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CHAPTER I 

INTRODUCTION 

The purposes of this thesis is twofold: 1) to justify teaching 

(for academic credit) a chamber music course to talented public school 

secondary level students; and 2) to present materials which might be in-

corporated in initiating such a program. Since this chamber music course 

would be used in a public school situation, a listing of teaching aids, 

audio-visual materials, books, phonograph records, and music form an im-

portant part of the work. In addition, cost estimates that could be 

presented to the fiscal administrator are also included. 

That we are suffering from a shortage of string players on a nation

al scale is a well known fact. 1 The problem appears to be many faceted 

and to include the following: 

1. difficulty in securing teachers qualified to teach a string 

instrumental program; 

2. difficulty in persuading administrators that an instrumental 

program includes more than band instruments; 

3. difficulty in maintaining programs in the secondary schools; 

4. difficulty in maintaining participation of talented string 

players throughout their high school years; and 

5. non-acceptance of musical offerings as an academic discipline. 

lJoan Boney, "No String Teachers, No Strings," Music Educators 
Journal. Vol. 55 (April, 1969), pp. 63-64. 

1 
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This thesis outlines a proposal for a chamber mus i c course as an 

antidote to several of the above mentioned problems . Such a course 

should aid teachers to build more competent string players, to de ter 

'drop-outs' from the string program , ru1d, hopefully, to stimulate 'post 

graduate' participation in ch&~ber music groups. 

Three definitions provi de insight into the nature of chamber music. 

According to Willi Apel, 

Chamber music is ins trume ntal music performed by one 
player to a part as opposed to or chestral rnusic in t-:hich 
there are severa l players to a part.l 

Groves defines chamber music in the follmving manner: 

Chamber Music. (French, musique de cha.rnbre; German, 
Kammer music; Italian, musi.c a da camera). Term properly 
app lied to all music intended for-aomestic use. Before 
public concert became a recognized institution it was 
used principally to distinguish that kind from music writ
ten for the church or theatre.2 

Sherman Van Solkema, in his definitive treatise on chamber music, 

wrote: 

Chamber music may be roughly defined as ensemble 
music composed for a small number of perfo~1n~ rs each with 
his own part. It is music conceived for a group of per
formers, in distinction from music written for a solo 
performer; it is music for a small number of performer s 
each with his own part in distinction from orchestral and 
choral music \vhich involves larger numbers of performers 
and more than one performer on each part.3 

1\Hlli Apel, ed., Harvard Dictionary of Music. (Cambridge, 
Massachusetts: Harvard University Press, 1946) p. 128. 

2Eric Bloom, ed., Groves Dictionary o~ Music. (Ne~.r York: St. 
Martin's Press Inc. 1954) Vol. II. pp. 152-153. 

3oscar Thompson, ed., The International Cyclopedia of Music~ 
Musicians. (New York: Dodd Mead and Company, Inc., 1964) p . 365. 
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For purposes of this paper chamber music, performed by one player 

to a part, is lLmited to music written for two to four players. In 

addition, consideration is here limited to ensembles for performers on 

the stringed instruments of the symphony orchestra, violin, viola, and 

'cello. 

A prtmary concern to music educators is determining the place of 

music education in the overall academic picture. Charles Leonard has 

written: 

A musical program in the school is justified only when 
it makes a significant difference in the pupil's conception 
of music, his understanding of it, and his competence with 
it. The purposes of music education, therefore, are achieved 
only when a music program results in musical learning that 
would not take place without it.l 

The development of aesthetic potential by providing a favorable 

musical environment was also stressed: 

Music education has a truly unique mandate in contempo
rary American education -- to provide varied, significant, 
and cumulative musical experience for every American child ••• 
It is believed that the primary purpose of music education 
is to develop the esthetic potential, with which every human 
being is endowed, to the highest possible level.2 

The task of the school music program is essentially 
to organize a favorable musical environment in which every 
pupil can undergo the maximum musical growth consistent 
with his abilities and his interests.3 · 

!Charles Leonard, 'The Place of Music in Our Elementary and 
Secondary Schools." NEA Journal, Vol. 52 (April, 1963) p. 40. 

2char1es Leonard; Robert House, Foundations and Principles of 
Music Education. (New York: McGraw Hill Book Co., 1959) p. 1. 

3Ibid., p. 13. 
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Two prominent educators have stated their beliefs on music as an 

academic discipline. William Schuman, President of the Lincoln Center 

for the Performing Arts in New York, wrote: 

The arts have rarely held a significant place in 
American education. The primary aim of education has 
been to enable the young to develop skills necessary 
for economic security.! 

Schuman points out to educators that the purely economic skills 

courses are not enough for our present age, and he feels the arts must 

stand as an academic discipline. In his words: 

The arts are crucial to our animated age. They serve 
as a creative illumination to counteract the pushbutton 
emptiness of our mechanized life, an armor against the dis
illusionment and anxiety of our times, and an added defense 
against the destructive forces inherent in man. 

FQr educators not to grasp the vitality, the spiritu
ality, ·and the intellectuality of the arts as central to 
an educated man, is to i~nore the measure by which our civi
lization will be judged. 

Charles Leonard, another well known educator, feels: 

Music merits an important place in the educational 
system because it represents one of the most significant 
human achievements, because musical competence contrib
utes unique esthetic richness to the quality of living. 
Furthermore, the right kind of experience with music can 
make a powerful contribution to the development of ra
tional powers, and such development is almost universally 
accepted as the central purpose of education.3 

lwilliam Schuman, ''The Performing and Cultural Arts." Today' s 
Education, Vol. 57 (November, 1968), p. 11. 

2tbid. , p. 13. 

3Leonard, "Place of Music," loc. cit. p. 40. 
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In brief, the purpose of the music program has been 
served only when the pupil has become well-acquainted 
with many distinguished examples of the musical heritage 
and when he has had an opportunity to find in music what 
he would not have found on his own. Only then is he in 
a position to control his musical life intelligently 
and to make its esthetic quality a matter not of chance 
but of choice.l 

The importance of chamber music as a means to keep talented stu-

dents with the music program and as a means to increase their musical 

skills and understandings are emphasized by many prominent teachers. 

The introduction of chamber music to the various 
choirs would have Umffiediate beneficial results which in 
turn would be reflected in orchestral and band work.2 

Max Kaplan, whose teaching experiences with chamber music has 

been extensive, feels that: 

The presence of small units, well coached, but in 
some part self-reliant, is perhaps the clearest indi
cation that a school performing program is dynamic.3 

Richard Weerts claims that one of the most forceful reasons for 

ensemble work is that chamber training is far superior to that found 

in large groups. 4 

Sur and Schuller suggest that the individual student is lost in 

the full ensemble and that a continuous program of both ensemble 

ltbid., p. 41. 

2sol Schoenbach, "Chamber Music in the Secondary" Schools." Music 
Educators Journal, Vol. 49 (February-March, 1963), p. 73. 

~ax Kaplan, Foundations and Frontiers of Music Education. (New 
York: Holt Rinehart and Winston, 1966), p. 54. 

4Richard Weerts, Developing Individual Skill~ for the High School 
Band. (West Nyack, New York: Parker Publishing Co., 1969), p. 27. 

( 
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(chamber music) and solos is the key to better music, and the greater 

significance of music in the lives of the students.! 

Although Carlton Hall deals primarily with woodwinds and brasses 

the following statements may also be applied to string players. He 

lists benefits from chamber music experience in the following areas: 

1) in ear training (student must match his pitch to 
others in his group); 

2) in independent reading (in order to play, one 
must read his part); 

3) in solo training (each part is similar to that 
of the role of a soloist); 

4) in incentive to progress (student must keep up 
with others in his group ••• hence, practice); 

5) in activity which increases interest.2 

Jean Shaw feels that many string students become 'drop outs' be-

cause the momentum of instrument mastery is lost or, as she puts it, 

"After the beginning string program -- What next?" She believes that 

the students need to be encouraged through involvement in small en

sembles and solos.3 

For rapid musical growth, chamber music offers opportunities in 

the areas of rhythmic accuracy; the development of a full tone to pro-

ject a musical line; and intonation (player must be aware of his pitch 

in relation to others). The literature itself demands a sense of 

!william R. Sur; Charles I. Schuller, Music Education for ~ 
Agers. (New York: Harper and Row, 1966), p. 146. 

2Archie Jones, ed. Music Education in Action. (New York: Allyn 
and Bacon, Inc., 1960), pp. 292-293. 

3Jean Show, "A Double Challenge." The Instrumentalist, Vol. 22 
(April, 1968), p. 67. 
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responsibility for its players in that each must be aware of blend, 

balance, clean phrasing, and articulation. Early participation gives 

a basis of musicality valuable to all future study, and introduces the 

player to a wealth of literature of value for his lifetime.l 

"Chamber music is the best school for musicianship," according to 

Creech Reynolds. He continues with the thought that all participants 

must meet on equal footing, and in a coached situation. receive indi-

vidual attention not afforded players in a large group.2 

The viewpoint of a private teacher, Morette Rider, is: 

The small chamber ensemble with its intimate compar
ison of phrasing, vibrato, and tone is universally accepted 
as an ~portant part of the young violinists education. I 
believe the most vital advantages are in the development of 
sight reading skills, the acquiring of knowledge about in
terpretive styles of the various musical periods, and the 
advancement of truly musical playing, including the bal
ancing of parts in their proper relation, and the blending 
of tone, vibrato, and bowings.3 

Gordon Peters, who speaks from the experience of preparing string 

players of the Chicago Civic Orchestra for membership in professional 

orchestras, cites these weaknesses as most prevalent among the students: 

1) unbalanced weekly schedule (so much time is spent 
in rehearsal that private practice is neglected); 

2) poor sight reading ability (duet playing offers 
the best first step for improvement); 

lcarson Rothrock, "Scheduling Lessons in Ensembles." Music 
Educators Journal, Vol. 53 (May, 1967), p. 60. 

2creech Reynolds, "A Summer of Chamber Music." The Instrumentalist' 
Vol. 22, (June, 1968), p. 49. 

~orette Rider, ''The Violin Duet -- A Neglected Ensemble." The 
Instrumentalist, Vol. 20, (January, 1966), p. 79. 
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3) little or no exposure to chamber music; 

4) lack of professional exposure (no concert at
tendance, or talk with professionals); and 

5) hesitancy of going into music as a profession.! 

Joseph Fuchs is quoted by Nelhybel as saying: 

What is, finally, the very beginning of an orches
tra? A string quartet or perhaps a double quartet 
augmented by the bass • • • What is important is to 
emphasize the independence of the individual string 
player in an orchestra. Therefore, I can not stress 
enough the importance of organizing string quartets, 
not only one, but several, and of performing music 
for string~ alone, even in orchestras with full instru-
mentation. -

Some conductors feel that the lack of chamber music study and 

performance has created a critical shortage of qualified string play-

ers. This statement, paraphrased from an article by William Douglass, 

further states. "As directors, most of us realize how intensive en-

3 semble work improves the quality of our groups. 

He further stresses that: 

We as teachers are instrumental in developing 
future concert goers, record buyers, amateur musicians, 
and professionals. We can develop an enthusiasm for 
chamber music which will continue into adult life.4 

In a school situation where the marching band is featured on the 

football field, administrators might be persuaded that this is the 

!Gordon Peters, 'The Responsibility of the Professional Training 
Orchestra." The Instrumentalist, Vol. 23, (June, 1969), p. 64. 

2vaclav Nelhybel, "Joseph Fuchs - Master Teacher." The 
Instrumentalist, Vol. 22, (May, 1968), p. 52. 

3c. William Douglass, "Chamber Concerts." The Instrumentalist, 
Vol. 20, {April, 1966), p. 78. 

4rbid., p. 78. 
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for scheduling a chamber music course for string players. With wind 

players busy elsewhere so that full orchestra is not feasible, the re

maining strings could gain many benefits from this experience.l 

A further appeal to a non-mus~cally oriented, or a band-oriented 

administrator might be a quote from a letter of Mildred Bacheller: 

The lack of orchestral training is a great pity in 
many ways, particularly because after high school, the 
student will find that there are many more opportunities 
for amateur participation in orchestras than in bands.2 

This same reasoning can also be applied to the study of chamber music. 

Even in places without a civic orchestra one can continue to play 

in later years. Using the chamber music literature one can find al-

most any combination of string or string-wind or even string-percussion 

music imaginable. There is a Worldwide Association of Amateur Chamber 

Music Players. Performers are listed geographically by instrument and 

ability. (Players rate themselves on a scale of proficiency). Thus, 

if a businessman were to make a trip to Japan, he could check in his 

book, and arrange an impromptu chamber session upon his arrival.3 

Sol Schoenbach states that improvement in the three "A" areas of 

intonation ('A' tuning), alertness, and awareness are the Uumediate 

and desirable effects of chamber music. He also considers advantageous 

lBernard 
Strings Too." 
pp. 44-46. 

Stepner, '~ake the Football Season Exciting for Your 
The Instrumentalist, Vol. 24, (September, 1968), 

2Mildred Bacheller, ''Letter to the Editor." The Instrumentalist, 
Vol. 17, (August, 1962), p. 14. 

