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Introduction

The Music Cumiculum

The Secondary Music Curnculum Guide Resource Book 15 based on the
philosophy that music 1s an essential aspect of human existence and that
music education 1s a central part of the total education program An mtncate
relationship exists among the affective. cognitive and psychomotor
development of human beings. and through music all three domains mteract
effectively

Music as an aesthetic torm 1s an expression of human history that transcends
language oamers and reflects the life-styles. thoughts and aspirations of our
cultural hentage In today's rapidly changing society the development of
fundamental values and attitudes 1s paramount to human understanding
Music education prowides an opportunity to bnng art form to life to respond.
express. perform and create

This Music Curnculum Guide addresses itself to human growth and
development Histoncal components are combined with the technological
advances of today's society so that students become musically hterate,
technically competent and aesthencally responsive

Education m music 1s most sovereign. because more than anything
else rhithm and harmony find their way mto the secret places of

the sou!

Using the Guide

The Secondary Music Curnculum Guide Resource Book outhnes the items
the Ministry of Education has officially prescnbed as essental to the
Secondary Music Program  its philosophy. goals and learning outcomes The
Guide also includes suggestions for lesson ideas and evaluation as well as
additional resources

Plato

Music teachers in tany British Columbia secondary schools do not have
colleagues close by for consultation Therefore. 1t 1s suggested that music
teachers arrange meetings and actively seek out opportunities to meet
together to

® discuss the Curnculum Guide and resource tets

® discuss facihties. supphes and equipment

® observe classes of other music teachers

® discuss inter-school exchanges of musical performing groups

® organize workshops for professional days

® exchange ideas on possible mstrumental and vocal repertorre, rehearsal
techrigues. teaching methods. ete

® discuss evaluation procedures

!
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Developing Music Programs

The Guide 1s designed to provide flexibility in orgamaing and developing
district and or school music programs This 1s necessary becaus? of the
vanations in numbers of students taking music courses. diffenng school
faciiies and varving community. school and student needs

[.earmng outcomes and related content are outhned for the major areas of
music Band. Choral Music. Stnngs and Music Compositon Music educators
must organize the content in each area to define the depth and breadth to
which each learming outcome should be achieved at any one grade The
learning outcomes are identified in terms of student expectations at the end
of Grade 12 Thus. students should have facility in each learning outcome by
the end of music courses taken in Grade 12

In developing music programs students may be grouped in manv ways The
particular type of grouping will depend on student numbers. size and type of
facihties and the particular musical emiphasis In order to recogmize and
provide assistance to this vanety. addinonal learaing outcomes and suggested
lesson 1deas are included where appropnate For example. learning
outcomes and centent are outlined for jazz ensemble as well as band

The musical expertise and capabilines of students entering any one grade
vary extensively This vanation creates difficulties for the music teacher
teaching to a student’s needs To assist the teacher in overcorming these
difficulhes each course area 1s divided nto levels The terms used to 1dentfy
each level are Introductory. Intermediate and Senior In deaiding the levels
to be used for each student. teachers may find it useful to evaluate students
at the start of the year This could. for example. be done by holding
indwidual audiions

It 1s recommended that music students be grouped according to their musical
expenences Thus. for example. Choral Music students with music
expenences beyond the introductory level could be grouped and taught at
the ntermediate level

To assist teachers in implementing the levels in their classes sample outhnes
and related sample units are included for each level

The number of umits contained in any one outhne does not indicate the total
number that may be used in a course but rather suggests one way i w'
they may be outhned

Moreover. a single umit should not be interpreted as comprising one class
pertod In other words. it 1s not expected that ¢ach class require the
amount of time per umit because specific class needs vary significantly 1t
important to recognize that all outhines are examples of what can be
developed. thus the use of the word "SAMPLE




The Core Curriculum

The Mimistry believes that the content outhned in ths program provides the

teacher with the opportunity to extend and remforce many of the learning
outcomes in the Guide to the Core Cumculum. 1977

Further clanfication of the Minustry's position relative to Music. as a part of

the Fine Arts curnculum area. can be found i Schools Department Circular
No 18-1979 03-27 (Sce p 21R)

Prerequisites

There are no prerequisites for music courses priorto Grade 11 However. 1
15 anticipated that students will complete an appropnate Grade 11 course
pnor to enrolling in a Grade 12 course

Prescribed and Authorized Texts

A list of prescnbed and authonzed texts 1s found in the Texthook List
pubhshed annuallv by the Ministry of Education If unavailable within the
school. copies of this publication may be obtained from The Ministry of

Education. Publications Services Branch, R78 Viewfield Road. Victona.
Bntish Columbia VYA 4V

Allowance

A shareable allowance on a “once only™ basis 1s available to secondary
schools beginning a band program  School Board officials should have
mformation about this allowance I required. additional information may be
obtamed from The Mimistry of Education. Factlities Services Branch. 835
Humboldt Street. Victona. Bntish Columbia V8V 2M4

Equipment and Supplies

The Mimstry of Education. 1s presently examiming the whole question of
equipment with respect te “he revised program in the Provincial curnculum
Music Education 1s one of the specific areas under discussion




The Secondary Music Program

MUSIC 8 COURSE

This course 15 designed to aliow students to study in one or more of the
specialized areas of music Teachers should select appropnate content to
teach the learning outcomes from one or more of the course areas Band.
Choral. Stnngs Thus. a Grade 8 course could concentrate on one area of
music or Integrate two or three areas Where several classes of Music 8 are to
be taught. course content may vary to indicate different musical emphasis

BAND 9, 10, 11, 12 COURSES

Band courses should focus on teaching students skills related to woodwinds.
brass and percussion mstruments

L.earning outcomes and content are outlined for band and jazz ensembles

Sample outhnes and units are provided for both areas In addiion some
information 1s provided to assist in instructing small groups where emphasis
may be placed on winds

Regardless of the groupings or emphasis students may receive credit for only
one course i Band Music in each grade Credit 1s to be recorded as Ba 9.

Ba 10.Ball.orBal2
CHORAL MUSIC 9, 10, 11, 12 COURSES

Choral Music ceurses should focus on teaching students skills related to the
vory .e..ing outcomes and content are outlined for Choral Music and
Vocai Jazz ens. voles Sample outlines and umits are provided for both areas
In aldiuon. sor e information is provided to assist 1n instructing small groups
where emphia-~© is placed on madrigals

Regardless of the grouping or emphasis. students may receive credit for orly

one course 1 Choral Music in each grade Creditis to be recorded as Cho 9.
Cho 10. Cho 11. or Cho 12

STRINGS 9, 10, 11, 12 COURSES

Stnngs courses should focus on teaching students skills rela:d to string
mstruments Learning outcomes are outlined for Strings and Fretted
!+ aments — Guitar Sample outhnes and units are provided for both aieas

Regardless of the emphasis students may receive credit for only one course
in Strings 1n each grade Credit is to be recorded as Str 9. Str 10, Str 1 or
Str 12

MUSIC COMPOSITION 11, 12 COURSES

Music Composition courses should focus on teaching students how to
compose music These courses are pnmanly for students who wish to
spectalize in music and who intend to continue 1n a post secondary music
program

Learning outcomes and content are outhined for this area Sample outhnes
are cluded for both traditional and contemporary approaches to composing
music



The following chart summarizes music course names, abbreviations and
grade levels This information should be used when com; 'eting student
permanent record cards

Course Abbreviation Grade Level
Music Mu 8

Band Ba 9.10. 11, 12
Choral Music Cho 9,10. 11, 12
Strings Str 9,10, 11, 12
Music Composition Mu Co 11,12
Course Integration

In some cases it may be desirable to “mix and match™ from various rourse
areas For instance, Band $tudents may be joined with String students to
form an Orchestra This approach is encouraged for those schools and/or
distncts where appropri. te numbers of students are enrolled in music
courses In such cases the students playing band instruments would receive
credit for a Band course while students playing a stnnged instrument would
recewve credit for a Strings course

Locally Developed and
Extra Mural Course Options

Where the school finds it desirable to offer students the opportunity to take
more than one course in a particular course area (for example, Band) in any
one grade the locally developed opton 1s recommended Materials outlined
in this Guide, Resource Book may be used as a basis for developing such a
course if desired

If the locally developed option s, for whatever reason. undesirable. 1t is
recommended that schools use the Extra Mural Course Option

Time Allotment

It 1s recommended that 100-120 hours of instructional time be allotted for
each music course taught in order to achieve the intents of the mus:-
program
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PERFORMANCE

To perform simple melodies, rhythms

and accompaniments wth good sound

praduction and technical competency

THEORY ]

To understand and wnte basic
notations and terminology

To perform more complex techmcal
exercises and composiions wath
secure tone and intonation

To understand essential basics of
harmony and transposition

HISTORY

To identfy the different penods
in music history through histening
and discussions

To compare the styles, forms,
instrumentatiory/voicing of the
music of each era

To petform literature from vanous
penods demonstrating technical

competency and styhstc interpretaton

To understand essental basic pnnciples
of orchestration and arrangement

To understand the contnbution of
specific composers to each era

APPRECIATION

COMPOSITION

To develop perceptual awareness and To understand the form of and to

response to music

To arhculate feelings evoked by
music

To understand relanonships between
a culure or era and its music

To /Jevelop aesthetc sensivity to

a vide vanety of music

Te. value the integral role of music
I society

To value the relahonships of vanous
« 1t forms as expresstve forms

compose cadences and musical phrases

To create short pieces with identcal
and contrasting sechions

To create extended pieces through a
vanety of forms

aouanbag puv adoog




Godls for Secondary Music Programs

The purpose of music in secondary education is to provide experiences
through which students can enrich their lives by:

® developing aesthetically, intellectually and emotionally through music

® extending and transmitting their cultural hentage and that of other cultures
through music

® creating music

® understanding the relationship between music and the environment

¢ understanding music as a means of communication

® developing the skills required to understand sophisticated and complex
music

® developing an awareness of the vocational and avocational opportunities
available through music

® performing music in public

Leaming Outcomes for Secondary
Music Programs

By the end of Grade 12 the student should have attained the learning
outcomes listed below The cultural outcomes relate to music appreciation
while the technical outcomes relate to practical and theoretical knowledge

Cultural

The student should.

® develop an appreciation for musical styles and cultures

® contribute to the community's musical life

® recognize and appreciate natural and man-made sounds in the
environment

® appreciate Canadian music and be able to discuss the contributions of
various Canadian artists and composers

Technical

The student should

® acquire basic listening skills including analysis and evaluation

¢ develop reading. writing and transcnbing skills

® be able to perform in ensembles

® be able to perform music demonstrating mastery of relevant technical and
interpretive skills

® be able to perform with confidence and poise

® be able to identify the common elements in music in various contexts

® know and be able to use musical terms

1y




® develop sight reading and ear training skills

e develop the skills necessary to maintain and care for the voice or
instrument

® acquire conducting skills

® understand acoustics

Affective Development

Music has a major role to play in the affective development of students
Generally. affective learning occurs as a result of involvement in the cognitive
and psychomotor aspects of a course Affective learnings generally occur
over a much longer period of time than either cognitive or psychomotor
learnings

The following learning outcomes are of primary importance 1n all music
courses Students should be encouraged to strive to achieve them

Each learning outcome has several indicators to assist teachers in monitoring
a student’s growth in this area

Learning Outcomes Indicators
e AESTHET C DEVELOPMENT
The student should develop ® perceptual awareness
aesthetic values ® aesthetic sensitivity
e articulation of feelings evoked by
music

® awareness of relationships
between art forms

® creative ability

® value of the integral role of music

in society
e AFFECTIVE DEVELOPMENT !
The student should develop . @ self-confidence
positive attitudes towards self and e positive interpersonal
others relationships

® commitment to task
® poise and stage presence
® appropnate concert manners

=y

(
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“~Leaming Outcomes and
Content for Band

By the end of Band 12 the student should have facility in the following

Learning Outcomes

Learning Qutcomes

® TECHNICAL COMPETENCY
The student should be able to
display competency throughout
the ranges of a band nstrument

® ARTICULATION
The student should be able to
demonstrate and apply
articulation and dynamic
techmques

e THEORY
The student should be able to
understand the symbols and
technical terms of music and
cdisplay competency in their
application

Content

® refinement of embouchure

® accurate intonation

® major, mmor and chromatc
scales in varying tempi and
articulaton patterns

® arpegygios

® breath control through
diaphragmatic breathing (stick
control for percussion)

® refinement of tone qualty.
including vibrato

® alternate fingerngs and shide
posihons

® basic perc..ssion and keyboard
rudiments

® mutes

® legato. staccato and tenuto
tonguing

® lip flexibility

® attack

® release

® accents

® double and tniple tonguing

® dynamcs

® tempo indicatons

® accidentals and enharmonic tones

® syncopation

® phrasing

® balance

® simple. compound and irregular
metres

® modes

® interval study in varying
applicatons both vocally and with
the instrument

13




14

Learning Outcomes

o THEORY (continued)

e HISTORY
The student should be able to
listen to, analyze. interpret.
discuss and perform works of
representative composers

¢ FORM
The student should be able to

interpret and analyze the structure

of music

¢ COMPOSITION
The student should create short
original works for voices and or
instruments using traditionai and
contemporary composition
techniques

¢ STYLE
The student should be able to
demonstrate. interpret and
understand the style of band
literature

oy

I

Content

® chordal construction and balance
¢ transposition

¢ writing from dictaticn

® music terminology

® notation systems

® ornamentation

® Medieval
(de la Halle, Machaut)
® Renaissance
{Gabrieli, Tallis)
¢ Baroque
{J S. Bach, Handel, Vivaldi)
® Classical
(Beethoven. Haydn, Mozart)
® Romantic
(Offenbach. Tchaikovsky.
Wagner)
® Twentieth Century
{Holst, Persichetti,
Vaughan Williams)

® statement

® repetition

® contrast

® phrases

® sentences

® canzon

® suite

® prelude and fugue
® sonata-allegro
® chorale

o fanfare

® round/ canon, rondo
® binary/ ternary

® theme and variations
® free form

® concert march
e symphony

® musical theatre
o film music

® transcriptions



Learning Qutcomes

& CONDUCTING
The student sivould be able to
understand and demonstrate
conducting patterns in vanous
tempr and styles

¢ MAINTENANCE
The student should be able to
maintain a band instrument in
suitable playing condition and
perform minor adjustments

¢ INSTRUMENTATION
The student should be able to
understand and appreciate the
voicing of instrumental
ensembles

® SIGHT READING
The student should be able to
demonstrate sight reading skills
both vocally and instrumentally

¢ EAR TRAINING
The student should be able to
demonstrate skills in ear training
and aural dictation

. Content

® simple, compound and irregular
metres

® basic conducting techniques
(dynamics, cueing. etc )

® conaucting ensemble or sectional
rehea.sals through score reading
and styiistic interpretation

® cleaning of instruments

¢ oiling of wooden bores

® re-positioning and/ or
replacement of springs. screws,
felts. corks. pads

® soli, tutti/accompaniment in
various consorts

® orchestra

® symphonic. concert or military
band

& wind ensemble

® jazz ensemble

¢ rhythm patterns

® melodic line parts in umison and
in harmony

® chord progressions, cadences and
form

® appropriate dynamics, phrasing
and stylistic interpretation

® melodic and harmonic intervals

® melodic and harmonic chords

® rhythmic. melodic and harmonic
dictation

® transposition

l.‘
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Introductory Level Band —
Sample Outline -

UNIT 1
Purpose

UNIT 2
Purpose

UNIT 3
Purpose

UNIT 4
Purpose

UNIT 5
Purpose

UNIT 6
Purpose

UNIT 7
Purpose

UNIT 8
Purpose

UNITY
Purpose

UNIT 10
Purpose

To emphasize an indwvidual's responsibility through attendance,
conduct and music preparation

To introduce playing a wind instrument through demonstration
and practical application of correct body posture and embouchure
formation, both with and without the mouthpiece

To introduce correct breath control

To review Unit 1

To introduce the correct finger placement and hand position on an
instrument

To introduce the proper mechanical operation of an instrumeni
including cleaning and lubrication

To introduce concert F using sustained tones

To reinforce correct embouchure using additional sustained tones

To introduce the basics of music reading including the basic
principle of transposition on an instrument

To practise note names and fingenings as they apply to the
instrument

To play melodies and rkythm patterns in urison (octaves) using
notes within the ranges of one octave

To introduce the B-flat tuning note

To practise the B-flat major scale and arpeggio using various
rhythmic patterns

To introduce time signatures and ssmple conducting patterns'
4 32
444

To review time signatures
To introduce the chromatic scale

To play chromatic melodies

To review all previously learned matenal

’
2.

’



Introductory Level Band —
Sample Unit

(Refer to Sample Outhne Unit 2. p 16)

Purpose

To mntroduce playing a wind mstrument through demonstration and practical
application of correct body posture and embouchure formation. both with
and without the mouthpiece

To introduce correct breath control

Materials

Hand murrors
Set of mouthpieces for woodwind and brass instruments

Suggested References

Philips and Feldstem Silver Burdett Instrumental Senes. Volume | Silver
Burdett

Strategies

1

[l

6

ERIC

Aruitoxt provided by Eic:

The lesson could begin with an explanation and demonstration of correct
body posture and embouchure formation

Following this. explain and demonstrate correct breath control
Have students watch the embouchure formation carefully

While observing actions in a hand murror. students should form the
embouchure without a mouthpiece

Students could then try to blow air through the embouchure (woodwinds)
or hp-buzzes (brasses)

Next have students compare the correct embouchure pictured in the
method book wath reflections observed in the mirror

Place the mouthpiece on the student's ips (brass). or in the student's
mouth (clannet. oboe. bassoon and saxophone) and help form an
embouchure

Students should then try to repeat Step 4 without assistance

While watching in a hand marror. students should blow through the
mouthpiece or lip-buzzes. trying to sustain the pitch withut changing
embouchure No tonguing should be used in the inmial stages

Introduce the whole note and whole rest

Have students play an exercise using whole notes and whole rests

-

A
-

R
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Assignment

1 Practise correct breath control
2 Practise forming the embouchure 1n front of a mirror at home Practice
should include sustaining a pitch with and without the mouthpiece




Intermediate [_evel Band —
Sample Outline

UNIT 1
Purpose

UNIT 2

Purpose

UNIT 3
Purpose

UNIT 4
Purpose

UNIT 5
Purpose

UNIT &
Purpose

UNIT 7
Purpose

UNIT &
Purpose

UNIT 9
Purpose

UNIT 10
Purpose

To review the correct method of breathing for wind instruments
and perform suitable preces using long phrases

To review notation, time signatures and conducting patterns
To review the B-flat major scale

To practse the E-flat and I major scales and related minor scales

To mtroduce the enharmonic naming of notes

To practise the G. C and D-flat major scales and the D) and
A munor scales

To introduce the basics of tuming, including matching tones and
hstening for “beats

To practise and conduct studies in gandg time signatures

To introduce construction of mayor triads

T:s play rhythmic patterns in tnadic harmonies using notes within a
practical range

To practise selected articulation (legato, staccato. tenuto)

To practise dynamic techmques

To practise phrasing within a melodic contour

To introduce homophony and polyphony

To identify the form and style of concert march, overture and suite

To play selected compositions reinforcing the above forms and
styles

To ntroduce the mstrumentation of the syumphonic orchestra.
symphonic band. concert band or military band

To review all previously learned matenal




Intermediate Level Band —
Sample Unit

(Refer to Sample Quthne Unit 1. p 19)

Purpose

To review the correct method of breathing for wind nstruments and perform
suitable pieces using long phrases

Materials

Thin sheets of paper

Suggested References

Buehlman & Whitcomb Sessions in Sound Part 3 Hentage
Farkas. Philip The Arnt of Brass Playing Wind Music

Strategies

The use of a suitable selection such as Farkas's The Art of Brass Playing 1s
recommended to demonstrate the following strategies.

1 Begin by explaining the necessity of proper diaphragmatic breathing and
support
Ask students to try to stand with hands at side. to bend over, fill lungs to
capacity and then hiss th.e air out slowly

3 Next have students try placing the hands behind the head with elbows
pointing out Ask students to inhale suddenly — exhale slowly Repeat
NOTE Watch for signs of hyper-ventilation.

(g™

4 Suggest that students stand and think of their lungs as balloons. Instruct
them to fill up the bottom of the balloons Ask students to hold for an
instant, think of the note they are to play. aim and then release

5 It1s suggested that students, working in pairs. open the mouth and
throat wide Instruct students to watch each other closely while inhahng.
Exhale

6 Next. have students take a deep breath through the mouth and then
exhale slowly through the hps (15-20 seconds)

7 Students could take a deep breath and blow a small stream of air against
the palm of the hand A stream of cold air suggests inadequate support.
A warm air stream usually means good support. To obtain a warm air
stream, advise students to think of blowing on glasses when cleaning
them.

8 Have students place a small thin sheet of paper against the middle of the
music stand and practise blowing air through the lips towards the paper
See how long constant air pressure can be maintained




9 Ask students to try whistling or singing la and have them try to sustain
the tone as long as possible

10 Perform suitable selections reviewing all techniques discussed

Assignment

1 Practise proper diaphragmatic breathing throughout the day
2 Swim often — especially underwater




Senior Level Band —-
Sample Outline

UNIT 1
Purpose: To review the B-flat, D-flat and F major scales and arpeggios
(two octaves where applicable) and related minor scales.

To apply the following rhythm and articulation patterns to scales,
studies and pieces:

4
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UNIT 2
Purpose: To review the A-flat, D-flat and C mayor scales. arpeggios and
related minor scales.

To apply the following rhythm and articulation patterns to scales,
studies and pieces:

s

‘. a\ J ‘u JN o lI

UNIT 3
Purpose: To review the G-flat and B major scales, arpeggios and related
minor scales.

To apply the following rhythms and articulation patterns to scales,
studies and pieces:

4JaJJTJT :
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4
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UNIT 4
Purpose: To review the E and A major scales, arpeggios and related minor
scales

To apply the following rhythms and articulation patterns to scales,
studies and pieces

UNIT 5
Purpose To review the D and G major scales, arpeggios and related minor
scales
To apply the following scale rhythms and articulation patterns to
scales, sti.dies and pieces.
4 - ® o. 0 o. 0 o. 0"
4 0. 0 o o o o
—r - ~— -
2 ﬁ H .
4 o o L L L o ° I
2 ﬁ L] .
. q4 ® o o o o : I
2 —/ - -
q e o ' 4 4 '
N . - .
q4 = f-J 'I
4 o e. . o @
~ N T
4 == - . I
4 © 0. ¢ o o o-. 0 o
— N
UNIT6
Purpose  To study and perform Medieval and Renatssance instrumental
hterature

23
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UNIT 7
Purpose To study and perform Baroque instrumental literature.

UNIT 8

Purpose: To study and perform Classical instrumental literature
UNIT 9

Purpose. To study and perform Romantic instrumental literature.

UNIT 10
Purpose To study anrd perform Twentieth Century instrumental hterature
including cor.cernporary idioms

To study end perform suitable Canadian instrumental literature.

S



Senior [evel Band —
Sample Unit
{ Refe; to Sample Qutiine Unit 1. p 22)

Purpose

To review the B-flat, D-flat and F major scales and arpeggios
(two octaves where applicable) and related minor scales.

To apply the following rhythm and articulation patterns to scales. studies and

pieces
3 e cedee e d|
'R

Suggested References

Fussell. Raymond C Exercises for Ensemble Dnll Belwin-Mills
Ployhar, James D | Recommend Belwin-Mills

Strategies

1 The teacher could begin by explaining the necessity for proper warm-up
(body and instrument)

2 Check proper finger, hand, arm and embouchure positions.

3 A discussion of position and action of the tongue. demonstrating legato
and staccato articulation, would be beneficial to students’ understanding.

4 Have students sing the first five notes of a scale using hah sustaining the
hth Students should note that diaphragm intensity (<. ) must increase in
order to sustain pitch or the sound will become frail and dnp off the bell
to the floor

5 Play the first five notes of the scale on the instrument with tah tonguing
moving from the voice to the instrument Suitable matenals can be {ound
in Exercises for Ensemble Dnll, pp. 14-17
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Leaming Outcomes
and Content for Band
Emphasizing Jazz

By the end of the BAND 12 emphasizing Jazz. the student should have
facihty in the following Learning Outcomes.

