“‘ In addition Miss Milam ssnt
9ﬁ illustrated bookist of the musicay activities in the
schools which shows 2 gréat dsal of good work is.being done.

George T. Golidthwaite or Beriian, New Hempshire, réports
the enfollment_as €70, and that in muéic as about 25%. He
reports string duets, trios, and gquartets; a brass quartet,;
a woodwind duet; and mixed dusts and guartsis,

Jessle Mae Agnew of Caspasr, §

iyoming , raports the en-
rollment as lzodvand tnat about 54% of tnsse étudehts 578
enrolled in music. She says, "We have only vime tor class
instfuction and ensembus wqfk“.

J. Henry Francis reoorts tnat'Charleston, Vest Vir-
ginia, has an enrollment of 1650. students, of wnom about ly
are 1n the music department. Mr. Francis reportsvstrlng

duets and guartets; brass dustvs and Quartsts; woodwind duets
% . J " 3

Wi

and quintets; mixed dusts, trios, quartets, z-d quintsts; and

other combinations with tns piano as one of tne instrumants,

Hs says, "Sorry that I do not navs a bettep report in this

Cmatter as what we do zlong inwt Line -is more by ‘tne way (a2t

present) than otnerwisel,

J. leon Fuddick of .he scnool system of Cisveliand, Ohio,

t

nter-

(=3

and-a ‘plonger in the chamber music. I'isid, Eives a ‘very

ssting report. The snroliment is I'ronm 1100 to 4600 in sac

by

.y
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. school, and the number in tné‘music department: of each.ranges
from &0 to 60% of the totali number of students. He reports
strin: duets, urids, guartats, and,quintetgg brass du=ts,
trios, Guertets, ahdiquintots; woodwind duets{ urios,'quartets,
and quintets; mixed‘duets, trlos, quartetsQ and quintcts;land
otrer combinations with piano. “All snsembie praying in chan-
wer music groups is dons aé gXTra-cui'ric.air activicy during'
school house and outside of scheol but without cfedit. These
Froups Irange f'rom three to thirty-rive in number iﬁ~the dift-
erent nigh schools, plmyiﬁg'a wide range of matsrisl." -
Flint, Michigan, or whose music deoértment Mr. Zﬁnzig
speals s0 highuiy in "Music in American Lite", hes a pather
"sad story to tsul. FUntii work was curtailed", reports Mr.
#illiam #%. Norton, music organizer, "we had rive stﬁing
string quartets in Central Senior, two woodwind quintsts,
two brass sextats; slightly smailer at horthern;/several
string quartets in Junilor high schools, We encourage cham-
ber rusic groups bﬁt the Board of Bducstion lhinks. the groups S
Loo.small~ior tax money ior instruction;" 50, f'or the pre-
ent Mr. Lorton raports'strlng quartsts, brass sextets, wood-
aind quintets,uand aera_curpibuiau mixed terios. Ths enroll-
mant in Flint's schopls‘is about % 5000, ol which about 27% ‘_ e
are ¢éngaged in mgsiqaifgctivities.
"”Eeﬁiéh.ignbid, éﬁp;réisﬁf ofAmﬁsic at.Gian éiaye}'NeW"
Jersey, reports a total enrollment oflczB,iand‘nhe enroliment

in the music departmint ss about lk4, or apgoroxim-tely <0% , L

of ths entire numbsr of studenls. wisgArnold reports a brass
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-quartet, and 2dds, “Our curriculum aoes not inciﬁde regular in-
structicn in chambsar ﬁusié. We do,occgsionai¢y prepars striﬁg,
brass, and woodwind_enSemb;es’for special programs.
Mr. William Hafclerods, sugervisof of music in Harrisburg,
Pennsylvania, reports tne total enrbllmentvas about 6,000} but'
fails tQ épafe wnat perceniage of the studentg are eﬁPOlLSd in

"9e have no curricuiun instruction in

tne musig dépért;ent.
smail combinatluns. some occasionai and needed instruction of
groups I'rom the-orensstras and bands is done, ¥

Miss bﬂrtrudo B. Parsons, of rolytechnical High Szhool,
Los Angeles, California, rsports an enrolimant or <o0C with
aporoximately 44% of.Lné‘students enrolled in music. She re-
oorts a string quartet; and =dds, "Tne Board of Bducation
frowns upon small numb-rs to take the teacher's time."

Modesto Hiéh school, Mo d. qto, Paiilornla, whare mlss
Heglen Garvin ard Hr. James dcgin have cnarge of the music,
reports the totsl snroliment as ;bOO and tnat 40% of thess
studsnts are enrolled.in the music depqrﬁment. lkodesto High
school has str ng ducts, str;n& uudrtéts, brass duects and
unhtﬂtb, wocdwind debS, gusrtsis » 3and quintets, and mixed
crios ard guartets. Tlm woodwind quintet and tné String
quertet are penmaHCNt organizations.