3Henri Temianka, "The String Quartet." The . Instrumentalist, 
Vol. 24, (November, 1969), p. 55. 
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the fact that regardless of what good material is at hand there are 

as many ''permutations and combinations" of instruments as possible .1 

He also feels that the use of chamber music would lead to a 

better equipped citizenry that could use the increasing leisure hours 

in playing chamber music.2 Others emphasizing the carryover values 

of chamber music to adult life style are Robert Hilkert3 and Norman 

Dearborn.4 

Robert Glazer stresses that playing chamber music in a fine 

quartet imposes "severe ensemble demands" on its members.5 These 

demands are challenges to the talented students. Further reinforce

ments of this idea are found in an article by George Wisneskey. 6 

Chapter I~ Introduction, presented the purpose, definition of 

chamber music~ and justification of the problem. Music education 

was related to the secondary school curriculum as a unique academic 

discipline. The importance of chamber music was emphasized within 

this context. 

The significance of music for the gifted child is presented in 

Chapter II. Existing chamber music programs are identified 

lschoenbach, loc. cit . , pp. 73-74. 

2Ibid., p. 74. 

3Robert N. Hilkert, ''rhe Sweetest Quadrosonics Known to Man. 11 

Music Educators Journal, Vol. 56, (April, 1970), p. 52. 

~orman Dearborn, "So You Hate Fiddles." The Instrumentalist, 
Vol. 23, (January, 1969), pp. 26-28. 

5Robert Glazer, ''!raining the Orchestra String Player." The 
Instrumentalist. Vol. 21, (November, 1966), p. 60. · 

6George Wisneskey, "Orchestral Strength Through Small Ensembles. 
11 

The Instrumentalist, Vol. 20, (February, 1966), P• 75. 
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and pertinent references to scheduling and course objectives are com

pared. 

Selected materials for a chamber music course are presented in 

Chapter III. These materials, organized by periods or styles (renais

sance, baroque, pre-classic, classic, romantic, and modern) are pre

sented in three grades of difficulty (easy, medium, and difficult) for 

Duo, Trio, and Quartet combinations of string instruments to aid the 

teacher in the selection of materials appropriate for her particular 

situation. Stylistic performance practices are also reviewed. 

Chapter IV, Summary and Conclusions, contains recommendations for 

implementation of a chamber music program. 



CHAPTER II 

CHAMBER MUSIC PROGRAMS FOR THE GIFTED CHILD 

In Chapter I, Introduction, music education was related to the 

secondary school curriculum as a unique academic discipline. Within 

this context the importance of chamber music for the gifted students 

was emphasized. The purpose and justification of the problem were also 

delineated. 

Chamber music programs for the gifted child are identified and 

examined in Chapter II after defining the gifted child and the impor-

tance of music for these children. Pertinent information about sched-

uling and course objectives are also reviewed. 

After considering the values of chamber music and the purpose of 

music in education, one must then define what is meant by a 'gifted' in-

dividual, or more specifically, the child who is gifted in the field of 

music. 

Goodenough calls the gifted 'superior deviates'. She says the 

term refers to exceptionally intelligent children of 140 I.Q. or above 

on the Stanford Binet Intelligence Test.l She also states that child-

ren of superior intelligence are potentially capable of success in 

more than one line of endeavor. 2 

!Florence Goodenough, Exceptional Children. (New York: Appleton
Century-Crofts, Inc., 1956). p. 66. 

2rbid., p. 61. 

12 



13 

I n an article by Dr . Bar be , Robert Htivi nghu s t is quoted as sayi ng 

tha t gifted chi l dren are those ' who have specia l abil i ties or t a lent s 

of soc i a l value . rl Among the se specia l abilit ies or t alent s, according 

to Dr. Barbe , are: 

1) high intell igence; 

2) t a lent in creat ive fi e lds such a s art, music, and 
\-lriting ; 

3) s pecia l abilities in a \-lide variety of socia lly 
use ful a r e as; and 

4) creative talent , o r the abili t y to make new and 
novel solutions to problems.2 

Paul Wit t y p r oposes that ' a chi ld be referr ed to a s 'gi f ted' when 

his per f ormance in a vmrt hvlhi le type of human endeavor is consiste ntly 

r emarkabl e 1 • Dr. Barbe concludes that th i s follo>vs the philosophical 

thought trend of modern educa tors toward the gifted child. 3 

William Har tshorn defines the academica l ly talented a s the top 

fifteen to twe nty per-cent of t he students in the secondary school, 

with just the upper two per -cent classified as gifted students. 4 The se 

students are either: 

1) intellectually gifted who are also gifted in 
musical performance; 

2) intellectually gifted who are not gifted in 
musical performance; or 

lwalter B. Ba rbe, "Helping Gifted Children", Gifted Ch ild Quarterll · 
Vol. 4, (Spring, 1959), P• 4. 

2Ibid., p. 4. 

3Ibid., p. 4. 

4wnliam c . Har tshorn, "Husic for the Academic a lly Talented." 
Music Educators Jour nal , Vol . 47, (September-October , 1960), P• 33. 
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3) musically gifted who are not intellectually gifted.! 

Thus. if one were to offer ensemble experience for a select group, 

the ones who might most benefit from the class would be those students 

who are gifted intellectually and musically or those gifted musically. 

In selecting students to participate in the ensemble class. care 

must be exercised that more than one measure of giftedness (such as 

I.Q.) be used. Performance, creative interests, hearing acuity, aural 

perception, sight reading, general abilities, and musical independence 

all must be considered. The traditional procedures for the selection 

' of gifted children in the academic areas, according to GOodenough, have 

been: 

1) a laissez-faire attitude -- the child is left to 
his own devices in regular activities; 

2) the child is accelerated through the grades but 
without change either to the curriculum or a chance for 
enrichment ; 

3) the child receives some enrichment in the curric
ulum; 

4) the segregation of the most able children where 
they are given specialized instruction; and 

5) the segregation of children into special schools 
either public or private.2 

Robert c. Wilson referred to the gifted child as the most neglected 

child in the average classroom in the public schools.3 Dr. Laird says 

lwilliam c. Hartshorn, ''The Musical Education of the Gifted," 
Music Educators Journal, Vol. 54, (February, 1968), p. 76. 

2Florence Goodenough, loc. cit. p. 132. 

3Robert c. Wilson, ''The Under- Educated", Atlantic Monthly, Vol. 195, 
no. 5, ~ay, 1955). p. 63. 
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'Our schools are loaded against the gifted', and protests such 'wastage 

of talent'. He feels that there is definite bias against intellectu

alism both in our government and society.l Robert Cornish has ampli

fied this idea succinctly: 

Perhaps administrators are not strongly in favor of 
special classes because they fear opposition from the 
parents. Special classes are not undemocratic. If we 
accept the idea that we should identify these academically 
gifted youngsters, then we must concede that this identi
fication is made because they need some special type of 
instruction. Wherever special classes have been tried, 
they have been proven successful. Special classes and 
segregation are synonymous to many people with the word 
'undemocratic', but in the next breath they are in disa
greement with themselves when they say we should meet the 
needs of all the pupils. If we believe that it is inher
ent in our democracy that every boy and girl is entitled 
to an education to the limit of his or her capabilities, 
then some sort of special grouping will help solve this 
problem for gifted youngsters.2 

In music, too often, the talented child has no 'enriched' program, 

and there are fewer accelerated programs than are found in the 'academ-

ic' classroom. In a report on current attitudes and problems in 

string education, Lois Heywood asked: 

'What do you do with an exceptionally talented student 
when you find one?' The response is often 'I have to teach 
for the entire class. I can't single out one student and 
give him all the attention.' 3 

She further states: 

lA. w. Laird, "Are We Really Educating the Gifted Child?" Gifted 
Child Quarterly. Vol. 12, (Winter, 1968), p. 207. 

2Robert L. Corn.ish, "Administrators 1 Opinions on the Education of 
Gifted Children," Gifted Child Quarterly, Vol. 8, (Autumn, 1964), P• 120. 

3Lois Heywood, "A Report on Current Attitudes and Problems in 
String Education," The Instrumentalist, Vol. 23, (June, 1970), p. 55. 
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The exploitation of the talented string player is a 
problem, particularly on the high school level. A good 
high school violinist is in great demand and can easily 
become involved in so many outside orchestra activities 
that he has no time for private practice.! 

A school superintendent, Harold Maurer, addressed musicians on 

the subject of how little the instructional program is individualized; 

I have long had the conviction that the most un
equal thing I know of is the equal treatment of unequals.2 

Two of the deterrent reasons for special education of the talented 

have been: first, that the ones with the greatest ability will succeed 

regardless of special consideration, and, secondly, that if such help 

were given, we should have an 'intellectual elite' in our country.3 

Because of music educators' failure to encourage the gifted with-

in the framework of the school music program many talented students 

have been lost from the field of music. 

Many of the musically gifted, who are academically 
gifted, are being forced to weigh the importance of music 
participation in their school curriculum.4 

Another grave danger in the instrumental program 
is that the student will be exploited in the interests 
of school public relations or the aggrandizement of the 
director • • • so that the director begins to think 
'What can he (the student) do for us?' rather than 
'What should I be doing for him? '5 

1 Ibid., p. 56. 

2Harold R. Maurer, "A Superintendent's Views," The Instrumental
ist, Vol. 19, (April, 1965), p. 104. 

3wUliam c. Hartshorn, loc • .£.!£., 11Academically Talented." p. 33. 

4wnliam c. Douglass, "Chamber Music for the Musically Gifted," 
Music Educators Journal, Vol. 53, (January, 1967), __ p. 95. 

5charles Leonard; Robert W. House, Foundations and Principles of 
Education. (New York: McGraw Hill Book Co., 1959). p. 216. 
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More reasons for drop-outs of the talented from thE: music program 

are found in an abstract by John R. Warren. They are: 

1) the demands for college preparatory courses; 

2) place of diversity -- challenge or continuity of 
program -- of instruction within many high school courses; 

3) out-of-school conflicts; and 

4) the personality or classroom management practices 
of the high school music teacher.l 

The writer's observations with regard to the string player are 

that he is often discouraged from participation in the school music 

program because his talent is exploited or that he must attend repe-

titious, meaningless rehearsal geared to the slowest achiever, or that 

he can find college preparatory courses of more value to him than a 

non-academically geared performance group. 

There has been some progress in providing programs for the talent-

ed musical student. Many of the 'pioneer' programs have occurred in 

private schools such as the Interlochen Arts Academy. Joseph Maddy 

has expressed his opinion about the academy: 

To meet the requirements for America's gifted youth, 
Interlochen Arts Academy must be a boarding school where 
the young people are together, not just during the school 
hours, but for t wenty-four hours a day, seven days a week, 
in a climate of mutual interests. Here conver sation can 
center around literature and performance in fields of their 
primary interests. Such a program allows the students five 
hours a day for academic study and recitation, the same 
amout of time they would have in school at home, but with 
five hours a day available for concentration in their 

1 John Richard Warren, '~usic Elections by Academically Talented 
Students in Florida High Schools," Dissertation Abstracts, Vol. XXII, 
no. 8, 1961. p. 2823. 
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favorite activity -- music, art, dr~~a, dance, (and) 
creative writing.l 

In England, at Stoke d 1Abernon in Surrey, the Yehudi Menuhin 

School for musically gifted children opened in 1963. At first, in the 

school designed for fifty students, ·there were tv1enty-seven children, 

ages eight through fifteen, receiving a general and a musical educa-

tion at the boarding school. Although the fees are $1260 a year, (1966) 

the tuition does not completely pay for the schools upkeep so donations 

are necessary to make up the deficit. The program incorporates har-

mony, music history, lessons and three hours of supervised practice. 

Weekly concerts are given by the teachers so the children encounter 

'excellence from the beginning. •2 

One of the first public schools to treat the arts as an academic 

discipline was the High School of Music and Art in New York City. 

The school was first organized in 1936. The students' programs in-

corporate regular college preparatory work in addition to a course 

in music or art for three periods daily. These include theory, class 

piano (for those who have no previous piano), instruction on a second 

instrument (for those who have studied piano), music history, choir, 

orchestra, band, and ensemble participation. Elective courses include 

!Joseph E. Maddy, ''Musically Gifted Children Learn More in Less 
Time at the Interlochen Arts Academy and the National Music Camp," 
Gifted Child Quarterly, Vol. 6, (Spring, 1963), p. 22. 

2Kathleen Gibberd, "A School for Musically Gifted Children," 
Gifted Child Quarterly, Vol. 10, (Winter, 1966), p. 194. 
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conducting, composition, arranging , string ens emble, chamber mus ic, 

harp, and organ.l 

One o f the innovative cur riculum pr oposals which emphasize s cham-

ber music p a rticipa tion is the Manh a ttanvi lle Mu sic Curriculum Project 

begun in 1965. Thi s program, centered in Purchase~ New York, h a s sug-

gested many changes in the existing music curriculum t hat have signifi .. 

cance for the gifted child.2 

Tit le III, Federal Funds for Projects to Adv ance Creativity in 

Education ( PACE ) made f ederal funds available to school districts. 

This has helped pave the way for innovative programs in the United 

States to demonstrate practices through 'exemplary programs', and sup-

plement existing facilities.3 Those states or c ornmuni.ties making use 

of these funds for string programs have been Arizona; Stanford, Ca li-

forn ia ; Meridian, Mississippi; Bergen County, New Jersey; Flemington, 

New Jersey (rural community); Albuquerque, New Mexico; New York City; 

Pa,_,tucket, Rhode Island; Ogden , Utah; Bangor, Maine; San Antonio, Texas; 

Seattle, Washington; Cleburne, Texas ; Harleton, West Virginia; Auburn, 

Alabama ; Sarasota, Florida; Shenandoh County, Virginia; Southeast , Iowa ; 

Pittsburgh, Pennsylvania; Memphis, Tennessee; and Dallas , Texas. 4 

lLouis K. Wechsler, "The High School of Music and Art in New York 
City." Gifted Child Quarterly, Vol. 5, (Summer, 1965), p. 67. 