Leaming Outcomes

¢ TECHNICAL COMPETENCY
The student should be able to
display competency throughout
the range of an instrument

o ARTICULATION
The student should be able to
understand and apply vocal and
instrumental articulation and
inflection techniques

—

i

Content

o refinement of embouchure

® accurate intonation

® arpeggios

® competency in all arpeggios

® breath control

¢ refinement of tone quality.
including vibrato

® alternate fingerings and slide
positions

¢ whole tone scales

® blues scales

® legato tonguing

® staccato

@ tenuto

o lip flexibility

® attack

® accents

® release

® double and triple tonguing

® interval study in varying
applications

® short and long fall-off or spill

® bend

® plop

¢ doit

o flip

® ornamentation

® breath accents

® rolled eighth notes

® cut-off

® vibrato

® glissando

® smear

e lip till

o flutter tonguing



Learning Qutcomes

e THEORY
The student should be able to
understand the symbols. technical
terms of music. aural skills and
display competency in their
apphcation

e HISTORY
The student should be able to
Iisten to. analyze. interpret.
discuss and perform works of
representatve composers and
performers of jazz hterature

¢ FORM
The student should be able to
interpret and analyze the structure
of mustc

e STYLE
The student should be able to
interpret and analyze Twentieth
Century music

Content

® dynamics

® tempo indications

® accidentals and enharmonic tones

® syncopation

® phrasing

® balance

® simple. compound and irregular
metres

® modes

® chordal construction and balance

® transposition

® wnting from dictaton

® )azz terminology

® Count Basie

® Ron Coltier

® Gordon Delamont
¢ Duke Ellington

® Maynard Ferguson
® Herbie Hancock

¢ Woody Herman

® [es Hooper

® Quincy Jones

® Thad Jones

® Stan Kenton

® [an MacDougall

¢ Henry Mancini

® Chuck Mangione
® Rob McConnell

® Glenn Miller

® Sammy Nestico

® Phil Nimmons

® Oscar Peterson

® Buddy Rich

® statement
® repetiton
@ contrast
® phrases
® sentences

® blues

® jazz

® swing

® Dixieland

27




Learning Outcomes

¢ ORCHESTRATION
The student should be able to
orchestrate simple compositions
for jazz ensembles

o CONDUCTING
The student should be able to
understand and demonstrate
conducting patterns in various
tempi and styles

o MAINTENANCE
The student should be able to
maintain an instrument in suitable
playing condition and perform
minor adjustments

o INSTRUMENTATION
The student should be able to
understand and appreciate the
voicing of instrumental
ensembles

e COMPOSITION
The student should create short
onginal works for voices and or
instruments using traditional and
contemporary composition
techmques

28
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Content

® jazz rock

® be-bop

® cool

® avant garde
¢ fusion

e Latin

® voicing (umson and doubling)

® types of mutes

@ electronic techniques
(reverberations, synthesized
sound. etc.)

® improvisation

® chord progressions and substitutions

® chord inversions

® passing tones

® transposition

® voicing combinations

¢ simple, compound and irregular
metres

® basic conducting techniques
(dynamics, cueing. etc )

e conducting ensemble rehearsals
through score reading and stylistic
interpretation

® cleaning of instruments

e oilirg of wooden bores

® re-positioning and/or replacement
of springs, screws, felts, corks,

pads

® wind ensemble
® jazz ensemble
® combo

® round/canon

® binary/ternary

® ballad

® theme and vanations
o free form



Leaming Outcomes

o IMPROVISATION
The student should be able to
demonstrate competency and
interpretation through solo
performance

o SIGHT READING
The student should be able to
demonstrate sight reading skills

® EAR TRAINING
The student should be able to
demonstrate skills in ear training
and aural dictation

g —

Centent

® improvised solos

® scat singing

® 32-bar chord progression using
rhythmic variation, rests,
sequence of patterns and
repetition

® rhythnuc patterns

® melodic hine parts in unison and
in harmony

® chord progressions. cadences and
form

® melodic and harmonic intervals

® melodic and harmonic chords

® rhythmic, melodic and
harmonic dictation

® fransposition
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Introductory Level Jazz
Ensemble — Sample Outline

UNIT 1
Purpose

UNIT 2
Purpose

UNIT 3
Purpose

UNIT 4
Purpose

UNIT 5
Purpose

UNIT 6
Purpose

UNIT 7
Purpose

To develop a positive feeling towards Jazz Ensemble.

To introduce the basic difference between instrumentation and
playing style in Band as compared with Jazz Ensemble.

To introduce the historical development and terminology (pyramid
concept, fiips and glissandos) for Jazz Ensemble

To differentiate stylistic changes in jazz (blues, swing era, be-bop.
cool and jazz-rock).

To apply jazz tonguing to phrasing.

To apply legato and staccato tonguing to compositions.
To define, discuss and listen to different jazz styles.

To introduce the major and minor triads

To improvise on & basic 8-bar chordal sequence beginning in the
minor and ending on a major triad. —_ e

To compare the regularly accented eighthnotes d o o ¢ o ¢ o o
in concert band literature and the irregularly accented

eighthnotes e o e o o ¢ o o injazz swing literature.

NOTE. "Joshua Fit the Battle of Jericho™ arranged by Gerald
Sebesky is suggested for this unit

To develop a vocabulary of jazz riffs

To introduce, play and improvise blues in a 12-bar form using/, IV
and V chords.

To apply articulations emphasizing heavy accent and staccato
tonguing.

To rehearse and play the 7th. 9th and 13th chords using the
following syncopation patterns

4 o ¢ o o o

:Joo\dczll

A
To apply heavy vertical accent (r ) to scales and rock
compositions

36




UNIT 8
Purpose

UNIT9
Purpose

UNIT 10
Purpose

To review legato and staccato tonguing in several keys using
dynamic levels from pp to ff

To rehearse intervals (umison to Yth) using vanous rhythm patterns
and articulations

To introduce chromatic scales using various rhythm patterns and
articulations

To prepare for development of a set of Liks (motfs) in different
keys (major. minor and chromatic)

To rehearse a 2-bar rhythm pattern based upon major scales

To review all previously learned matenal

31
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Introductory Level Jazz
Ensemble — Sample Unit

"(Refer to Sample Outline Unit 1. p 30)

Purpose

To develop a positive feeling towards Jazz Ensemble.

To introduce the basic difference between instrurnentation and playing style
in Band as compared with Jazz Ensemble.

Suggested Seating Arrangements

teacher

Ve N
\ X :] ( [::] X 0—-‘— teacher

OR
\ 7™ thythm \ / -
N o /\ N __ \
band rhythm band

Suggested References

Sebesky Elementary Stage Band Book. Studio P/R.
Nestico Sammy Nestico Jazz/Rock Ensemble Book Studio P/R.

Strategies .

1 It1s suggested that, before playing, the teacher vocally demonstrate the
difference between the tonguing used in Band and the tonguing found in
Jazz Ensemble

Band




Jazz Ensemble

du bah  du bah  du bah du  bah  doo

2 Next. a warm-up using the smooth doo (doot) tonguing and the short dit
(dut) attack on the B-flat major scale could be attempted

3 Following this. explain the formation of I and V, chords in B-flat major.

4 Demonstrate chord progression V.- It is important that students hear the
chord change

5 Practise the V.-I chord progression

6 Apply the smooth doo (doot) and dit (dut) tonguing to harmonic
warm-up exercises

NOTE "'Reuben and Rachel Swing™ is an appropriate exercise
Additonal exercises can be found in Sessions in Sound, Part 2

Rehearse jazz compositions applying the above techniques




Intermediate Level Jazz
Ensemble — Sample Outline

UNIT 1

Purpose. To study basic rock rhythms.
Articulation should emphasize quarter and straight eighth notes.
using a clean doot tonguing. e g.,

O A
4

doot doot doot doot

4 - .
HE y ) :
doot
UNIT 2

Purpose. To practise syncopaton and accents found in practising rock
compositions. ¢ g .

4 7 |
!

accented heavy vertical
syncopation accent (A)
played short

A A
4 S T
P E )

S S

UNIT 3
Purpose. To practise smooth tonguing and phrasing found in slow ballads,
eg.
—
47 e r oy
4
doo doo doo doo
UNIT 4

Purpose To introduce articulations and inflections
NOTE See pp 54-55

UNIT 5
Purpose To demonstrate articulations used in Latin style stressing accents

and rhythmic combinations. e g .

oed deo oo
== >

4 o6dooeds
= = >




UNIT 6

Purpose

UNIT 7
Purpose

UNIT 8
Purpose

UNIT 9

Purpose

UNIT 10
Purpose

——

To introdiice and practise the rolled eighth note and the
articulahon used in swing style. ¢ g .

written played
SEERR— 1 »
e ¢ d o : ¢ o o o

doo  bah  doo  bah

To practise suncopanhon and art:culahons found in swing style
To hsten to jazz selections and discuss the ongins of jazz

To practise jazz improvisation

To improvise using the ensemble as a chordal background

To review all previously learned matenal

NOTE A suitable reference is Hal Sherman's Techmiques and
Mectenals for Stage Band

4
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Intermediate Level Jazz
Ensemble — Sample Unit

(Refer to Sample Outline Unit 1. p 34)

Purpose

To study basic rock rhythms. Articulation should emphasize quarter and
straight eighth notes, using clean doot tonguing. ¢ g,

— T T
AN

doot doot doot doot

4 y .
4 g - |
Suggested References

Sebesky Intermediate Stage Band Book Studio PR
Laporta Developing the School Jazz Ensemble Berklee Press

Haerle Scales for Jazz Improuisation Studio P.R

Strategies

NOTE. Atrticulations should be used dunng warm-ups.

1 Warm up on all ascending and descending major scales using whole
notes, half notes and articulatons

2 Reviewing doot tonguing, play a major scale in quarter notes
NOTE Exercises for Ensemble Dnll, p 40, #25-28 are suitable

3 As used in rock music, review straight eighth notes (doo and doot)
NOTE. Exercises for Ensemble Drill, p 40, #7-24 are suitable

4 Apply the I and V, chords of a major scale to several exercises

5 Play recordings emphasizing the quarter and straight eighth note
articulations

6 Using rock eighth notes, introduce and practise fast rock pieces

7 Record the ensemble Play and discuss the recordings

8 Review all previously learned matenal




Senior Level Jazz Ensemble
— Sample Outline

UNIT 1
Purpose

UNIT 2
Purpose

UNIT 3
Purpose
UNIT 4
Purpose

UNIT 5
Purpose

UNIT 6
Pumpose

To review the [ and V. chord progressions Review smooth
tonguing (doo) and the short attack (dit) using appropnate
exercises

To ntroduce the chord progressions of .. VIm_, lIm. using jazz
articulations

To introduce and practise altered chords

To review and extend further chord progressions applying
dynamics

To practise all chords denved from scales found in Latin music

To review al! articulation techniques and previously learned
matenal
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Senior Level Jazz Ensemble
— Sample Unit

(Refer to Sample Outline Unit 2, p. 37)

Purpose
To introduce the chord progressions of I, VIm, and lim, using jazz
articulations.

Suggested Seating Plan

Trumpets (standing) Riser 3

Rhythm
Riser 1 Trombones Riser 2
Saxes Riser 1

Suggested References

Laporta. Developing Sight Reading Skills in the Jazz Idiom Berklee Press.
Laporta. A Guide to Jazz Phrasing and Interpretation. Berklee Press.
Wiskirchen Developmental Technique for the Jazz Musician. Berklee Press.

Strategies

1 An explanation and demonstration of the use of the short, heavy attack
(dot) in Jazz Ensemble could openr the lesson.

2 Next, students could apply the short, heavy attack by singing the
given example while tapping four counts with the right hand. Following
this, have students play the same selection on their instruments.

3 Apply legato tonguing (doo) and the short heavy attack to melodic
exercises using the I chord of C major.

4 Appiy the same techniques to examples using the VIm, and lim, chords in
C major

5 The introduction for the use of wibrato to the trumpet, sax and trombone
sections would be appropriate at this point Each section should practise
exeraises in which vibrato may be applied

articulations to play numerous exercises

iy 6 The entire Jazz Ensemble can now use all previously described
|
\




Intermediate Level
Emphasizing Winds —
Sample Outline

Where there are small numbers of students n a band program and it 1s
desirable to emphasize Winds. the following sample outlines and units may
be useful

UNIT 1
Purpose  To introduce the origins of wind instruments using shdes. photos,
recordings or poetry

To discuss the culture of the pre-Chnstian Greek and Roman eras

To play Greek tetrachords reviewing good tone and correct
breathing techniques

To introduce and play organum using correct intonation

To introduce ecclesiastic modes

UNIT 2

Purpose To review organum
To introduce the insirtumental Medieval music
To discuss the culture of Medieval Europe

To discuss and play pieces using Medieval forms and six Medieval
rhythmic modes

UNIT 3

Purpose To introduce echo brass music. e g . Gabnel
To discuss the culture of early Renaissance Europe

To discuss and play pieces studying the form and perfecting tone
and breathing. e g . Dufay. Binchois

UNIT 4
Purpose To introduce late Renaissance and early Baroque instrumental
music. e g . Byrd, Farnaby. Tallis. Bull

To discuss the culture of England during the late Renaissance and
early Baroque

To discuss Renaissance wind mstruments

UNIT 5
Purpose To introduce instrumental music of the Baroque. ¢ g . Frescobald,
Vitali. Scheidt. Schein

To discuss the culture of Italy and Germany dunng the Baroque

To introduce the instrumental form and ornamentation of the
music of the Baroque

To play appropnate selections

39




UNIT 6
Purpose

UNIT 7
Purpose

UNIT 8
Purpose

UNIT Y
Prirpose

UNIT 10
Purpose

To introduce wind ensemble music of the Baroque. e g . Bach.
Handel. Telemann. Coupenn

To review the culture of Germany and France during the Baroque.
To review and extend Baroque ornamentation.

To play appropnate selections

To contrast the ensemble and symphonic forms of the Classical era

To study wind divertment from the Classical era. e g . Mozart.
Hawdn

To attend concerts and - or hsten to suitable recordings of these
divertimenti

To contrast ensemble and symphonic forms from the Romantic era

To study ensemble music from the Romantic era. € g . Schubert,
Mendelssohn

To play appropnate selections refining tone quaiity

To study ensemble music at the turn of the Twentieth Century.
e g. Bruckner. Wagner

To introduce the culture of Austna and Germany at the turn of
the Twentieth Century

To play appropnate selections refining breath control

To introduce wind ensemble music from the Twentieth Century

To study and perform appropriate works. ¢ g . Holst. Gould.
Bartok. Nelhybel

To discuss Western culture and 1its influence on compositions




Intermediate Level
Emphasizing Winds —
Sample Unit 1

(Refer to Sample Outhne Unit 1, p 39)

Purpose

To introduce the ongins of wind nstruments using slides. photos, recordings
or poetry

To discuss the culture of the pre-Chnstian Greek and Roman eras

To play Greek tetrachords reviewing good tone and correct breathing
techniques

To introduce and play organum using correct intonation

To introduce ecclesiastic modes

Materials

Tape recorder and slide projector

Stiggested References
History of Music In Sound, Ancient and Oriental RCA Victor LM6057
Buchner, A Musical Instruments Through the Ages Batchworth, 1961

Sendry, A Music in the Social and Religious Life of Antiquity Fairleigh
Dickinson, 1974

Dover, P Poetry An Anthology For High Schools Holt, Rinehart and
Winston, 1964

Strategies

1 An explanation of the wind concepts of early Greek music would be an
interesting begqinning

2 A discussion of the Greek aulo< using photographs could follow
3 The wind concepts of early Roman music could be explained next

4 Discuss the horn using photographs

4]
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5 Have students play Greek tetrachords reviewing the concepts of good
tone, correct intonation and proper breath support (present day

notation)
Greek diatonic y P
R i d Qi_'.\'o\ -
Greek chromatic 0,* ~ T - :H
fo fo o~
Greek enharmonic o/d“\*: e . H
" - ———
o Jo o
*
£ quurtertone (lipup 1 5

Extend tetrachords (conmyunct and disjunct)

7 Introducing a cantus firmus 1n the Donan (ecclesiastic) mode. have the
students improvise parallel organum 1n unison. fourths. and octaves using
proper breath support and embouchure (e g . especially octaves)

Assignment

Ask students to write a first species cantus firmus for their instrument in an
ecclesiastic mode




Intermediate Level
Emphasizing Winds —
Sample Unit 2

(Refer to Sample Qutline Unit 2. p 39)

Purpose

To review organum

To introduce Medieval mstrumental music
To discuss the culture of Medieval Europe

To discuss and play preces using Medieval forms and six. Medieval rhythmic
modes

Materials

Tape recorder and shde projector

Suggested References

Gregonan Chant and Medieval instrumental forms from History of Music In
Sound. Ancient and Onental RCA Victor LM 6057

Chant Gregonan Ace of Dhlamonds SDDR185
Janson. H W Kev Monuments of the History of An Prentice-Hall, 1960
Machaut. G Agnus Der Studio P R

Strategies

I' Have the students play a first species cantus firmus (Unit 1 assignment)
using correct embouchure and breath support

2 Introduce the form of the Mass

3 Following this. introduce the secular instrumental forms which grew out of
the Mass

4 Play wind preces wnitten in the form of caccia. round and canon

> The instrumental music of the Medieval Peniod. ¢ g . Machaut. Dufay,
Binchas could be mtroduced at this point

6 Discuss the culture of France dunng the Fourteenth and Fifteenth
Centunes

~1

A discusston of - ars nova™ and its influence upon wind instrument
iterature would be useful to students

S Introduce and play melodies in the six Medieval rthethmie modes

9 Study and pertorm music of the above composers
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Assignment

Ask students to comr 3se a caccia for brass or woodwind duet using Medieval
rhythmic modes and perfect intervals

vhrt




Senior Level Emphasizing
Winds — Sample Outline

UNIT |
Purpose

UNIT 2
Purpose

UNIT 3
Purpose

UNIT 4
Purpose

UNIT 5
Purpose

UNIT b
Purpow

UNIT 7
Purp« e

UNIT X
Purpose

ERIC

Aruitoxt provided by Eic:

To review correct embouchure and breath support using suitable
Medieval and early Renaissance hiterature

To mtroduce mensuial. square and coloured notaton. proportion.
and C clef from the Medieval era

To study and perform representative Itahan Renaissance wind
lterature

To review echo brass

To mtroduce and study instrumental hiterature wntten i the forms
of canzone and capriccio

To study and perform representatve Renassance wind in the form
of solos, duets. thos and quartets

To mvite an expenenced instrumental ensemble to perform this
Iiterature at your school

To study and perform Baroque wind hterature
To study the forms of suite. chorale. ncercar. prelude and fugue

To refine double and tniple tonguing

To study and extend the use of Baroque ornamentation and apply
it to the literature of this era

To histen to chamber concerts, ¢ g . CBC Radio, Television

To study and perform classical wind pieces
To study the forms of sonata. theme and vanatons

To participate in music festvals

To study and perform Romantic wind preces
[0 study the form of fanfare

I perform a fanfere for a school assembly

To study and extend the stules of chromatic and whole tone writing
in wind lterature

lo study the dissolution of tonality

To plav suitable works emphasizaing chromatcism and
mpressionism

——
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UNIT 9
Purpose  To study and perform representatve Twentieth Century wind
hterature

Exchange and perform with another wind ensemble

UNIT 10
Purpose  To study and perform representative wind pieces 1n the Jazz idiom

To compile and perform a well balanced program of wind
literature

o




Senior Level Emphasizing
Winds — Sample Unit 1

{Refer to Sample OQuthne Unit 1. p 45)

Purpose

To review correct embouchure and breath support using suitable Medieval
and early Renaissance literature

To introduce mensural. square and coloured notation, proportions. and C
clef from the Medieval era

Materials

Tape recorder

Suggested References
Chant Gregonan Ace of Diamonds SDD2183

History of Music in Sound. Ancient and Onental. Renaissance RCA Victor
LM 6053 .

Apel. W The Notation of Polyphonic Music 900-1600 Medieval Academy of
Amenca. 196}

Refer to pp 56-70

Strategies

1 Have students review and play cantus firmus, parallel, free and melismatic
organum. and perfect intervals in ecclesiasic modes paying partcular
attention to correct embouchure and breath support

2 Next. guide students in reviewing and playing rhythms from the six
Medieval rhythmic modes using correct articulation

3 Introduce a survey of Meciieval notation A suitable piece may be found in
W Apel's The Notation o Polyphonic Music 995-1600

4 Transcnbe and play a piece for wind instruments Suitable examples are
Dufay's “Quel fronte signornlle” and ““Ave regina’’ from Apel's The
Notation of Polyphonic Music

[S2]

Students could study and perform music from the Renaissance Sutable
examples are Farnaby s “'Fancies, Toyes and Dreams and “Fayne
Would | Wedd' . Des Pres” “Tulerunt Dominum™ or Stephanis’ ~The
Cuckoo from Bonta™

Assignment

To study and perform an ensemble from the Renarssance
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Senior Level Emphasizing
Winds — Sample Unit 2

(Refer to Sample Outline Unit 2. p 45)

Purpose
To study and perform representative Italian Renaissance wind literature

To rewiew echo brass

To introduce and study instrumental literature written in the forms of canzone
and capriccio.

Materials

Tape recorders

Suggested References
History of Music In Sound, Renaissance RCA Victor LM6(058
Refer to pp 56-60

Strategies

The form of canzone could be discussed and studied

2 Next. play and discuss several "Canzoni' as they apply to echo brass
music, e.g . Gabrieli's “"Echo Brass™

3 Using a suitable example such as Gabrieli's Canzone “"Sol sol la fa mi’
from Bonta's Renaissance Music for Brass Choir, study and perform
canzone

4 Play and discuss the form of capriccio

5 Study and perform a capniccio A suitable example 1s Vitali's “Capnccio™

Assignment

Ask students fo make up a list of canzom and capnccios written by other
Baroque composer;
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Aruitoxt provided by Eic:

Suggested Seating Plans
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Suggested Seating Plans (continued)

JAZZ ENSEMBLE
Trumpets
4 2 1 3 5
Bass 3
Drums 2
Drrector Trombones
Guntar 1
N 4
v
| 3] [2] [1] [e] [5
Saxophones
{ \1,00 ] Drums || Bass
Q Guitar

1

Saxophones




Drums

< f ton
® / [
N
N
NS
\)\\o

nser)

Trumpets (standing)

Riser
2 l 3 41 —12

L=

. Trombones (seated)
/\ . o Riser
N 2| (1] [3] [a]] 25
&

\\ / Saxes (scated on floor)
Q\b

i [ile@s

.

NOTE  For best results. it 1s advisable to

® Keep the rhythm section. including amplifiers as close together as possible
® Keep the entire ensemble close together

® Insist that the trumpets stand at aj! tmes

® Use nsers 1 available

® Contain drums within the band as much as possible
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Jazz Ensemble Articulations

> HORIZONTAL ACCENT
o F — Hold for full value ""Doot”
=T " tonguing

\ VERTICAL ACCENT

#  Hold less than full value
Ceei-Zo. Dot tonguing

N HEAVY ACCENT
__® _ Shortas possible “Dit”
——t+—— = tonguing

P STACCATO
=== Short — not heavy

“Daht” tonguing

LEGATO TONGUE
Hold full value *Doo”™
tonguing

THE SHAKE

-— A vanation of the tone
upwards — much like a
tnll

LLIP TRILL
Similar to shake but slower
and with more lip control

" WIDE LIP TRILL
Same as above except
slower and with wader
interval

THE FLIP

Sound note. raise pitch.
drop into following note
{done wath lip on brass)

A

THE PLOP
f‘; A rapid shide down
'::_& harmonic or diatonic scale
I before sounding note

- gt~ THE SMEAR

~=—== Shde into note from below
and reach correct pitch just
before next note Do not
rob preceding note

) THEDOIT

-—-J— - Sound note then gliss

———— upwards from one to five
steps

__+ DU

— - False or muffled tone

o]
S WAH

Full tone — not muffled

SHORT GLISS UP
Shde into note from below
(usually one to three steps)

- LONG GLISS UP
Same as above except
longer entrance

SHORT GLISS DOWN
The reverse of the short
gliss up

i - LONG GLISS DOWN
The reverse of long ghss
up




e SHORT LIFT
“2r2 . Enter note via chromanc
or diatonic scale beginning
about a third below

- LONG LIFT
<o Same as above except
longer entrance

., SHORT SPILL

R Rapid diatonic or
chromatic drop The
reverse of the short hft

] LONG SPILL
S % Same as above except
longer exit

X INDEFINITE SOUND
L. Deadened tone —
indefimite pitch

NOTE No indmidual notes are heard when executing a ghss
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Sample Brass Repertoire

Composer

Bd( h ' S
Bach J S
Bach | S
Bd(‘h 4' S
Banchien A
[.;dn()k }3

Boehm

Bonta S an

Bore )Vlskl. -
Brana, H

Bruchner A

Byrd, W
Buerd W
Byrd W
Cherubim L
Delamont, G
de Lasso O

Delone P
Dillon R M

Ihishinger R Can

Title

Capnccio

Fantaste

In Thee s Gladness
Sonata InC

Lcho Funtaste
Dance of the Slovaks

Presto

Renaissunce Music for
Brass Chaar

A Mormng Song
A La Mode

Praver and Alleluta

Alman

Piece for Brass

The Farle of Oxford s
Muarch

Laght Marches

Moderate and Blues

O Bone Jesu

Introduction and Capriccio

Muarch and Chorale

Harah Nagrah

Instrumentation

Southern. 2 I'pts . F Hn .
Tmb. (Tuba)

Artransa. 2 Tpts . F Hn .
Tmb. (Tuba)

Concordia. 2 Tpts .
FHn Bar Hn . Tmb .
{Tuba)

StudioP R 2 Tpts
Chester. 2 Tpts . 2 Tmbs
StudioP R . Tpt . F Hn
Tmb

StudioP R . Tpt . F Hn |
Tmb

(Des Pres. Maschera
Gabneh. Stephani)

S Schirmer 4 Tpts .