Mrs. LOPQttD nu‘&nt<»Kinﬁéaf;ﬁﬁusic supefvisor'ét mount
Vernon, New York, rsvortvs the Snrol.ment as 4655 and that 15%

of L

s
)

>S

T

are nu ¢c studenbs.- MPS. nlnnear uoo"ts strlng
'quqrtets, brass Nu”ts, Lrlos, quarL‘Lo, and OulﬂLate, wocdwing

dusts, uvr.os, guarteivs, and quintets; ana mixed austs, trios,



quartets, and quintets. ‘-,. | o | A L o L=
Mr. George Gartian, s@pérvisqr of muslc in Now York City,
feports the total.enrdllmant in the schools ol that city &s
1,200,000. He faila to étage the percantage enrollied in mu-
sic. fHe’says, "Crodit is givin as sicctives toward school
gradustion™, snd r2ocrts string dusts, trics, quartets, and
guintets; br rass due ts} trios, quartets, quintets; wocdwind -
duéts, trios, quertets,‘and guintetuvs; and.mixed duets; Urios,x
quartets, and guintets.
Herman Trutner Jr. of Tecrnnical High Sc hooi OAAland,
¢ziifornia, reports tne total enroliment of 2100 and that
21% of these ars enrolled in musiec. MNr. Trutner.raports
string trios, guartets, and quintets; brass dusts, and
quinteps; woédwind trios, quartsvs, aﬁu_quintets; and mixed
quartets. Hs s;so raoorts a'string sngsempie o four Iirst

violins , two second violir., two viclas, two csllus, one

X bass, snd 2 pi=no. This group, he says, is compoizd of the A
best string piaysrs in ths school. Hs also statss tnet this

entirs ensenmble program i1s reguinr claess work ror which cre-
dit Is granted.

Omaha, lebraska, r2dorts a toﬁal enrollmant of 2000, of
which ¢l% ars enrolisd in the nusic degartﬁent. Thers ars
_fwongipq,duaps dnd @ixad tr;Qs, The sup8rvisor -states that. N
this work is not part of’ thé reguiar ‘irnstruction, out that

groups are devsioped as matsrisl presants itseuf,

Lee i, ocxc@xt ot flttSudrgh Bvuh“*ivdula, reports

twenty high schools with an,avef%ge °nrcl¢m nt of iz0C pupiuis,
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~string trios and guartits; brass guartsts; woodwind irios,

x'Luartetsy.and.quinyetsg‘add:mixad_qugptats and,quiptops.

3 total snroliment of €408, cf which about. 28% ars enroils

~ in -masic..- Miss-l“d¢apd rﬁports @trlv& trios,. quartets, and

~of'of‘whbw arg intare éted in =21sc¢tive mu31c. -Ha faporté ' =
string ducts, r'ift2en pianc trios, ten SLPln? quﬂrt ts, strlnr
cuintets, brass dusts, six Drass qudrtot -two brass culntuts,
soodwind dusts, six wo.dwind quartsts, three woodwind. quintets,
-ixad duets, two mixed trios, mixed guart*ts, 3nd mixed quin-
tets. "Cur work in chamb r music is :n addition to our regu-
iap instrurmental work. We think chambaf music:should be'guid;
ad rather than taugnt. Perbaovs ail good taacniﬁg is ondly
guidance, howaver.;

Pocatello, Idaho, regorts an enroleent of 1100, of whin}
«7% sre enrolled in musie. Iir. Schrnabel reports string trios
and quartsts; brass dﬁﬁts; trios, and quqrtéps; woodwind‘du—
sty, trios, quartats, and quintats; and a mixed quintet. "ie
have four cisrinet trios and one woodwind quintet: - Qur trum-
vet trio-won first ovlace In the,natiOHal concest, Wc’hava 2
horn quartat, trombone Guur a2t ptc., in our schools. We make-
s great dsal of our ensemble groups as they gd directiy into : ~,;
the homes, churchss, and the various ~lubs of ths city." ' -

Frances Smith Catron, director of music in Ponca City,

Oklahoma , r ports the totni snrollimsnt as about 4000, and of

' this numbsr 5% ar2 crrolied in music. WMrs. Smith raports

The Lacramanto szuccls, Sacramento, Ca;_forn. y ¥ ort

quintets; brass quartsts; and combinat.ons with piasnc.
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Mr. Mareslli of tﬁe‘SanADiego, Caliiforni=z, séhoo;s re-

borts a Lotal‘ﬂnrollment ofIETOO, of whiéh‘appfoximataly'ﬁoﬁ
are Intorested in music. He reports strine trios and Gu 4r-

tets; ena & t io and a quintet of which tne’yiano is one in-
strumsrt. |
4iss.Virginia Short of Stockton High Heilool, Stocxton,

Catifornis, rsports a total ennroliment of 2800, of which 20

roxim=tely 13% are in the musiec department. fiss Short e~
1( : J / . 1Y

ports two string trios, one.string qu&rtet,‘and.oue brass
aquartzt,

West Hartford, Connecticut, reports o0CC enrolied in the
schools and 100% znrolled in rmusic. llark a. Davis, supervi-
ser, reports brass, woédwind, and mixed cuartsts.