2suzanne Leahy, "Upbeat Music Curriculums." American Education, 
Vol. 7, (June, 1971), p. back cover . 

3charles o. Moody, "Title III ESEA Projects in Music: '\-.There Has 
All the Money Gone?" Music Educators Journal , Vol. 55, (January , 1969), 
p. 64. 

4Ibid., p. 65. 
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More information about the Pittsburg ESEA program, begun in 1967, 

are detailed in an article by Stanley Levin. Under a federal Title 

III grant talented student musicians from the public and parochial 

schools are given an opportunity for individual in depth musical in-

struction under a faculty of symphony musicians, opera singers, college 

professors and studio musicians from Pittsburgh and the surrounding area. 

The classes are offered on Saturdays for three hours. The focus of the 

program is individual lessons, but it also offers classes in music theory 

and harmony plus opportunities for ensemble performance. 

To be eligible for this program the student must be a member of his 

high school performance group. The student then must audition for All-

City Orchestra or Chorus. Pupils from these groups are invited to audi-

tion for professional musicians to be eligible for the Talent Center 

Program. Parents must attend meetings outlining their responsibilities 

to Talent Center if they have a child in the program. 1 

Other means for advancing musical knowledge and skills are open to 

those who can afford summer camps. Several, as at Taos, New Mexico2 , 

the University of the South (Sewanee, Tennessee), and the String Quartet 

Program of Philadelphia Music Academy are specifically for chamber music. 

But most music camps, such as Interlochen, University of the Pacific 

!Stanley Levin, "Centers for the Musically Talented." School 
Musician Director~ Teacher, Vol. 41, (March, 1970), p. 56. 

2Forrest Miller, "Chamber Music at Taos," Music Journal, Vol. 29, 
(April, 1971), p. 40. 

Claire Morrill, 'Taos School of Music," Music Journal, Vol. 28, 
(April, 1970), p. 60. 
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(Stockton, California), and Idyllwild (California), offer chamber 

music with a varied music program.l 

There are music festivals, utilizing Miss Kato Havas' approach to 

string playing, which are for children. These, located in Virginia, 

New York; Alberta, Canada; and Dorset, England, have lectures and pro~ 

grams. Proce.eds from the concerts aid the Oxford Committee for Famine 

Relief so the purpose of the festivals are twofold. Every student par

ticipates in the festival regardless of his technical grade of per-

formance. The central core of Miss Havas' approach is the music making 

as 'a way of life that should be immensely enjoyable'. Mornings are 

filled with lecture demonstrations and practice. Master classes are 

held in the afternoons.2 

Little has been done to utilize campus facilities for Saturday 

courses in chamber music although many schools of music do have pre-

paratory classes for younger aged children through students of high 

school age. 

The problem of scheduling is a mutual one for the administrator, 

the teacher, and the pupil. ·. 

One school system has adopted the four quarter school year 

(Atlanta, Georgia) where the student can decide which three quarters 

Vol. 

and 

lcharles Castleman, "Chamber Strings in Training," Music Journal, 
28 (September, 1970), p. 20. 
Kenneth Neidig, ed, "Directory of Summer Music Progra.:ns, Camps 

Clinics "The Instrumentalist, Vol. 26 (March, 1972), p. 36, 60. ' --- ~~~~~~~~ 
2Kurt Rokos; Kitty Rokos, "Summer School for Strings," Music 

Journal, Vol. 28, (November, 1970), p. 35. 
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he elects to go for required work. The fourth quarter may be for en

richment subjects.! 

Mr. Erickson suggested the 'mini-lesson' (lesson within the ex-

isting class framework) as a means to incorporate theory and impart 

historical significance and relevance to the rehearsal. He also uses 

this 'mini-lesson' for individual study and attention to each student 

during this group rehearsal.2 

Walter Barnum has written an article about scheduling practices 

in the Shoreline School District (Bremerton, Washington) where a 

seventh period was created by shortening each of the other six periods 

by ten minutes. Into this seventh period he fits ensemble groups, 

lengthens rehearsals for performance groups prior to concert time, 

or uses this opportunity to present work in harmony, theory, and music 

history. Band and orchestra teachers may double up for one class so 

that in effect they can utilize team teaching. Academically able 

students may even begin a second instrument.3 

Another enterprising band director has scheduled his rehearsal 

during the one and one-half period lunch hour since he never has con-

flicts with other classes, testing, assemblies, or other meetings. The 

students eat, then rehearse.4 

lTaugott Rohner, ''rhe Four Quarter School System, 11 The Instru
mentalist, Vol. 23, (December, 1969), p. 26. 

2Bruce Erickson, "Orchestral Notes." Orchestra News, Vol. X, 
(December, 1970), p. 10. 

3walter Barnum, ''Music for the Talented: A Program in Action, 11 

Music Educators Journal, Vol. 47, (April-May, 1961), p. 37. 

~ill Henderson, "Ideas." The Instrumentalist, Vol. 25, (October, 
1971), p. 84. 
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Dr. Joan Boney recommends the use of chamber music for the entire 

string group one day a week but suggests before and after school re-

hearsals for additional time. She recommends delegation of groups to 

different areas such as practice rooms, storage rooms, conductor's of-

fice, cafeteria, classrooms, and the main rehearsal hall. She also has 

a master chamber music class when groups play for the rest of the string 

students and receive suggestions and help from the entire class. 1 

An ERIC report of a coordinated Fine Arts Program in a rural set-

ting at Leicester, New York brings talented students to a central lo-

cation to perform in small instrumental ensembles. It utilizes all 

• music teachers in the area for supervision. The resume does not say 

when this program is implemented -- whether after school, on Saturdays, 

or during school time. With the teachers involved under a Fine Arts co-

ordinator, one assumes that this is not done during the regular school 

day. 2 

Making a fine case for the idea of flexibility in scheduling for 

the academically talented students was Joseph Maddy who wrote: 

We now know that young people with superior talent 
in creative arts also have superior general intelligence. 
They don't need as many hours for the academic studies as 
the average student in our public schools. Many of them 
will accomplish their academic work in three periods a 
day and have more than five hours a day for their arts 
work. The student who is highly intelligent and highly 

1 Joan Boney, "Improving the Junior High School Orchestra Through 
Chamber Music." The Instrumentalist, Vol. 25, (December, 1971), P• 59. 

2''Fine Arts Center for Talented Students." ERIC, 1968. Proj • no. 
DPSC-68-6165, ESoo2 387, p. 129. 
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talented will complete his entire high school program in 
three years and have plenty of time to become a very fine 
musician, artist, actor, dancer, or writer.! 

Dr. Hartshorn points out that academically gifted students are 

able to combine music with other subjects -- that is share one period 

for two courses as they can progress faster and need less rein-

forcing drill than slower learners.2 

Both Mr. Barnum and Dr. Hartshorn point out that talented students 

can afford to miss a full rehearsal once or twice a week in order to 

develop more fully their potentialities. During this 'excused' time 

the students can be challenged with experiences in small ensemble 

playing.3 

Kalamazoo, Michigan, follows this idea. Talented students may 

schedule two performance groups in one scheduled daily period. In 

the major area the student meets three periods a week and in the minor, 

two periods. Any combination of band, orchestra, or chorus would be 

possible. This plan could also be incorporated for talented students 

to do orchestra and chamber music too. 4 

Dr. Hartshorn believes that even greater flexibility of program-

ming can be achieved with modular scheduling. This manner of schedul-

ing uses the same amount of 'in school' time daily but usually utilizes 

!Joseph Maddy, loc. cit., p. 22. 

2Hartshorn, William, loc. cit., "Academically Talented." p. 54. 

3Ibid . , p. 54. 

4Robert Klotrnan, ed., Scheduling Music Classes. (Washington, 
D. C.: Music Educators National Conference, 1963) p. 23. 
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larger ttme blocks. Not all classes meet daily, thus enabling talented 

students to increase their course load without increasing the teacher 

load. 1 

In Bloomington, Minnesota (a suburb of Minneapolis) the Junior 

High Schools began a pilot program of modular scheduling in 1967. 

Rather than six or seven class periods each day there are sixteen 

twenty-five minute modules that are computer scheduled for space ef-

ficiency, and for offering individualized programs that are diverse in 

content. These 'mods' may be grouped or separated depending upon staff 

and administration. Students are scheduled in classes for sixty per-cent 

of their time with forty per-cent left for independent study. This 'free' 

time may vary from day to day and be used for practice, ensembles, or 

sectionals, as well as for receiving individualized help in other areas. 

This puts the demand upon teacher time-- with most 'unscheduled' class 

time being used for student help.2 

In summation, the following are devices of scheduling which have 

been used: 

1) Seven period day; 

2) Alternating twice weekly with a scheduled class 

(orchestra, physical education, art) or in one in which 

the student excels; 

3) Modular scheduling; or 

!william Hartshorn. loc. cit., "Academically Talented." p. 54. 

2Robert Klotman, ed., ''Modular Scheduling in Music." Scheduling 
Music Classes. (Washington, D.C., Music Educators National Conference. 
1963) p. 26. 
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4) Four quarter system. 

One other possibility would be, on a rotating basis, to have the 

student miss a different period once or twice weekly for a month or six 

weeks. This presupposes the students in an ensemble group excel in all 

subjects and can afford to miss these classes.! 

For the continued musical growth of tha student there should be 

desirable general musical outcomes that are minimum goals for this area 

of study. These are divided into the three areas of 1) skills, 2) under-

standings, and 3) attitudes. These basic components of the musical per

sonality are listed in Music in General Education. 2 

The skills include listening, performing, expressing and interpre-

ting music. Understanding includes the workings of musical design, re-

lating music to the history of man and to other fields of endeavor as 

well as finding the place of music in our contemporary society. Atti-

tudes are the behaviors resulting from experiences in music, the value 

of music as an emotional outlet, the desire for continued experience 

with musical media, and his ability to discriminate with respect to 

music. 

In outline form these musical outcomes are: 

Skills 

in listening to music 

in singing 

lRix w. Tillmann, "Escape from Boredom: The Rotating Class Sched
ule. 11 The School Musician, Director and Teacher, Vol. 43, (February 1972) -- -p. 40. 

2Karl D. Ernst; Charles L. Gary. Music in General Education. 
~Tashington, D.C. Music Educators National C;nference .) 1965. 
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in expressing himself on a musical instrument 

in interpreting musical notation 

Understandings 

of importance of design in music 

of worth of music to man's historical development 

of relationships existing between music and other 
areas of human endeavor 

of the place of music in contemporary society 

Attitudes 

value of music as a means of self-expression 

desirability of continuing musical experiences 

musical discrimination with respect to musicl 

Further goals and objectives might be incorporated from the goals 

and objectives of the Music Educators National Conference (~ffiNC) for 

music educators. Those goals pertinent to the Ensemble Class for Gifted 

Children would be: 

1) develop music programs challenging to all; 

2) correlate music studies in performing, creating 
and listening; 

3) identify relevant musical behavior; 

4) advance music teaching of all music; 

5) promote aesthetic education programs; 

8) lead efforts for elective secondary music courses; 

18) develop resources for teaching and learning; and 

1Ibid., p. 4. 



28 

19) develop exemplary models of teaching music.l 

Goal 14, to assist in curricula development for teacher prepar-

ation, and goal 17, application of technology to instructional patterns 

••• evaluation ••• music teaching, would result in a demand for 

teachers prepared to implement this type of course. 

A chamber music course for gifted students, while relying upon 

performance skills, should correlate with other creative efforts to be 

more academically geared than a course emphasizing performance alone. 

The intellectual abilities of these gifted students are such that music 

offerings must be more compelling emotionally and of greater challenge 

intellectually than for the average student. These gifted students 

should be able to understand the meaning of the music they perform. 

Such a course need not be different in kind from one for general string 

students but should be more comprehensive in scope than anything offered 

more average achievers. They should recognize that music is a form of 

communication and understand how it communicates. 2 

In making a case for music as an academic discipline Hartshorn wrote: 

Music is a fine art. It is also a discipline. It both 
expresses and arouses feelings that are emotionally compelling. 
It also challenges the mind. What it communicates is felt. 
How it communicates must be understood. Few subjects in the 
curriculum can match music in the simultaneous, interactive 
involvement of both the emotions and the intellect, both the 
heart ~nd the mind.3 

!National Biennial Convention Program, Atlanta Georgia. CWashington, 
D.C., Music Educators National Conference. (1972) p. 4. 

2william c. Hartshorn, loc • .£..!!_., "Academically Talented." p. 34. 

-3wuliam c. Hartshorn, ''The Study of Music as an Academic Discip
line," Music Educators Journal, vol. 50, (January, 1963}. ·p. 28. 
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There are many resource materials listed in Chapter III to aid 

background in historical style and performance. One such aid is a 

chart by Paul Torgrimson which shows the periods of music from 1400 to 

the present day. The general characteristics of each period with re-

spect to rhythm, melody, harmony, form, tone color, texture, dynamics, 

instruments used, and representative composers. 1 A specific outline 

for a three year band program was developed by Dale Harper. 2 

Chapter II reviewed the literature pertinent to mu·sic for the 

gifted child. After defining the gifted child and verifying the im-

portance of music for these children existing programs were identified. 