2F Hn .4 Tmbs (Tuba)
Boosey. 2 I'pts . F Hn |
Tmb

General. 2 Tpts . F Hn .
Tmb. Tuba

Southern. 2 Tpts .
2Tmbs  (Tuba & Timp
opt )

StudioP R . Tpt . F Hn .
Tmb

StudioP R . Tpt . F Hn .
2 Tmbs

Chester. 4 Tpts  F Hn
4 Tmbs . (Tuba)

Mills. 2 Tpts . 3F Hn .

1 Tmb .
Kendor, 2 Tpts F Hn |
2 Tmbs, (Tuba)
StudioP R .2 Tpts

2 Tmbs

Shawnee 2 Tpts
Boosev & Hawkes
4Tpts ord3Tpts &
Tmb

StudioP R Tpt F Hin
2 I'mbs




Composer
Dufay, G
Farnaby O
Frank M S
Froscobaldr, G
Gabneh G
Gabrnieh
Gervaise C
Gould M

Gounod O}

Gnllo G
Guamy

Guam (G
Haddad D

Handel G F
Handel G F

Hassler H L
Hassler H L

Havdn |

Horowty ]
lveson | arr
Kimmberger |
Kuhnau |
Lamb M

Fvon M
Machaut

Maurer |

Title

Agnius Den

Favne Would ! Wedd
Caontrasts

Cansona

Canzona 4
Straphoniae Sucrae
”lh’(’ D(m(‘(’\
Columbian Fanfares

Muarche Romame

Crnonza Quutra
[ al.uchesna

I'wo Canzom 24 & 29

Juse Ftude

Sonata i C Mo
Suite for Brass Tno

Aygnus De
Glona
Allegretto,

I'hree Chnstian Carols
Brass Polka

Frere Jacques
Gavotte

:\ll«'gm for Brass
Praine Sunte

Sutte for Four Brass Inst
Agnius e

Throe Puces

Instrumentation

Studio PR Tpt

2 Tmbs

Studo PR Ipt F Hn,
Timb

Bourne 3 Tpts |

2F Hns 2 I'mbs (Tuba)
Studio PR I'pt  F Hn
2 Tmbs

Chester 2 Tpts . 2 Tinbs
Rubank. 4 Tpts 4 Tmbs
Chester, 2 Tpts 2 Timbs
Famb

G & C Musie, 3Tpts

3 Tmbs  (Tuba)

Belwm 3 I'pts 2 Tmbs
Tuba

Rubank. 4 Tpts . 4 Timbs
Southem Double Brass
Quartet

Rubank 4 Tnt« 4 Tmbs
Southern 2 Tpts . F Hin
Tuba (B Tinb)

Studo PR 2 I'pts

Pro Art. Tpt | Hn

I'mb

Studo PR I'pt F Hn
2 Tmbs

StudioP R I'pt . F Hn
2 Tmbs

Studio P R Tpt

2 Tmbs

G Schnmer

Chester, Tpt . F Hn
Tmb  (Tuba)

Chester. 2 I'pts 2 T'mbs
1Tuba)

Studio P R Ipt F Hn
2 I'mbs

StudioP R 2 Ipis

2 Timbs

Shawnee 2 I'pts F Hn
I'mb (Tuba)

Shawnee 4 Tmbs
Studio PR Tpe | Hn

2 Tmbs

Mentor 2 0pts | Hn
Jmbs o luba)




Composer

Mendelssohn, F
Muosskowskl. M

Mozart. W A
Nelhebel V
Palestnna, G
Palestnna G
Passereau
Peuerl P
Poghett
Schewdt S
Sthein 1T H

Seeger € )

Shelly R W oaer

Felemann G
Telemann G

Uler D

(!d thl(md l (W

Vitah G B

Wemberger

Title

Farantella
Spanish Dance No 4

Allelua

Theme & Vanations
Laudate Donunum
Motet

11 Est Bel £t Bon
Four Dances
Kicercare

Battle Suite
Centone No 7
Toccata for Brass

Dech the Halls

Sonata In G
Suite in A Mneur
Christmas In Brass

Sinfonar La Bergamasca™

(Capnecio

Concento for Limpam

Instrumentation

Chester, Br Quintet
Rubank. 4 Tpts .
3FHns.3Tmbs Bar
Hn . Tuba

Belwin, 2 Tpts . 2 Tmbs
Chnstopher. Tpt . Tmb
Concordia. 2 Tpts .
FHn . Tmb . Bar Hn.
Tuba

Belwin. 3 Chows (Tpt
FHn.2Tmbs)
Chester. 4 Tpts . or

Br 1

Chester. 2 Tpts . 2 Tmbs .
Drum

Kendor. 2 Tpts . F Hn .
Tmb . Tuba

Chester. 2 Tpts 2 Tmbs
Tuba

Southern. 2 Tpts . F Hn
Tmb . Tuba

Pro Art. 2 Tpts . 2 Tmbs
Kendor, 4 Tpts .

2F Hns .BarHn . Tmb .
Tuba

StudioP R . 2 Tpts
StudioP R . 2 Tpts

G Schirmir, 4 Tpts |

4F Hns .3 Tmbs .

Bar Hn . Tuba

Rubank. 4 Tpts . 4 Tmbs
Presser. 2 Tpts . F Hn |
Bar Hn . 2 Tmbs . Tuba
Associated. 4 Tpts

4 Tmbs




Sample Woodwind
Repertoire

Composer

Andraud. A )
Bach 1 S
Bach J S

[&(l( h ] S

Baksa R
Brahms |
Buchtel |
Couperin F
de Lasso O
Durand A

Francars J
Frank M
Handel G
Handel G F
Hdndvl G
Handel G

*i(l”d\'] G
Havdn Joseph

Hugues 1.
Johvet A

Jones R

K(?L’pk(' P
Leeuwen et al arr
Martin R ¢t al
Mendelssohn F
Muhquv B

Maozart W A
Maovzart W A
Ustranshy |
Paulers S

Title

Duos Concentants

Chorale Prelude
Prelude No 22

Sarabande

Runmng I'une
Lilac Hillsides
Wood Numphs
Rondeau
Seven Motets
Pomponette

(Quatur

Canon & Fuque
Baroque T'une
Bourree

I Flauto Trauerso
Pette Fugue

Sonata In C Mimor
Diwertimento

[.a Scuola Del Flauto
Op Hl
Sonatine

Three By Three
Badmage

baghteen Trnos (Classical)
Hommage A Banton
Lift Thine Foves
Andante Concertomn
D Minor
Dheertirmento
Divertiimmento No <3
Inom GMino

Wind Sunte

Instrumentation
Southern. FI Ob (I
McAfee AW W
klkan-Vogel FI. Ob (I

Hn Fag
Studo PR .2CK 1B
Cl

Shaunee FI Ob . Cl
Kendor, 3 Cls

Kios FI.Ob (I

Studio PR .3 Ck
Studio PR . 2Cls
Belwumm, Fl Ob . (1.
Fag BCl

Schott. FI Ob . Cl Fag
Kendor FI . Ob Cl Fay
Pro Art 3Cls

Studio PR 2Cls
Schott, 2 Fls

Belwin, Fls . Obs (I,
Fag

Studio PR . 2Cls
Boosey & Hawkes Fl
Ob Cl.Fag

Recordr, 2 Fls

Boosey & Hawkes, Fls |
Cl. B Continuo
Shawnee, 3 Cls

Rubank. 2Fls Cl
Saouthern, 2 Fls 1 Cl
Kendor. FI Ob . Cl Fag
Kios FI . Ob (I

Kios AllW W

ProAn F Ob (1, Fag
Studio PR 3CIS
Rubank FI Ob (]

Shawnee FI Ob ()
Fag
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Composer

Purcell, G
Schaeffer D oan

Schubert F
Srebotnjak, A

lelemann G
lelemann G
Telemann, G
Telemann. G
I'chathovshy P
Vivaldi A

Vivaldh A

Vosman an

\\ (l”\\'l R
\\'.l“\\'l R
Zanwh 1.

Title

Gavotte

12 Tnos for Woodwinds
(Barogue. Classical.
Romantic Contemporary)
Menuetto

Macedonian Dances

Sonata In G Minor

Suite In A Minor

Suitedn A Minor, Part |
Suite In A Minor. Part 1l
Dance from “Nutcracker™
Concerto In G Minor

T'he Glona

Seventy-Eight Duets Flute
& Clannet {Baroque.
Classical, Romantic)
Bagatelle

I'hree Mimatures

Burla and Vanations

Instrumentation

StudiwP R.2Cl
Pro Art

StudioP R . 3Cls
G Schirmer. 20b .2 Cl.
2Fag & Perc
StudicP R . 2Cls
StudioP R . 2Cls
Southern, AW W
Southern. AW W
Belwin, 3 Fls
International. FI . Ob
Vin . Fag . Puano
Studiv PR 2Cls

Rubank Vol 1&1]
Associated Fl, Ob | Cl
Kendor, FI . Cl
Shawnee, Fl . Ob (|

ng




Teacher Reference Books —
Band

Amencan School Band Directors Associatton Donald W McCabe Project
Charman  THE ASBDA CURRICULUM GUIDE A REFEFRENCE BOOK
FOR SCHOOIL. BAND DIRECTORS — Volkwem Bros

Invaluable reference book on orgamzing the secondary band curnculum

Buehlman & Whitcomb  SESSIONS IN SOUND PARTS 1 2& 3
Hentage
Sequertial band method books contamimg fingenng charts tone
production. instrument care tuning, intonation: studies. scales. pieces.
musical terms and signs

Colwell Richard J o THE TEACHING OF INSTRUMENTAL MUSIC
Appleton Centuny, Crofts
Designed for mstrumental teachers not famiiar wath the technical and
pedagogic al aspects of band instruments

Farkas Philp  THE ART OF BRASS PLAYING — Wind Musi
Valuable reference book explaming i lavinan s terms the basi
techmiques of all brass mstruments

Foldsten - ALFRED S NEW BAND METHOD 2 vols — Alfred Publishers
Introducton, band method books emphasizing contemporary music
Guitar and electne bass mformation

Pussell Ravmond C - EXFRCISES FOR FNSEMBLE DRILL

Behon Mills
Awarm up book contaming exerases techmical studies and rhethm
dridls fon Any siee of Jgroup

Hill & Seanght FLEMENTS OF MUSIC Wi C Brown
A student theore book for senior band students Can be correlated with

inost music method books

Hilton Lewis B LEARNING 1O TEACH THROUGH PLAYING
A WOODWIND METHOD  Addison Wesley
Valuabli reference book for teachers who are not woodwand
performers

Hovew  ADVANCED TECHNIQUE FOR BANDS — Cole
Warm up techimgue book contarmimg scales and rhethmie studies for
setnor band students

Hunt  BRASS ENSEMBLE METHOD  Srd ed Wi C Brown
Astudy from begmnimg to advanced brass techimgues mcduding sample
repertore tor brass ensemble tumpet french hom tenor trombone: buss
rombone bantone hom wba sousaphone

Fenson  TEARNING UNLIMIED TEVEL 1A 2 Hal Leonand
Fitroductor band method books cmphasizing contemporan, band

RIS AT ARTRE AL AN

61




62

Johnson. Richard D LEARNING TO TEACH THROUGH PLAYING A
PERCUSSION METHOD  Addison-Wesley
Valuable reference book for teachers who are noi percussion players

Kleinhammer, Edward THE ART OF TROMBONE PLAYING

Summy-Birchard
Technical and explanatory book covering all aspects of trombone playing

Meyer. R F Ed Willard I Musser THE BAND DIRECTOR'S GUIDE TO
INSTRUMENT REPAIR

Basic band repair manual for teachers
Mueller. Herbert C  LEARNING TO TEACH THROUGH PLAYING
A BRASS METHOD

Valuable reference book for teachers who are not brass performers
Neidig. K L MUSIC DIRECTOR'S COMPLETE HANDBOOK OF

FORMS  Parker Publishing
Valuable reference book of forms

Phillips. etal  SILVER BURDETT INSTRUMENTAL SERIES

2vols  Siver Burdett
Sequerihal band method books emphasizing traditional and classical
musical examples

Ployhar. James D | RECOMMEND  Belwin-Mills
Warm-up techmque book containing exercises. scales. chorales,
rudiments and musical terms

Sawhill, Clarence & Glenn Matthews INTONATION MANUAL FOR WIND
INSTRUMENTS  Byron-Douglas
Reference book that may be used 1o acquaint teachers with the
individual peculianties of intonation

Smuth TREASURY OF SCALES - Belwin-Mills
Techmque book concentrating on scales and scale-rhythmic studies
Spencer. Willam G THE ART OF BASSOON PLAYING Summy-Birchard
Technical and explanatory book covering all aspects of bassoon playing
Sprenkle & Ledet  THE ART OF OBOE PLAYING  Summy-Birchard
Technical and explanatory book covenng all aspects of oboe playing
Teal Larrv THE ART OF SAXOPHONE PLAYING  Summy-Birchard
Technical and explanatory book covenng all aspects of saxophone
plaving
I'homton AR TRAINING FOR BAND  Shawnee
Deals with melodic tuning and related theory

Weber  FIRST DIVISION BAND METHODS PARTS 1.2.3& 4

Belan-Mills .
Sequential band instructon books containing fingenng charts, glossary
of musical signs and terms, studies, scales and pieces

Weerts, Richard - HANDBOOK OF REHEARSAL TECHNIQUES FOR
THE HIGH SCHOOL. BAND  Parker
Valuable reference book on organizing and planning rehearsals




Teacher Reference Books —
Jazz Ensemble

Coker Jerry  IMPROVISING JAZZ  Prentice-Hall, 1964
Conase reference booK dealing with the very difficult subject of jazz
improvisation
Coker. Jerry  THE JAZZ IDIOM  Prennce-Hall. 1975
Concise treanse on jazz history. styles, keyboard. improwvisation and
arranging
Compilation  AUTHENTIC SOUNDS OF THE BIG BAND ERA Big 3
Standard histonical big band compositions for senior level stage bands
Compllation  EXISTING SOUNDS OF THE BIG BAND ERA Big 3
bﬂmdard historical big band compositons for senior level stage bands
Lisenhower  CONTEMPORARY CONC'EPTS FOR STAGE BAND
Bourne
Suttable technigue book for intermediate level stage bands
Ferguson & Feldstem  THE JAZZ ROCK ENSEMBLE N Y Alfred.
1976
Reference book that ties the two areas of rock and jazz together
Haerle  SCALES FOR JAZZ IMPROVISATION ~ Studio P'R

Techmque book concentrating on scales as a foundaton for jazz

mprovisation
]

Laporta A GUIDE TO JAZZ PHRASING AND INTERPRETATION
Berklee Press
Suitable phrasing and mterpretation book for senior level stage bands
A recording 1s included

Laporta  DEVELOPING THE SCHOOL JAZZ ENSEMBLE  Berklee

Press
Suitable ensemble book for intermediate level stage bands

Laporta  DEVELOPING SIGHT READING SKILLS IN JAZ2 IDIOM
Berklee Press
Suttable sight reading book for senior level stage bands

Lew Henrvld  THE TIME REVOLUTION — Creatve World
Valr:able reference book wath an introduction by Stan Kenton For .
> anced Jazz Ensemble groups

Nestico THE SAMMY NESTICO YOUNG JAZZ ROCK ENSEMBLE
BOOK  StudioP R

Simple compaositions for mtermediate level stage bands
Rizzo THEORY TEXT  Educaton Press

Theory t ook appropriate for al! levels of Instrumental Ensemble (Jazz)
Students workbooks available for each volume




Sebesky  ELEMENTARY STAGE BAND BOOK  Studio P-R
Introductory student method book contaming harmonic warm-up and
rhythmic exercises and pieces

Sebesky  INTLRMEDIATE STAGE BAND BOOK  Studio P R
Intermediate student method book containing harmonic warm-up and
rhuthmic exercises and preces

Sherman. Hal  TECHNIQUES AND MATERIALS FOR STAGFH

BAND  Creatve World
Concise reference treatise very helpful for the neophyte stage band
director

Tanner & Gerow A STUDY OF JAZZ  Wm C Brown. 1973
Valuable reference approaching jazz from a historical point of view

Wiskirchen  DEVELOPMENTAL TECHNIQUES FOR THE JAZZ
MUSICIAN  Berklee Press

E.nsemble book for semor fevel stag e bands
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Leaming Outcomes and
Content for Choral Music

By the end of Choral Music 12 the student should have facibty in the
tollowing Learming Outcomes

Learning Qutcomes

o [FCHNICAL COMPEITENCY
Fhe student should be able to
demonstrate competency m
choral techmiques

® E NUNCIATION DICTION
The student should be able to
demonstrate and apply the
correct enunaation and diction
techniques

Content

€

breath control

correct posture

refinement of tone quahty. colour.
resonance and blend
Jccents, staccato, legato,
Sostenuto, portamento
attack. sustamn and release
accurate intonation

major. minor and chromatie
scales 1 varying tempr,
articulaton and enunciation
patterns

major mimor. dimmished and
augmented arpeggios
understand the relationship
between music and the text
vocalizes

sINg an even scale over the
normal break in the voice
dynamic control {ppp ~ ff - ppp)
understand falsetto register

a cappella

diphthongs. mphthongs
consonants (sibilant na
explosive and labial)

sustamned tones

correct vowe! formation and
placement

chanting

correct pronunciation
Internatonal Phonetic Alphabet
(IPA)
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. .
Content

Lea;'nlng Outcomes

e THEORY ‘
The student should be able to ® melody
understand syrmbols, techmical ® harmony
terms and aural skills and to ® Intervals
display competency in their ® pulse and rhythm
applicatnon e modes, 12 tone, monophony,
homophony. polyphony. graphic
charts
—~— ® dynamics
® tempo indications
® accidentals and enharmonic tones
® syncopation
® music terminology
® phrasing
® blend and balance
e simple, compound and irregular
metres
® chordal construction

e HISTORY |
The student should be able to . ® Chant:Organum
listen to, analyze, interpret, ! (Monody, Parallel, Free)
discuss and perform works of 1 ® Medjeval
representative composers | (Machaut, de la Halle. Gahard)
@ Renaissance
(de Lasso. Morley, Palestnna)
® Flemish
(Binchois, Obrecht, Ockeghem)
® Baroque
(J S Bach, Handel. Schutz.
Vivaldi)
o Classical
(Beethoven, Haydn, Mozart)
e Romantic
(Brahms, Dvorak. Schubert,
Wolf)
® Opera
(Puccini. Rossini, Verdi)
® Impressiontsm
(Debussy. Faure, Ravel)
o Chromaticism
(Mahler, Wagner)
e Twentieth Century — Canadian
(Bissell, Coulthard. Willan)
® Twentieth Century — Others
(Bartok. Bntten. Copland)




Learning Outcomes

o FORM
The student should be able 1o
mterpret and analyze choral
music hterature

o STYLE
The student should be able to
demonstrate, interpret and
understand the style of chor il
music hterature

o COMPOSITION
The student should create short
ongmal works for vorces and or
mstruments using traditonal and
contempaoran, cormnposttion
techmques

o CONDUCTING
The student should be able to
understand and demonstrate
cnnducnng patterns in vanous
tempt and styles

ERIC
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Content

® art

® ballad
heder
® motit

® song cycle
® virelas
°
2
°

organum
rondeau
hd“("d

® Jacred
cantata
chant
Mass
motet
oratorio
organum

® secular
folk
)ase
madrigal
musical
opera
swing
pop

® Jieder

® ballad

® art song

® round canon rondo
® binary ternary

® theme and vanahons
® free form

® simple compound and wregular
metres

® basic conducting techmques
tdvnamics, cuemng et )
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Learning Qutcomes

¢ VOICING ARRANGEMENTS
The student should be able 1o
understand and appreaiate
vanous choral music groupings

¢ SIGHT READING
The student should be able to
demonstrate sight reading skills

o LAR TRAINING
I'he student should be able to
demonstrate skills in ear traning
and aural dictation

.

I')

Content

® unison
® Juets, trnios. quartets, ensernbles
® a cappelia

® 2.3, 4 parts (in various
combinations of SATB)

® rhythm patterns

® vocal line scored in umson and n
harmony

® chord progressions and cadences

® melodic and harmonic intervals
® melodic monfs

® tnads and extensions

® rhythm patterns

® four measure melodies




Introductory Level Choral
Music — Sample Outline

SRR

Prr, s o duce Choral simaquig conea posture and breathimg
techngues throngh demonstraton and proctical application usimg o
WHENCT SOTI T sHTpie etre

UNIT 2

Purpose Toomtioduce - onear vowel formation and placement through
Femonstration and practical appleation of desc ending vocalizes
teunds or unson songs

UINIT
Purpose Toreview posture and breathing through vocahizes and to
wtroduce techinigues that produce o legato phrase and melodie

1
RNTE

UUNIT
Parpose Toamnoduce pulse thethm and accent using mproved posture
breathing and phiasing

Fomnodiece vocalizes that estend vowel formation and
placement

UNIT
Purpose Tomnoduce simple conducting patters
LY
[ produce cotrect Meonation and diction
UINTT 6

Purpose Tomntroduce blend balance and pitch and to apply
these tovocalizes and selections

UNIT

Purpose Tomnoduce nasal sibilant labial and explosive < onsonants and 1o
ipplv these 1o vocahizes and selections

Forestend vocal praoduction through dynamic control
UNITT S
Pupose - Toomtraduce sight reading through solfeqae o ther methods

Forntiadue e thothimic motfs usmg conmect consonant and vowel
tormation

UNTT O

Prrpose Toomtorce an bestend tone quality duname s pitch sensitviny
andntonaton through vocalizes and simple tunes i vanous hoy
Siratigres

UINIT 1o

Parpose Tooestened sight reading and apply the techmicues to melodies

] ;

HSING transpositions

Foreview all previousiv leamed matenal
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Introductory Level Choral
Music — Sample Unit

(Refer to Sample Outhne Unit 1 p 73)

Purpose

Lo ntroduce choral smging  correct posture and breathing techmgues
through demonstration and practical application using o umson song m
sinple metre

Suggested References
Barber Jovee et al ABC Choral Art Senes. Volure | Amencan Book

Red Choral Sounds. Intermediate Chorus [ Holt. Rinehart and Winston

Strategies :
I Begm with a familiar song
©)

Play a record of a vouth chorr and discuss the choral sound

§ Explam how good vocal sound 1s produced It should be emphasiced that
cvervone has the ability to deveiop a good choral voice

4t wplam and demonstrate the effect of posture on breathing Have
students do sutable exercises in the key of the song studhed

»  Apply posture and breathing tes himques to a round or umson song in a
simple hey (e g C major)

6 Using one breath for each phrase, sing the song to the vowels moh ™
noh,  ngoo’ to develop resonance

. Repeat the song applyimg correct phrasing

S Sing the song with the words applving denamics and word colounng

<f
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Intermediate Level Choral
Music — Sample Outline

UNIT 1

PL”])( Ne

UNIT 2

Pumose

UNIT 5

Purpose

UNT 34

Purpose

UNIT

PUI[)H\\‘

UNIT 6

Hurpose

UNIT Y
F’urp« e

UNIT S
Pllr])( ATy

UNIT 9

Purpese

UNIT G

Pripose

[eontoduce three part simging and to review all previoustc fearned
techimques posture: breathing: dicion and phrasing

Foreview retmement of tone ¢colowr through tesonance blend

vowel and consonant placement
Forreview notation e signatures and conducting patterns

Fov sty and pertonmoadenncal and contrasting phrases i bimarg
and termarg form

Lo study the relationship of the tome (o transpostion m mayor and
related mmmor ks

Lo study the construction of simple chords and sing rhythim
patternsan tnadic harmonies

Lo smyg two chord and three chord songs using vodal chording as
accompannnent

Lo mtroduce plagal and perfect cadences thiough humns

[oantoduce the fonm and stele of madngais mthree o four part
harmonmes

Lo mtroduce the form and stele of madrigals in three part o
tour part harmeonies

[omterpret the music aned et

To Prepare a coticert

[
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Intermediate Level Choral
Music — Sample Unit

(Refer to Sample Quthne Unpt 1op 75

Purpose

loamtroduce thiee patt simaging and toreview all previousty leamed
techiigques posture breathing dinors and phrasing

Materials

Thin ~sheets of papes

Suggested References
Barber ABC Choral At Senes. Volume I Amencan Book

Red Choral Soands Intermediate Chorus 2 Holt, Rinehart and Winston

Strategies

I An eaplanation Hf the necessity of proper breathing and support could
ntroduce this area of study

2 ASk ~tudents to iy 1o stand with hands at sides to bend over fill Tungs
1o capacity and then hiss the air out slowly

b Nest have students place hands betand the head with elbows pomting
out Ash students then to mhale suddenly and exhale slowly Repeat

NOTE Watch for signs of hyper ventilation ~

b Suggest that students stand and think of therr lungs as a balloon Instruct
them to hll up the baottom of the balloon

5 Have students hold for aninstant, then singto - lah™ “loh or oo’

no Wath students working i pairs have then open their mouths and throats
wide Instruct them to watch each other dosele while inhaling and
exhaling

Sturdents should take o deep breath thiough the mouth and then exhale
Seale thiough the ips €19 20 seconds) while singing up and down a

St dl\'

s Students should take a deep breath and blow a small stream of arr
adainst the palm of the hand A stream of cold air suggests madeqguate
support Awarm an stream usually means good support To abtain a
wartn ait stream nstruct students to think of blowing on glaswes when
cleanmg them