_Winnetka, Iliinois, has an snroliment of 2650;-0f which
about ¥4% arz snrol.sd in music. The supervisor says, "all
crarbar groips ars carried on as eXtra-curricuiar activities
andisuperVised by different membars of the music facuity.
These groups verform ror our musiCICLubs",

IMP. C. D. Kutschinski of dinston-Saiem, North CaroLina,

reports ths enreoliiment as £000, and taat app:roxim:ately 10%

of ths studeats take instrumantel music, He regorts string

ducts, trios, quartats, &nd quintsts; brass dusts, trios,

.auartsis, =ond quintetsj wéojwigd dusts, trios, quartets. ~nd -

culntets; =nd mixed quintsts. "Phis was in feres until this

year, waen § was, Sunervisor of Instrumantz i husie (nine

.years). A.cut of WLE,OOO,CO_per.mOnLh:Qe&essitated\droppimg

the instrumsntal orogram this year, ‘nd thiers is wuethning but .
{ £ : , _ £

s e e oot e
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orchastrs (5Qnducted by the dirscting supérvisor) and_bdnd
twice 2 wesk cohducted by a science teachsr.® |

411 this I have summed up in a ﬁéble which I.havé
placed at tae¢ end of this chapter. It is pernaps nét a very
accurate summsry due to the diftferent ways in which some in-
dividuals reported thelir data, but it is the most concise

and feasible method after all.
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CONCLUS10:8

It might be wise at this time to sum up briefly the zon-
tent of this thesis on "Gnamber muslic as a Facior in rublic

school Kusic', Sincs chapter one was argely historica] in

charactsr, 1t does not Seem nscessary EO reviaw its caontents .

It Coapter 11 we discussed the valuss of chamber music
in the curriecyium. e decided th«t iv IJPtn@PS the purposss

of general sducation, and that it Tusl'iis thne vaiuzs of soc-

‘ial davaiopment, cu;tural Lraining , orms txon of skills and

~habits, and, for s ¢ertain fsw, voc- tionsy Lralning. We have

shown that it not cnly Iu¢Ilis tho vaiues bui that it ful-
I'ils them to an even greater extsnt iLhan do the lgrgar en-

sembigs. The Small‘ensembie is sven mors deag 1rﬂbie than thﬂ

- '80lo or the. dlarge organization fop vocational ang especially

avocestional use. Since educstion is living, and  since cham-
ber music heips to make that living. riasner and fullsr, surs.

ly there i1s nothing e.gec

[
L
=
w
¢
[©]
[94]
17
[va)
3

1

=

v to justiry its puace in
toe curricuiunm.

In Chaptsr ITI we have a suggesteqd curricuium.ror the

use of chamber music in tﬂo irstlum ntai music orogran from

junior hirh schaol tnrough ssnior hi‘b §CLool. Ths program

providsass ror appreciation worg , beginning wich sn acgul in-

3

tance with une var ous 1zstrumpﬂts UQSd 1n thj”cpambsr_ensem~ ‘

bie ang inﬂ4ud1ng 9 snuoy of the ¢imposers of‘enamber mus’c,
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treir styles, iheir batter known works, and scmething of ths -

nc actual psrformance

3

gonata ailiegro form’or comuositioﬁ;
part of tng program uses two, thres, aﬁd four instruments'of
the sameAklnd in jqnicr high schoql,'and mixsd conbinations
in senior/high. The materiél uéed bsgins with simpie; fami-
iiar songs in the seventh gréde.and works up to compositions
éf the mastars in tne lest year ol high school. While this
pfogram is by no means a r'inisnsd product ahd astthough oﬁe
with so little prectical exparience«almosﬁ trembies at the ' | -
thougnt precsenting it to those who have_had 80 much sxXpsr-
“ience, it is a baginning at leasst.
-Chépter IV considered the quaiifidations of 4 teacher‘

of chambazr musiec. We have discussed 21l tne important qual-
ities'of 2 goud teachsr in eny subject...good nealth, a pleés-
ing'pefsonaiity, an adequete understanding of tne principies
of education and teeir appiiéation, an ampie background and
knowledge of nis subject I'ieid, and the spiriﬁ ol a isarnsr, | T
In addition to tnsse requirsménts Ior an efriclent teacrer we
haVa\d%cided that a music teacner must have a genuineg appre-
cistion o’ music, vh t he must be a gocd musician, and that he

be

ftv}

n experisnced musician, Begsides thess churacteristics so

desirable in any msuic teacher, the teacher of chambsr rmusic

. Shoudd ‘have had an ampdle expsrisnce in .piaying chamber mwsic, - =+ =

he snouid be a good guide rather tnan a lsader, and hs should
have high standards of musicianship.
+ In Chapjtsr V.we -have shown what is-actually being done *

slong ths iine of chamber music in the school. Ws have found



that the more progressive music supervisors in the largar
city school systems have already ssen its value, as they

testify; and wg predict that, like al. other_developments in

music education, it will spread to the smaller cities as they

become able t¢ iLake on this phase or the music pfogram. We
have ssen evidences that the U'inancial stress of the moment
has somewhat cufbed advance in this direction as it has in
ﬁany other instances, but evsryone seems to be looking for-
ward fo resuming the practice as soon as possibic.

In cOnC¢usioﬁ let us‘séy tnet chamber music in the pub-‘
:ic school music program is definiteiy a thing of the future.
Its true effectivsaness can be jedged’oﬁiy af'tsr it.becomas a
univefsal practice and affer teacners are espscially trained

for that line of work.