Solutions to the problems of scheduling were reviewed and course ob-

jectives presented. 

Selected materials for a chamber music course are presented in 

the following chapter. 

lpaul L. Torgrimson, ''Development of Musical Styles," The Instru
mentalist, Vol. 17, (August, 1962), P• 30. 

2nale Harper, "Do You Have a Curriculum? A Course of Study for 
High School Band," The School Musician Director ~ 'reacher, Vol. 43, 
{October, 1971), p. 53. 



CHAPTER III 

CHAMBER MUSIC .MATERIALS 

Chapter II reviewed the literature on the gifted child and existing 

chamber music programs. 

Stylistic performance practices are reviewed in Chapter III. Se

lected materials, organized by periods or styles (renaissance, baroque, 

pre-classic, classic, romantic, and modern) are presented for combina

tions of Duo, Trio, and Quartet stringed instruments (violin, viola, 

'cello). Duo combinations are listed for two violins; violin and viola; 

violin and 'cello; and viola and 'cello. Trio combinations are for 

three violins; two violins and viola; two violins and 'cello; and violin, 

viola, 'cello. Quartet combinations are for four violins; violin, two 

violas, and 'cello; and two violins, viola, and 'cello. To aid the 

teacher in the selection of these materials appropriate for her particu

lar situation the listing is catagorized in three grades of difficulty: 

easy (1-2), medium (3-4), and difficult (5-6). The remainder of the 

chapter is devoted to a detailed listing of resource materials for the 

teacher. 

In arranging the following works as suitable study for high school 

musicians, the researcher is aware that some of the collections are ar

rangements by the editors. An effort has been made to see that the com

poser's original intent has not been ill-used. 

30 
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Some ranges of difficulty are missing from various periods of 

musical literature. Most historical periods, however, do have some re-

presentative music to be found in the collections. There is a paucity 

of materials in certain media which reflects other trends in composition 

for certain periods of music history. We must consider these stylistic 

trends as well as some performance techniques to aid students in the 

playing and understanding of this chamber music literature. 

In classifying the following chamber music selections there are 

certain problems as to proper placement by periods of some of the com-

posers. This difficulty results from the overlapping spheres of in-

fluence on composers lives. The early works of some composers are of 

one period, while later works are of another. Some early Mozart is in 

1galant style', showing French and Italian influences. Tartini's solo 

sonatas reflect baroque thought although he is included in the pre

classical period by such historians as Lang.l With these 'bridge works' 

one must consider the musical content in classifying the style. 

In the Renaissance period the canzona is the most important instru-

mental ensemble form. This at first was merely a transcription for in-

struments from chansons. Another was the String Fancy or Fantasia (a 

Seventeenth Century term for instrumental ensemble music of England). 

The Renaissance features equal voiced polyphony. For historic reasons, 

and, because of Daniel Chazanoff's valuable research, the published 

music for three and four part English music of the renaissance and baroque 

periods are represented in the paper. 

lpaul Henry Lang, Music in Western Civilization. (New York: W. W. 
Norton and Co., Inc., 1941), p. 615. 
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In performing renaissance music Chazanoff offers several pointers 

for modern string players.l First, that he capture the atmosphere of 

the Tudor drawing room where one hears from the player's viewpoint rather 

than as an audience from without the room. Secondly, that English vio-

lins of that period we re probably played similarly to the viols, thus 

giving a darker tone quality. If you bow near the finger board (rather. 

than the mid-point between the fingerboard and the bridge) you will come 

closer to achieving this darker tone quality. A third point is that vi-

brato be kept at a minimum level. Fourth, that bowings should all be 

well-articulated. If there is a more homophonic type of texture, how

ever, more vibrato and more brilliance can be used. 2 

Dr. Chazanoff feels that more performance and study of this music 

should be made to show the influece of the English chamber music upon 

the continental music i ans. 

From the baroque period the most typical forms of instrumental 

chamber music are the trio sonata and the solo sonata. The baroque has 

emphasis on the treble and bass lines against a weaker harmonic back-

ground -- with a keyboard instrument suppying harmony from figured bass 

symbols. With a delimiting factor of no keyboard instruments for this 

period, the researcher has omitted much baroque music of value. 

1oaniel Cazanoff , "Early English String Chamber Music from William 
Byrd to J.Jenry Purcell." Dissertation Abstract, Vol.. 25, no. 1 p. 6673. 

2naniel Chazanoff, "Early English Chamber Music for Strings. 'Perfo-r 
n<!nce Hints." Music Journal, Vol. 24, (November, 1966), p. 61. 
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The pre-classical styles of writing ' st~le ga l ant 1 and ' emofind samer 

Stil
1 

( sens itive style) reflect the transition from baroque to c l a ssical 

music. We have represented from t his era some music f or two violins and 

'ce llo. These reflect the aftermath of the continuo period. Melody comes 

to the forefront as the primary means of expression. 

In the classical period the texture changes from melody and accom-

panying figures to one of more equal participation among the instruments. 

Here is the 'golden age ' of string quartet writing and the culmina tion of 

sonata allegro form. 

In the performance of Eighteenth Century music there are many books 

which are useful as performance and interpretive aids. Among these su

thoritie s are Hilli Ape l 1 , Sol Babitz2 , David Boyden3 , W.vl. Cobbett 3 , 

Thurs ton Darts, and Ira Swarz6. These deal at l ength with the interpre -

tation of ornament s, including the long and short nppogiaturas, trills, 

lHilli Apel, Harvard Dictionary of Music. (Cambridge , Hassachusetts: 
Harvard University Press, 1946). 

2sol Babitz, "Accenting and Style in 18gh Century Musi c." The 
Inst rumentalist , Vol. 2, (February, 1968), p. 51. 

Sol Babitz, Differences betHeen 18th Century and Modern Bowing . 
(Los Angeles, Cal i f ornia ; Early Husic Laboratory, 1970). 

Sol Babitz, "18th Century Met hods for 20th Century Ped agogy," 
School Musician , Dirctor, and Teacher, Vol. 40, (March, 1969), p. 14. 
~ ---

3David Boyden , ".The Viol in and Its Technique in the 18th Century," 
Musical Quarterly, Vol. 36 no. 1, (January, 1950), p. 9. 

4 4w. w. Cobbet, Cobbet 's gyc1opedic Survey of Chamber Music. (London: 
Oxford University Press . 1963. Colin Mason, ed.) 

5 h D Th I t t t · of Mu-ic (Ne•·' York·. Harper and T urston art, ~ _ n erpre a ~on :::; . .. 
Row, 1963.) 

6Ira Swarz, "General Ornamentat ion Practices of the 18th Century," 
The Ins trument alis t, Vol. 24, (Dec ember , 1969), p. 77. 
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turns, mordents, and vibrato. We are also indebted to Leopold Mozart! 

for his cataloguing and systematizing certain practices of ornamen-

tation and bowing. He has thus given the Twentieth Century clear ex-

planations of Eighteenth Century performance practices. 

With the gradual disappearance of figured bass and 'skeletal' writ-

ing of the earlier composers, as Corelli, ornaments were often written 

out. Less was left to the performer's creativity and imagination. In-

stead the composer's intent was transmitted through the printed page. 

Babitz suggests a bowing technique for playing Bach, Haydn and 

Mozart. He feels we should use a short grip on our modern bow, and use 

a bow that is tightened more than customary. Then the bow will compare 

with the 'short bow' of the Seventeenth and Eighteenth Century. This 

would imitate the old light style type of bow stroke obtained when using 

the old short bow.2 

Mr. Babitz emphasizes the accenting of Eighteenth Century music on 

the strong beats. Modern performers, he suggests, convey inner line that 

often does not coincide with the beat. He feels this results because the 

large, upper-arm motion used in bowing makes the 'up' bows sound stronger 

than the 'down' bows. Eighteenth Century violin music, according to 

Leopold Mozart, must have down bows accenting the strong beats.3 

Dr. Curry states that the physical properties of the Tourte era 

(1785-1820) bows significantly affected performance of the violin 

lLeopold Hozart, A Treatise £!! the Fundamental Principles of Violin 
Playing. (New York: Oxford University Press, 1951). 

2sol Babitz, ££.· cit., "18th Century." p. 16. 

3sol Babitz, ££.· .£.!!·, "Accenting." p. 51. 
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virtuoso and thereby changed string literature. Because more notes were 

able to be slurred many more lengthy slurred passages occurred in the 

literature. A more sustained sound, where duration of note is considered, 

and an increase of slurred, non-legato types of bow strokes, both on and 

off the string, resulted. There was also a significant increase in off 

the string bow strokes. 1 

Romantic composers were more interested in other media than chamber 

music for expressing their ideas. They preferred thicker textures. Re-

fleeting this texture in chamber literature is the use of piano in en-

sembles and the use of the voice (Lied). Chamber music of five, six, 

seven and even eight voices was used to convey the music of the times. 

Because of the incorporation of the piano and use of strings combined 

with other tonal colors, and because fewer composers used chamber music 

as a means of expression, this period has fewer examples represented in 

the 1 iterature. 

With the advent of the Twentieth Century, chamber music plays a 

central role again as a medium of expression. Many have adopted the 

classic string quartet form, but others have used the string quartet 

as a medium for experimentation. They have also employed a mixture of 

strings and winds for different timbre effects. Percussive effects such 

as pizzacato, col legno, and even lid-slamming have also been used. 

lpat Bryan Curry, "The Francis Tourte Bow: Its Development and its 
Effect on Selected Solo Violin Literature of the Late Eighteenth and 
Early Nineteenth Centuries," Dissertation Abstracts, Vol. 29, pt. 8. 
p. 2737A. 
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Gene Lacy has suggested the use of scales as aids in solving per

formance problems with the complex rhythms, angular melodies, and un-

orthodox notation found in some of the cont~mporary literature. He lists 

different meters on the blackboard. As the student plays each note he 

points to the different meters he desires to hear. By pointing to dif-

ferent meters on the board as the students play each scale step facility 

in changing meters is developed. For example in the C scale: C is in 

2/4, D in 3/4, E in 5/4, F in 4/4, etc. Next he uses a constant rhythmic 

factor to bind the meters together. In 2/4, 5/8, 6/2, 5/4, the constant 

factor would be the eighth note. He divides the class into groups having 

one or two students play two to a measure, others three or even five, to 

get the feeling of poly-rhythms.l In Atlanta (MENC) the researcher 

watched a demonstration of young children who used body movements for 

expressing two against three meter. They swayed in duple meter and 

counted and divided each beat into three. The children then clapped on 

counts one, three, and five as they continued the swaying motion. They 

had no difficulty playing the music given them which featured two a

gainst three meter. 2 

Mr. Lacy also makes use of the scale to accustom his students to 

the wide interval skips found in today's music. He has the student play 

the first note of the scale, then skip up a ninth (or down a seventh) 

laene Lacy, "Contemporary Music -- Solving the Problems in High 
School Groups," The Instrumentalist, Vol. 24, (March, 1978); p. 36. 

2Margaret Farish, Chairman. Demonstration on Contemporary Materials 
for Schools. Music Educators National Conference Biennal Meeting. At
lanta, Georgia, March 8-12, 1972. 
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for the second tone. For the third tone he skips back to the original 

octave, and thus up the scale. He also employs various dynamic levels 

with this interval exercise. The student becomes aware of intonation 

problems he may encounter, technical problems of interval skips, range, 

sounds, and his ear becomes more accustomed to wider interval vari-

ations.l 

Thus a valid place to begin with students is modern music, com-

pared with the baroque and the classic periods. To reinforce this 

thought of using classical and baroque music in contrast with contempo-

rary music Sol Babitz wrote: 

Actually, one can find more things in the 18th Cen
tury technique which are closer to 20th Century taste 
than the modern 19th -- a century which both technically 
and stylistically frequently foreign to the centuries 
which preceded and followed it.2 

It is felt that the more comprehensive scope of this course would 

stimulate talented students intellectually and musically. 

Changes in curricular content are significant in 
that quality music is apt to be both more satisfying es
thetically and more stimulating intellectually. By 
studying the best music of each age students are led to 
understand how the art conveys purely musical meanings.3 

The remainder of the chapter is devoted to a detailed listing of 

resource materials for the teacher. These resources included a refer-

ence library of selected books on Chamber Music, Art, and Literature. 

lGene Lacy. loc. cit. 

2sol Babitz. ~·cit., "18th Century." p. 16. 

3charles L. Gary, Curriculum Handbook for School Administrators. 
(Washington, D. C.: Music Educators National Conference, p. 193, 
Chapter 9.) 
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Selective Music Lists and Helps in Grading Music are appropriately 

grouped. Film and Filmstrip resources as well as Phonograph Records 

and Tapes are listed. Finally, Visual resources for bulletin boards 

and wall charts complete the chapter. 
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MUSIC FOR DUO: ~10 Violins 

Grade: Easy (1-2) 

Collect ions 

Applebaum, Samuel. Duet Albums, Volume I, II, III. Belwin
Mills. (easy to medium difficulty). 

Cohen, Eta. 
Schirmer. 
(easy). 

Rounds for Violins. J, Curwen and Sons, Ltd. G. 
{Canons-from the 13th to 20th Century. $1.00. 

Doflein, E. Frohes Duospiel. AMP. Schott. $1.10. 

Doflein, E. Klang und Rhythmus. Schott. 

Gearhart, Livingstone. Duet Sessions. Shownee Press. $3.00. 
(80 selections). 

Green, Elizabeth A. H. 
{easy to difficult). 