9 Have students place a small thin sheet of paper agamst the well or the
music stand and pracuse blowing air through ther hips towards the
paper See how fong constant anr pressute can be maimtaimed
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10 Have students sing lah - obh or oo while attempting to sustam

the tone as lung AN PSS
FE Simg the vocalizes i the keg of the song

L2 Neat begrapractce of vocal chord changes mi three parts moving from
PV IVIVIVIIVY VIV VI

I3 Clap the thythm of the song

14 Practise each part in unison phrase by phrase

oy Pronounce the words i rhethim using correct diction

Io Then stening ror blend and balance i all parts. practise each phrase in
harmaony,

17 Practise the song using correct posture, breathing diction and phrasing

NOTE It important toadentfy and articulate the techiiques so that
students can transter shalls to new songs

Assignment

Ask students to prepare a song 1o demonstrate the above techmcal shills
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UNIT 1

Purpose

UNIT 2

Purpase

UNIT 3
Plll]’)« N

UNIT 4

Purpose
UNITH
Purpose

UNIT o

Purpose

UNIT 7

Purpose

UNIT S
Purpese

UNIT O
Purpose

UNIT 10

Pl”')( ™
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Senior Level Choral Music —
Sample Outline

To review and extend vocal techmgues in all major and minor
hevs

o refine choral music techniques

[ o notate rhythmic and melodic dictation in four-bar phrases

o introduce sight reading techmiques in four-part homophonic
and polyphonic. notating the key signature, ime signature.
rhvthm, phrasing and dynamics

To study and hsten to Medieval hterature discussing appropnate
vocal techmques, tone colour, dichon, style and form

o study and peiform Renaissance hiterature applying appropnate
vocal techniques. tone colour, diction, style and form

To studv and perform Baroque hiterature applying appropnate
vocal techmiques. tone colour, diction, style, form and
ornamentation

To study and perform Classical hterature applying appropnate
vocal technmiques, tone colour, diction: style and form

o study and perform Romantic hiterature applying appropnate
vocal techniques, tone colour, diction, style and form

[o studv and histen to operantc hterature discussing appropnate
vocal techniques, tone colour, diction, style and form

[0 study and perform early Twentieth Century songs applying
appropriate vocal techniques. tone colour. diction, style and form

[o study and perform suitable Canadhan music hiterature

o study and pertorm later Twenneth Century songs applying
appropriate vocal technmiques  tone colour, diction, style and form

Lo perform a well balanced program of choral music from all eras
demonstrating appropnate vocal techmques and interpretation

‘xr



Senior Level Choral Music —

o

Sample Unit \

(Refer to Sample Quthne Unit 1. p 78) r

Purpose : _
Lo review and extend vocal techmques to mclude all major and minor keys

l'o refine choral music techmgues

To notate rhythinie and melodic dictation in four bar phrases

o mtroduce sight reading techmgues in four part homophonic and
poluphonic songs noting the key signature, tme signature, rhythm, phrasing
and dynamics

Suggested References
Barber ABC Chorar Ant Senes, Volume I Amencan Book
Red Choral Sounds, Advanced Chorus | Holt, Rinehart and Winston

Strategies | ,

I The teacher should stress the importance of practising and review
breathing techmques

2 Also. practise vocalizes mah-may-mee moh-moo. nah-nay-nee-noh-noo,
ngah ngay ngee-ngoh ngoo. based in the key of a song

3 Using the song to be studied. extend the vocahize (2 offaves) in a number
of keys. using rhythmic vanations, with consonants and vowels at various
dvnamc levels

4 Next rehearse the song, emphacizing harmonic and contrapuntal content,
stule and form

5 Notate a four bar phrase

Assignment
I Practise vocalizes aaily

’

2 Ask students te poepare wntten rehearsal techmiques for a song of therr

chone (%

79

ERIC D

Aruitoxt provided by Eic:

d




80

Leaming Outcomes and
Content for Choral Music —
Emphasizing Vocal Jazz

By the end of Choral Music 12 emphasizing VOCAL JAZZ the student
should have facility in the following Learmng Outcomes

Learning Outcomes

o TECHNICAL COMPETENCY
The student should be able to
display competency in choral
music techniques

o ARTICULATION AND
INFLECTIONS
The student should be able to,
understand and apply vocal and
instrumental articulation and
inflection techiigues

Content

® breath control through proper
breathing

® correct posture

® refinement of tone qualty
ncluding vibrato and non-wibrato.
resonance. blend and colour

® accurate intonation

® blues scales. major, minor and
chromatc scales tn varying tempi.
articulaton and enunciation
patterns

® arpegglos

® chords in major, minor,
dimimshed and augmented forms
and thetr extensions

® knowledge of the relatonship
between music and the text

® ¢xtension of the range. in
particular the “falsettc”

® abihty to mamtam dynamuc
control

® [egato, attack. sustamn, release

® tenuto. staccato. marcato. accents

® ghssando {ascending ond
descending)

® correct vowel formation and
placement

® correct diction

¢ short and long fall off

® smear (behd)

® ornamentation (plop. dott, fhp.
ghost. shake)

® breath acents

¢ rolled eighth notes (swing style)
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Learning Outcomes

o [HELORY
[he student should be able 1o
understand the sumbols techmcal
tenns of music and display
competency o then apphcation

e HISTORY"
The student should be able to
sten to, analyse mterprot,
discuss and perform works of
Lepresentative composers and
pettormers of Lazz iterature

.

o[ ORM

[he student should be able to
mterpret and analyze the structure
of music

o SIYLL
Lhe student should be able to
demonstrate interpret and
analyze vooal jaz.

& CONDUCTING
The student should be able 1o
understand and demaonstrate
condu nyg patterns in varons
tempn and stoles

® VOICING
The wudent should be ahle to
understand and appreaate vocal
and instrumental combinations

Content

dunamies

tempo mdications

accidentals and enharmonic tones
svncopation

phrasing

inflechons

sinple. compound and irregular
metres

® chordal construction and balance

® Twenneth Century
(Dave Barduhn, Frank De Miero.
Ella Fitzgerald, Scott Fredenckson.
Billie H()lldd_\.’ Anita Kerr,
Waldo King, Ken Krainte,

Jack Kuny. kd Lojeskr, Phil Mattson,

Knby Shaw Singers Unlinuted.,
Mol Torme et )

statement
repetition
contrast
phrases
sentences

blues

raghime

Diaeland

swing

bt“b()p

pop rock

g()sp(’l rock

jasz rock
contemporary jaz/

® conducting ensemble or sectional
tehearsals through score reading
and styhistie Interpretation

® Lnison
® (uets, trios quartets
® “olo with vocal back-up

&1
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Learning Qutcomes

e VOICING (contmued)

o COMPOSITION
I'he student should create short
onginal works for voices and or
nstruments using traditional and
contemporary composition
techmiques

¢ IMPROVISATION
I'he student should be ~ble to
demonstrate competency and
interpretation through wrtten or
ongimal improvisation

e SIGHT READING
[he student should be able to
demonstrate sight reading skills

o AR TRAINING
[ he student should be able to
demonstrate aural skills

Content

e contemporary (amplifying and
modifying sound. etc )

® chord progressions, alterations,

(substitutions) and mversions

passing tones

transposttion

voicing combinations

accompaniments

® jass combo

® a cappella

round canon

binary ternary
ballad

theme and varnations
free form

improvised solos

scat singing

12 bar blues pattern

chord progression using rhythmic
variation, rests, sequences of
patterns and repetiion

® varying rhythm patterns

vocal line parts m unison and n
irmony

® chord progressicns and cadences

@ recodnizing various artists by
style. vorce type and inflections

® recoygnize 12 bar blues patterns

® recognize chords and extensions




Introductory Level Viocal Jazz
Ensemble — Sample QOutline

UNIT |
Purpose To provide the student wath o positive feeling towards Vocal Jass
Ensemble

Fomnoduce the basic differences between tradimonal Chon and
Vocal Jazz Ensemble

UNIT 2 .

Purpose To miroduce 1az7 concepts and mflections through hstening and
Snging

UNIT 3

Purpose To detime discuss and Iisten to different jaze styles and to
differentiate stelistic changes injazz (blues, swing era. be-be p. cool
and a7 roch)

UNIT )

Purpose Tomtoduce major and minor triads and extensions

UNITH

Purpose 1o compatre the regularly accented eighth note tound 1n choral
Iterature and the irregularly accented eighth note found in jaze
Iterature

UNIT 6

Purpose  To develop a vocabulary of jazz nffs. scat sullables and rhythms
osvncopation tnplet)

UNIT 7
Purpose To mttoduce ~sing and improvise 12 bar blues
UNT S

Pupose  Torehearse and sing the 7th, 9th and 13th chords using the
following sencopation patterns

g Y
T e d.
UINIT 9

¢ e o0 o o
Purpose o extend articulation and mflections n various hevs using
dunamic levels and effedts from pp to ff

o develop suitable scat and improvised sInging

UNIT 10
Purpose Toapply to pop literature the vocal jazs tec hmques studied

83
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Introductory Level Vocal Jazz
Ensemble — Sample Unit

(Refer to Sample Quthne Unit I p 83

Purpose
To provide the student with positive feelng towards Vocal Jazz Ensemble

To mtroduce the basic differences between tradittonal Chon and Vocal Jazz
Fnsemble

Materials

Record plaver or tape teconder

Suggested KHeferences

Shaw Vocai Jues Stele Pak Hal L eonard

Strategies

I Begin by demonstrating the difference bowween tradinonal stvie and javz
styfe

2 Warm up the ensemble on a five note major scale using both the smooth
doo and the short dut attack m straight eighths and nolled eighths

3 Have students sing harmonized pro gressions moving from Vo to |

4 Apply the doo and dur attack to harmonmic warm up exercises, ¢ g Jaee
Chorr Warm Ups by Plank

5 Rehearsing jazz compositions applying the above techmgues would be
valuable at this pomnt

NOTE Appropriate eaerases are contamed inJazz Chorr Warm Ups by
Plank and Shaw s Warn Ups For Jace and Show Chors




Intermediate Level Viocal Jazz
Ensemble — Sample Outline

UNIT 1

Purpose Lo review correct voal te hiiques and extend jaze inflections
UNIT 2

Purpose 1o study and pertonn basie rock thuthms and jazz mflections
UNIT 3

Purpose To extend improvisational skalls including the use of scat patterns
complex thuthms and vaned stules found in the 12 bar blues
paltern

UNIT 4

Purpose To extend the vocabulare of vocal jazz nffs and applv these 10 slow
ballads

UNIT

Purpose To oxtend dunamic control m ensemble solo and IMpProvisation
paving particular attention to mood and teat

UNIT 6

Purpose To miroduce vocal jazz conducnng

o rehearse and perform unconducted vocal 1z singing
UNIL T

Purpose  To understand and appreciate the function of Whe thothm section

UNIE S

Purpose  To mtroduce the Yth and 13th chords

Lo practise improvisation using the ensemble as a chordal
bachyground

vUNIE Y

Purpose  To use vocal jaze shills with choreography
UNIT 1o

Puarpose 1 Lov on showmanship using all previously learned techmques

and conceprs
Lo pettor, aaes concent
NOTE  Suqgested reterences Kusar Vocal Jaze Cone epts Hinshaw Music

Anderson Jazz and Show Chorr Flandbook  Hinshaw Music
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Intermediate Level Vocal Jazz
Ensemble — Sample Unit

(Refer to Sample QOuthine Unit 1. p 85)

Purpose

To review correct vocal techniques and extend jazz inflections

Suggested References

Plank Jazz Choir Warm-Ups Aberdeen Music

Shaw Vocal Jazz Style Pak Hal Leonard

Shaw Warm-Ups for Jazz and Show Choirs Hal Leonard

Strategies

1 Have students warm up on appropnate scales and related chords using
whole. half and quarter notes Attempt to attain balance. blend and good
inton.tion

Next. review rolled (swing) eighth notes

Then. sing inflections

S N

Students should listen to recordings illustrating inflections

Rehearse the composition

[l

6 Record the ensemble Play and discuss the recording

7 Areview of the articulahons stressing accents in thythmic combinations
should be given

8 Sing the composition




Senior Level Vocal Jazz
Ensemble — Samp[e Outline

UINIT

Purpose Tooreaicw chor § progressions

Foontoduce U o 1 using razz articulations
L’O
UINIT 2

Prarpose o prownse and pertonm altered chords mtervals Passing tongs
stressing articulations m vanous thethm pattems

UINET

Purpose Tomnoduce lectiome techques teverberations sonthesized
sound ete rand use of the sound sustem

LINIL

Purpose Lo pertonm compositions with more complex thothim and
harmories

UNIT

Purpose Tosmg appropriate scat pattens and nfts m improvisation
LN

Pampose Toestendthe tange of denamic control and tone colour
UNIT Y

Purpose Tomterpret analese and pertorm examples of vocal fazz from
vach vra

UINIT =

Purpose Torecognize analcze and compare the stule of major 1oz vocalists
and ensembilos

UINET 9
Purpose  To fomonsiate var naimimg sightreading and theorencal skills

EINTL
Purpose  Tooapply prnaples of 1az/ e hniques and sShowmanship i

pertormane

Lo tscss and pertorm awell balane ed progran
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Senior Level Vocal Jazz
Ensemble — Sample Unit

(Reter to Sample Owhae Umt 1 p 87)

Purpose
Fo review chard progressions

To mttoduce the Vool using raes articulations

Strategies

I Review scat patterns ina number of thythimic examples (e g swaing,

To ks

~

2 Review legato articulation idoar and short heavy attack (dut)

-

Listen to and rehvarse chord progiessions
FoApplc chord progressions to a vacalize
v dentfy chord progressions i several selecions

D Study agazz compostion using the above progresstons

88
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Intermediate Level
Emphasizing Madrigal —
Sample Outline

Where there are small numbers of studentsin a choral music program the
tollowing sample autlines and units may be useful

UNIT

Purpose Tommnoduce the techimigue ot vocal pertormens m carly Greece
Poodcuss the calture of the pre Chistian Greck era

[orsing Greek tenachords reviewing gqood tone and corredt
Breathing techmgues

Fontroduce and S organtim using corrtec b imtonation

UINITL 2

Prrpose Toomtraduce Medieval vocal musi :
Foomtoduce the torm o the Mass
o biseuss the calture of Medieval Furope
Fovdiscuss and simg preces using secular <ong form and sis
Medieval thothime maodes
Fenntronduce [ atn test

CINTT

Pruipose Tosnudy and sing carly Renarssande music
o discuss the calture of carly Renassance rance

o discuss and smg vocal preces from the carly French
Renarssance

Tormtrondte e the motet and the French tost

UNET )
Prrpese Tosade and sing talian Renarssance musi

Pordiscuss the calture of Renarssance ftaly
Fov fisonss and sing ate Ttalian Renaissance miasi
[eoomtroduce the Ttalian test

UNET

Purpese Toostaddy and sing B oglish Renarssance musi
Loty the calture of Renassance England
[ disanss and sing the Foghsh madngal

[ st du the tonm of the madngal

89
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UNIT &

Purpose o stude and sing Genman Barogue music

Lovstudy the calture of Germang dunng the Barogue

Formittoduce the tonm ot cantata

Foomtroduce the Gennan teat

CNIE Y
Porpose Tostude and sing Barogue choral music of Genmange Fracce Taly
and Fngland

Torreview the cultune of Genmang and to mtroduce the dunes of
France Ttale and England dunng the Barogue

Loreview and extend Barogue omamentation
Lo mnoduce the torm of oratono

UNIT S

Purpose o studu and sing Classical choral musi

[ostudy the sacred vocal music of Germany dunng the Classical
[‘\'lln«i

Forattend concerts and o isten to suitable 1e ondings of Classical

CORnPOsSUIS

UNIT 9
Purpose  To conttast chamber vocal ensemble and Tnrge choral works from
the Romantic era

omtroduce heder
Lo study art songs from the German Romantie Penaod

Fo mtroduce the culture of Austna and Germanvy at the end of the
Nincteenth Centurny

Lo ang suttable selections refinmg tone qualing

N T
Purpose  Tomnoduce vocal ensemible music from the Twennieth Contury

Lo study and simg works by selected Canadian composers

Tordiscuss Twenneth Conture culture and s mfluence upon these
WOTRS
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Intermediate Level
Emphasizing Madrigal —
Sample Unit 1

eter b Sampie Outone Uit [op S

Purpose
Foomtroduce the technegues ised o v al pettormens s eanle Creee
For fiscuss e cultine e pre Chnstian Gireeh ora

Foosna Greek ottachoros vevewg good tone and conn s hreathimg
e }mu{lh‘\

Forntrondue e aned S o e s cottec b imtohation

Materials
Recor plave
Shode Prostecton

1,\[)\‘ tecorder

Suggested References

4
Fistore of Music e Sound Ancent and Ornentae KA Victon

Dover Poetre YecXatho/ogy For Fligh Schoois Holt: Rimehart and Winston
1904

Photographsand o shides related 1o the Greek and Roman eras oy
Sendrew M I The Socal and Belgioas Life Fanleigh Dichimson 19748

Reter v the Sampie Madnigal Repertone pp 107 10s

Strategies
Fobsplam et nagram vocal scades tsed i carly Greee e

S hscussion companng the philosophy behind the Greeks stan
pertornmer and the Grevks Renassance Man would be of interest 1o
the students

b Using shotogqraphs and on shides discuss mstrumental accompanmment
e be thetneens Renassance Man

B s et sing Greck onachonds reviewing the coneepts of qoe

]

Yoy Carrgn ?

stonation and proper breath support opresent day nee o

Carew o tgrene
- ~. ——— U .
é o o o ) PR .II
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Greek chromati I

o ~ e :

< # o <0 [«

loh N _

Gireck enharmonic
mm— L e P "
3 o - N S .
% -0 Jo fo
*
lon B oL L

#* quartertone ( sharpen b, one—quarter tone)

5 Review Greek tettachords using prefixes “m.” "'n.”" "'ng.”” to vowels
Ay ee’ oh T 00" to develop good hip. tongue and palate
resonance

6 b atend and sing tetrachords (comunct and disjunct)

7 Introduce a cantus fismus in the Donan (ecclesiastic) mode and have
students improvise parallel organum m unmison, fourths, fifths and octaves
to la using proper breath support and correct mtonation (e g . espeaally

octaves)

Assignment

Ask students to wnite a first species cantus firmus for their ‘voieg' n an
veclesiastic mode )

92 .
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Intermediate Level
Emphasizing Madrigal —
Sample Unit 2

(Refer to Sample Outline Unit 2. p 89)

Purpose

To introduce Medieval vocal music

To introduce the form of the Mass

To discuss the culture of Medieval Europe

To discuss and sing preces using secular song form and six Medieval rhythmic
modes

To introduce Latin text

Materials

Record player
Slide projector
Tape recorder

Suggested References

History of Music in Sound. Ancient & Onental RCA Victor
Chant Gregonan Ace of Diamonds SDD2183

Janson Key Monuments of the History of Ant Prentice-Hall
Refer to the Sample Madngal Repertoire pp  107- 108

Strategies

1 Have the class sing the assignment with emphasts on good tone and
breath support

2 Introduce the forms of the Mass

3 Next. the secular vocal forms that grew out of the Mass could be
introduced

4 Lead the class 1n singing preces written in the form of lai. wirelai. rondeau,
ballata and canon

ia)

A discussion of the culture of France dunng the Fourteenth Century
would be beneficial in promoting student appreciation and understanding

6 Ihscuss “ars nova” and its influence upon vocal hiterature

7 Introduce and -1ing melodies 1n the six Medieval rhythmic modes

93




8 Study and perform parts of a Medieval Mass {¢ ¢ Machaut's Messe Notre
Dame. Kyrie)

Assignment

Ask students to compose a vocal round or canon using Medieval rhythnce
modes and perfect intervals
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Senior Level Emphasizing
Madrigal — Sample Outline

UNIT 1

Purpose

UNIT 2
Purpose

UNIT 3

Purpose

JNIT 4

Pucpose

UNIT 5
Purpose

UNIT 6

Purpose

UNIT 7
Purpose

UNIT 8
Purpose

To review good tone quality and correct breath support using
suitable Medieval and early Renaissance literature

To mntroduce mensural. square and coloured notaton, proportions,
and C clef from the Medieval era

To study and perform representatve choral hterature from the
Flenush School

To review the teat of early Renaissance hiterature 1 Latn and
French

To review the text and forms of the Mass and motet

To study chromancism and perform representatve late ltahan
Renaissance vocal hterature

To nvite a suitable choral ensembile to perform

To review the text and form of Itahan madngals

To study and perform Baroque choral hterature
To study and review the forms of chorale. cantata and oratono

To study and extend the use of Baroque ormamentaton and apply
it to Baroque music

To study and perform Classical choral music

To isten to chamber chorr recitals (e g . CBC Radio and
Television)

To study and perform Romantc choral music
To review the torm of the heder and art sonyg

To participate in a music festval

To studv and extend the styles of chromatic and whole tone choral
music literature. e g . Wagner, Strauss, Debussy s and Ravel s
Trows Chansons

To study the dissolution of tonality

To studv and perform suitable choral music it rature from the
fwentieth Century Suitable selections mclude Hindermith's Siv
Chansons and Bartok's Folk Songs
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UNIT 9
Purpose: To study and perform suitable Canadian and Amencan songs

To exchange and perform vocal ensemble with another group

UNIT 10
Purpose: To compile and perform a well balanced program of vocal

ensemble literature.
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Senior Level Emphasizing
Madrigal — Sample Unit 1

(Kefer to Sample Outhne Unit 1. p 95)

Purpose

To review good tone quahty and corre.t breath support using suitable
Medieval and early Renaissance hiterature

To introduce mensural, square and coloured notation, proportions. and
C clef from the Medieval era

Materials

Record player
Tape recorder

Suggested References
Chant Gregonan Ace of Diamonds SDD 2183
History of Music In Sound. Ancient and Onental. Renaissance RCA Victor

LM6OA7

Apel. W The Notation of Poluphome Music 900-1600 Medieval Academy of

Amenca. 1961

Refer to the Sample Madngal Repertore pp 107-108 '

Strategies

I Remuinding students to pay particular attention to good tone and correct
breath support. have them review and sing cantus firmus. parallel. free
and mehsmatic organum and perfect intervals n ecclesiastic modes

2 Review and sing rhythms from the six Medieval rhythmic modes using
prefixes "m” n" g to vowels “ay”L ee”. ah, Coh”. too
keeping in mind the development of good resonance

3 Introduce a survey of medieval notation., for exa'nple, Apel’s The
Notation of Poluphome Music 900- 1600

4 Transcnbe for voices For example, study and perform Isaac’s  Dico
ego.  Obrecht's "Kyne™ from Apel's The Notation of Polyphome Music
AN)-16(0)

Review Renaissance literature For example study and perform Gibbons'
“The Silver Swan™™. Morley's “Fire. Fire'™", Wilbye's “Thou Art But
Young" or Gesualdo's " Moro lasso™

-t




Assignment

Ask students to study and perform a duet. tno or quartet (one vorce per
part). from the Renaissance

r o8
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Senior Level Emphasizing
Madrigal — Sample Unit 2

(Refer to Sample Outhne Unit 2. p 95)

Purpose

To study and perform representative choral hiterature from the Flemish
School

To review the text of early Renaissance hiterature in Latin and French

To review the text and forms of the Mass and motet

Materials

Tape recorders
Record player

Suggested Reference
History of Music In Sound. Renaissance RCA Victor LM 6058
Refer to the Sample Madngal Repertoire pp 107-108

Strategies

1 Rewview and discuss the forms of Ja. virelal, rondeau. ballata, canon,
conductus and lied

2 AFrench Mass. such as Qckeghem's *‘Missa | homme armeé.” could be
played and discussed

3 Study and perform a French motet. for example. Arcadelt’s "Quand
Je vous ayme ardentement

Assignment

Ask students to hist other Renaissance motets




Choral Music

Additional Resources
‘ 1o,




Suggested Seating Plans

Any concert choral music set-up 1s appropnate ~ the one that works best for
a particular group should be used Standard set up 1s 3 step nsers Rehearsal
seating in a circle 15 1deal

1 Tradonal

For jumor groups who need the secunty of standing n sections

2 Quartets are more wisually pleasing and still fairly secure

oX 9
0 xOr o O M b“l»”
x O x . « glf
O
*
Anv combmanon of SATB
3 Small Groupimgs
-— good blend
— easy to mix
— wisually interesting
—- ease of movement
x O O x
0 Lo
0
X X 0
O  boy
O x x O X gnl
X,/ N X

(Arrows indicate body direction )

4 Show Chorr For charts with specific male-female choreography

x 0000

X X
xOOOx
X-0 x X

Or vice-versa with guirls m centre wedge




S Combo Placement o

/ Swjers
P -

Combo should be a PART of the group - not an accessory

Solosts should alwavs come out to the front of the group [f there are
two. then they should be in place before solos so there are no last mimute
adjustments

Suggested teacher reforence Anderson The Jazz & Show Chor
Handbook Hinshaw Music
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Vocal Jazz Inflections

Tenn

Tenuto

Staccato

Honzontal
Accent

Vertical Accent
Ascending

Ghssando

Descending
Ghssando

Fall Off

|
|
!
$
|
|
!
;
f
!
|
4
i
|
f
|
|
!
|

!