18
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Three lienuets by Cliassic
Masters '

Thresg Compositions ror
Three Violins and riano, -

HREE VIOLIKS OK ThREE VIOLINS AND PIANO

¥ischer

C. Pischer

G‘
c.
c.

Schirmer
Fischer
Fischer

Fox ,

C. tischer na
L tolff :
Pischer

Fis ¢char

Figcher

2 Q)

-

Q¢

Fisone
Fischap

mrock

blscher
Mischer
Fischer

GCQaur QO

Fischer
EFischer

QO
.

(9]
.

Fischer

Assoc, AMus. ' -
rub.,

C. Fischenp

Op. L&, Nos. i, 2, 3 C. Fischer ==
VIOLING O FOUR VIOL1ko &4hD PIANO
Andante _ Strad
Graded Course of ap embleg —
riaying , Bodis I, Ir1, 1v,
V, VI ' C. rischsrp
,Adaglo 4nt&b1¢e I'rom seatat G. r'igerner
“Gilosy Lorcs a C. Fischar B
rirst Staps in Ensemble';iay~
ing ' ' C. riszcher
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" Brahms
Shepin

n
Dont -
Ba

Fritschns
Fritsche-
© Sasngsr

Gabrielli
Ghys
Gordon
Gossac
Green
Handel
Harris

Haydn
fLohlser
Ls chmund
Lachnmund
lachner-
laurseno
Lenare -
leo

Levy
levy

fascagni
nendelssohn

uwez art
Qaks
Pleyel

Pleyel
Poldini
Pozansyi -
Schmidt
Schmidt
Schmidt
Sehmidty
Schumann
Sevarn .

Fanious waltz ’ ,

rYolonaise ml¢1t31rv, Oo. 40,
No. 1

Gavotte ‘

Thrse risces, Up., 178, Nos.
1,2’5 '

Deutschur iang

larghetto

Fantasie, Uo. 2

Fox Alrtum of btrﬂng mnss mble,
Vol., I

March-Rordo

V10¢1n bﬂOLP, Vols,” i, Iz
ITI

Suits

Amaryliis

Four w2lodious risces

Gavotte

rlayfal Rondo

Largo :

Prager from Freischuiz and
Hondo “lepetit Tambour®

Ardantjno, Imoerlai Symphony

Easy Guarte ,

Doil's dudolng Frocegssion

Lullaby

Quartet in G

Sieste

Andantino

Quartet

Mar cne Triomphale

0ld esodiss for roung
Violinists

Intermezzo, Cavalijeria
husticuna .

Selection from widsummer
Night's Drsan

Turkish March

Gavotte Spianata .

Aridante And Xondo, Cp, 45,
No. 1

andante, - Op. 48, No. 4

-Poupse Valsante
- military fapch
All Albanese

Andante Allsgro
Barcarolls
ilnuetto- ,
Siumber Song

The Blaeksmith e

Q oo

A\
G
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C. rischer

C. Fischer
Fischar

C
C. Fischer
C

. Figcher
C. Pischer
Strad

Fox

C. fischar

C. Fischer
Straad
c. Fis;har

. Fischsar
Fischer
. Fischer
. Fischer

itrad

&

C. Fischer
Strad
C. PFischsr
0. Pisscher
Strad
C. Fischer

G. PFischer

C. fischar

Sfrad

“Strad

C. Fischar
C. PFischar
C. Fischer

Strad
Strag
Strad
St rad
C. flscher
« Fischer



sevsarn
Sevorn
3avarn
Ssvarn
severn
Severn
Sesvern
ssvarn
Sevarn
Sevarn
Shaw

Tschaikowsky

Tolhurst
Tolhurst -
Molaarst
Tolhurst
Wagnerp
Sagner-
Saenger

Sebor-Navig

#1lson

Captain Brown HMarch
Gipsy Prince

The Dancing ilestsr

The Wild Indian '

lhe $wan Boats, Noe. 1
The Dorkey Ride, ko. &
The Jey role Dance, No. 3
The Tennis Playsrs, No. 4
The Carousal, Noc. 5

Fun on the Halil, Nc. 6
Reveris

Andante, Fifth Sywmovhony
Evening =2nd Horning
Gracaful Bancs

Intermsszo

karceh in G

Bridel Chorus

Prelude from "Lonsngrin"
Prayer and Rondo
fiddiers Four

128

C. Pischer
C. Fischer
C. Fischer
C. Fischer
. Fischer

. Fischer
. Pischer
. Fischer

QQAQCQo

Strad
C. Figehar
Stradg
strad
Strad
Strad

Ct EﬂiSCher
C. PFischer

J. 81 SC‘:"Lé r

. fischer

. Fischer-



Ambrosio
Ambrosio
Ambrosio
Atharton
Baech, E,

VIOLIN, C:LLO, AKD rliko

Modern Trio
Song of* the
Trio-Album

“Three Trios
Soring's Awakening, Fomeno

Album

Boiga ‘Boatman

23
~
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Fischer
Fischep
Fischer
¥i scher
Fischer

.