Fiddle Sessions. Shawnee Press. $2.00. 

Hermann, ed. Classic Pieces. C. F. Peters #2685. $3.00. 
(Bach, Beethoven, Gluck, Handel, Hummel, Mozart). 

Sackson, David, arr. Violin Duets. Amsco. $2.95. (easy to 
medium difficulty). 

Reneissance (for historical overview) 

Monkemeyer, Helmut, ed. ~fasters of the 16th and 17th Centuries. 
Musica Instrumentalis, Book IV-.- Pelikan E~ Zurich. 
Agent: Magna Music Distributors, Sharon, Connecticut. 
$2.00. 

Be roque 

Teleman, G. P. 
$1.10. 

Classic 

II II 
Kleine Stucke fur Zwei Violinen. Schott. 

Mazas, Jacques-Fereol. Twelve Duets, op. 70. C. F. Peters. 
Volume I, II. $3.00 each. 

Mozart, W. A. Rondo ~ La Turque. Boosey and Hawkes. $.50. 
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MUSIC FOR DUO: Two Violins (continued) 

Grade: Easy (1-2) (continued) 

Modern 

Fletcher. Stanley. Four Violin Duets. Boosey and Hawkes. 
$1.50. 

Stevens, Halsey. Bicinia for Two Violins. Helios. 

Szervansky. E. Twenty Five Easy Violin Duets. Edition Musica, 
Boosey Hawkes, Agent. 

Grade: Medium (3-4) 

Baroque 

Telemann, G. P. Six Sonatas. T. Presser. $3.00. 

Telemann. G. P. Six Canonic Sonatas. International. $2.50. 

Pre-Classic 

Bach. J. C. Six Duets for Two Violins. International. 
Volume I, II. $1.75. 

Classic 

Brunetti. Gaetano. Divertimento Primo. Kendor. $2.25. 
(transcribed, C. Arnold). 

Haydn, F. J. Duo. op. 99. C. F. Peters 713303. $2.00. 

Haydn, F. J. Sonaten. op. 8 no. 1-3. C. F. Peters. $3.00. 
(with or without piano). 

Mozart, w. A. - Twelve Easy Duets. K. 487. C. F. Peters. 
$2.00. 

Pleyel, I. Six Little Duets. op. 8. T. Presser. $1.40. 
(Universal Edition). 

Viotti, G. B. Three Duets. op. 8. G. Schirmer. 

Romantic 

Dancla, Ch. Three Duos. ---- op. 23. Carl Fischer. 
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MUSIC FOR DUO: Two Violins (continued) 

Grade: Medium (3-4) (continued) 

Modern 

Archer, Violet. Three Duets. Southern Music NYC. $.75 each 
part. 

Bartok, Bela. Forty-Four Duets. Boosey and Hawkes. Volume. 
I. $2 .50. 

Beglarian; Grant. Duets in Contemporar~ Style. Carl Fischer 
#04046. $1.25. 

Bozay, Attilla. Three Short Pieces. Boosey and Hawkes. 
$1.00. 

Rut, Josef. Studies for Two Violins. Universal, Presser. 
$1.95. 

Grade: Difficult (5-6) 

Baroque 

Couperin, F. 
national. 

Parnassus, £E The Apotheosis of Corelli. 
$2.00. 

Vivaldi, A. Concerto. C. Fischer. 

Rococo 

Inter-

Boccherini, Luigi. Duet in f Ma~E· op. 5. International. 
$1.25. 

Pre-Classic 

Bach, Karl Phillippe Emanuel. Drei Duette. Hinrichsen, NAG. 
$1.75. 

Classic 

MOzart, W. A. Duos for Two Violins. op. 70, (K.S. 152) no. 
1-4. c. F. Peters1F2llla. $2.00. 

Spohr, Ludwig. Duos for T>"o Violins. op. 18. C. F. Peters. 
$3.00. 
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MUSIC FOR DUO: Two Violins (continued) 

Grade: Difficult (5-6) (continued) 

Romantic 

Beriot, Charles de. Three Duos. op. 57. G. Schirmer. 

Wieniawski, H. Eight Etudes, Caprices. op. 18. C. F. Peters. 
$3.00. 

Modern 

(\ k , Barto , Bela. Forty-Four Duets. Volume II. Boosey and 
Ha~-1kes. $2.50. 

Milhaud, D. Duo for Two Violins. Music Press. -- -- -- ""----...;;.. 

Prokofiev, Serge. Sonata for Two Violins. op. 56. Boosey 
and Hawkes. International.$2.00. 

MUSIC FOR DUO: Violin and Viola 

Grade: Easy (1-2) 

Collections 

Whistle r -Hummel. String Companions. Volume I, II. Rubank. 

Grade: Medium (3-4) 

Baroque 

Bach-Grant. Adagio. Concert. 

Classic 

Haydn, F. J. Six Sonatas. C. F. Peters. #ZA411Z. $7.50 

Pleyel, I. Three Grand Duos. C. F. Peters. $2.00. 

Romantic 

Kalliwoda, J. w. Two Duos. op. 208. C. F. Peters. $7.50. 

Modern 

Phillips, Burrill. Conversations. Southern Music Company, 
NYC. $.75. 
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MUSIC FOR DUO: Violin and Viola (continued) 

Grade: Difficult (5-6) 

Baroque 

Bach, J. S. Four Duets. AMP. $1.25. 

Randel-Halvorsen. Sarabande con Variazioni. International. 
$2.00. 

Classic 

Beethoven, L. van. Three Duets. International. 

Haydn, F. J. Vier Sonaten. Breitkipf and Hartel. Volumes I, 
II. $1.25 each. 

Modern 

Martinu, B. Three Madrigales. Boosey and Hawkes. $3.50. 

Milhaud,· D. Sonatine for Violin and Viola. Music Press. 

Phillips, Burrill. Dialogues for Violin and Viola. Southern 
Music Company, NYC. $.85. 

MUSIC FOR DUO: Violin and 1Cello 

Grade: Easy (1-2) 

Collections 

Brunetti. Graded Ensemble Series. Kendor. 

Baroque 

Abaco, E. F. Sonata de Camera. Boosey and Hawkes. $3.60. 

Bac:h, J. S. Four Duets. ---- International. $1.75. 

Modern 

Shifrin, Seymour. Play for the Young. T. Presser. 

Grade: Medium (3-4) 

Baroque 

Abaco, E. F. Sonata da Camera no. 1 in d Minor. OBV, AMP. 
parts $.50. - ----
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MUSIC FOR DUO: Violin and 'Cello (continued) 

Grade: Hedium (3-4) (continued) 

Baroque (continued) 

Tartini, Giuseppe. Twelve Short Sonatas. c. F. Peters. 
#5105. $8.00. 

Classic 

Beethoven, L. van. Three Duets. International. $2.00. 

Haydn, F. J. Duet in Q Major. International. $1.75. 

Modern 

Stevens, Halsey. Seven Duets. Helios. 

Grade: Difficult (5-6) 

Pre-Classic 

Stamitz, Karl. Two Duets. op. 19. International. $2.50. 

Classic 

Haydn, F. J. Duet, ,!! Major. International. $1. 7.5. 

Pleyel, I. Three Duets. op. 30. International. $2.00. 

Romantic 

Gliere, Reinhold. Eight Duets. op. 39. C. F. Peters. $4.00. 

Modern 

Honegger, Arthur. Sonatine. Salabert. 

Martinu, B. Duo. AMP. $5.00. 

Villa-Lobos, Heitor. Chorus no. 2. AMP. E. S. C. $3.00. 

MUSIC FOR DUO: Viola and 'Cello 

Grade: Easy (1-2) 

Moden1 

Shulman, Alan. Duet for Viola and Cello. T. Presser. (or 
violin and cello). 
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MUSIC FOR DUO: Viola and 'Cello (continued) 

Grade: Difficult (5-6) 

Classic 

Beethoven, L. van. Duet with Two Eyeglasses Obbligato. c. R. 
Peters. $2.50. 

Danzi, F. Duos. C. F. Peters. $3.00. 

Modern 

Hindemith, Paul. Duet for Viola and Cello. Schott. $2.50. 

Piston, Walter. Duo for Viola and Cello. AMP. $3.50. 

MUSIC FOR TRIO: Three Violins 

Grade: Easy (1-2) 

Collections 

Bryan, R.Qsamund. Trio for Violins. Chappell and Company. 
$1.25. (Folk tunes, grade II). 

Doflein, E. 
II, III. 

Progressive Pieces for Three Violins. Volume I, 
Schott. (to medium difficulty) $2.00-$3.00. 

Gearhart, L; Green, E.A.H. Fiddle Sessions. Shawnee Press. 
$2.00. (easy to difficult for two to four violins). 

Greenwood, Neva G. Music for Three Violins. Crescendo. 

Monkemeyer, Helmut, ed. Instrumental Melodies Around 1500 in 
Three Parts. , Book V of ''Musica Instrumentalis~Pelikan 
Ed. Agents for Magna Music. $2.00. 

Grade: Medium (3-4) 

Renaissance 

Gabrieli, Giovanni. Sonata. International. $2.00. (with 
'cello). 

Classic 

Mozart, w. A. Adagio, Mi~uet, Rondo. K. 356. C. F. Peters 
#4508. $2.00. 
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MUSIC FOR TRIO: Three Violins (continued) 

Grade: Medium (3-4) (continued) 

Romantic 

Dancla, Ch. Six Easy Little Trios. op. 99. Schott. $2.25. 

Dvorak, A. Gavotte. Simrock. 

Dont, Jacob. Bon Vivant. Ludwig. 

Modern 

Donington, R. Suite .!!2_. ! . Elkin and Co., Ltd. 

Hindemith, P. Eight Canons. op. 44 no. 2. Schott. $1.00 • . 

Seter, Modecai. A due a tre. ----- Israel Music, Boosey and Hawkes. 

Szelenyi, Istvan. Sinfonietta a tre. Schott. 

Grade: Difficult (5-6) 

Baroque 

Geminiani, Francesco. Trio. International. $2.00. 

Handel, F. J. Sonata in C. NAG, AMP. $1.50. 

Monteverdi, Claudio. Twenty-One Three Part Canzonetta~. C. F. 

Classic 

Mozart, w. A. Pieces for Three Violins. International. 

Modern 

Tajcevic, Marko. Divertimento in Q. Hans Gerig (M.C.A.). 

Toch, E. Serenade. Belwin-Mills. $3.50. 

MUSIC FOR TRIO: Two Violins and Viola 

Grade: Easy (1-2) 

Collections 

Sixteen Preludes of Old Masters. NAG. El. 75. (Froberger, 
Pachelbel, etc.) 
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MUSIC FOR TRIO: Two Violins and Viola (continued) 

Grade: Easy (1-2) (continued) 

Collections (continued) 

Zimmerman, Ruth, arr. Two Violins Plus One. G. Schirmer. 
(for viola or 'celloy:- -- --

Classic 

Van hal, Jan. Trios Faciles. Boosey and Hawkes. 

Grade: Medium (3-4) 

Baroque 

Bach, J. s. Fifteen Terzetti. International. $2.00. 

East, Michael. Three Fancies. Schott. $1.25. 

Classic 

Albrechtsberger, Johann George. Divertimento in F. ~~. 

parts $2.00, score $1.50. 

Romantic 

Schroeder, Hermann. Trio. op. 14 no. 2. Schott. $2.50. 

Modern 

Hindemith, P. Canons. op. 44 no. 2. Schott. $1.00. 

Grade: Difficult (5-6) 

Classic 

Beethoven, 1. van. Trio in Q Major. International. $2.00. 

Haydn, F. J. Twelve Trios. International. Volume I, II. 
$2.00. 

Romantic 

Dvorak, A. Terzetto in Q Major. International. $2.40, 
parts and score. 

Modern 

Martinu, B. Serenade. Boosey and Hawkes. 
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MUSIC FOR TRIO: Two Violins and 'Cello 

Grade: Easy (1-2) 

Wood. ~ Short Pieces. Galaxy. 

Grade: Medium (3-4) 

Renaissance 

Gibbons, Orlando. Fantasies y, VI. c. F. Peters. #V36. 
$3.00. 

Gibbons, Orlando. Thirteen Fantasies. Nazels Verlag #565. 
Volume II Old English Viol Music. $3.50. 

Gibbons, Orlando; Coperario, Giovanni. Eight Fantasies. 
Nagels Verlag #563. Volume I Old English Viol Music. 
$3.00. 

Baroque 

Handel, G. F. Fugue. Elkan. 

Tartini, Giuseppe. Two Sonatas. International. Score and 
parts $2.50. 

Pre-Classic 

Bach, J. C. Six Easy Trios. op. 4. C. F. Peters. $4.50. 

Mozart, Leopold. Divertimenti. C. F. Peters. $2.50. 

Classic 

Albrechtsberger, Johann. Trio. Doblinger. 

Beethoven, L. van. Praeludium and Fu~. Barrenreiter. 

Mozart, W. A. Divertimento ~· ~ in Bb. AMP. $1.25. 

Viotti, Giovanni Battista. Trio. op. 19 no. 1 in Bb. C. F. 
Peters. $3.00. 

Grade: Difficult (5-6) 

Baroque 

Bach, J. S. Three String Trios, no. 1, no. 2. _Galaxy. 
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MUSIC FOR TRIO: Two Violins and 'Cello (continued) 

Grade: Difficult (5-6) (continued) 

Pre-Classic 

Boccherini, Luigi. Six Trios. International. $3.75. 