Ascending Smear :

Ascending Smear
Fall-Off

Descending
Smear

Notation

N
"
~ pu i

10,

Descrintion

The note 1s held for its full value

The note s short but not heavy

Stress 1s placed on the note

The note 15 strongly accented

An upward shde between two pitches

A downward shde between two pitches

A descending slide that decrescendos
and 1s usually followed by a rest

A slide into a note from below in which
the pitch is reached just before the
second note. The smear usually
crescendos and is generally an interval of
a muinor third or less

A smooth motion that usually ends with
a long downward sigh !'sually there is

an upward crescendo and a downward
decrescendo of an octave or more

The inflected note is robbed of its piich
value and is approached from above
covenng an interval of a major third or
less

An ascending shde whose duration and
distance can vary Usually includes a
decrescendo near the upper end

A quick slide down from a note that1s a
large interval avove the second n-te
Both pitches are accented




1 -

Term ' Notation Description
Flp ’,\ The first note 1s maintained with a quick
, upward lift just betore a rapid drop to the
' L second note A flip includes a crescendo
Shake An even movement between the note
e and a higher pitch (usually a major 2nd.
. ; but not more than a perfect 4th) The
o shake may increase 1n tempo and
i dynamics as it progresses
Ghost | J A very soft rhythmical punctuation
i
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Sample Viocal Jazz Repeitoire

Composer/Arranger Title Publisher
Azelton. Phil When I Fall In Love Hal Leonard
Hendricks. Jon Everybody's Boppin’ M Kysar Hinshaw
Kerr, Anita A House Is Not A Home Hal Leonard
King. Waldo Melba's Blues Studio PR
Kraintz, Ken Goodbye Love M Kysar
Kunz. Jack If This Is A Dream Hal Leonard
Kunz. Jack Loving You M Kysar
Kunz. Jack There Oughta’ Be A Law Jenson
Kunz. Jack To Be In Love Hal Leonard
Kunz. Kelley Hurry On Down Studio P'R
Lojeskt. Ed An American Trilogy Hal Leonard
Lojeski, Ed | Won't Last A Day Without You  Ha Leonard
Lojeski, Ed My Sweet Lady Hal Leonard
Lojeski. Ed This Will Be Hal Leonard
Lojeski. Ed You Are So Beautiful Hal Leonard
Mattson. Phil Love !s Just Around The Comer  Hal Leonard
Nowak. Jerry Turn Around BBl/Warner
O’'Kun. Lan Like An Eagle Carl Fischer
Shaw. Kirby Doctor Jazz Hal Leonard
Shaw:. Kirby I Retum to Music Hal Leonard
Shaw. Kirby Let There Be Love Hal Leonard
Shaw. Kirby Lonesgme Road Hal Leonard
Shaw. Kirby Save The Bones for Henry Jones Hal Leonard
Shaw. Kirby Their Hearts Were Full of Spnng  Hal Leonard




Sample Madrigal Repertoire

Composer/Arranger Tlitle 7.

Arcadelt

Des Pres, J

Diemer

de Lasso Barntt

de Lasso Randolph

de Lasso Klein
Dunstable, J=
Eilers, Joyce
Fissinger. E
Gesualdo. C
Gibbons, O
Gibbons Deller
Handel Greyson
Handel. G F
Hannisian, Ray
Hassler, H L
Henson, Rev
Hindemuth P
Hirt

Hovland
Krone. M

Lot Ehret
Machaut. G
Matyas Seiber
Monteverd:, C
Morley. T
Morley Greyscn
Morley Hirt
Ockeghem
Palestnna

Petti. Anthony

Pfautsch. L

Pitoni Greyson
Practonius Greyson
Purcell

Ravel. M
Robertson. Ed
Rota

Scandello Greyson

Quand je vous ayme
ardentement

Missa Pange Lingua. Glona
Three Madngals

Matona. Lovely Maiden

Mon Coeur Se Recommande
a Vous

O Bella Fusa

Ave Mans Stella

Thy Will Be Done

To Everything There Is a Season
Moro Lasso (Madrigal)

The Silver Swan

The Silver Swan

Onetur Stella

Selections from “"The Messiah™
Song of the Sea

Oh. The Good Life

O Magnum Mysterium

Six Chansons

Farewell. My Love

The Glory of the Father

Ave Maria

Miserere Me:

Messe Notre Dame. Kyne
Three Hunganan Folksor.gs

Excerpt from “'Dido and Aeneas”

Fire. Fire .
Nouw Is The Month Of Maying
Since My Tears and Lamenting
Missa L homme Armé. Kyne
Lauda Sion (Motet a 4)
Chester Motet Books

(6 vols . German. Spanish. etc
12 titles per vol )

Musick’s Empire
Cantate Domino
Psallite

Excerpt from "Dido and Aeneas

Trois Chansons
Dream A Dream
Summer s lcumen In
Lutle White Hen

Publisher

Omnibus, Pt 1
Omnibus, Pt 1
Carl Fischer
Novello

G Schirmer
G Schirmer
Omnibus. Pt 1
Lorens
Jenson
Omnibus, Pt 1
Omnibus. Pt 1
G Schirmer
Bourne

G Schirmer
Studio P R
Theodore Presser
Jenson

Schott

Carl Fischer
Walton
Warner Bros
Boosey & Hawkes
Omnibus. Pt 1
Curwen
Omnibus. Pt 1
Omnibus. Pt 1
Bourne

Carl Fischer
Omnibus, Pt 1
Omnibus. Pt 1
Chester

G Schirmer
Bourne
Bourne
Omnibus, Pt 1
Durand
Studio P R
Omnibus. Pt 1
Bourne

1.,
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C;;npose}}»i;;nger Tltle

Scarlatti; Greyson
Smith, Gregg
Vaughan Williams
Vecchi/ Parker
Victoria/ Martens
Vivaldi/ Martens
Vic, C H.

Willan, Healey

Wilbye
Young, Gordon
Zaumevyer, John

Exultate Deo

Blow the Candles Out
Sweet Day

Fa Una Canzona
Exultate Justi In Domino
Domine Filis Unigenite
It Is A Great Day of Joy
I Beheld Her, Beautiful
As A Dove

Thou Art But Young
Patience

Alleluia

Publisher
Bourne

G Schirmer
Galaxy

G Schirmer
Walton
Walton
Bourne

Oxford

Bourne
Richmond Press
Warner, M.
Witrmark & Sons




Choral Vocalizes

The following vocalizes have been included to assist the teacher in teaching
chorr cJasses No R {25cending scale) should not be attempted before other
warm-ups are nastered The vocalizes should be sung in the key of the song

1 Sustain 'm" for lip resonance (a) spoken (b) sung

g .

2 Sustain "n" for tongue (tip) and hard palate

¢ - —

3 Sustain 'ng’ (as in hung) for soft palate resonance
& .
¢

4 Usmg the above cansonants as prefixes, sustain vowels in mid-range-

\ ay’ vee’ “oh™
S — ., —— n— ——— T TE— c— T T
o o © o o o o
< .
mey '’ et “mah'’ Yokt “moo’’ Cman Cmee’ e,
— - — N —— - ——n —— ——— —
<@ © < O o o o
[}
. Ry Shee nahtt “Cnoh*’ “noo'? Ingent’ et L
5 Sing above No 4 on five note scale (descending first)
. 1
k4 -] “ K a ~ — .
i - R i 5
- - .
Cmon (L
= ] - J
é @ z o 5 7 2 “
“may My nmay moh - mon' “mav. o mee man moh - moo "
6 Sing (No 5) using "'n”" as a prefix (tongue resonance)
7 Sing (No 5) using "'ng”" as a prefix (palace resonance)
8 Sing No 5 on nine note scale adding rhythmic variations and key
signatures.
mm— ——
~ cm—— — ——y am——
- o & ®° 0 4 ~— =
. *® [ . [ 4 +
. o ¥ [ 4
¢ o @

“mar't

§- "~ S~

“mart’ fmes ot -

10 Sing (No 9) using "'n™" as a prefix, using "'ng”" as a prefix
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Voocalizes

A. The following simple exercises are extremely valuable for developing
beauty of tone and security of intonation Singers should listen constantly
for a uniform vowel sound. Proceed by half steps, upper limit F. lower
hmit C (Use piano sparingly — mainly for testing.)

~ [ i . p— .o
SSTEEIME LRICILENE PO CIaFy By

[ ]
— i - ~ J
Noh - nok noh, Noh nak nek nah A noh \oh  nah - noh,
AN nee neh. \Noh o Ve ah AT nono Mee  may mee,

B For developing nasal resonance

C For increasing the compass

—
- R & [ 4
] e . ) e | e '
D ey, j ﬂ o"}I.i’ P el
< LAY o ! L)
Ung-ah
[ ny-oh Ro- sa bel-la. Ko < - hel la, ha. ha . ha, ha, ha,

Luz-un

D Quick and useful warm-up exercise (Can be adapted to suit any
combination of voices )

Advantages Sense of harmony. blend, ensemble developed
Saves much time in a busy rehearsal schedule

Directions  Proceed upwards and downwards by semitones, gradually
Increasing the range Avoid forcing either the high or low parts.
Always listen carefully for uniformity of vowel sound Vary the
dynamics frequently.
Any vowel sound or "Alleluia’

Z o

’.. B 7’)r

1..‘ i "”4’0H
\ vl le lu aa (Y I ]
8 L
© sz gz % . I 8

E For projection. frontal placement
Good diaphragm exercise

é ls i Il o fggi

o o o o ’l‘
[ fl‘léb

’
Seeren

oo hee hew hey hee ol ‘o tedorta  tiht Lo mi ne
Ry (ote s \l le lu - ta
hah ot )




English Diction

The fcllowing are intended as general hints only

In singing 1t 1s necessary that words be enunciated and articulatedunuch
more carefully than in ordinary speech. if their sense 1s to be conveyed
meaningfully to the listener

CONSONANTS

These should be articulated with clanty. both at the beginning and end of
words Consonants with pitch. such as M. N. Ng must be sung exactly 1n
tune The explosives. such as P. T. K often take too much breath because of
lack of muscular control in the throat and mouth The initial R of a word
should be shghtly rolled This helps to project the following vowel. Bring The
final R. however. may be treated as a ““vanish”". almost imperceptible

Father - Fah-thu(r)

VOWELS

Make sure there is absolute uniformity of pronunciation among the singers
Any lack of unity results in unpleasant tone quality. lack of clarity. or both
Much patient practice and careful listening is necessary to achieve this unity.

Diphthongs — When two vowels sounds are involved. sustain the main one

and treat the other as a vanish

HOW = HAH - - (0o)

|- AH--()

MUTE = (mi)-00- -t
Tnphthongs — The same principle apphes

POWER = PAH - 56 - uh(r)
GENERAL
Colour the words with the imagination Avo.d syllabic singing. where each

syllable and word receives the same intensity ' ean on the more important
syllables or words in the phrase

e 4. | wonder as | wander out under the sky
I WONder as | WANder out UNder the SKY

When THE precedes a consorant, minimize it as thi This httle word
generally receves far too muca prominence
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Latin Pronunciation

As much of our best choral music is set to Latin texts, all choral directors
should be familiar with acceptable pronunciation The following guide is
based on the Italian pronunciation of Church Latin generally used on this
continent and in England.

VOWELS

A —ah as in Natum (Nah-toom)

E —eh as in verum (veh-room)

| —ee as in tibi (tee-bee)

O —oh as indona (doh-nah})

U —oo as in tuum (too-oom)

AU — ow (ah o00) as in gaudete (gah-oo-deh-teh))
AE — eh as in laetare (leh-tah-reh))

OE —eh as in coel (cheh-lee)
CONSONANTS

C — chasinchase, when preceding e, i, ae, oe, as in pace (pah-chay)

— k as in king, when preceding a. o, u, au, and before consonants:
corda (kor-dah), Christe (Kree-steh)
CH — K as in cherubim (kay-roo-beem)
G — when preceding e, i, oe, ae, as in geniton ()eh-nee-toh-ree)
— hard g when preceding o, u, au, or consonants as in virgo (veer-goh),
gratia (grah-tsee-ah)
H — silent, except for nihil, mihi. where it has the sound of k (nee-keel)
J —yasinjubilo (yoo-bee-ioh); Jesu (Yay-so00)
SC — sh, when preceding e. i, ae, oe, as in suscipio (soo-shee-pée-oh)
— sk, when preceding a. o, u and before consonants: esca (ays-kah)
scnpto (skreep-toh)
TH — t as in Sabaoth (Sah-bah-oht)
XC — k’sh as in excelsis (eck-shel-sees)
T — asin English, except before ia, ie, io, iu where it has the sound of ts as
1.1 Jubilatio (yoo-bee-lah-tsi-oh)

Greek words often found in Latn texts:
Kyne eleison (Kee-ree-eh eh-leh-ee-sohn)
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French Pronunciation

VOWELS
French English Example (French)
A halfway between pat and paim salle
A ispronounced ke ah  palm classe
A is pronounced ke ay late ecnt, entres, papler
E s pronounced ke ¢h  met elle. regle, fais, fenétre
I s pronounced hke e¢e  machine dis
O s pronounced ke  oh  hope stylo. beau
O s pronounced ke  ah  aquction votre
U s pronounced hke oo moon nous
MIXED VOWELS
EU O bleu
EU OE burr professeur
Ed later le
uy ) etudie
NASAL VOWELS
A dans. novembre
E cing. bien, amencain
0. mon
OE un
SEMIVOWELS
J ves fille. violet, crayon. etudie
W we oul, mot
H hutt
CONSONANTS
B similar to English oelle
D dormez
F frangais. photographie
3 gomme. exact. guide
K avec. craie. exphquer. qui
L livre. ville
M mol. commencer
N une
p professeur. apprenez
R regardez
S salle, frangais. ce. brosse. si
T autour. question. cette
Vv vous. wagon
Z chaise. onze. deuxieme
Consonant symbols Approximate
requiring attention English equivalent
S sharp chaise
N onion campagne
Z pleasure Je cornge

H s always silent

| S
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French Pronunciation Sample

A wealth of vocal ensemble literature includes. Debussy’s Trois Chansons

Ravel's Trois Chansons: and Hindemith's Six Chansons. not to mention the

music of French Canada

“Un Cygne” ("' The Swan'") from Hindermith's Six
sample SATB selection for vocal ensemble

“Un Cygne”

Chansons is a suitable

Un cy- gne a-van-ce sur l'eau tout en- tou- re-
1 Un see nyuh 3h von se syr low too ton too ray
A swan is breast-ing the flow Al in  him - self
-de lwm- mé- me com  meun ghs- sant ta- bleau. ‘
2 du looee memuh kuhmuh un glee son tah blow
en- fold- ed Like a slow mov - Ing ta- bleau
AM- ST a Tter- taims I stants— e —tre que—teon
3 an see a sar tan zan ston uh netre ke lon
And so. at some time or place. A ioved one will be
al-  me est tout un e- spa-ce mou- vant |l
4 ¢éh  mih ay too tun éh spa suh moo wvori el
mold-ed To seem lke a mi- grat- ing space. Will
se rap-pro- che dou-blé com-me ce cy- gne qui na-ge
5 suh rah prah shuh doo blay kith muh stih see nyih kee najshiih
near us float-ing re- dou-bled As a swan on the riv-er
sur no- tre a- me trou -
6 syr nah tre hah méh troo
up - on our soul SO
ble - ¢ qul a cet ¢- tre a-jou- te la trem-blan-te -
7 blay-ay kee &h seh teh tré hdh jshoo tay la trom blon teh ee
trou-bled. Which swells it by ad-di-tion Of a wraith a -
ma - ge de bon- heur et de dou- te
¥ mah jshih dih bown er ay duh doo teh
quiver With de- hght and sus- pi- cion



German Pronunciation

VOWELS — Generally speaking German vowels are erther long or short

German English Examples (German)
long A ispronouncedhke  a  1n father aber. habe. Tag. ja
short A 1s pronounced ke a infather (but) acht, falsch.

much shorter) Ball. danke

long E 1spronounced ke a  njate geht, zehn. Leben
short E 1s pronounced hke e 1n pet sechs, elf. Herr. es
long 1 -1s pronounced ke 1 i machine  lhnen. dir
short | 1s pronounced hke ! n pit ich, nicht, bis, bitte
long O 1spronounced ke o inold $0. schon
short O 1s pronounced hke o  n ought gott. noch
long U 1s pronounced like 0o 1n moon gut. nur, zu
short U 1s pronounced like u put und. Mutter, warum
El is pronounced hike 1 neye,
IE s pronounced hke ¢ inee

UMLAUTS — The Rounded Vowels A O and [3

A 1s pronounced hke  eh  in hay zahlen
O 1s pronounced like 00+ ee 1n moon (lips) + sweet (tongue) = zwolf
U ispronounced ke 1 inshirt Schuler

CONSONANTS — Generally speaking German consonants are
pronounced about the same as in Enghsh except with greater force
However. the following letters differ

German English Examples (German)
d s pronounced like t whenthe “d” comes at the end of aword und
) 1s pronounced like y ja. jetzt
s is pronounced hke z whenthe s comes at the beginning of a
word sie, sieben. sehr. sind
sch 1s pronounced like sh  Schuler. falsch
v s pronounced like f vier, wieviel. viele
w 15 pronounced like v wie, zwei, zwolf
¢ s pronounced like ts  zwer zehn. zwolf. zahlen

ACH — The sound spelled “‘ch™ in the word acht 1s known as the
ach-sound It resembles the sound you make when you gargle. i e . acht,
auch

ICH — The sound spelled “ch™ in nchtig and 19" at the end of the same
word 1s known as the ich-sound. It resembles the English "h™" in hue. but s
produced more forcefully and with a good deal of breath

Silent H — The letter "h™" in the middle of a German word 1s silent The
vowel in front of a silent “'h"" 15 always long. i e . Lehrer. zehn. sehr. zahlen

At the beginning of a word. however. “h™ 1s pronounced as in English. 1 e .
haben. habe. hat. hier
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BESTOOTY 7'~ a5LE
German Pronunczation

Sample

A wealth of vocal ensemble lterature includes German "lied” from the
Renaissance. Baroque. Classical and Romantic eras Where no English
phonetc equivalents exist. approaimate pronunciations have been given
“Herzheb Zu Dir Alloin™ (9. Dearest Love of Mine™') by Hans Leo Hassler
15 a suitable sample SSATB selection for vocal ensemble

“Herzlieb Zu Dir Allein”
(Boston Music Co . 197())

b moh u A i o woht hag uad Nadhat N
oo TR T NP v ab s tart Dabg oont Nahoht o nune
O Loy ] L ot meow | need o mght and
~n I . s Mo, or wnnt alls I ten
R [N [T Mo fub hi it moer ahlls Law  non
Ly Yo o ips Wt wiw i all AR Cales
o Im hab o b O 5 bhen ban G wn will nh s
b Ihay bbb o et ben e e qun vl wh At
o | [ N " Voit klss S Yours on T XN ™
o [ Frowdt o I bon o lus an AN In da e b
Vo " Froot oo e te bis abn dabs Fho duh nune bas
[T it . Mt [RITRSS S n n death cames e N
i [T oo M mo bnutm for ben b an das o e
T RYI 3 TS whe oune Mt Goar i Brast oo ben bis ahn dabs T duh
! deathcortes to0 e Lo shane our owns and biss o un nb death comes 1o
cwe Db wn ko G ben Dem o genowill ach s Mt
tomy o Dow habib wh e e Py ben Dineoove qun il kb e Ma
e boe gedd [ COmr res s Yeurs on I will | b 1o
! A T T e bas an das o e man bisan dov b ke
fear o brat e g o s ab dans B duh pane s b dabs B b
i oot s and bliss o nn eath cone s o e un  death cone s to
dem M " Pt h hen his an das fn W i
N e Mok o Promt tawn on hor s ahn dah [ dub
1 I Share onr ee s I L NN ur b Jdeath comes o th

*Pronoun as i the French sur
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Italian

C beforer ore
CH 15 used only before 1. or ¢

7

GH 15 used only before 1, or e

ts like English ¢ as in see
1~ hke English ts in its

N

Italian Pronunciation

VOWELS
Italian English Examples (Italian)

A ispronounced hke  ah infather  data {dah-tah)

U 1s pronounced like 00 in boot statura (stah-too-rah)

I 1s pronounced ke  ee  1n feet tunsta (too-ree-stah)
(close) E 15 pronounced ke  ay  in date teatro (tay-ah-troh)
(open) E s pronounced hke  ¢h 1 met problema (proh-bleh-mah)
(close) O 1s pronounced like oh i hotel colore (koh-loh-ray)
(open) O s pronounced ke  aw 1 thaw opera (aw-pay-rah)

CONSONANTS — Most Italian consonants are pronounced like English
consonants. however the following need special attention

English Example (Italian)

C  before a. 0. u, orany consonant ~ King k™" colore (koh-loh-ray)

~ chum 'ch’ centro (chehn-troh)
cough”k™ chimica (kee-mee-ka)

G before a. 0. u, or any consonant  good g’ gloria {glohr-yah)

-dohn )" generale (jay-nay-rah-lay)
- good g”

(except gh and ch) 1s always silent
1s trilled with the tip of the tongue

1~'I




Building the Voice —
Sound and Sensation

1 Activate the Proper Physical Responses *
a Posture “forward’. equal foot space. "nde high™ on stance (be aware
of the sitting positions for rehearsals)
b Body relaxing
1) neck movement. 2) upper chest movement — use arms.
3) waist bends.  4) steps in rhythm

¢ Arflow
1) panting exercise.  2) yawning sensation,  3) controlled release
of air.  4) "lift” — “"tuck-in" — abdominal muscles,

5) support (interpret)
* always try to deal with a physical involvement — even on tonal
response

2 Inception of the Tone.
a Begin with an "SSS™ sound for control of air release (use a specified
number of counts to inhale and to exhcle)
b Work with the mid-register to establish a freesopen sound. i ¢ . “baht -
baht - baht - baht - bahhhhhhhhhh --t* (Begin around F-G-Ab )
¢ Bnngthe "SSS™ sound into a pitch, i e . "SSS --- EEE™ (have
students feel the “'sensation of this sound™)

3 Chest or Lower Voice Register Exercises

a The “glottal scrap. fry”

1) simply develop the control of uir release into vocal fold response
(phonaton). then to a pitch {work below C)

2) maintain the "hft" or direction through the release of the tone

b Single notes (beginning below the primary break) chromatically
on “ah" should develop and detach the lower from the mid register
(use "ah” mostly. mayoe some “oh™ and occasionally 00"}

¢ “Fallinto” the sounds — begin on F or E and descend in 5-tone scale
patterns, using “ah’" with a slight crescendo

4 Head or Upper Voice Register Exercises
a "Sigh-yawn’ approach
1) sigh and carry into a yawn in a fairly high register. then develop in
single notes or 5-tone scale patterns
2) use lots of air — develop the sensation not an immediate “nice
tone’’ response
b “Bounce' into the upper register — on a major tnad. develop a rapid
1-3-5 response. wath “lift into”” and accent on the 5 (Use the vowel
“00" and sometimes “ee’’ )
¢ Whistle register the falsetto
1) go above the break and work single notes with the men —
use 00" .
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2) go above the regular singing register and make a single-noted
sound that 1s simular to a ““whistle” (This 1s really the same vocal
response that the men have in falsetto — what 1s left of the voice
since it made 1ts vocal change )

3) CAUTION — the throat may close easily here Work with care and
work only with the proper sound response

5 Mutation — Coordination of the Regsters

a Emphasize the use of the 00" vowel
Work from one register “across’ the break into the next register
Develop full awareness of the sensations and sounds'
Use “00™ — major chord ascending. dominant 7th descending
Use “ee’” for false whistle into mid
Use "ah™ chest into mid

Develop a quality of sound on a comfortable pitch and work to
establish this same quaiity throughout the voice range

h Discuss and expenment wath the larynx position

« ~ae o o o

6 Tune Your Chorr
a Build major chords
1) voice from the root to the octave, octave to 5th. 5th to 3rd
(always try to sound or voice the chord from the bottom)
2) double lower octave, when possible
3) change the vowels
4) work with “m" *'n"" to lead-into vowels. and with *'t"* “d"" to
establish a proper release

b Expand into minor chords (move by semitones)
¢ Develop major 2nd-7th intervals. (Teach as inversions of intervals )

d Work on attacks . releases constantly (Encourage a physical
movement with hand gesture to get proper vocal response )

7 General Vocal Exercising Comments,

a “Lift” (buoy-up) the sound (“hook-up™ — *“‘tuck-under"", etc )

b Dilated throat — space in the upper pharyngal area (openness —
lift the palate — ax the tongue)

¢ “Direction of sou:..i" — flow “toward and away-from" a

great phrasing’

d Shape the mouth to encourage the vowel sound desired — but
Sing the vowel'

¢ No head motion is necessary!

“Sip” the ar “'Blow' the tone!

-
Y

8 Comments
a Work each day (rehearsal) — work correctly and regularly’

b Listen! (Hear what is happening. not just what you want to hear!)

¢ Establish a "mold™ of sound or a basic sound that you wish to
rehearse or continue to *‘shape”
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d. Teach energy in each rehearsal! (Be alive with energy!)
(You cannot sell what you yourself do not believe in!)

e Be patient: Some days the sound may be there in 3- 10 minutes;
in other days it will not develop in even half an hour.

f Build the voice!