Gaaoana
»

Rach .. Meénust (Winternitz) Fischer

Bsethoven Adagio Cantabile from the -

' Septet, Op. 20 0. Fischer
Bsethoven lienuet No. & in G C. Mischer
Bizet Garmen, Seisctions C. Fischer
Blow, wvon "Whiscering Flowers C. Fischer
Borch Favorite Trio albung C. Pischanp

Boston Trio album C. Fischer
Brahms Hungarian Dances C. Fischer
Bridge Miniatures Wnitmark
' Carl Fischer Mavorite Trio
Albun C. Fischer
Chaminade Serenade, Op. &% C. Fischer
Chopin roilonaise militalre, Op. 40,
No. 1 C. tischer
Chooin _ - Valse lente, Op, 34, 1o, & © C. Fisashsp
Cui Orientale from Kzleidoscops,
On. 50, no. 9 : C. Fischep
Courvoissr Trio in Classic Style, Op. 4 Strad
Donizetti Sextst from lucia di Lammep. ‘

' moeor C. Pischer

Drdla Serenade Nc. 1 in A C. Fischer

zbarhard
Ehrhardt
Foavconiar

Trio, Op. 8

T'rio, Op. 16

Lvsning Recreations C. Fischer

Fischer's American Album,
VClS, I 9. T1

Fischer's Assembly 4lbum,

[\
Fx
[
74
o
®
w3

Vol., I. J. PFischerp

~ Flagisr love Song : C. Pischsp
Foerstar Irio vsrznade, Op. 61 C. ¥ischer
Fyffe Tsam Vork Tunes ’ C. Fischer
Ganne Extase, Révorie -C. kigchsp
Ghys Gavotte Llouis XIII C. Fischer

Chamber gusic Album for
School and iiome Oy w0 zart.
&nid laydn (Vol 1, Universal

L EdJ, Mo 4543)

Glossnsr

ASSCC.lus.

o Fub,
Gluck-Harraden Andaute : Strad
Godard Berceuse de Joceiyn ' C. Fischer
Lossec Gavotte C. tischsr

Gounopd Ave Maria C. fischer




Graener
Grieg

Grieg

Gurlitt
Handel-
Saengsr
Hanson
Haydn

Herbart
Hili

Honmel
Iliinsky
Jungnickel
Klpssnrt
Alugu scheid
Lramer

Kreislenp

Kreislsr

Krogmann-
Grun

Macdowell
Mascagni

Massenst
Masser.t-
Ambrcsio

of'fat
Moszkowski
Ko zart

liozart-
Ademowsk i
Narf'leat
Norfleet
Pache
Paradis
risyel
reldini
Rsissiger.
Rodman '
Kednar
Fissiznd
Fuvinstsin
Rubinstein

Suite, Op. 13

Anitra's Dancc, Op. 46 , NO.

3

Two Norwsgian melodlos, Op.

.Lu

Kasy Trio in G, Oon. 19

Largo _
tring Trios, Vol. I,

II

wenuut from diilitary Sym-

vhony
Sul’”’l’tadc

Miniature Trio, No. 1

I'rio, @p. &2
Bsrcsuse, Op. 13
artists Trio Album

Tric for Young iwsicians

Overatic Trios

Ir. miizabetnen Days, On.

No. &
Londorderrv A1
(=}

Viennese ropular Song

LEAM

[Spes

zephyrs from iielody-iand ,

Co. 16
Song '

Intsermszzo from dellie

Kusticana
I‘;leé_'.y s Opc L0

Prslude from Herodiade, 1V

Act
Two Trio &.ibums

Serenata, Op. 15, no.:

Romance I'rom ssrerviade
kieine Nachtmusikh

~Seven Trios

Six Classic Trios
Ten joaern ''rios
ihree Pieces
Pastel, menuazt vif
Trio, vp. 8
rounse Valsanta

LCelzbratad Andeyite

Aill Througn the night
Drink Lo lie Unly
Trio albunm

kislody in t', Op. 3

8ve angelique I'rom paman-
..Q‘S'T;PO‘.-/,"OD-_ :I.O, no. -

P

1
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Strad
C. Fischer

C. PFischer
St rag

Fischa
Fische

(S NS}

i scher
Fischsr
Schirner

CQQ

Q
.

I'ischern

Fischer

Q

Fischer

. HMischerp
Fischer

QQQa

“G. Schirmer
Strad

. Fischar
. fischer

Y
)
C

C. Fischer
Strad
C. Mischer

C. Fischer

U. Sechirmer
fal P .
V. fischnerp

. Yischer
. Yischer

. bisoher

Al
(%)
G‘o J:' 16\1;;6 v

Ditson
C. Pischsr

GC. figcher
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Saint-Saens ~ The Swan S ¢, Fischer