MUSIC FOR TRIO : Violin, Viola, 'Cello 

Grade: Easy (1-2) 

Collections 

Stoker, Richard. Minature String Trio. Chappell. 

Modern 

Shulman, Alan. Study in Fifths. Presser. 

Grade: Medium (3-4) 

Renaissance 

Byrd, Wm.; Lupo, T. English Fantasies. Barenreiter (Hortus 
Musicus, 17th Century). 

Gibbons, Orlando. Nine Fantasias no. 1-4. Stainer and Bell. 

Tomkins, Thomas. Fantasy. Stainer and Bell. 

Baroque 

Handel, G. F. Fugue. Elkan. 

Locke, Matthew. Suite. Stainer and Bell. 

Purcell, Henry. Fantasia no. 1. Presser. $1.50. 

Pre-Classic 

Boccherini, L. Six Trios. op. 14. C. F. Peters. $9.00. 

Classic 

Haydn, F. J. Six Divertimenti. Boosey and Hawkes. 

Haydn, J. F. Three Trios. op. 32. Internatio~al. $2.50. 

Pleyel, I. String Trio. op. 44. Galaxy. 
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MUSIC FOR TRIO: Violin, Viola, 'Cello (continued) 

Grade: Difficult (5-6) 

Renaissance 

Gibbons, Orlando. Nine Fantasies. Galaxy. 

Baroque 

Bach, J. S. Two Preludes and Fu~ues. International. $1.75. 
(this edition based on Fugues of Bach transcribed by Mozart). 

Classic 

Beethoven, L. van. Six Trios. C. F. Peters. · ~194. parts 
$2.00, score $l.2s:-

Dittersdorf, Karl. Divertimento. International. $2.00. 

Hummel, J. N. Trio in Eb and G. c. F. Peters. ------- $3.00 each. 

Mozart, W. A. Divertimento~· ~in Bb (K. 229). AMP. $1.25. 

Schubert, F. Trio~·! in Bb Ma jor. International. $1.75. 

Modern 

Hummel, Bertold. Capriccio. Simrock. $3.75. 

Nelhybel, Vaclav. _Ario and Pizzicato for String Trio. General. 

Nelhybel, Vaclav. Four Miniatures for Three Strings. General. 

MUSIC FOR QUARTET: Four Violins 

Grade: Easy (1-2) 

Collections 

Ayer-Saenger. Graded Course in Ensemble Playing. C. Fischer. 
$.75. 

Campbell-Watson. Fiddlers Four. Witmark. 

Gearhart, Livingstone; Green, Elizabeth A. H. Fiddle Sessions. 
Shawnee Press. $2.00. 
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MUSIC FOR QUARTET: Four Violins (continued) 

Grade: Easy (1-2) (continued) 

Collections (continued) 

Klotman, Robert; Walker, Mark. Four Violins in Concert. 
Boosey and Hawkes. 

Wettlaufer, J. Maynard. Fiddlers Four. Boosey and Hawkes. 
Book I, II. 

Grade: Medium (3-4) 

Baroque 

Telemann, George Phillipp. Konzert. Barenreiter. 

Modern 

McKay, George · Frederick. American PEmorama. C. Fischer. 
#1898. $2.00. 

Matesky, Ralph. Concertina. Alfred. 

Grade: Difficult (5-6) 

Modern 

Altvater, H. Three Portraits. AMP. $1.00. 

Borris, Siegfried. Partita. op. 113. C. F. Peters. IA72. 
$5.00. 

Takahashi. Six Stoicheia. c. F. Peters. 166238. $3.50. 
(six elements in success ion .) 

MUSIC FOR QUARTET: Violin, Two Violas, 'Cello 

Grade: Medium (3-4) 

Renaissance 

Byrd, Wm. Fanta~~~~· 4. Stainer and Bell. 
(Elizabethan Husic). 

Byrd, Wm. Ftmtas>-: guartet no. 5. Stainer and Bell. 
(Elizabethan Music). 
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MUSIC FOR QUARTET: Violin, Two Vio las, 'Cello (continued) 

Grade : Medium (3 -4) (continued) 

Baroque 

Purcell, Henry. Fantasias. 
parts $.60 , score $2.00 . 

Nagel's Ver lag #113 . Volume I, 
(no. 3-12, four to seven parts.) 

MUSIC FOR QUl'~TET : Two Violins, Viol a , 'Cello 

Grade: Easy (1-2) 

Collections 

Clarke, Irma , arr. Introduction to String Quartets. Boston 
Music Co. 

Clarke, Irma, arr. Stri.E,£ Mu sic of the Baroque Era . Boston 
Husic Co. 

Pochon, Alfred. Flonzaley-Favorite Encore Album. C. Fischer. 
Volume I, II, III, IV. parts $.85 each volume . 

Sontag , Wesley, ed. Introduction to String Quartet Playing . 
Sam Fox. 

Renaiss ance 

Davis; \-.Teems, arr. Four Elizabethan Hadrigals . G. Schirmer. 

Baroque 

Telemann, G; Polnauer, Frederick, arr . Six Minuets from 
"Sept fois sept et un." C. Fischer. ~.50. 

Pre-Classic 

Stamitz, Karl. Orchestra Quartet. AMP. $1.75. 

Classic 

Albrecht s berger, Johann c. guartet no. ~ in! Major. C. F. 
Ieters , • $3.50 

Haydn, F. J. Menuetto from Quartet no. 10. T. Presser. 
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MUSIC FOR QUARTET: Two Violins, Viola, 'Cello (continued) 

Grade: Easy (1-2) (continued) 

Romantic 

Dancla, Ch.; Klotman, Robert. Herald Qua rtet. Belwin-Mills. 
Score $1.00. parts $.50. 

Mendelssohn, Felix. Song of the Heathe~. Kendor. 

Schumann, Robert; Abbott, R., arr. Two Pieces. Kendor. 

Modern 

Fletcher, Stanley. New Tunes for Strings. Boosey and Hn"Yrkes. 
$2.00. 

Grade: Medium (3-4) 

Collections 

Gordon, Philip. 
Score $6.00. 

Four Centuries for Strings. 
parts $1.00. 

C. Fischer. 

Hockner, Alfred, ed. String Quartet Starts Rehearsing. SIM. 
$4.50. (various combinations to full quartet to use if one 
of quartet is missing). 

Pochon, Alfred. Academic Album. Carl Fischer. Score $1.00. 
parts $.75. 

Renaissance 

Gibbons, Orlando. Fantazia no. -~' 2. Galaxy. 

Baroque 

Vivaldi, Antonio. Three Quartets. International. $3.75. 

English Instrumental Music. Fantas:f.es in Four Parts. 
c. F. Peters. #6177. Volume II. $4.00. 

Pre-Classic 

Dittersdorf, Karl. Quartet in Eb. C. F. Peters. $3.00. 

Nardini, Pietro. Six String Quartets. Breltleopf and Hartel. 
AMP. $1.50 each volume. (medium difficulty except for no. 
3 in Bb). 



54 

MUSIC FOR QUARTET: Two Violins, Viola, 'Cello (continued) 

Grade: Medium (3-4) (continued) 

Pre-Classic (continued) 

Stamitz, Karl. Finale. op. _54. AMP. $1.75. 

Classic 

Mozart, W. A. Three Divertimenti, K 136. C. F. Peters. 
Score $4.50.--parts $1.50. 

Haydn, F. J. Adagio. op. 17. C. Fischer. 

Wesley, Charles. Three String Quartets. C. F. Peters. 
$2. 00. (No. 1, F; No. 2, D; No. 5, Bb) • 

Romantic 

Glazounov, Alexander. Interludium in Modo Antico. C. Fischer. 

Modern 

Hindemith, P. Eight Pieces. op. 44 no. 3. Schott. Score 
$1.00. parts $2.00. 

Lieberman, Fredric. Two Short Quartets. G. Schirmer. 

Stone, David. Miniature Quartets no. 1 and 2. Novello. 

Grade: Difficult (5-6) 

Baroque 

Vitali, Giovanni Battista. Capriccio~ I· C. F. Peters. 
$2.50. 

Pre-Classic 

Bach, J. C. Quartet in E· op. 8 no. l~. NAG. $2.50. 

Boccherini, Luigi. Nine Selected Quartets. International. 
$7.50. 

Classic 

Cherubini, Luigi. Quartet in Eb }[l!ljor. International. $3.00. 

Haydn, F. J. Thirty Famous Quartets. C. F. Peters. Volume 
I (289A), II (289B). $7.50. 
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MUSIC FOR QUARTET: Two Violins, Viola, 'Cello (continued) 

Grade: Difficult (5-6) (continued) 

Classic (continued) 

Mozart, W. A. Ten Famous Quartets. c:. F. Peters. $7. 50. 

Schubert, F. String Quartets, Volume I and II. C. F. Peters. 
$6.00. 

Romantic 

Dvorak, Antonin. American Quartet. Kalmus. 

Grieg, Edvard. Quartet in G Minor. C. F. Peters. Score 
$2.00. parts $4.50. 

Mendelssohn, Felix. Four Quartets. op. 12 Eb, op. 44 D, E, Eb. 
C. F. Peters. $7.~ 

Smetana, Bedrich. Quartet in~ Minor. C. F. Peters. Parts 
$3.00, score $1.50. 

Modern 

Ives, Charles. Two String Quartets •. Peer. 

Shostakovich, Dimitri. · String Quartet no. 1. op. 49. Inter
national. parts $4.00. score $1.00. 

Villa-Lobos, Heitor. String Quartet no. 1. Southern Music 
Company NYC. 
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REFERENCE LIBRARY 

Apel, Willi. Harvard Dictionary of Music. Harvard University Press. 
Cambridge, Massachusetts, 1946. 

Aulich, Bruno; Heimeran, Ernst. The tolell-Tempered String Quartet. 
Novello and Co., limited. London, 1951. $3.00. 

Babitz, Sol. Differences Between 18th Cent ury and Modern Violin 
Bowing. P. 0. Box 2552-, - Los Angeles, California. 1970, revised 
edition. 

Baines, Anthony, ed. Musical Instruments Through the_Ages. Penguin 
Books. London, 1966. $1.95. 

Boyden, David D. History of Violin Playing_ f r om its Origins to 1761 
and its Relationship ~o the Violin and Violin Music. Oxford 
University Press. London, 1965. $26.90. 

Bloom, Eric, ed. Grove's Dictionary of Music and Musicians._ 5th 
Edition. St. Martin's Press, Inc. London and Nmv York , 1954. 

Cobbett, Walter l.Jillson. Cyclopedic St!rv~ of Chambe"f_ Music. 
Oxford University Press. London, 1963. Supplemented by Colin 
Mason. 

Dart, Thurston. The Interpretation of Music. Harper Colophon Books. 
Harper and Row. New York, 1963. ~1~ 

Davie, Cedric Thorpe. Music Structure and Design. Dover Publi
cations, Inc. New York. $1.00. 

Fleming, William. Understanding Music: Style, Structure, and 
History. Henry Holt and Co. New York, 1958. 

Geminiani, Francesco. The Art of Playing the Violin. Oxford 
University Press. London, reprinted, 1952. $4.25. 

Herter, M. D. The Art of Strin_a Quartet Playi_gg. W. W. Norton 
and Co., Inc. New York. $1.75, $5.00. 

Hill, William; Hill, Arthur; Hill, Alfred. Antonio Stradivari, Hi s 
Life and Work. (Paperback) $2.00. 

Kinsky, et al. Historx of Music in Pictures. Dover Publications, 
Inc. New York, 1951. 
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REFERENCE LIBRARY (continued) 

Lorrin, Mark. Dictionary of Bowing and Tonal Technics for .Strin~. 
Charles Hansen Educational Music and Books. 4555 Kingston Street, 
Denver, Colorado 80239. 1968. $1.25. 

McKinney, Howard D.; Anderson, W. · R. Music in Hi s tory. American 
Book Company. New York, 1940. 

Machlis, Joseph. Introduction to Contemporary Music. W. W. Norton 
and Co. New York, 1961. 

Marliave, Joseph. Beethoven's Quartets. Dover Press. New York. 
$1.85. 

Mozart, Leopold; Knocker, Edith, Translator. 
Fundamental Principles of Violin Playing. 

A Treatise On the 
2nd Ed. $8-:00-. -

Page, Athol. Playing String Quartets. Bruce Humphries, 48-50 
Melrose Street. Boston, 1965. $4.95. 

Robertson, Alec. Chamber Music. Penguin Books. Baltimore. $1.65. 

Thompson, Oscar. Tne Internationa l Cyclopedia o f Music and Musicians. 
9th ed. Dodd, Mead and Co. New York, 1964. 

Ulrich, Homer. Chamber Music. Columbia University Press. 2nd ed. 
1966. $10.00. 

Yampolsky, I. M. The Principles of Violin Fingering. Oxford 
University Press. London, 1967. $7.60. 
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Gardner, Helen. Art Through the Ages. Harcourt, Brace and Horld, 
Inc. 1959. 

LITERATURE REFERENCES 

Brown, Calvin S. Music And Literat ure: 
University of Georgia Press, Athens. 

OTHER MUSIC RESOURCES 

~Comparison of the Arts. 
1948. 

Farish, Margaret. String Music in Print. R. R. Bowker Co., New 
York. 1965. 

Music Educators . Source Book. Summy-Birchard Company, Evanston, 
Illinois. 1968. 

Instrumental Directors Source Book. Summy-Birchard Company, 
Evanston, Illinois. 1969. 