Teacher Reference Books —
Choral Music

Arkis & Schuman THE CHORAL SINGER 2 vols Fischer
Designed to develop sight singing and to increase knowledge of music
theory Rhythmic and tonal patterns. two clefs. modulations, solfegge,
style and chromaticism

Ashford A PROGRAMED INTRODUCTION TO THE FUNDAMENTALS
OF MUSIC  Wm C. Brown

Comprehensive programmed theory text presented 1n small units with
provision for immediate feedback

Barber. Joyce etal ABC CHORAL ART SERIES 4 Vols Amencan Book

Company
Teacher guide accompanies the senes Volume I-IV SATB. records
availlable Vol | — Rehearsal, Intervals. Rhythm. Melody. Harmony.
Colour and Symbols Vol Il — Comparative Styles of Renaissance.
Baroque, Classic. Romantic. 20th Century Vol Il — Physiology of
sound production. Rhythm. Melody. Harmony. Texture. Form. Design,
Colour Timbre Vol IV — Music 15th-20th Century, Synoptc table,
Bibliography. Indexes

Benward & Seagrove  PRACTICAL BEGINNING THEORY
Wm C Brown
A source of reference and examples for properties of sound. theory.
intervals rhythm. melody and harmony Sight and ear exercises
Penward  WORKBOOK IN ADVANCED EAR TRAINING.
Wm C Brown
Very comprehensive, sequential ear training book that deals with all
aspects of music including contemporary sound

Benward  SIGHTSINGING COMPLETE  Wm C Brown.
1360 graded ad progressive sightsinging exercises and 87
compositions Systems include moveable doh. letter names and neutral
syllables Examples develop an understanding of style. form, analysis,
musicianship and tonalites.

Berger  ELEMENTS OF CHORAL PERFORMANCE ~ Sam Fox
Designed to teach musical notation to beginners Contains 100 graded
examples so theory can be put to immediate use

Boyd TEACHING CHORAL SIGHT READING  Parker Pubhshing
A step-by-step approach at every grade level

Chnsty  EXPRESSIVE SINGING 2 vols Wm C Brown

Vol I contains gurdance. technical principles. exercises and basics of
mterpretahon Vol 1l contains pedagogy. production theory. technic,
style and interpretation, some repertoire and principles of
accompaniment at advanced levels
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Decker & Herford. Ed CHORAL CONDUCTING

A SYMPOSIUM  Prentice-Hall
A thorough examination of all aspects of choral training Numerous
theories of tone and diction. rehearsal techniques, choral musicology.
20th Century repertoire..score preparation

Denes & Pinson THE SPEECH CHAIN  Doubleday
Reference on the physics and biology of spoken language Introduction
to anatomy. physiology. physics. psychology and linguistics Spoken
communicaton can be directly related to music composition. as well as
production for instrumentalists and singers Precise and clear diagrams
on anatomy *

Encson etal. CHORAL CONDUCTING  Walton Music
Problems and techniques of conducting with specific examples

Green & Pooler SOUND AND SYMBOL  Pro Art
Theory book including increased musical understanding to aid in
expressive performance

Greene THE NEW VOICE. HOW TO SING AND SPEAK
PROPERLY London Chappell Music
Comprehensive information on vocal production

Hegyt SOLFEGE ACCORDING TO THE KODALY CONCEPT  Kodaly

Pedagogical Institute
Complete manual of the Kodaly pninciples with specific examples

Hill & Searight STUDY OUTLINE AND WORKBOOK IN THE
ELEMENTS OF MUSIC  Wm. C Brown
Comprehensive theory workbook of musical elements

Hill & Searight ELEMENTS OF MUSIC Wm C Brown
Basic theory text. comprehensive exercises for student use in choral
music

Jipson  THE HIGH SCHOOL VOCAL MUSIC PROGRAM  Parker
Publishing
Step by step guide to organizing a secondary music program Detailed
instructions on developing vocal concepts and skills.

Klein & Schyeide  SINGING TECHNIQUES  National Music
Complete pedagogy with practical exercises to develop resonance and
vowel formation

Kodaly FIFTEEN TWO-PAKT EXERCISES Boosey & Hawkes
A progressive course in two part singing

Kodaly LET US SING CORRECTLY Boosey & Hawkes
Designed to produce good intonation with sight reading

Kodaly 333 EXERCISES Boosey & Hawkes
Exercises related te voice production and sight reading techniques

Lamb CHORAL TECHNIQUES Wm C Brown
Detailed descnption of rehearsal techniques. conducting techniques.
organization and management. and selection of repertore and
programs




Landecker CREATIVE MUSIC THEORY  Allyn and Bacon
Music theory book with musical excerpts to develop notaton. sight
reading. rhythms. intervals. key concepts and harmony

Niblock & Hutcheson  MUSIC FOR THE HIGH SCHOOL

CHORUS  Allyn and Bacon
Extensive examples of choral music from Medieval to contemporary
Each selechon provides an explanation Generally SATB

Peters & Yoder MASTER THEORY SERIES. BOOKS 1. 2. 3 Kjos
Senes of workbooks containing exercises to develop a knowledge of
musical rudiments

Red CHORAL SOUNDS. INTERMEDIATE CHORUS 1 & 2 Hoit.

Rinehart and Winston
Choral selections in 2. 3 and 4 parts ranging from early to modern eras
Sections on theory. posture. breath control. diction and intonation
Notes on interpretation and choral technique for each selection

Red CHORAL SOUNDS. ADVANCED CHORUS BOOKS 1 and 2

Holt. Rinehart and Winston \

A vanety of fairly difficult selections, Book 1 contains style and
interpretation of contemporary music

Remmer. etal  MUSIC FOR CHORUS. BOOKS 1.2.3.4  Silver Burdett
A senes of modules that are developmental in difficulty Recordings
availlable Rangde charts for each selection

Robinson & Winold  THE CHORAL EXPERIENCE ~ Harpers
Very comprehensive book detailing the histoncal choral experience,
rehearsal techniques, performance. musicianship and conducting
techniques

Schinmer, Ed  FIVE CENTURIES OF CHORAL MUSIC ~ Schirmer
Collection of choral music representing major styles and periods from
Dowland to Barber

Stanton THE DYNAMIC CHORAL CONDUCTOR  Shawnee Press
Discuss choral tone, rehearsal devices and choosing repertoire

Staples LET'S SING PARTS Mills
A traditional collection for SAB Provides some useful strategies for part
singing The baritones usually have the tune or a simple bass part

Tat  CHORAL PERFORMANCE. ZONE 5 SERIES A.B.C.D

Addison-Wesley
A senes designed for grades 9-12 Each book contains seven units tone,
melody. rhythm. harmony. texture, tonality and form Units contain

objectives and evaluative cntena Selections encompass early to modern
choral works

Wilson  ARTISTIC CHORAL SINGING  Schirmer

Styles of choral hterature. interpretation. conducting techriques. vocal
training and hsts of choral collections and recordings

Zanmnelh  HEARING AND SINGING  Shawnee Press

A pamphlet to develop the ability to hear pitch and intervals and to sing
them Presupposes a visual understanding of notation and develops a
vocabulary of intervals
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Teacher Reference Books —
Vocal Jazz Ensembles

Anderson  THE JAZZ AND SHOW CHOIR HANDBOOK  Hinshaw
Music

Comprehensive reference book dealing with all aspects of Vocal Jazz
Konowitz  VOCAL IMPROVISATION METHOD  Alfred Publishing

Develops a vocabulary of jazz riffs. scat singing and jazz inflections to
enable students to improvise freely

Kysar et al. VOCAL JAZZ CONCEFTS. Hinshaw Music
Instructions on vocal jazz arranging, the rhythm section. ornamentation,
improvisation and a list of references

Plark JAZZ CHOIR WARM-UPS. Abr rdeen Music
Vocalzes using the jazz idiom which include sound control. intonation,
intervals. chord progressions and diction

Shaw  WARM-UPS FOR JAZZ AND SHOW CHOIRS Kirby

Vocalizes applicable to jazz techniques and voicings

Shaw VOCAL JAZZ STYLE PAK  Hal Leonard
Pak includes cassette. 20 student sheets and teacher guide Basic jazz
styles and inflections as well as pertinent examples

Spera  JAZZ IMPROVISATION —- BLUES AND BASIC LEARNING
UNLIMITED Hal Leonard
Basic improvisation techniques in making chord changes preserted
sequentially. Treble Clef

Vandre  SIGHT READING FUN FORSAB  Books 1-4 Belwin-Mills
Collection of part songs to develop sight reading skills




Table of Contents

Strings Course Section

Page
Learning Outcomes and Content for Strings . S 129
Introductory Level Strings — Sample Qutline . .. 132
Introductory Level Strings — Sample Unit . . . 134
Intermediate Level Strings — Sample Qutline . . . 135
Intermediate Level Strings — Sample Unit . . 138
Senior Level Strings — Sample Outline . . . . 140
Senior Level Strings — Sample Unit . . . . . 142
Learning Outcomes and Content for Stnings,

Fretted Instruments — Guitar . .. ) . . . 144
Introductory Level Guitar — Sample Qutline . . . ... 147
Introductory Level Guitar — Sample Unit . o . 149
Intermediate Level Guitar —- Sample Qutline . . 151
Intermediate Level Guitar — Sample Unit o .. 153
Senmor Level Guitar — Sample Qutline .. . . Co ... 155
Senior Level Guitar — Sample Unit . .. .. o 156
Strings — Additional Resources . 159
Suggested Seatng Plans .. . . . . .. .. .. le0
Preparation of String Instruments Ce Co 161
Glossary of Terms — Guitar . .. cee . L 163
Teacher Reference Books — Strings Coe o ... . 164
Teacher Reference Books — Guitar S A (Y4

127




Leaming Outcomes and
Content for Strings

By the end of Stnngs 12 the student should have facility in the following

Leaming OQutcomes

Learning Qutc'mes

® TECHNICAL COMPETENCY
The student should be able to
display competency with the left
hand

® The student should be able to
display competency with the nght
hand

¢ ARTICULATION
The student should be able to
demonstrate and apply
articulation techmques

¢ THEORY
The student should be able 1o
understand the symbols and
techiical terms of music and
display competency in their
application

Content

® secure intonation

® major and minor scales and
related arpeggios

® first through third posihon

® vibrato

® double-stooping (3rds, 6ths. Sths.
octaves)

® chording

® chromanc scales

® detache

® martele

® spiccato

® grand martele

® pizzicato

® rhythmic slurnng and detaché
combinations

® con sordino

® senza sordino

® staccato
® attack

® accent
® release
® tenuto

® dynamics

® tempo indicahons

® accidentals and enharmonic tones

® syncopahon

® phrasing

® halance

¢ simple. compound and irregular
metres

® modes

® interval study in varying
applications both vocally and with
the instrument
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Learning Outcomes Content

e THEORY (continued) e chordal construction and balance
® transposition

® writing from dictation

® music terminology

® notation systems

® ornamentation

e HISTORY :
The student should be able to . @ Medieval
listen to, analyze, interpret, | (de la Halle, Machaut)
discuss and perform works of e Renaissance
representative composers of . (Gabrieli, Tallis)
instrumental music . & Baroque
| (J. S. Bach, Handel, Vivaldi)
1 o Classical
i (Beethoven, Haydn, Mozart)
' o Romantic
f (Mendelssohn, Rossini,
' Tchaikovsky)

e Twentieth Century
(Samuel Applebaum, Philip
Gordon, Paul Herfurth)

e FORM
The student should be able to | ® statement
interpret and analyze string music ® repetition

e contrast

® phrases

® sentences

® binary

e ternary

¢ theme and variations

¢ rondo

® suite

e prelude and fugue

e sonata-allegro

o free form
¢ STYLE
The student should be able to " e symphony
demonstrate. interpret and o ballet
understand orchestral literature ® musical
o film music
® transcriptions
¢ COMPOSITION ;
The student should create short " e round, canon/rondo
original works for voices and or . @ binary/ ternary

e theme and vanatons
o free form

instruments using traditional and
contemporary composttion
techniques
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Learning Outcomes Content

® ORCHESTRATION
The student should be able to ‘ ® hymns
wnte and orchestrate simple " ® chorale preludes
homophonic composttons for
stnng quartet or small stnng
ensembles

|
The student should be able to ‘
understand and appreciate the !
instruments comprising the |
symphony orchestra

¢ CONDUCTING
The student should be able to ! ® simple, compound and irregular
understand and demonstrate metres
simpie conducting patterns in ® basic conducting techniques
selected metres (dynamics, cueing, etc )

® conducting ensemble rehearsals
through score reading and stylistic
interpretation

MAINTENANCE

The student should be able to
keep a stnng instrument in
suitable playing conditon and
perform minor adjustments

® changing of strings

® installing fine tuning adjusters
® aligning the bridge

® adjusting tuning pegs

¢ INSTRUMENTATION

The student should be able to ® symphony orchestra
understand and appreciate the ® symphonic, concert or military
voicing of instrumental ‘ band

ensembles ® wind ensemble

® jazz ensemble

® SIGHT READING

The student should be able to . ® rthythm patterns
demonstrate sight reading skills - @ melodic hine parts in umson and
both vocally and instrumentally in harmony

¢ EAR TRAINING
The student should be able to ® melodic and harmonic intervals
demonstrate skills in ear training . ® melodic and harmonic chords
and aural dictaton J ® rhythmic, melodic and harmonic

' dictation

| @ transposition
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Introductory Level Strings —
Sample Outline

UNIT 1
Purpose

UNIT 2
Purpose

UNIT 3
Purpose

UNIT 4

Purpose:

UNIT 5
Purpose

UNIT 6

Purpose.

UNIT 7
Purpose

To introduce string playing through demonstrations and practical
applications illustrating proper positoning of the violin (viola. cello
or bass) and the use of the bow across open strings

To introduce proper posiioning of the fingers on the fingerboard.
stressing the importance of the left hand thumb and first finger
positions

1 2 3
E 8
A 0- —— -
D -+ —o——-
6 b—g————t—

To introduce the G. D and A maior scales using the above pattern

To introduce the basics of music reading

To practise simple rhythm patterns

To practise simple tunes using the first — second. third finger
patterns

To review all matenal

To introduce a new finger pattern consisting of first. second —
third finger (low second finger next to first)
1 2 3
E H—b 6
A —0— 44—
D — 102 L
G ————

To practise simple tunes using this finger pattern




UNIT 8 .

Purpose: To introduce use of the fourth finger in the place of the open
string.

UNIT 9

Purpose. To review all scales, two notes to a bow.

To introduce the relationship between finger patterns and flats,
sharps and natural signs.

UNIT 10
Purpose To review all material previously learned.




Introductory Level Strings —
Sample Unit

(Refer to Sample Outline Unit 1, p 132)

Purpose

To introduce string playing through demonstrations and practical applicatons
illustrating proper positioning of the violin (viola, cello or bass) and the use of
the bow across open strings.

Materials

Full length mirror
Piano and bench

Suggested References
Applebaum. String Builder Pants | and Il Belwin-Mills.

Matesky & Womack. Learn to Play a String Instrument: Parts | and Il Alfred
Music.

Strategies

1 Hand the student a rolled method book and when it is grasped turn the
hand over This illustrates the general position for holding the bow
without squeezing it

2. Have students consult a string method book for correct positioning of the

right hand. Emphasize differences in holding the violin, cello and bass
bows

3 A demonstration of the correct position for holding the instrument could
follow.

4 With the student stroking the A string with the bow, point out that the
bow should contact the string between the bridge and fingerboard
approximately 15 mm from the end of the fingerboard.

5 Have the student stroke the string with the bow "*down"" (™) and "'up”
(V) Strive for use of the full bow and free motion of the arm and wnst.
Ensure that the bow is drawn parallel to the bridge.

6 To give some tonal support play the A major chord on the piano
7 Repeat strategies 4. 5 and 6 using the D. G and E strings

Assignment

In front of a mirror, practise long free bowing across open strings using the
correct position




Intermediate Level Strings —
Sample Outline

UNIT 1
Purpose. To practise the C. G, D. F and B-flat major scales Emphasize the
correct use of the left hand

To apply the following rhythm and bowing patterns to scales.
studies and pieces: .

Rhythm Patterns

: o o o o d.tl

4 0 0 0 o0 o0 o

N3/ \J

Bowing Patterns

t 6o —d’l

- \ \ =y
4 S —— E—— .
4 ovo o ¢ ovo o o l l

-y " V=
s TR T
UNIT 2

Purpose To practise the A major scale
To apply bowing patterns.
To review previously learned scales
Rh sthm Patterns

4 SE—
4 o doooo:ll

1 == o ’I
2

4 o 0 0 0 0 0 0 o

Bewang Pattern

- " p- y
4 ——
4 e d d d o ¢ o 7 '1' 135
~ SN— -
1,
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UNIT 3
Purpose

UNIT 4
Purpose:

UNIT 5
Purpose

UNil'o
Purpose
UNIT 7
Purpose

To practise the A-flat major scale emphasizing tone quality

To apply syncopated rhythm patterns to all previously learned
scales

Rhythm Patterns

To practise major scales emphasizing the correct use of the left
fingers and right bow arm using

Rhythm Patterns

4 { R ‘ ’I

q4 @ o o o L o
3/

4 —— I

4 6 o000 ¢ 0000’

To demonstrate detaché bowing on major scales.

To review rhythm and bowing patterns.

To practise orchestral music using previously learned keys. rhythm
and bowing patterns

Rhythm Patterns

4 o o @ @ o @ |
4 L] r ] .I
4 @ e o o o 0 o'
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UNIT 8
Purpose

UNIT 9
Purpose

UNIT 10
Purpose

Bowing Patterns

§ — —
4 o 06 060 o0 0 0 o :,l
NN

To practise major scales using the grand martele style of bowing in
quarter nuivs

To introduce and apply the 6

8 time signature to bowing patterns

To practise suitable pieces using martelé and detache bowings
Bowing Pattemns

4 v
4

o o o o

To practise major scales using vanous slurnng and bowing
combinatons

Rhythm atterns

- . - \
4 ™2 == =—n == :l
4 0.0 0.0 o. o 0
Sy Ty m oy o=y
4 =3 = = =
4 6.0 0.0 0.0 0.0 II
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Intermediate Level Strings —
Sample Unit

{Refer to Sample Outhine Unit 1. p 135)

Purpose

To practise the C, G. D. F and B-flat major scales Emphasize the correct use
of the lefthand

To apply the following rhythm and bowing patterns to scales, studies and
pleces

Rhythm Patterns

4 —— g

4 e e o o z

4 L ] L] .

4 o o o0 o o ov '
\"’_/ \3_/'/

Bowing Patterns

- \I - \ -

4 SEE——— ——

4 © © 0 0 o0 o o o l
- - \ L] \

Materials

(Refer to Sample Unit p 134)

Suggested Reference

Matesky & Womack Learn to Plav a Stnnged Instrument. Part lll Alfred
Music

Strategies

1 Encourage students to concentrate on achieving secure intonation by
practising the C. G, ). F and B-flat major scales. using whole, half and
qguarter notes




2 Apply the scales to rhythm and bowing patterns
Rhythm Patterns

4 . ’I
4 o o 0o o0 o0 o - °

Bowing Patterns

4 L ]

4........:

—

N’

- v - \', - y

4 R EEEEE—

I

3 Apply the above patterns to short studies and melodic pleces using a
single melody line accompanied by piano

4ooovooooo:

e

4 Rehearse suntable stnng compositions

NOTE  Some appropriate selections may also be found mn Building

lechmaque With Beautful Music. Orchestra Folio and Junior Philharmomic
For Youny Orchestra
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Senior Level Strings —
Sample Outline

UNIT 1
Purpose

UNIT 2
Purpose

UNIT 3

Purpose

UNIT 4
Purpose

UNIT 5
Purpose

UNIT v
Purpose

UNIT 7
Purpose

UNIT 8

Purpose

To review the B-tiat major scale and apply rhythm patterns

To emphasize string intonation by playing slow, homophonic
compositions

To practise pieces using previously studied rhythm patterns

To review the C. F. and E-flat major scales applying bowing and
rhythm patterns

To practise pieces using previously studied bowing patterns

To review the G and D major scales applying rhythm and bowing
patterns

To practise tuning studies with the entire ensemble

To discuss, sten to and rehearse compositions using the “Theme
and Vanation™ form

To practise n thirds the A-flat and A major scales using several
bowing patterns

To practise rhythm exercises that encourage independence in
counting

To review major scales applying vanous bowing and rhythm
patterns

To discuss. bsten to and rehearse chorales in chorale preludes

To introduce minor scales
To practise chorales 11 minor keys

To practise exeraises in higher positions

To review chromatic scales
To apply rhythm patterns to major, minor and chromatic scale
I'o practise alternate fingerings

o, discuss, listen to and rehearse the overture
To practise major scales inintervals of a third fourth fifth and

O tave

To practise selected rhythm esercises

11;




Toreview the musical forms of March, Overtute. Theme and

Vanation
UNIT 9
Purpose  To study and perform suitable Canadian music terature
UNIT 10

Purpose  To petform a well balanced program of orchestral muste

141
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Senior Level Strings —
Sample Unit

(Refer to Sarnple Outline Unit 1, p 140)

Purpose
To review the B-flat major scale and apply rhythm patterns
To emphasize string intonation by playing slow, homophonic compositions

To practise pieces using previously studied rhythm patterns

Materials

Record player

Suggested References
Isaac & Webber Orchestra Rehearsal Fundamentals Belwin-Mills
Farago Westbury Stnng Orchestra Folio Pro Art

e lsaae_Concert Hall Relwin-Mills

Fussell Exercises for Ensemble Drill Belwin-Mills.

Strategies

1 Practise the B-flat major scale using the following bowing (strings)

pattern

Stn‘ngs’a
F vV FE vy
4— .
4'-.999'|

= —

=V r VoV
4._! .I
40&0‘!4'
'.V

Stnngs must achieve a stop in both the bow and in the sound when
playing “‘staccato’ quarter notes

2 Encourage students to concentrate on achieving good intonation. Suitable
selections may be found in Orchestra Rehearsal Fundamentals and
Exercises for Ensemble Dnll Emphasize the importance of listening to
achieve secure intonation and balance

142
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3 In working on rhythmic studies, either in unison or in parts, choose
suitable selections. These could include “‘Fun With Tunes’ or "*Krazy
Kounting' in Orchestra Fundamentals The percussion section should
reinforce the rhythms played.

4 When rehearsing pieces, string players should, at the outset, play the
examples detache: once the intonation is secure. slurs may be added

5 Practise homophonic compositions emphasizing secure intonation.
Suitable selections include ' The Thanksgiving Hymn™ and the St
Anthony Chorale’ 1n Stnng Orchestra Folio




Leaming Outcomes and
Content for Strings, Fretted
Instruments — Guitar

By the end of Strings 12. Fretted Instruments — Guitar the student should
have facility in the following Learning Outcomes

Learning Outcomes

e TECHNICAL COMPETENCY
The student should be able to
display competercy in chord.
note and tatiature playing

|
]
|
|
!

Content

CHORD PLAYING

e all open chords

® bar chords in the following
shapes E. E; Em. A A, Am

® extended chords
ma)7ths. m7ths. 9ths. 6ths. m6ths

e refinement of tone and clanty on
all chords using stroke patterns

e standard arrcle of fifths

e THEORY
The student should be able to
understand the symbols and
technical terms of music and
display competency i therr
appl.cation

NOTE PLAYING

o Right hand — rest stroke with
fingers and free stroke with
thumb

¢ simuitaneous use of the above
two strokes

® simultaneous use of fingers and
thumb both free stroke

o Left hand — slurnng techniques
major and minor scales. one
octave only in 1st and 2nd
position

® notes in Ist. 2nd. 4th. 5th. 7th
and 9th positions

e dynamics

e tempo indications

¢ acadentals and enharmonic tones

® syncopation

® balance

e simple. compound and irregular
metres

® phrasing

® modes




Learning Outcomes Content

® interval study in varying

® HISTORY

The student should be able to
histen to, analyze. interpret,
discuss and perform works of
representative composers for
fretted instruments

applications both vocal and
instrumental

® chordal construction and use of
the circle of fifths progression in
chord playing

® transposition

® writing from dictation

® music terminology

® notation systems

® Pre-Baroque
(J Dowland, L Milan)
® Baroque
(J S Bach. G Sanz)
® Classical
(F Sor. M. Carcassi. F Carulli,
M Guuliani)
¢ Romantic
(F Tarrega Eixea)

tiath Canti.