Schubert : Moment MUbLuﬂx, Ope Y4, -
o. & : o . C. Fischer
Schubert Serenads ' ‘ - C. KFischer
Schumonn - Bvenirg bonp Op. 58,
B No. 12" C. Pischer -
Schumann : Slumber song : C. Pischer
o - Schumsnn S Warume, Op. 12, No. & J. rischer
‘Sinnhold Hours of Recreation, Vols,
I, IT, 111 J. ¥igcher
~ Stoessel 1I'reasure Tunes _ -Ditson
Sullivan The mikado , _ C. Fischer
Trew Triolets : Strad
Tschailkowsky Chant sans paroles, Op. 40,. _
: No..¢ - = g - C. Yischer
v o The Trio Cdub . ! 4 rYrasser
Tschaikowsky Valse des riours from . '
v : The nutcracker Sulte, ‘ v , -
Oo. 71 ° ‘ C. Fischer
Tschaikowsky Waltz from Serensde fop '
. String Ov c¢hagtbra, Op.
g ~ T 48, Koo ’ o . C. Figcher.
1 Widgor " Serenade . SR R - C. Fischer
Wegand Modern Recital Fieces - Ja flschor
Wilson Instrumental Unisons, Book . Lo
I : o J. ¥ischer
Wohlfahrt Kasy lantasia on Two Lo :
' - Christmas 3ongs ... C: s cher
“Wohlfahrt - 781X basy Trios, Op. 66 C. PFischer
Wohlfanhrt Three Trios, Op. 85-.70
Wohlfahrt Kecoliections, Three Rasy
' . . Fanta°xeo, Op. 79, Nos.
- : o l, 2,5
Wymen : - Woodlarnd AChO@S, heverie - C. Mischer
Yon Gesu Bambino - J. Fischer
1 Zamecnlk Fox Hasy Trios - o Fox
4 Zilchar L sSeven Snhort Trios, Op, 28

CVIOLIN AND VIOLA OR VIOLIN, VlOLA, AND PldhO

Bruni Three Duos 7 _ utrad

Fuchs Buets, 0p, €0 . Strad
‘Gade Novellictten Strad
Garagtap Divorsimentg ‘ ‘ Strad .
Hasnsel Thres Ducs, Op. £6 : Strad
¥alllwoda , Two Duysts - : Strad
Xrang wasy Trio in C, Op. s Strad
Kreuz - - Four Duos, & Bools ' - Btrad
Pache  Three Pieces C. Fischer
Pleyel Three Duets, Oo. 69 ‘ CStrad

Reff The M1ll R c. ri,chor

Ritter- bragd » werensta , : St rau




Rltter-%vffner Two Ssrsnades, Ov. 10 2nd €0
Schon SIx masy ™i=ttinos
Schubert Marche Kilitaire, Op. 51, ho.
1
Toch Divertimento, Co. &7, No. &
'TwO‘VIOles AND V1IOL4A
Dvorak "Terzetto :
liniature buit » Oo. &&
Raff‘ The J-H_L .L.L
Schubart Marche mllltalt Ov. Bi, No.
: 1
Waber Invitation to Dance, Op. €5

Armstrong.
Bach
Bach

Bach

Psethoven
Beetloven

- Bohm

Bornschein
Borodine-rochon

Brahms
Butting
Coxrds
Dancla

Dvorak
Foster-Pocrca
Handel- udilp{tou
Hauser

Haydn -

‘Havdn

" Hermsnn.

Howell
Faganini
Mascegni-

Seenger
Mendglssohn-
~ Pochon

Bvening Prayer

A Bach Luite

olespsrs wWske, hO. 4,
Cantata 160

String ~uites, 1, 2, %, 4, 5

Menuet lc. £ in G

Ihree Fupucs

Cradis Song, Cp. 151
snsembies iraining, Book I1I
Nocturne from btring Quartet

NO. &
4Two ﬂunga; an Dances
basy rPisces, Op. ab
Basy ‘trlné Wwarte
Three Easy wuarts ts, Op. 203,
NOs. i, =z, 3
Cp. G& :
Cid plack Joe
Gavotts in B-fiat
Cradel bong, N, 1i, Ko, 2
%Udh cts, o5, 1o &
_Serenadsz
String . wusrtst calbum for the
© Young '
Darce from varistmas Zve
Cubar khapscdy, Oo. &£
IntsrmGZZO'Sinfonico
Sanzonstta from wuartst, QOo.

[y

Lk

1z2

it
-

U‘ C/;
..)

ad : ' - ,
rad : S

C. I'ischer R
Strad -

Simrock

~J. Fischer

C. Fisgher _ .o

S. PFischer
C. Mischer

Assoc,
Fub,

Jlius

. fischer
C. Hischer

C. Fischer

C. ¥ischer T
C. Fischer

C. Fis chep

Strad

J. Pischex

C. Fische
. 1‘130'm
C. Fischer
Strad

“Strad

G. #ischser

-C. rischer

Strad -
Strad

Ltrad
Je. Fischar

Je Figgcher

C. rischsr



Mohr

‘Pechon
rechon
rochon
Pochon

foohon

Pochon
“Pochon

'onhon
Pocho
Aafi-rochon
Rubinstein-

Pochon

Schubart-Pochon
Schuamann

Schumann
Skilton
Sochting
Socht ing
Stephenson
Stossss

Thearn
Tschaikowsky
Vincent

Waller
Warnsr

Wilson

Wiison

"Minslow
7Za ﬂh

7ogllnar

Eeﬁthovon
Bept%ovcr
Bchm
Chooin

Dittorsdort

Thres kasy Guartets, Op.. 67

Acadernic String

Christmas Sarod (First Loedl)

Decp Kiver : : :

Drink to ¢ Onily with Thine
Byas ’

Flonza'lsy Quartst Favorite

Encore Albums., 4 vols.