Orchestra Music Guide. ''The Instrumentalist." Evanston, 
Illinois. 

HELPS IN GRADING MUSIC 

Junior Festival Bulletins. National Federation of Music Clubs, 
Chicago. 1960-1972. 

Inter-Scholastic League Bulletin. University of Texas, Austin. 
1967-1970. 

SELECTIVE MUSIC LISTS 

National Interscholastic Music Commission. Washington, D. C. 
(HEW or NEA) 

Materials of Miscellaneous Instrumental Ensembles. Music Educators 
Nationar-conference, Washington, D. C. 1960. 

Selective Music Lists, 1972. Music Educators National Conference, 
Washington, D. C. 
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RESOURCES, FILMS - FILMSTRIPS 

Chamber Music Is Fun. Brighmu Young Audio-Visual, Provo, Utah. 
b/w; color/8m.--

Coolidge Quartet. Mills Picture Corp., Hollywood. b/w; 10m. 

Famous Musicians at Work. Four Filmstrips, four cassettes. Warren 
Schloat Prod., Inc. Pleantville, New York 10570. $57.00, with 
teachers guide. 

Listening to Good Music, The String Quar tet. Encyclopedia 
Brittanica Films, Wilmette, Illinois. b/w; 28m. 

String Quartet and Its Musi.c. National Educational Television, 
Indiana University, Bloomington. b/w; 28m. 

The Story of Chamber Music. Brig. b/w, color; 29m. 

The Voices of the String Quartet. National Educational Television, 
Indiana University, Bloomington. b/w; 25m. 

There are many of the State Universities which have extensive audio
visual libraries for rental to schools. 

RESOURCES, RECORDS 

2000 Years of Music. Curt Sachs. Folkways/Scholastic. Two twelve 
inch L. P. records #C3703. $11.58. 

Invitation to Music. Folkways. One twelve inch I •. P. record #C3703. 
$5.79. (form, harmony, melody, rhythm). 

The Violin. Five twelve inch L. P. records. #3351-55. 
---(from the 17th Century to the 20th Century. Notes). 

$5.79. 

Bach, Vivaldi, Telemann. Baroque Chamber Music. 
4ICM382. $2. 95. 

Listening Library. 
One twelve inch L. P. 

Growth of Instrumental Music. Listening Library. Two twelve inch 
L. P. $14.00 (Comprehensive History of Music Volume VI.) 

There are many fine recordings by RCA, Bomar, Columbia, and Decca 
of Chamber groups. Also there are some recordings available 
from Music Minus One. 
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RESOURCES, WALL CHARTS 

String Series. Roth. $1.50 set of three. 

In this chapter the author has listed selected string ensemble 

music for Duo, Trio, and Quartet settings of different combinations for 

string instruments. In addition, basic materials for a Reference 

Library, selective music lists, and audio-visual aids were given to aid 

the teacher in selecting appropriate materials for her string ensemble 

class. 

The following Chapter, Summary and Conclusions, contains recom

mendations for implementation of a chamber music course in the sec

ondary school. 



CHAPTER IV 

CHAMBER MUSIC PROGRAM 

Recommended materials for the implementation of a chamber music 

course were presented in Chapter III. This music, organized for Duo, 

Trio, and Quartet combinations of string instruments, was presented 

along with selected teaching aids. 

This chapter contains recommendations for the implementation of 

a chamber music program. It contains practical suggestions drawn from 

the materials of Chapter III and the literature of Chapter II. 

The general goals of the chamber music course were stated in Chap-

ter II. The need for more comprehensive teaching to include form, mel

ody, rhythm, harmony, and literature has been stressed by Dr. Hartshorn. 1 

Harold Porter reinforces this view by suggesting that without additional 

courses in music history and literature the performance groups should 

be restructured to include content in these areas. 2 

More specific goals would be: 

1) to improve the student's proficiency on the instru-

ment (sight reading, intonation, phrasing, tone, and style); 

2) to introduce chamber music to students and help 

them identify styles; 

lwill iam Hartshorn. loc. cit., "Academic Discipline." p. 26. 

2Harold Porter. "An Integrated Course in Music Literature, Theory, 
and Ensemble for Talented High School Students." Dissertation Abstracts, 
Vol. XXV, no. 5, 1964. p. 3020. 
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3) to present the variety of offerings that is in 

the string chamber music literature; 

4) to help the student to interpret his music a l score 

with proper ornamentation, played accurat ely (rhythmically 

correct, phrased and bowed according to style). 

· 5) to show the inter-relationships of various art 

forms, and help the student realize how composers reflect 

the period from which they come; 

6) to help the students to use all available re-

sources to aid performance, and li s tening skills; and 

7) to help the student gain musical independence. 

Many of these ideas for interpretation should incor porate guided 

'discovery' learning. Too often teachers lecture about something , but 

fail to help the students grasp the ideas because they have not ex

perienced the 'hows' and 'whys' . 1 

The course content would include not only (1) sight reading of 

literature within the abilities of the group, but also (2) 'mini-

lessons 1 that point out structures and forms, (3) discussions for pur-

poses of comparison with other music they have played or heard, as 

well as (4) guided listening sessions. The music should encompass the 

various musical periods and styles. 

Not all music would be worked out in detail or polished for per-

formance. The course could, however, have as an outcome a progr am 

!Thomas Regel ski, ''Tm-1ard Musical Independence," Music Educators 
Journal, Vol. 55, (March, 1969), p. 77. 
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prepared for an audience. Such a program might incorporate visual 

aids using themes, rhythms, form and mode for the audience's edifi-

cation. The music could be made more meaningful by correlating it 

with the arts and literature. One could also incorporate student made 

or other commercial audio-visual aids. Similar as well as contrasting 

music from the same period or widely differing periods could be played. 

The additional preparation would come from ground work laid in the 

regular class period. Because the students are talented and the groups 

small, they can move at a more rapid pace than the traditional all-

level encompassing class situation. 

As a first week format the student should be helped to realize the 

possibilities of chamber music. One of the excellent films, "Chamber 

Music is Fun"1 , would be desirable. The groups as a whole could sight-

read several pieces by Telemann, Vivaldi, and Bach in which contrasting 

moods, tempi, and keys are compared. 
n Then use Bartok, Ives, and 

Hindemith from modern music to further compare with the earlier style . 

The director could offer interpretative aids for the students so they 

can see what will be expected of them in their chamber groups. As con-

trast to these baroque and modern styles, music of Haydn or Mozart 

easier movements of the string quartets -- could be utilized. Ques-

tions for the group to consider could be these: 

1) Why do you think this music is called chamber 

music? 

2) Define chamber music. 

1cited in list of Film and Filmstrip Resources in Chapter III of 
this paper. p. 59. 
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3) What was the purpose of chamber music in the 

Eighteenth Century? 

4) What does chamber music mean to you? 

5) Compare what composers have said, melodically, 

rhythmically and harmonically. How are they simi l ar or 

different? 

Some of these same considerations could be di scussed after lis

tening to one of the chamber group recordings. 

In presenting such an academic offering cer tain conditions would 

have to be assumed. These are: 

1) that a string program has existed on the junior 

high school level and possibly on the upper elementary 

level as well; 

2) that an orchestra program exists or that string 

players are enrolled in high school; 

3) that these students have had several years of 

instruction which include; 

a) knowledge of instrument, its care 

and tuning 

b) ability to execute and play in 

fairly accurate intonation all notes in 

first and third positions (violins); 

c) proper use of the bow; and 

d) vibrato. 

Another important early aspect of the course should be research 

into how the baroque stringed instruments differ from those of the 
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present day. Also to be considered are bowing differences. The stu

dent should be helped to understand how to use a modern b0\,7 most ef

fectively in playing baroque music. 

After this brief introduction, the first assignments of small 

chamber groups could be made. Some of the periods the class could 

meet together and use l<7arm-up materials, and sight read some chamber 

music even though it involved part doubling. This type of larger 

gathering would be predetermined by rooms available for . use by the 

class. Any problems pertinent to the group as a whole could be dis 

cussed. 

In assigning the chamber playing groups, one of the students 

should be designated as 1 leader 1 for each group and act as its spokes

man. He should be responsible for the music, bowings, and the re

hearsal in general. This helps develop leadership in the students. 

The director could then be free to rotate or be available to help with 

technical problems or to serve as a resource person during this part of 

the period. 

When a group feels it is ready (or within an assigned time period) 

it will perform for the class. The performers are responsible to t heir 

audience for as many things as they can discover about their selection. 

The group may point out some of the difficulties they encountered, 

show some of their bowing and fingering solutions, and indicate ac

cents and dynamics that helped improve the phrase line. They may also 

point out things to listen for in the performance and play some of the 

thematic material. After the group has perfonned the class will offer 

constructive criticism. In a situation where all the students will be 
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'under fire 1 many times during the course, cri.ticism tends to be con

structive rather than destructive. Usually the students become more 

attentive listeners and better critics as the term p r ogresses. The 

director plays an important role in easing technical difficulties, 

pointing out proper dynamic levels, helping with balance, and calling 

attention to some of the things that the group has fail ed to convey or 

the class has failed to criticize. Music that has been well performed 

by groups could be noted for later use on student assemblies, at lower 

grade levels for promotion of chamber music, or for other public per

formances. 

Absences will occur, and when they do, the per i od could be used 

for whole group activities. There are materia ls writ ten fo r quartets 

with one missing member. The small group coul d al so use the time fo r 

individual practice or for sight reading in anothe r g r oup combinat ion 

or for joining another ensemble as a double quartet or double trio. 

It is a good idea to change the groupings and types of ensembles no'Y1 

and then so that the students are exposed to a wider variety of chamber 

music. If a particularly balanced quartet group wants to continue 

working together, it could utilize other outside time. 

The teacher's role is to help with technical problems, to listen 

for balance, to guide stylistic interpretat i on, and to suggest re

source materials fo r the students. His role is to stimulate ideas and 

to coach the players. 

As far as the physical plant set-up of the school, the following 

would be desirable: 
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1) a rehearsal hall with adjacent smaller practice 

rooms; 

2) good lighting; 

3) good acoustics; 

4) a chamber music library utilizing various combi-

nations for strings; 

5) use of phonograph and tape recorder; 

6) availability of sixteen millemeter projector; 

7) chairs suitable for cellists; 

8) sturdy music stands; 

9) metronome (s); 

10) blackboard and/or overhead projector; 

11) books for reference; 

12) phonograph records for listening; 

13) places to display bulletin boards with materials 

of pertinence to the students and the course; 

14) storage room for instruments, music, records, 

and books; 

15) sorting racks and folios for music; and 

16) pianos (tuned and in working order) in rehearsal 

room and some practice rooms. 

Funding of the program would not be excessive. Costs could be 

kept minimal by utilizing the existing program framework at first and 

by using one resource teacher or student conductor once a week for the 

existing orchestra class while the instructor works with the chamber 

groups. An alternate personnel solution would be the use of a 
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resource coach who would a lternate between chamber groups. Stil l 

another solution would be to use a student conduc t or t o do the pre-

paratory lesson for the o r chestra (tun ing , warm ups, rev iew music ) 

while the teacher does a 'mini les son' s e ss i on with the chamber groups. 

To keep the cost of music minima l, collect i ons of music , such as 

Irma Clarke or Elizabeth Greenl could be used for the less advanced 

students rather than individual wo rks. Severa l schools might exchange 

music. 

The problem of space can usually be solved because no piano is 

involved with the string chamber mus i c. 

As stated in Chapter III other alternatives are possible: (1) an 

interchanging of resources within the school sys t em; (2) using a cen-

tral school as meeting place; or (3) ut i lizing t he area teachers and 

materials. By meeting for several hours aft er school or on Sat urdays, 

regular academic credit could be earned. 

In a metropolitan area with a large high school enro l lment prefer-

ence would be for a 'self-contained' or individual schoo l program with 

a part time resource person assisting. The talented studen t could in 

effect earn credit for two courses, orche s tra and chamber music , if 

his school used traditional scheduling. He could use some of his un-

scheduled time for the course if his school utilized modular schedul -

ing. Having the talented removed from r ehearsal twice a week would 

keep the less talented from 'leaning' on the more skilled performers. 

lcited in list of Music for Duo: Two Violins , Collections, in 
Chapter III of this paper. p. 39. 
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These students would r e alize that they must a l l 'p roduce' musical 

sounds to impr ove the group as a vhole. The dir ector , o r ass istant 

would also have more drill time with the less skil l ed and more oppor-

tunity to assess each student's capabil ities. As in other academic 

area~, much must depend on the t eacher and t he t eacher's class manage-

ment as to the ultimate gains t o be r ea l ized from a comprehensive en-

semble music class. 

It is hoped that wi th a more academic and challenging approach 

to playing an instrument and in some d i scovery of basic principles of 

structure, style, history, and increa sed exposure to the music lite ra-

ture, ~ewer talented students will leav e the mus ic program. Such a 

course should be rewarding to both the student and the teacher, satis-

fying "the attainment of higher standa rds of performance through 

deepened musical insights and i ncreased technical skill. "1 

The thorough investigation of materia l s available f or teaching a 

chamber mus i c course has revealed some i nteresting strengths and weak-

nesses. Some may be overcome by diligence on t he part o f i ndividual 

teachers while others requir e a united e ffor t. 

Harry Schmidt proposes that editors when maki ng change s from the 

original editions, make some indication of t he editorial revis i on. 