Twan “
—s—Jwentieth-Century

¢ FORM
The student should be able to

interpret and analyze the structure

of music

o STYLE
The student should listen to and
analyze the different styles of

guitar playing

e COMPOSITION

The student should create short
onginal works for voices and;or
instruments using traditiona! and
contemporary composition
techniques

(M Ponce. H Villa-Lobos)

@ statement
® repetition
® _ontrast
® phrases
® sentences

® blues

o folk

® country and western
® jazz

® flamenco

® classical

® rock

e Latn

¢ round, canon rondo
® binary ternary

¢ theme and vanations
® free form




Learning Qutcomes

o MAINTENANCE
The student should be able to
maintain a guitar in suitable
playing condition and perforn
minor adjustments

¢ SIGHT READING
The student should be able to

demonstrate sight reading skills 1n

both chord and note playing

e EAR TRAINING
The student should be able to
demonstrate ear training skills

Content

® changing strings. both steel and
nylon

® adjustment of guitar action

¢ adjustment of machine heads

® tuning the guitar

® rhythm patterns
® chord progressions
® melodic hnes

¢ melodic and harmonic intervals

® melodic and harmonic rhythm
dictation

¢ melodic and harmonic chords
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Introductory Level Guitar —
Sample Outline

UNIT 1
Purpose  To mtroduce the correct posture. holding postion, left and nght
hand positions through demonsiraton and participation

To mtroduce the chord diagram using the D chord

To demonstrate the desired clanty of sound i chord plaving
UNIT 2
Purpose  To ntroduce the basics of music reading

To mtroduce and demonstrate the use of the nght hand fingers’
rest stroke in melodic playing using the natural notes. first position
on the first. second and third string

To demonstrate the difference in sound between rest stroke and
free stroke

UNIT 3
Purpose  To review the D chord
Fomtroduce the A chord

[o strum a steady accompamment to simple one and two chord
S osongs T

To review note plavirg using rest stroke with nght hand fingers
UNIT 4
Purpose 1o ntroduce the G chord
[o plav and sing two and three chord ~ongs m [ major
emphasizing the importance of maintammg a steady rhythm

To practise the natural note in Ist position on the top three strings
using simple melodies

UNIT 5
Purpose  To ntroduce rhethm notation
To emphasize the importance of a steady thythm accompamment

and fluent chord changing through exercises 1 hythm notation
and simple two and three chord songs

UNIT &
Purpose Tontroduce the llm chord n D major (1e Em)
Lo plav and =g songs m D major which use the Em chord

[ review nght hand rest stroke techmgues and the basics of note
reading usig simple melodies

147
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UNIT 7
Purpose

UNIT 8

Purpose

UNIT 9
Purpose

UNIT 10
Purpose

To introduce the primary chords in A major (1 e . A. E. D)

To introduce the concept of pivot and guide fingers to assist 1in
changing from one chord to another

To play and sing songs in A major

To iniroduce new strumming technmiques (e g . up-strum.
thumb-strum)

To practse songs 1n ) major 2iid A major which use a vanety of
strumming technmigues

To introduce the fifth-fret method of tuning the guitar

To mtroduce the Vim. [Im. V. V. | chords in G major
To play and sing songs in G major

To review the natural notes. first position. top 3 stnngs

To introduce the primary chords in E major (1¢ | E. B A)

To play and sing songs in E major

To review and practise all songs previously taught




O
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Introductory Level Guitar —
Sample Unit

(Reter to Sample Outlme Unit, p 147

Purpose

To mtroduce the correct posture., holding positon, lett and nght hand
posittons through demonstranon and participation

[ointroduce the chord dragram using the D chord

[o demonstrate the desired clanty of sound m chord plaving

Materials

Chairs with no arms preferably low with flat seats

Guttars properly tuned

Suggested Reference

Snvder Basie Instructor Guitar Volume | Charles Hansen Music

Strategies

I Anexplanation and demonstration by the teacher of the conect posture,

holding posion and lett and nght hand posinons could mtroduce this
area of study

<

Have students imitate the posinon

An explanation of the chord diagram at the blackboard usmg the 1) chord
as an example could follow

b Demonstrate the D chord and esplam the importance of produang a clear

soundd frem cach mdmadual sting (Remimd students that the 6th strng is
not saunded when plavimeg the 1) chord )

I1,
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5 Have students play a D chord and have them strike each individual string
separaiely producing a clear sound

6 While singing a simple round or one chord song. have students strum a
steady rhythm on a D chord

Assignment ‘

Practise playing the D chord, checking to make sure every string produces a
clear sound (except the 6thj.
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Intermediate Level Guitar —
Sample Outline

UNIT 1
Purpose

UNIT 2
Purpose

UNIT 3
Purpose

UNIT 4
Purp()bt’

UNITH ™

Purpose

UNIT o
Purpose

To review correct posture and holding position for guntar playing
To review correct hand positions

To review open chords by playing and singing songs using these
chords

To introduce songs requinng greater faciity and speed in chord
changing

To review nght hand rest stroke techniques and basic note reading
through simple melodies using natural notes, first position top 3
stnngs

To demonstrate the proper method for changing strings

To introduce the nght hand thumb free stroke techmque through
demonstragon and participaton

To introduce the natural notes. first position on the fourth, fifth and
sixth strings

To ntroduce the techniques of bar chord playing through the use
of the F chord

To ntroduce the chords 1in C major with emphasts on the F chord
as the first bar chord

To practise songs requinng a change to and from the F chord

To review the nght hand thumb free stroke techmques and the
natural notes. first position. on the fourth. fifth and sixth strings

To ntroduce preces using right hand fingers rest stroke (melody)
alternating with the thumb free stroke {accompamment)

NOTE  Preludes 1 through 5 in Shearer's Classical Guitar
Techmque Vol 1 are suttable examples

To review the techmques of bar chord playing

Tontroduce the concept of the moveable E chord shape in bar
chord playing

l'> play and sing songs using bar chords of the E. chord shape
tother than the F chord)




UNIT 7

Purpose

UNil ¥
Purpose

UNTT 9

Purpose

UNIT 10

Purpgse

)

| El{lC

‘ Proto rovinto

To introduce the concept of the moveable E and Em chord
shapes

To plav and sing songs using bar chords of the E and Em chord
r .

shr!]’)cs

Fo review all the natural notes plavable in first positon (all six

strings)

lo review and practise nght hand techniques “

o perform suitable pieces (solos and or ensembles) which
demonstrate techniques previously learned

To mtroduce the concept of the moveable A, A . Am bar chord
shapes

o play and sing songs using bar chords of the A, A . Am chord
shapes

Toreview all techmgues previously learned — both chord playing

and note reading .

o listen to recordings of guitar playing in vanous styles and to
discuss how the techniques learned i class are applied by various
professional guitarists




Intermediate Level Guitar —
Sample Unit

(Refer to Sample Outhne Unu 3. p 151)

Purpose

To introduce the nght hand thumb free stroke techmque through
demonstration and participation

Tomtroduce the natural notes fist posttion on the fourth. fifth and sixth
Strngs

Materials
Refer to ntroductory Level Guitar -~ Sample Unit pp. 149-150

Suggested Reference

Shearer Aaron Classic Guitar Techmque Belwin-Mlls

“

Strategies

I Demonstrate nght hand rest stroke fingers and free stroke thumb

2 Have students play loud clear rest stokes on the first string, (always

alternate fingers) then without moving the nght hand. let the fingers rest

on the first string while the thumb plays free stroke notes on the sixth
string

NOTE - The thumb should strike only the sixth string and should not rest
on any stnng after the sting s sounded

b Have students practise exercises using thumb free strokes alternanng with

ingers reststroke Pomt out that the nght hand must reman sl at all
tunes

For vcample

v v
! "
1 Repeat
61 * ° i
2 : many
., - B fme's
[ »
It D

—
;,’1
A

O I "b )
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i m
) Repeat
g g « 0 R P
- T _ S e many
e e T nmes
e Py Py
p p
3 v v
i m
g i o 7 _ Rt’pt’dt
¥ e many
e 4 times
P P

4 Thentroduction of the natural notes. first posihon on the fourth, fifth and
sinth strings with suitable exercises and preces will assist students in
learning both the notes and the correct thumb free stoke techmque

ERIC
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Senior Level Guitar —
Sample Outline

UNIT 1

Purpose 1o review the use of the night hand fingers” rest stioke using
exerar es with the natural notes m fust positton on first, second
and third strings

UNIT 2

Purpose  Toreview the use of the nght hand thumb free stioke using
exeraises with toe natural notes, m fust posiion, on fourth, fifth
and sixth stimgs

Tomtoduce tablature reading using melodic exercises and simple
PDICEes

UNIT 3

Purpose Torevien preces that use nght hand fingors 1est strohe altermating
with nalhe e thumb free <stoke

UNIT
Purpose To mnoduce sharps flats and kev signatares using fist position
aerses only

Lo practise ensemble plaving using first posttion preces with vanous
ROy SIgHatULes

HINIT
Purpose Tomnoduce the techmques of sinultaneous note plaving with nght
band fingers rest stiohe and thumb free stroke

UNIT 6

Purpose To mnoduce the second position notes with approprate scale
caetoses and preces

UNID Y

Purpose Toamnoduce the fourth posiion notes with appropriate scale
enetolses aned Preces

UNIT S

Parpose Tomraduce the fitth positon notes with appropnate scale
excroses aned preces

UNIT 9

Purpose Lomnoduce the seventh positon notes with appropriate seale
Caotoses and preces

FINTT o

Prurpos T oorodue e the tunth posimon notes with approptiate scale

VoA ISes el Pleces

[oovvne ol plavmg technques useeg notes and tablature




Senior Level Guitar —
Sample Unit

(Refer to Sample Outhne Unt 5, p 155)

Purpose

To mtroduce the techmques of simultaneous note plaving with right hand
fingers rest stroke and thumb free stioke

Materials

Refer to Introductory Level Guitar — Sample Unit pp. 149 150

Suggested Reference

Shearer Classic Guitar Techmque Vol | Belwin-Mills

Strategies

I The teacher could review and demonstrate the fingers” 1est stroke
techmque of the nght hand

2 Rewview and demonstrate the thumb free stroke techmque of the nght
hand, emphasizing the importance of maintaining the same nght hand
posttion for both techmques

§ Have students practice both of the above techniques while carefully
checking students’ nght hand posiion

1 Using the exerases below. m the order presented. nave students practise
the simultaneous use of the techmques in Steps 1 and 2

v v VvV V

{ m { m




5 bmiphaswe  FINGERS MUST PLAY REST STROKE.

6 Practise smple two part pieces using the above techmques

Classical Guitar Techmque, pp 51 53 includes suttable examples




Strings
Additional Resources




STRING
ORCHESTRA

Suggested Seating Plans
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Preparation of String
Instruments

Fhus secnonas speaficalle ton thoee strng teachers who do aor haee
mrmnednte access o astag repamman. Insnuments that v et hom
At have ot beon pronerh et up A stng teacher s theretore
responsibic tor e corectmstafloton of the e anmeg adiusters the Propen
alupunent of the bdae cre The ~tgueshons bobow should assist

ST s e s

1. Proper Strings
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1
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2. String Height :
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hegh on the tngerboard Wl b mone hiftioalr e DAt Stings set too
onsgeneradlc oo wthothe fingerboan o
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3. Proper Bridge Placement

A L cnmvatane abthe bidge s vitall important tor the mistiument <
coeetoperaten Therebores be ccrtam that the curcatine of brdge i
sitevrentarth the herght of the siomgs o the nstran e
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4 Fine Tuning Adjusters
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5 Tuning Pegs
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b)) Two common problems in using pegs are
Loose Pegs this can be corrected by applving chalk to the shaft of the
ey
Tight Pegs this can be corrected by lubneatir 4 the shaft with a
graphite pencil
6. Setting and Placement of Soundposts
It1s recommended that the mstructor have a repairman set and place the
soundpost In some districts, however, the stning instructor mavy have to
make this adjustment 1tis therefore suggested that each school have a
soundpost setter available A shght adjustment or repositoning of the
soundpost may be made first by loosening the tension on the strings and
then resetting the soundpost in the proper locatton During school break
mstruments should be sent to a repanshop to ensure that the soundpost
1~ positioned correctly

192
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Glossary of Terms — Guitar

ACTION  The height of the stiings over the fingerboard

CVIRCLE OF HFTHS

By A#
Eo D#

()7
b #

FEETHAND SYMBOES  Fingers —- 1 inden), 2 fmiddle). 3 (nng)
4 (hittle)
Roman Numerals - fret posiion of the 1st finger
Cirded numbers or letters indicate the string to be
used

OPEN CHORDS DA GAL.D C.EB C.G Em Am. Dm

PIVOT AND GUIDE FINGERS A preot finger s one which remains

stationary while other fingers move to form
new notes

A guide finger does not entirely leave the
stnng when moving up or down 1o a new
note
RHY THM NOTATION  The slanted lnes mdicate a simple down strum
4
a /s s

RIGHT HAND SYMBOLS P thumb 1 - indes or Lst finger m —
middle or 2nd finger, a - ring or J3rd finger

THUMB STRUM A

é / /

[ ]
p P

RESTSTROKE SYMBOL. -
FREE STROKE SYMBOL O

163




ERI

Aruitoxt provided by Eic:

Teacher Reference Books —
Strings

Applebaum  STRING BUILIER PARTT - Beban Mills
Major kees mted 1o DG Eand € maior Rhothmie consideranon
agiven onle to quarter and eighth notes

Applebaum  STRING BUILDER PAKT I Belwm Mills
Duets and mstrumental ensemble selections culimimating in thad
posttion F ncompasses the kees of DG C and B flat magorn

Applebaum  STRING BUILDER PART I Belwin Mills
Contimues with magon scales and muoduces mmor scales Basic bowimgs
mclude detache martele wnst and finger stroke and sprccato
Addimonal melodies for use within a stnng ensemble

Applebaum  BUILDING THCHNIQUE WITH BEAUTIFUL MUSIC

VOLS T& 1T Behan Mills
A aacucal student stung method . Insttumentation inciudes violin viola
cellor bass and prana accompamment Major kees mted o G 1) € F
aned B flat maor Rhethmie mvolvement rather difficult

Bachmann AN ENCYCLOPEDIA OFF THE VIOLIN  Da Capo
Covers all aspects of the vioim from its ongins to its present postion as
the backbone of the sumphony orchestra Also desanbes hundreds of
mdividual artists and ensembilos

Bowohspan 10T MASTERPIECES OF MUSIC AND THLIR

COMPOSERS  Dolphn
Detatted descnption of over one hundred works designed to be used
vither with recordings or tapes Annotated hst of sutable recordmygs and

tapes

Burgan  BASIC STRING REPAIRS - Oxferd
Whtten o assist teachers with o repairs and adiustinents Basi
repairs mddude fiuting pegs sound posts, tal pins, tail gut and fising and
e stinyging a bow

Donmmgton, Robert THE INSTRUMENITS OF MUSIC Methuen
Desanbes the physical operation of musical mstruments Bowed
pluckhed and kevboard strings flute reed and bp insttuments, the human
vorce electne and pipe Ordans percussion mstruments

Farago  WESTBURY STRING ORCHESTRA FOLIO  Pro An
Sunple composthions arranged for strimg o hestra o strng quarten
Contams optional third viohin Instrumentation madudes Tst viohn
Jndviohn rd violn viola cello bass prano tall score

Forsblad JUNIOR PHILHARMONIC FOR YOUNG

ORCHE STRAS - Shaanee
Comnptlation of orche st armusic tor very gounyg mespetienoed string
plavers Seivcnans are entce el muscal although simple i techical

capecialions




Fussell EXERCISES FOR ENSEMBLE DRILL. Belwin-Mill
Warm up book containing exercises technical studes and rhythm dnlls
for anv stee group

Galamman - PRINCIPLES OF VIOLIN PLAYING  Prentice Hall
A treatse for viohn teachers dealing wath the techiniques that must be
handled by voung string players Suggestions on how 1o overcome
problems related to these techmiques

Headington  THE ORCHESTRA ANDITS INSTRUMENTS

Bodley Head .
Student guide to the instruments of the modern symphony orchestra
Discussion of the conductor s role and mformation on the development
of the orchestra

Horfurth - MUSIC FOR YOUNG ORCHESTRAS — Carl Fischer
Selection of compositions by famous composers transcnbed for
orchestre: All compositons arranged i kevs favorable 1o the string
plavers and all parts, with the exception of the advanced violin, remam
st position: Wind and percussion parts are within the technical
capabilities of the average voung plaver

Hill. ANTONIO STRADIVARIE HIS LIFE AND WORK (1644-1737)

l)n W't
Constdered the most authontative document on the hfe and work of
Antonmo Stradivan

il THE SYMPHONY  Pelican Books
Piscusses the impact of Baroque Classical and Romantic COMPOSErs
upon the syiphony

Hodadott  SIGH T READER FOR YOUNG STRINGS Shawnee Press

Collection of preces that may be used for sight reading

aac  ORCHESTRA FOLIO  Belwin Mills
Vanery of composiions for full orchestra Wind parts include 2 clannets.
2 trumpets 2 french horns 1 trombone 1 tuba and tympant [fficulty
level for strings 1s quite moderate

aac  CONCERT HALL  Belwin-Mills
A number of onginal compositons wntten for full orchestra Violn parts
qenerally remam an first posinion Wind parts allow junior secondary
wind plavers to perform the compositions Some interesting rhythmcal
problems but not overwhelmingly difficult

baac & Webber ORCHE STRA REHEARSAL FUNDAMENTALS
Belwm Mills
Stitable rehearsal book contanming seales chords, arpeggros chorales
tchmgue dynamics balance and rhythm for Jdeveloping orchestral
mustclanshp

Lawless Jamies  PRELIMINARY RUDIMENTS  [HE MW THE ORY
BOOK  Waterloo Musn
Disigraed for beqginmers
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Matesky  PLAYING AND TEACHING STR'NGED INSTRUMENTS.
VOLS 1. Il & lll  Prentce Hall
For instrumental teachers who are not specifically string players
Instruction on how to play the wiolin, viola, cello and double-bass, and
mastering fundamental techniques related to bowing, fingering, tone
qualty, position and care of these instruments May be used as a
systematic approach for teaching stnng classes in schools

Matesky & Womack LEARN TO PLAY A STRINGED INSTRUMENT.
PARTS L1l 1ll. & IV Alfred Music \
A senes providing a systematic approach to the teaching of string
classes Forinstrumentalst< who are not specifically stnng players

Norton THE ART OF STRING QUARTET PLAYING

Simon and Schuster
Deals with technical and interpretive problems fo: the player of string
quartets

Preston DIRECT APPROACH TO HIGHER POSITIONS  Belwin-Mills
Studies and’ preces, in first, second and third positton Instrumentation
includes violin, viola. cello, bass, plano acccmpariment and score

Wharram THEORY FOR BEGINNERS  Fredrick Harns Music

Excelient theory reference text for beginners




Teacher References Books —
Guitar

Bav  GUITAR CLASS MF THOD  Mel Bag
Chord strumitming finger steles wath chords, note readimg waith flat prck
and tablature A good reference o

Bellow  ILLUSTRATED HISTORY OF THE GUITAR  Franco Columbo
Exammes mdetall the stages the forerunners of the Cassical guitar
passed through before the instrument we hnow today

Carcasst A CLASSICAL GUITAR METHOD . Rev ed Carl Fischor
Music theore classical guitar technigues. some useful solo preces and
studies for guitar

Evans  GUITARS FROM RENAISSANCE. TO ROCK Paddington Press
Authontatve reference on all tupes of guitar guitar plavers and quitar
construchion

Grunfeld — THE ART AND TIMES OF THE GUITAR - Maciullan 1969
The tustore of guitar and guitansts with an emphasis on the classical
gutar

ldes & Leavitt THE BERKLLE GUITAR ENSEMBLE SERIES  Betkloe
Press -
Outhnies several ensemble preces graded from 1 to VIn difficulty

Kamimoto  COMPLETE. GUITAR REPAIR - Oak Publications
Set up maintenance repair and construction of the acoustic and electnc
guitar

Leantt A MODERN METHOD FOR GUITAR. 2 vols  Berkiee Pross
Fingering patterns for scales and chords wath studies and pleces in jazz
stule that may assist the mtermediate to advanced student in learnin y
hand techmques

Schmid HAL T EONARD GUITAR METHOD. 3 vols  Hal Leonard
Major topics note reading, chords including bar chords. frumming and
finger stuies with chords, some position plaving exercises

Segovia ed DIATONIC MAJOR AND MINOR SCALES  Columbia
Musi ‘

Major and mimor scales n 2 or 3 octaves with recommended fingenngs

Shearer Aaron BASIC LLEMENTS OF MUSIC THEORY FOR THI
GUITAR  Belwin Mills

A good reference emphasizing music theory applicable to guitar plaving

Shearer Aaron CLASSICAL GUITAR THCHNIQUF g vob

Belwm Mills
Topics mdlude note reading and basic theory and basic e hiiques of
classical guitar plaving Excellent referendes




Shearer. Aaron  GUITAR NOTE SPELLER  Belwin-Mills

A good nstructional aid 1in note reading for beginning guitar students
Snvder  BASIC INSTRUCTOR GUITAR 3 vols Charles Hansen Music
and Books ‘

Chord playing with’strums and finger stules. note reading. basic theory.
some classical guitar techmiques and the use of flat pick
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Leaming Outcomes and
Content for Music Composition

By the end of Music Composition 12 the student should have facihty in these

Learning Qutcomes

Learning Qutcomes

® HARMONY
The student should be able to
understand the symbols and
technical terms of harmony and
display competency in therr
application

o COUNTERPOINT
The student should be able to
understand the technical terms of
traditional counterpoint and
display competency in their
applicaton to the voices and
mnstruments

FORM

The student should be able to
demonstrate interpret and
understand musical structures

® ORCHESTRATION
The student should be able to
demonstrate the wntten range of
all vorcaings in choral music. band
and strings

The student should be able to
wrnte simple ongimal
arrangements for voices and
instruments

Content

® tnads and inversions

¢ dominant seventh and inversions
® secondary dominants

e modulatons

¢ denvatons of V, V, V,,

o fifth species three-part
counterpoint and its application in
creating music

® rondo

® madngal

® motet

® prelude

® fugue

® canon

® theme and vanations
® sonata allegro
® su'

® symphony

® opera

® ranges of all instruments and
voices

® transposition

® doubling techmques
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Learning Outcomes

® CONDUCTING

The student should be able 1o
understand conducting patterns in
vanous tempr and styles for
choral music. band and strings

EAR TRAINING SIGHT
READING

I'he student should be able to
demonstrate skills i ear training
sight reading and aural dictaton

WAVE FORMS

The student should be able to
mterpret and analyze wave forms
1 compaosition

COMPOSITION

The student should be able to
understand and apply technical
terims to ongial compositions
using musical forms

[ stadent should create short
onginal works for volces and or
mistruments

Content

simple. compound and irregular

metres

conducting ensemble or sectional
rehearsals through score reading
and styhstic interpretation

melodic and harmonic intervals
melodic and harmonic chords
sight reading vocally and
mstrumentally

rhythmic. melodic and harmonic
dictaton

timbre/spectrum

loudness, ntensity

pitch, frequency

rhythm

rradihonal form

attack, plateau. decay

sine
sawtooth

square (rectangular)
pulse

whie noise (pink)

organic growth

various tape solos

various tape combinations
mulh-media piece using student
art and hterature

statement

repetition

contrast

phrases (4, 8. 16 bars. etc )
binary ternary

round canon rondo

ballad

prelude fugue

theme and vanations

suite

sonata allegro

free form




Leaming Qutcomes

® MUSIQUE CONCRETE
The student should be able 1o
demonstrate. interpret and
understand the organic structure
of Musique Concrete
composttion

® SCORING AND NOTATION
The student should be able to
demonstrate. mterpret and
understand the elements of
T'wentieth Century sconng and
notation

® HISTORY
The student should be able to
hsten to analyze, interpret,
discuss and perform selected
works by representative
composers in Western
Cwilization

Content

® sound bank

® speed alteraton
® retrograde

® mixing

® splicing

® treble clef

® bass clef

® Instrumental

® vocal

® colour code

® symbol drawings

® print-out and graphic charts

¢ Early Greece

® Early ltaly

® Medieval

® Renarssance

® Baroque

® Classical

® Romantic

® Chromaticism

® [mpressionism

® Twentieth Century Contemporary
(Babbutt, Beatles, Berg, Beno.

Boulez. Cage. Carlos. Dallapiccola,

Leedy. Lugeti, Mathews.
Mimaroglu. Moody Blues. Pink
Floyd. Riley. Schafer,
Schoenberg. Stockhausen,
Subotnick. Tomita, Truax.
Ussachevsky. Varéese, Webern)
® Twentieth Century Traditonal
(Bartok. Bntten Copland,
Cowell. Hindemith, Honegger.
Ives, Penderecki. Prokofiev.
Shostakovich. Stravinsky)

1y,
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Intermediate Level
Emphasizing Traditional
Techniques — Sample Outline

UNIT |
Purpose

UNIT 2

Purpose

UNIT 3

Purpose

UNIT 4

Purpose

UNIT 5
~ Purpose

UNIT 6
Purpose
UNIT 7

Purp( e

UNIT S

Purpose

176
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To mntroduce the music of early Greece and ltaly

To review the basie skills of theory and ear training

To introduce Gregonan Chant and Plainsong

To review all modes and scales using ear traiming and theorencal

skills

To mtroduce the music of representative Medieval composers

F'o review all ntervals and tnads using ear traiming and sight
singing skills

To review and practise ear traiming skills

To mtroduce the music of representative early Renaissance
composers

Lo ntroduce binary and ternary form

To mtroduce the music of representative middle and late
Renatssance composers

To mtroduce Palestrina counterpoint

o review and practise ear traming skills

Fo mtroduce the music of representative Baroque composers

To mtroduce traditonal harmony

Tomtroduce the music of representative Classical composers

To mtroduce forms of sonata allegro and symphony

o review and practise ear traiming skills

Fo mtroduce the music of representative Romantic composers

Fo introduce the form of opera

17 .