Jess Maclarlane

Progressive wmsthod of btr«ng
Guartet r’la**lné

Schirmer's kelody Gems

Song of the Volga Boatmen

The 1iiil

holto Lento (Music of ths
Sphizres, Cp. 17, No. &

Ull'! Unghersse (Moment Mu-
sical)

Resverie and "By the Fire
Side"

Slumbar Song

Two Indian Dances

Thres Guartsts, Op. o4

Three. Guartsts,; Op. 74

iniature suits

Boston kusic String Quar-
tet Album, Voi. I

Classic and wodsrn String
Quart-* ﬂrtum, 2 vols.

Genius Loeci, On. &x, Moo &

Andantc lﬂ tabiie

minust ond Trio

Fantasia in D, Op. &«

fuits in Oiden Styis. Op.

L4
L

~—

" Gambla'ls Program Ssries ror

Strings, Frogram 5

THO VIOLINS, VICLa, AND rlano

Adagio Cantabile from Sep-
tat

Mentet No. 2 in G

Giosy Dance (Lu-Tingana)

Polonaise wmilitairs, Cp. 40,
No. 4 ,

Doutscrier Tanz

cuartst Album

Strad

2. Fischsr
C. Fiscner
C. Flscher

G. 3chirmer
G. Schirmer
C. Pischer
C. Fischsr

C. Fisgsher
G. Fischer
0. HFischer
~

C. Fischer
Schmidt
Scnmidt
Strad

C. Pischsr
C. Fischer
C., Fischsr
Strad

J. Fischsr

Gambls -
Hinged
J. Pischer
51ru ard

N e I'ad

C. Fischer

Fischer

G

2. Pischer

"3, Fischer
3. Fischsr

C. PFischer




Gossec
Handz1l

o poldini
Raff
Szhubert

Ambrosio
Arensky
Besthovsen

Baethoven
Blon

Bohm
Chopin

Dittersdorf
Donizettl

Drigo

Faucoriar
Gossec
Gounod
Handel

Handel-Pochon

Mascagnl

koszkowskil
Poldini
Raff
Schubart

Schumann

Widor
Azroveki

Baethoven

:qﬁﬁthchn:'
Bohm
Shepin.

Gossec
STEO
Poupnece Vaisante
The Mitil _
tiarche pititaire, Qp. 51,
No. 1 : -
Slumber Song
Chent d'Arour, Op. 19

TWO VIOLINS, CxLLO AND PLIARO

Song of the Volga Boatmen

Serenade

Adagio Cantabile f'rom Sep-
tet :

fMenuet No. £ in G

fhispering PFlowsrs

Gipsy Dance (lLa Zingana)

Polonaise wilitaire, Op. 51,
No. 1

Deytscher Tanz :

Sextet from Lucia di Lsmmer-
moor »

Serenade from '"lLes millions
dtArlequins™

Bvening HRecreations

Gavotte

Serenade (Berceusc)

Largo

Sonata wuinta in G kinor

Intermezzo from "Cavallisiia
Fusticana®

Serenads

Poupeeg Valsan

The Mili

Marchs hkilitaire, Op. 51,
No. 1

Slumber Song

Seranade .

Chant d'amour, Op. 1y

THO VICLINS, VIOia, CrLLO, adND rlan0

Adagic Cantebile from S2p-
Tet L o
Menust lio. £ in
LlpSJ Dance (l;
Polonaliss wiil

. No. 1

Dasutschar Targ

Sextet from iucia 31 lepmmeps

- moor

QQQQaG

o -

c.

C.
c.

C.

C'
C.

* o

GQQOQ Q QOO
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Fiscrer
Flbchu

Fische

'ﬁischer

Fischenr
Fischar
fischer

Fischer
Fischer

Fischer
¥ischer
Fischer
Fischer

Fischar

Flscher
HFischer

Fischer
Fl.b cher s
Fischer
Fischar
Fischer
ischer

Fischer

Mischerp
Fischer
Fischer

isener
Fi sener
&ischer
Fiscrer

‘Piszcher

Fische

[N

PFiscrer
Fischsr

Fischer

Fischapr
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“Pauc¢onier = myvening Recrua tlons, Op. 114 C. Fischer
Gosssae Gavotte ' C. Fischer
Handel Iargo » C. Fischar
Mascegni - - Intermezzo sinfonians C. Fischer
Poldini roupee Va.sante C. Fischer
Raff , The mill o Pischs
Schumann ‘ Slumber Song C. Fischer
Sehubert Harche Kilitairs, Op. 51, ' '

. CNo. 1 C. Fischer
Wabar Invitation to tna Dance, . -

Op. €5 C. Fischer
Wilson ‘ BEuropsan Lyrics : J. Figeher
TWO CELLOS, OR TWO Ci£iil AND PIANO
Gounod ) Ave laria C. Fischer
Smith My Song of Songs C. Fischer
VIOLTIN, FLUTZ, 4ND PIaNO
Ambrosio Albun of Ssiectsd Trio
: : ' Arrengements of Kavor- : o
ite Compesitions © C. Fischer
Baife I Dreamt I Dwalt in Marble C
- Halls ’ C. Fischsrp
RBehr Two Kocturnes, Op. 133 and '

' e rap . : C. Fischer
Beriot, de Twelve Italisn kelodiss C. tischer
Bralms Oradls Song C. Fischarp
Danclsa: . Thres ratits Sympronies