He suggests that the biggest detriment to styl i stic interpretat ion 

has been editing. 2 

1 Harold Porter, .££.· cit., p. 3021. 

2Harry Schmidt, "Practica l Concepts of Int erpre t a tion," The 
School Musician , Di r ec t o r , and Teacher, Vol. 43, (February, 1972) , 
p. 18. 
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Joan Boney, chairman of a committee commissioned by the American 

String Teachers Association (ASTA) to study r equirements for st ring 

and music education majors in Uni ted Stat es colleges and universities, 

found that future teachers are not well gr ounded in pedagogica l pro-

cedures and thus are not well grounded i n s tyl istic c riteria. Among 

her recommendations are these: mo r e perf ormance sk i lls to implement 

comprehensive musicianship on a ma jor and minor inst rument; and more 

opportunity to study pedagogical t echniques of class literature, or-

chestral repertoire, and chamber mus ic; more opportunity to develop 

conducting skills.l 

It is evident from Chapter III that there are co llections of 

chamber music (editions) for the beg i nn ing l evel of performance but 

not as many are avail able for the intermed iate (medium grade ) performer. 

Efforts should be made to commission composers t o write f or t he med ium 

difficult range for several of the different combinations of Duo , Tr i o, 

and Quartet instruments. 

A project for the musicologist is to make available more of the 

music found in the museums of Europe. The availabilit y of t he se ma-

terials should be featured in such publications as the American String 

Teacher, Orchestra News and the Mus i c Educator s Journal. 

Finally, more effort to make use of the talents of our respect i ve 

communities should be made. In most of our metropo l itan areas and on 

lJoan Boney. '. 'Preliminary Report, Par t I : String Education i n 
Selected Colleges and Universities in the Uni ted States." Ame r ican 
String Teachers Association (ASTA) Committee Report. p. 19. 
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the faculties of colleges and universi ties there is a wealth of human 

resources capable and eager to assist in passing on the heritage of 

our 1 inttmate music'. 



APPENDIX A 

LIST OF PUBLISHERS 

AMP - Associated Music Publishers, 609 Fifth Avenue, New York, New 
York 10017. 

Amsco - Consolidated Music Sales Corporation, 33 West 69th Street, 
New York, New York 11571. 

" Barenreiter - see Baton Music. 

Baton Music - 6503 Delmar Boulevard, St. Louis, Missouri 63130. 

Be lwin-Mills, Inc - 250 Maple Avenue, Rockville Centre, New York 
11571. 

Boosey and Hawkes, Inc. - 209 Victor Street, Oceanside, New York 
11572. 

Boston Music Company - 116 Boylston Street, Boston, Massachusettes 
02116. 

II 
Breitkopf and Hartel - see AMP. 

Chappell and Company, Inc. - 47 58th Street, Woodside, New York 11377. 

Concert Music - 5003 Ridgebury Blvd., Cleveland , Ohio 44124. 

Concordia Press - 3558 South Jefferson Avenue, St. Louis, Missouri 
63118. 

Crescendo Music Company - 440 West Barry, Chicago, Illinois 60657. 

Curwen - ~. Curwen and Son, Ltd. see G. Schirmer. 

Doblinger - see AMP. 

Edition Musica Budapest - see Boosey and Hawkes, Inc. 

Elkan, Henry - 1316 Walnut Street, Philadelphia, Pennsylvania 19107. 

Elkin and Company, Ltd. - see Galaxy Mus ic Corporation. 

E.S.C. - Editions Max Eschig - see AMP. 

72 
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Fischer~ Carl, Inc. - 62 Cooper Square, New York, New York 1003. 

Foster - Mark Foster Music Company, Box 783, Marquette, Michigan 49855. 

Galaxy Music Corporation - 2121 Broadway, New York, New York 10023. 

General ~fusic Publishing Company, Inc . - 414 East 75th Street, New 
York~ New York 10021. 

Gerig, Hans - see MCA. 

Helios Music Edition - Foster, Box 783, Marquette, Michigan 49855. 

Beinrichshofen's Verlag - see C. F. Peters. 

Hinrichsen Edition (England) - see C. F. Peters. 

International Music Company - 509 Fifth Avenue, New York, New York 
10017. 

Isreal ~sic Institute - see Boosey and Hawkes, Inc. 

Kalmus, Edwin F. - 1345 New York Avenue, Huntington Station, Long 
Island, New York 11746. 

Kendor Music, Inc. - Main and Grove Street, Delavan, New York 14042. 

Ludwig Music Publishing Co. - 557 East 140th Street, Cleveland, Ohio 
44110. 

~~gnamusic Distributors, Inc. - Sharon Connecticut. 

M:A Music - (Formerly Leeds Music Company), 445 Park Avenue, New York, 
New York 10022. 

Music Press - see Theodore Presser Co. 

NAG - NagelsVerlag, see AMP. 

Novello - see Be1win-Mills, Inc. 

OBV - Oesterreichischer Bundesverlag, see AMP. 

Peer International - See Southern Music Company (NYC). 

Pelikan Ed. - Monkemeyer, Helmut, see Magna Music Dist. 

Peters, c. F. - 373 Park Avenue South, New York , New York 10016. 

Presser Co., Theodore - Presser Place, Bryn Mawr, Pennsylvani.a 19010. 
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Rubank Music Publishers - 16215 Northwest 15 th Avenue, Miami , Flo rida 
33169. 

Salabert - see Belwin-Mil1s, Inc. 

Schirmer, G. - 609 Fifth Avenue, New York, New York 10017. 

Schott and Company, Ltd. - see AMP. 

Shawnee Press, Inc. -Delaware Water Gap , Pennnylvania 18327. 

Simrock - see AMP. 

Southern Music Company - 1100 Broadway, P. 0. Box 329, ~an Antonio, 
Texas 78206. 

Southern Music Publishing Co., Inc. (NYC ) - 1619 Broadway , New York, 
New York 10019. 

Stainer and Bell, Ltd. - see Galaxy Music Co rporation. 

Warner Brothers Music - 1230 Avenue of the Americas, New York, New 
York 10020. 

Witmark Warner Brothers Music - 1230 Avenue of the Americas, New York, 
New York 10020. 



APPENDIX B 

COMPOSER INDEX 

Renaissance 

Byrd, William (1543-1623) ..... . . . . . .. . . . . ....... . . . . 
Coperario, Gionanni (Coope r , J ohn ) ( c . 1575-1626) •• • 
Gabrieli, Gi ovanni (c . 1554-1612) • •.••••• . •• • • , •••• • 
Gibbons, Orlando (1583-1625) ...••••••••• •••••• 48, 49, 
Lupo, Thoma s (1540-1640) ••••••••••• , •• •.• • • , , ••• .• • • 
Tomkins, Thomas (1572 - 1656) •.•••••• • •• • • •.• • •••• • ••• 

Baroque 

Abaco, Evaristo Fel i ce dal l ' (1675 -1742 ) • •.•.•••• ••• 
B~ch, Johann Sebas t i a n (1685-1750) •• • •• •• • 42, 43, 47 , 
Couperin, Fr ancois (1668- 1733) •..•.•• •••••..•••••• •• 
East, Michael (c. 1580-1648) •••••. • • •• • • • •••••• • • ••• 
Geminiani, Francesco (1687 - 1762) •••• •• •• .•.•••.• •• • • 
Handel, Geo rge Friedrich (1685-1759) ••••• 43, 46, 
Locke, Matthevl (c. 1630-1677 ) ....... . . ... :~ ........ . 
Monteverdi, Claudio (1567-1643) •• • • • . • •. •••.••• , . • • • 
Purcell, Henry (c. 1659-1695) .......... .. , , . ..... .. . 
Tartini, Giuseppe ( 1697-1770) ............ ......... .. 
Telemann, George Ph illipp .•..••••• • ••. • , • . . . . • 39, 40, 
Vitali, Giovanni Ba t t ista (1644-1692) •.• •• .. • . ••.• • • 
Vivaldi, Antonio (c. 1669-1741) •••••• , ••• •• •. -••••• • • 

Pre- Classic 

Bach, (C.P.E.) Kar l Philippe &nanue l ( 1714-1788) • • • • 
Bach, (J.C.) Johann Christian (1735-1 782) .. .. .. .. • 40 , 
Boccherini, Luigi (1743-1805) . • • • • • • • • • . . . • . • . • • • • 41, 
Moza r t, Leopold (1719-1787) .••••.•••••.••••.•••••••. 
Nardini , Pietro (1722 - 1793) ............... .. ...... .. 
Stamitz, Karl (1745-1801) .••.•••••••••••• • • • •••••• 44, 

Classic 

Page 

49, 51 
49 , 51 

45 
50, 53 

49 
49 

43 
48 , 50 

41 
47 
46 

48 , 49 
49 
46 

49 , 52 
44 , 48 
51, 52 

54 
41 , 53 

41 
48, 54 
49 , 54 

48 
53 

52 , 54 

Albrechtsberger, Johan n George (1736 -1809) . • .. .. • • 47, 48') 52 
Beethoven, Ludwig van (1770- 1827) 

••••••.••••..•••••••• 43, 44, 45, 47, 48 , 50 
Brunetti, Gae tano (c. 1740-c. 1800) .••••••..••••• _. 40 
Cherubini, Luig i (1760-1842) • • • • • • • • • • • • • • • • . • • • • • 54 

75 
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Classic (continued) 

D~nz i, Franz ( 17 63-1826) .•••••••••••.••••••••••••••• 
Dittersdorf, Karl von (1739-1799) .•••••••••••••••••. 
Haydn, Franz Joseph (1732-1809) 

• • . • • .. .. 39, 40, 41, 45, 46, 48, 50, 
Hummel, Johann Nepomuk (1778-1837) ..••...•••.••••.•. 
Mazas, Jacques Fereol (1782-1849) • .....•••••••••.••• 
Mozart, Wolfgang Amadeus (1756-1791) 

• .. • .. .. • 39, 40, 41, 45, 46, 48, 50, 
P1eyel Ignaz (1757-1831) • . • • • . • • • • • • • . • • . • • • • • 40, 42, 
Schubert, Franz (1797-1828) ••••••••.•..••.••••••••.• 
Spohr, Ludwig (1784-1859) •••••••••..•..••••••••.•••• 
Vanhal, Jan (1738-1813) ..•••••••••.••....••••••••••• 
Viotti, Giovanni Battista (1755-1824) ....••••••••••• 
Wesley, Charles (1757-1834) •.••••. • ••••••••••••••••• 

Romantic 

Page 

45 
50, 53 

54, 55 
50 
39 

54, 55 
44, 49 
50, 55 

41 
47 

40, 48 
54 

Be riot, Charles de • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • 42 
Dancla, Charles (1817-1907) • • • • • • . • • • • • . . • . • • • • • • • 40, 46, 53 
Dont, Jacob (1815-1888) ...•• •• .••.•.....•.•.••••.•.. 46 
Dvorak, Antonin (1841-1904) • • • • • • • • • • • . • • • • . • • . • • • 46, 47, 55 
Glazounov, Alexander (1865-1936) ••.••••...•••••••.•• 54 
Gliere, Reinhold (1875-1956) • • • • • • . • . • • . • • • • • • • • . • • • 44 
Grieg, Edvard (1843-1907) . . • • • • • • . . • • . • • • • • • • • • . • • • • 55 
Ka11iwodo, Johann Wenzel (1801-1866) •••.•••••••••••• 42 
Mendelssohn, Felix (1809-i847) • • • . • . • • • . • • • • • • • • • • • • 53, 55 
Schroeder, Hermann (1843-1909) •••.•.•••..••••••• .•.• 47 
Schumann, Robert (1810-1856) •••••••••••.••••.••••••• 53 
Smetana, Bedrich (1824-1884) •••••.••••••.••••••••••• 55 
Wieniawski, H. • • • • • • • • • • . • • • • • • • • • • . • • • • • • • • • • • • . • • • 42 

Modern 

Altvater, H. . ............................ · ..... · · . · · 
Archer, Violet ••••••••••.••••••••••••••.•••••••••••• 
Bart~k, Bila (1881-1945) .•••••••.•.••••••••••••••••. 
Beglarian, Grant ..........................•......... 
Borris, Siegfried •••••.•••••••••••••••.••••••••••••• 
Bozay, Atill~ ...............•....................... 
Donington, Robert (1907- ) ••••••••••••••••••••••• 
Fletcher, Stanley .................................. . 
Hindemith, Paul (1895-1963) • • • • • • • • . • • • • • • • • • • 45, 46, 
Honegger, Arthur (1892-1955) •••••••••••••••••••••••• 
Hununerl, Bertold (1925- ) ••••••••••.••••••••••••• 
Ives, Charles (1874-1954) ••••••••••••••••••••••••••• 
Liebennan, Fredric .............•..........•..... ·. ·. 
Nelhybel, Vaclav .............•.............. ·. · · ._. · · 
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Modern (continued) 

McDay, George Frederick (1899-
Martinu, Bohuslav 

Ralph 
(1890-1959) 

Matesky, 
Milhaud, Dauius (1912-

(1904-Phillips, Burrill 
) 

) Piston, Walter (1894-
Prokofiev, Serge •••••••.•. 
Rut, Josef 
Seter, Modecai 

) 

Shostakovich, Dimitri .••..•• 
Shifrin, Seymore ••••••••••• 
Shulman, Alan 
Stevens, Halsey 
Stone, David 
Szelenyi, 
Szeransky, 
Takahashi 

Istvan 
E. 

Tajcevic, Marko 
Toch, E. 
Villa-Lobos, Heitor 
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