Concertantss, Op. 109 C. Fischer
de Vills Casket of Jeswels C. Fis cher
Errich™ . Dreamy Momerts Ce rMischer
Ersfeld _ : Slumbsr Song, Op. ‘11 G. Fischer
Fauconier Zvening hecrsations, Op.1l14 C. Fischor
Gounod : Flower Song from "Faust" C. Fischer

Gounod Serenade C. Fischer
Gouncd~ ‘

Ambrosio Ave jaris C. Fischsr
Hardel , Largo , G. Fischsar
labitsky - - Traum de Sennsrin, 0p. 5 C. Fischer
leoncavallo~ ‘ :
.~ Saenger . Pagliacect C. Fischar
Mascagni Intermezzo 3infonica from
: I ' "Cevaitsria Kusticonal C. Fisghe
Papint . 7 homu, Swast Horle C. Fischor
Schuhapt

aa¥illes - bere i2ds C. Mischner
Thome Simple Aveu C. Fischer
Titl teranads C. Fischer

'Vldilm; CigalmgT asD PIANO

Ambrosio Album of bliected Trio ar- -
' ranfFements ol Mavorite .
. Compositions - Qs Mischer




N R R )

Balfo
- Rach
Czibulka

de Ville
Dcri:etti‘

¥hrich

Zrsfeld-
Ambrosio

Gannv

Gounod—.mbrosio

G'}."LJD

Harbert
Herbert
”endelssohn
Pn <t

%ﬂhn n”t
Schumann
Silvastrl
Thome

von Supps
Yradier

Faucorier
Gutmann
Wallace
Hilzcn

Favconiew

Popp, et 41
Robaudi

Bach
Canns
Gounod

Haendel
Mas agnl

- Menzel

Schumann

Titl.

I ﬁredmt I Dwe;t in maﬁole

Halls

seing's “wakenlng

Ste hardie Gavotte

Caskst of davigis . |

extet from Lucia di rammsr-
moor ‘

Dreany hioments

U-"

Slumber song, Op. 11
Extase, Ksvarie

Avae iin ria S _

amaryllis, Air de Louis
VITI ‘ '

Gypsy Love Song

Kiss ke 4Again

I Would that iy Love

Sacraet Love, Gavotte

Serenade

Traumerai

“In Days of Knighthood

Simple Aveu
Poet and fcasant, Overture

~La Paloma, Spanish Ssrenads

THO VIOLINS, FIUTH, akD FIAND

Evening Rocrsations, On. 114
Msmories of Home
sweet Spirit, Ysar iy Prayer

The Skephard Boy

VIOLIN, CELLO, LUTH, aiD £ian0

»P

Bvening Recreations, Qp. 114
Homs Circle wuartets, 2 vol
Alla Steila Conridente

C’J
.

FLUTE, CELLO, AND PIANO

Spring's Awakening, Romance

Extase, ‘Revsrie

Ave Maris

Nightingale bcepe from "Il
rénssroso"

Intermezzo olnfonlﬂo L'rom
M"Cavalleria HKusticana®

Sweet longing

The Voice of lLove, Ssra-
nade

Co (‘ﬂﬁf.\nndd'

QaQ

GO
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Figcher
rigeher
Fischer
Fischar

o

0. PFis cherp
0. HFis char

. Fischer

. Fischer

. PFischer
Ce Hischarp
C. HFischar
C. Fis cher
G. Pischer
G. Kiszgherp
C. PFischsz
C. Fisch
C. tischer
C. scher
C¢ Fischer
C. Fischer
C. fischer
G. Fischer
GC. Fischer
C. Fischer
0. Fiscner
s | Al 1
C. Fischsar
C. Fischer
C. Fischer
C. "ischer.
C. PFischer
-C.-Fischer
C. PFischer
C. Fischer
C. HFischar
0. Pis'chap



Canne
Schunann

ambrosic

S Arditi
~Bach
Balifs

focte

" Gutter
‘Czibulka
Davenport
deVille
Donizetti
Ersfeld
~Ganne
Ghys

Gounod
Gonod
Gounod
Hauschild
Harhert
"Herbert
Hermann

Hutchinson

Krabs
Resch
Saenger
Schubsrt?
Schumann
St rauss
Thoms
Titl

Wa ldteuf el

“Yradier

CPWO FLUTES, OR TWO FIUTES

Bahf

Bel"l ot , de

‘Beyer’

A

CLARINKET, 05110, aND rIadO

" ExXtase ,. heverie
The Voice of lova, Serenade

VIOLIE , TRUKERT , ALD PLANO

Album of Selected Trio ar-
rangemsnts. of :revorite
Compogitions

The Daisy rolka

Spring's awalkening _

I Preamt I Dwslt in marble
Halls

Bric-s-Brac, rolka

Hurngarian Dance in E

Stephanis Gavotte

Wings o' the #ind

Cagkat of Jzwels

Sextet from "pfucial

Slunber Song

Extase, Reveris

Amaryliis, alr de Louls
XIT1 ’

Ave jiaria

Fiower ©ong from “Faust”

Serenads

"King John iMarch

Gypsy Lova Song

Kiss Me Again

Lovely Flow'rsts, lazurke .

Dream-Facsas ‘

Loving , 1 Think of Thee
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