UNIT 9

Purpose

UNIT 10

PUY[)! N

Foanttoduce the music of representative o mposers from the
School ot Nineteenth Century Chiomantcism

Fonnoduce the prmapies of orchestiation

Foreview and practse ear naming shills

Lointroduce the music of tepresentative composers trom the
School of Impressionism

Foreview conducting techmques

177
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Intermediate Level
Emphasizing Traditional
Techniques — Sample Unit 1

tRefer to Sample OQuthne Unit 1 p 176)

Purpose
Lo mtroduce the music of early Greece and Italy

Foreview the basic skills of theory and ear traiming

Materials
| APe T order
Shde projecton

Record plu\.’ur

Suggested References
Fhistory of Muste i Sound Ancient and Onental RCA Victor LMo0OL7
Buchner Musical Instruments Through the Ages Batchworth 1961

Sendrey Music in the Soaal and Kehgrous Life of Annguite Fanleigh
Inchimson 1974

Poetry related 1o early Greek and ltalian Music as m Dover, P
Poetry An Anthology for Fhgh Schools ¢ g . Keats™ Ode To A Grecian U
Homer s Odysseus Washed On The Shore

o
Strategies
I Suggest that students imagine that they are travelling in a tme capsule

bachk to the nme of Neanderthal Man Have them desenbe what they
think the first musical instruments used by man would look Tike and whe

2 Usmg visual ads explam and diagram musical concepts of early Greece
v ASh students what mstruments the Greeks used and why
boWath visual ards explam and diagram musical concepts of catly Italy

v Whatinstruments did the Romans use and why? Pose this question to
students and discuss

t Plav examples and show phatographs ot insttuments of Greece and haly

J Usig the Greeh tetrachaord scale review diatome chiromatic and
enbatmonic Ihscuss Greek modes

S OSimgmieg or plaving examples on the prano have students wnte the musical
Aictanon




Assignment

3

Ak students toomake aast of basie theory skalls relatimg o e nsic of catly

Corere o 1I:<i b )l\.

O
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Intermediate Level
Emphasizing Traditional
Techniques — Sample Unit 2

tRefer to Sample Outlne Unit 2 p 176)

Purpose
Fo mtoduce Gregonan Chant and Plainsong

Foreview all modes and scales using ear traiming and theoretcal skills

Materials

Shde projecton
Fape recorder

Record pldyt'l

Suggested References

Gregonan Chant and Plainsong from History of Music In Sound. Ancient and
Onental RCA Victor LM6OAS7

fanson: Keg Monuments of the History of At Prentice-Hall ¢ g . Medieval
Itahan cathedrals
Strategies
I Begim by reviewing Sample Umit [ assignment
2 Show shdes of early cathedrals
5 Neat Gregonan Chant could be sung and discussed

-+ Usng Gregonan Chant discuss mononc, parallel. free and mehsmatc
ordganum

5 Plaving examples of Gregonan Chant, have students wnite music
Lictation

o Introduce free three part organum ¢ g . Leomnus and Perotimus

+ Using organum review all ecelesastcal modes and discuss differences in
relation to Greek modes

S Play examples of Greek modes and have students wrte musie dictation

9 Anmttoduction of the Mass using G Machaut as an example could
fosllow

10 lae examples trom a Mass and have students write music dictanon

Assignment

Ask students to bring matenials to dass that show a representative Medieval
pamtng sculpture, building and poem

I,




Senior Level Emphasizing
Iraditional Techniques —
Sample Outline

UNIT |

Purpose To mtroduce the music of representative composers of the
Dodecaphomc School
[oantroduce the techmque of taelve tone WINg m composiion

UNIT 2

Prurpose To mtroduce three part and four part counterpomt
lomuoduce ffth species two part and three part counterpomt
above and below g groen cantus fitmus

UNIT 4

Purpose Tomuoduce modulation

Fo mtroduce the extension of the domimant seventh and
secondary seventh alterations

UNIT
Purpose  To mtroduce the musk of representative compaosers of the  Schoaol
ot Senalism
o mtroduce the techmque of senalistic WHINYG 1IN composition
UNIT S
Purpose To mtroduce the taped musie of representative composers of the
School of Electrome Music

Lo mtroduce Musique Conerete techniques {tape mampulaton
technigues) and elecmcally generated sounds into compositions

UNIT 6
Purpose Tormtroduce the taped music of representative composers of the
School of Computer Musie
Lo become famihar wath a Computer Centre e g visit Simon
Fraser Unversite Computer Centre)
UNIT 7
Purpose Tomtroduce analyze and discuss the musie o representative

Pacentieth Century tradinonal composers

UNIT
Purpose Toonnaduce advanced conducting te hnigues using contemporarn,

SCOTes

Foreviow all proviousiy fearmed condu tnyg technigues by
Assigquing students to conduct an ensemble m the school

ERI
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UNIT9
Purpose

UNIT 10
Purpose

182

To introduce advanced rhythmic techniques using the music of a
major Twentieth Century percussion composer

To review all previously learned rhythmic dictation techrques
using contemporary scores

To introduce advanced form and orchestraton techimques using
contemporary scores

To review composition techmques using onginal student
compositions




’
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Senior Level E mphaéizing
Traditional Techniques —
Sample Un’" 1

iRefer to Sample Outhne Unit 1 p 181)

Pun.ose

Lo mtroduce the music of representative composers of the D decaphome
Schor)

mitroduce the technigues of twelve tone wnting m composition

Materials

Lape recorder

Suggested References
Schoenberg Concerto tor Violin and Orchestra
Berg Woezeck

Webern Semphony Op 2]

Dodecaphonic Preas (See sample, p 202

Strategies

I Its suggested that the class listen 1o recorded se! tions of Dodecaphonic
music e g Schoenberg s Concerto for Violin and Orchestra, Berg's
Worzech and Webern's Symphony Op 21

o

Disguss noticeabte differences in the composers’ stvles despite the fact
that all use the saine nvelve-tone principles

-

Explam and diagram onigmal. retrograde. mversion and
retrograde-anversion techmques

4 Eaplam and dagram a mult voice twelve-tone writing by arranging an
row vertically in chord structures or _ [RI m and
simuitaneously

Assignments
I Compose a twelve tone melody for one mstrument « + vorce

usiny . m and

Compose a taelve tone composition for brags woodwind or vocal
vns smble using vertical “nd honzontal techn ues

g

3 Plav student compostions in class

183 -
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Senior Level Emphasizing
Traditional Techniques —
Sample Unit 2

(Kefer to Sample Outline Unit 2. p 181)

Purpose
fo mtroduce three-part and four-part counterpomnt

To review fifth species two-part and three-part counterpoint above and
below a given cantus firmus

Materials

lape Recorder

Suggested References
Barber Adagio for Stnngs
Counterpoint {See sample, pp 199-201)

Piston Counterpoint Norton

Strategies

i It1s suggested that Sample Unit 1 be reviewed

2 Using Samuel Barber's Adagio for Stnngs. as a recorded version of
counterpoint

3 Discuss techmques used to create powerful chmax

4 Play the recorded selection again and have students wnte the
counterpomt

v The teacher should lead o discussion of the species techniques used by
the composer

6 Follow up by reviewing hfth species two-part and three-part conterpomnt
above and below a given cantus firmus

Assignment

L Compose a prece for brass, woodwind or choral ensembie using

three part and or four part species counterpomt

2 Play the student compostion i dass




Intermediate [evel
Emphasizing Contemporary
Techniques — Sample Outline

UNIT
Purpose Tomtroduce Musigue Conarete to hiques

Formtroduce basic tape recording techmques

NI L2

Prrpose Footrontues sonmnd bank anid soundscapetechmgues

Forreviows Musique Condrete te Bgques

Fomnoduce te prelude

ENEL

Parpose Loomtodice vocal alphabet e bingues
Lo Musique Conerete techintgues ustng suitable selections
e Beno s Thema Lo fames Tovce)

UNLT

Parpose Tonaduce conarete elements using suttable selecnons 0 3 Pink

Pl s Dok Side of the Moon)

Foanoduce theme and vanation
UNLT
Purpose Tonnoduce tone usters sconng and notation using suttable
soleanons e g et s Annospheres, Requiem and Lux Acterna)
UNIT 6
Purpos Tomtoduce the torm of mult media and the tec hiiques of
P fuang elecionic sounds using suitable selectioms (v g Edya
Vatese s Poceme Flecronigue)
UNIT
Parpose Tomnoduce the fomn of cantata
Forintroduce the techngues of elecmcal sound using stittable
selectons e ] {Jasa ho‘\'\l\\, s Creation Prod e and Ared A
Ste o b ectrame Musie Noo 1)
PINTT S

Prmpose Tomnontuce organe quowth
Foretiess vocal alphabet techmgues e g Beno s Uisage)

Formtoaduce the vo abulan: of acousti uu)lugk
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UNITY
Purpose  To compare and contrast “Classicism™ with "Romanticisin™ (¢ g,

Penderecki's In Memwory, and Schafer's Threnody)

UNIT 10

Purpose  To compare and contrast keyboard recordings (e g . Rick
Wakeman's Six Wives of King Henry VIII and Riley's Rambow m
Curved Air)
I'o review all previous histening examples identifying title,
compaoser, date and content




Intermediate Level
Emphasizing Contemporary
Techniques — Sample Unit 1

(Refer to Sample Outhine Unit 1 p 185)

Purpose
o mtroduce Musique Concrete techmques

To mtroduce basic tape recording techmigques

Materials

3 half track stereo tape recorders and one microphione

Record player

Suggested References

Beatles  Strawberry Fields Forever  from Syt Pepper's Lonely Hearts Club
Band

Beatles  Good Morming. Good Morming from Magical Mystery Tour

Beatles Sound Track from Yellow Submanne

Strategies

I Introduce tape mampulation techmiques e g . retrograde Beatles'
Strawberry Frelds Forever™ mixing " Good Morming, Good Morning™,
speed alteration and splicing “Yellow Submarme

Ask students to name current pieces that use tape manpuiation
techmques Discuss

Ask students to find one ongimal sound source m the immediate area

Record student sound sources and manmipulate themn using mixing
splang and speed alteration

Review organic mising te . read Musique Concrete (See pp 196-197)
ind ask students to wnite thaeir own comprehensive hist of orgame sounds
[hscuss

Assignment

I Ask students to bring to dlass ther own examples of Musique Concrete
using tape manmpulaton techmques

2 Viuta recording studio as a class For example Little Mountam Recording

Studio: 201 West Seventh Avenue., Vancouver B C




Intermediate Level
Emphasizing Contemporary
\ Techniques Sample Unit 2

teter ta Sample Outhne Ume 2 p 185)

[omtoduce ~owndt bank  and soundscape  techngues
o review Musigque Concrete technigues

Foomtoduce the prelude

Materials
Rt'l ord Pl(l\.\’l

Strategies

Poavreview of Sample Unit T Assigniment would be a good begimning

2 Neat the prelade could be mtroduced usmg Mimaroglu < Prelude for
Rubber Band as an example

v sk students to discuss the content and form of the prelude

P Inttoduce remanming preludes

v ASK students to compate the content and structure of the remaning
prefudes

f Lechmgues used by the composer could be discussed

C O ASh students how they would operate recordimg equipment to achieve
stmnilar techmigues

S Introduce sound bank and s application to composition

O Introduce soundscape techniques as an ecological conttol over wildhfe
o poarkes

Assignments

oWnte a st of all sounds vou hear over a twente four hour periond
C ategorize the sounds and begim buillding cour own sound bank it

. Auning the course

Compose a prelude usimg o Musigue Conaete sound of cour chowe Us
Al o mampulation techmgues on the tape recorden

v Vst arecord pressmg compang as a dass For example Impenal Records
Corp o 8849 Selhink Steer Vancouver

188
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Special Group Assignment

Have a small group choose an isolated patk or wildbte retuge and record the

nature sounds over several davs weeks Plachack seguients o er the school
P A sustem between dasses

189
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Senior Level Emphasizing
Contemporary Techniques —
Sample Outline

UNT 1
Purpose Toamntioduce aural and visual art through the works of
repiesentative artists (¢ g Mathews Truas and Mcl.aren)

[oreview the musical elements such as timbre spectrum  ete
g Sonic Landscapes No 3)
UNIT 2

Purpose  To mtroduce the music and philosophy of John Cage
Foreview  Auditory Literacy using representative music and art

UNIT 3
Purpose To mtroduce mathematical notation (¢ g . Stockhausen s
Momiente)

Foreview Twentieth Century sconng and notation

UINTT

Purpose  Tomtroduce the taped synthesized musie of representative senalist
composers e g Davidovshy Babtatt)
o review taped synthesized music (e g . Gabura and Luemng)

UINIT
Purpose Tomtoduce the film score (e g Mclaren s Opus)
* UNIT o
Puipose  To mtroduce recording *echmques for Band Stings. Choral Musie
and Rock ensembles

Lo review all recording equipment

UINIT 7

Purpose To mtroduc e advanced dassical form by assegnimg an ongmal tape
composition (sonata allegro tugued
Foreviow taped senthesized crchesnal techmques (e g Tonta
Stavinshy Moussorgshy

UNIT S

Prarpose Tomtoduce taped senthesized roch oper fe g Rice & Webber s
Tests Chinst Superstar The Who s Tommie and Rich Wakeman s
lournev to The Centre of The Lanh)

UNIEY

Putpose  Taaeate an environment i the schoal to present an onaginel
mudty meda production

UNIT 10

Purpose Topres ntaconcert and o reatal tsing onarmal works by
members of the musie class

190
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Senior Level Emphasizing
Contemporary Techniques —
Sample Unit 1

Reterto S onpe Owtme U0 1 op 190

Purpose

[ontoduce naral wed csnal an thaough the works of representative artists
e Matheas T oMU o

Foreview the musical elemonts such as imbre spectum ete e g lruaxs
t\t”Hl 1 H'ti\(-l[h‘\.\:) )‘1

Materials
[‘x]n' Rt" talt Iu’!

Suggested References

WA Matheeo Bicc b Bt For Taor om has Music fromm Mathenate s
Diecoa D 7alos

Barm, Do Sonnc Landscapes trom has £ lecnonme & (€ omiputer Musi
Medboure SMEPd0

Strchromg [oses Floreonta! Tnes Vertical PEMC Bilm

Strategies

FooTovnable students o e nusic from anon techieal pomt of viea

mtroduce progressive telavation technigques relas the student lights off
i

LN xllﬁt'\n

At o selased atmosphere mttoduce computer music o g Truax s
Some bands apes N3 dnstiuct the student 1o flose wath the sound
and el et

voSm s sheunbbe cicoumaged o put then feelings and expenances onto
Pape m poetee o frawengs

l l)h\‘l\\
v Using Somn Dandscapes teview timbne specthium et

O N o tape gl analogue sound transduoe techmques e g
Wb Mauheos Bicodh Built fon 1o )

SN Bscusaon ot composttional applie ation could follow

S o dntodics commpater aenmation te g Mobaren s Sunchronmie Folos

Flon oo
191
Q
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Y Compare and contrast musicai and visual elements (e g Svnchromy)

Assignment
1 Read "Auditory Literacy * and prepare a wntten vocabulary hist

2 Viata Communicanons Centre (e g Stmon Fraser Umversity)

)
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Senior Level Emphasizing
Contemporary Techniques —
Sample Unit 2

Y

."'.r’("».\-"[’-’)l"v"':) r 1“”‘

Purpose

| vl e '

R N T A A HR I SLAN GO
:

Pooretins TR T N heprese e s

Materials

b i G

Suggested References .
.M,' i ke s N vy tos Y('Yl'(]h veot P N
Can S o M

! 1 ; y T . ' '
Poove D e b P Boea < 19,0

Strategies

UoReos o Sample U D assigrments

.

wophilosopne o John Chage «og o Crede o Bis book

oo three ot CPIN swhic stones trom Tohin age ~Sfence

VoS s g Sonatas and nterudes for Poopoarcd Poane

cotrtg s ot Nwditor [ iterace oo o
phiostcal tocusedband untocused sandon and sustemss as
o beSalvador Dall for ennply

oAl Liter e Lo e g

opewtn o vou cheg ey
Vi btor Davrac wocheau

st Lecttal s oo boass
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Special Group Assignment

Have a small group compose and perform an onginal mult-media prece
using a large area of the school Use onginal student art, poetry. prose, visual
and highting effects Use suitable multi-media recordings as reference (e g .
Varese s Poeme Electromque)

re,
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Music Composition
Additional Resources




Musique Concrete

Mustque Conarete of concrete raste s the art of organizing organie (ol
nattrall sound on tape: Organic ~soure s produced by tape recording sounds
monature street sounds sounds produe ed be taditonal msttuments o the
human o

In Pans dunng the 19405 the tape recorder was used for manpulatton
tectinngaees mthe fust expenmental electionic music sturdio

The five basic techmigques used 1o alter orgame sound on tape are

ospeed Alterattion 78 anches persecond 3tvaps & Draaps
2 Renogtade  plaving the tape sounds backward

s Miang  combimimg sounds using more than one tape recorder
bospoang cutting the tape

5 Reverb & Ghssando tape recorder effects

How Does a Composer Use Organic

Sound? g
Speed Alteration

Iruide the dass band orchestra or chorito ive qroups At the discretion of
A ~tudent composer each group pettorms ang desited sound - Rehearse vach
qroup befly and then combime groups for vanous textures Record these
~ounds with a tape recorder at 7 p s speed Ther plavback vour tape at
Thopsoop s angd Taap s speeds What happens? Disc u\s‘f‘@’\'(mw
that vach time vor Sow the tape down from one speed 1o the nest that all
~cnnds onthe tape drop one full octave 1 Now record the frve groups mahking

aew sounds at 'sap s Thenplacbackat 'saips 3vips and 7' ap s

speeds What happens? Discuss - Notice that cach time vou speed that tape
up tom one speed to the neat that all sounds on the tape nse one full

.
o lane

Retrograde

Paee the class tape oft the recordor et tumot upside down exchanaging
places with the take up reel Reowaind the tape fast back onto the take up
vodt and now plac back the tape - This wall onle work on afull tack tape
noeorder s What happens’ Iisciss Notice what happens to the sounds
ac e 1ot platcau and s decag - Now Bsten tothe Beatles Strawbem
Provistorever Beates Mosterc Taorr Notce the flute mothe SO S

o hiotem

Pode nstea oty

atfack phatcan b wo
Cheeandn ut

{

tdecar pitean attan w

aracte o back vareds
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The cymbal 1s also heard in retrograde later in the song Instead of the
cymbal sounding “'swish swish™ it sounds "hsiws hsiws"". Can you hear
where 1t occurs in the song” What other songs on this recording use
retrograde techniques?

Reverb & Glissando

Reverb was an early tape recorder effect achieved in the first music labs. The
distance between the record head and the playback head on the tape
recorder determines the length of reverberation Today reverb and echo
units are built as separate pieces of equipment

Ghssando 1s achieved simply by pressing the fast-forward or fast-back button
while the playback head is engaged onto taped sound. This creates a
ghssando that nses in pitch To create a glissando that falls in pitch, record
the former and play 1t in retrograde

Splicing

To provide vanety in sound. texture and rhythm a composer cuts his tape
into vanous lengths and mixes all the pieces up before joining them back
together again with splicing tape If the composer wishes to control the exact
rhythm or sound texture. he simply measures out the number of inches of
tape for 7! inches per second. 3% 1ps or 17« ips

Now take the class tape and sphice a rhythm into the sounds (You will need
1 sphcing block. 1 razor blade and a box of Editabs which are available in
package at any sound equipment store.)

Mixing

Listen to the Beatles’ "Good Morning] Good Morning”™ from Sgt Pepper
Dunng the conclusion of this song write down all the sounds you hear How
many different sounds did you find? Did your hst include. Beatles singing,
back-up band. birds chirping, rooster crowing, cat meowing, horse neighing,
dogs barking, lion roaring, horse's harness, horses’ hooves, hunter's horn
and hen clucking” Did you find others?

How did all these sounds end up on one record? In the first music labs
composers mixed manv different sounds using three tape recorders. Two
tape recorders with different sounds were mixed (or fed) into the third tape
recorder Today one complex tape recorder is capable of recording sound on
sound (super-imposing sound after sound onto the same piece of tape)

Sound Bank

A composer may 4o to a Sound Bank and obtain any sound imaginable
These sounds are catalogued as books are in a hbrary, except that the
sounds are on tape The sounds used in the Beatles' "Good Morning” were
obtaimed from a Sound Bank The animals were not recorded live in the
studio with the Beatles The taped ammal sounds were mixed into the song
tape If you have three tape recorders at your disposal. try mixing two
different sounds onto a third tape recorder Do you like the texture? Try
varying the texture by re-mixing the sounds at different speeds and volume
levels
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Class Hojécts

1 Make an onginal sound tape using Musique Concrete alteration
techmques (sound matenal of yvour choice) for a play that the Drama
Class may wish to produce

2 Make an onginal sound tape to accompany an onginal poem, story or
play wntten in English class

. 3 Make an original sound track on tape for a student’s film (Ask the Art
teacher about Norman Maclaren's brochure on Hand-Drawn film,
National Film Board Office. and make your own film )

4 Make an original sound track on tape for Polanski's film Two Men And A
Wardrobe. available through your local Film Council Office (Polanski
made this film when he was 17 years old for his high school graduation )
The fitm can be dwided as follows for the class sound track

Credits 30", Men from Sea 60",

Pas de Deux on Sand - 80, Street Car 40’

Girl -~ 80" Thief -- 10",

Restaurant - 40'’, Fish Meal 40",

Hotel - 80", Cat 90", Fight 80",

Revival = 20"": Drunk 30",

Barrels. Cop = 100", Murder - 200’ . Mento Sea 90"
Total Duration - 14’ 50"

The matenal included on pp 196 197 inclusive 1s reproduced with the permission of the Macmullan
Company of Canada Limitec from Sur THIS 1S MUSIC FOR TODAY 7 Canadian Edition
Photocopying or reproducing mechanically in any other way this passage wathout the wntten consent of
the publisher 1s an infangement of the copynight law
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Sample Counterpoint Précis

The following data has been compiled to assist in teaching the counterpont
learning outcomes previously outhned

Two-Part Counterpoint

First Species — an upper or lower part added to the CANTUS FIRMUS
— whole notes in the ecclesiastical modes beginning with the
tonic or dominant

1 Only consonant combinations may be used (1 35 6 8)

N

Begin and end with a perfect consonant (8 5 and so on) If the
counterpoint lies in the lower part (below the cantus frrmus) only 1 or 8
ray be used at the beginning and end (otherwise 1t changes the mode)

3 Unisons (1) may occur only on the first and !ast notes of the cantus
firmus

4 Hidden and parallel fifths and octaves are not permitted

5 The cantus firmus and counterpoint must not be too far apart (Do not
exceed the interval of the tenth)

6 The counterpoint and the cantus firmus must not move in thirds and
sixths 1n parallel for too long a tme. since the independence of the
counterpoint ts destroyed

7 Caution must be exercised with regard to allowing both parts to skip 1n
the same direction If they do. one of the parts ought to skip more than
a fourth (This does not include the skip of the octave. which must be
considered a sort of tone repetition )

8 The type of motion preferred 1s contrary moton (opposite directions)
Second Species — half note melodies are wntten above and below the
cantus firmus (Bar hnes may be used )

— 1t1s permissible to begin with an up-beat, however. the
first tone must be the tonic or fifth of the mode

— the last bar must end with all whole notes
— the repetition of a tone 1s now forbidden in second and all
remaining species

1 The ARSIS (the accented portion or the measure) may have only
consonance (35 6 8 10)

2 The THESIS (the unaccented portion of the measuie) may have either
consonance or dissonance (!f using dissonance. one must move by step
or fill In interval leaps by step)

3 The unison on the strong accent 1s permissible only on the first and last
notes of the cantus firmus In the remainder of the counterpoint. the
unison may also be used on the unaccented portion of the measure

I




4 Accented 5 and 8 must be used carefully and never in parallel

Third Species — four quarter notes are wntten above and below the cantus
firmus

— 1t1s possible to begin with an up-beat

— the last bar must end with whole notes, the second to last
bar should slow down with half notes in the counterpomnt

— two Or more successive skips 1n the same direction are not
permitted

— a descending 3 may be followed by an ascending 34 56 8,
if filled back in again

— avoid sequences (hke continuing ascending or descending
thirds)

— never skip from the THESIS (unaccented beat) unless you
are wnting a CAMBIATA — descending third from the
thesis filled back in

— use lower auxilanes only

1 On the first and third quarters of the measure, only consonants may be
used

2 On the second and fourth quarter. dissonance may be used

One must begin with a perfect consonant. unless the counterpoint begins
with the up-beat, then imperfected consonances may be used
occasionally

4 Except for the first and last measures. the unison 1s not allowed on the
first quarter of the measure but may be used freely on the remaining
beats

{64

Accented fifths and octaves are not permitted on successive accented
quarters, but must be four quarter notes apart

Fourth Species — tied half notes

— dissonances m.ay be used on accented half notes only
(ARSIS) and so used that the dissonant tone is tied over
from the unaccented part (THESIS) of the preceding
measure

—— 1t must then be taken stepwise downward to a
consonant on the thesis

Dissonances may be resolved only to imperfect consonances (3 6 10)

2 Counterpoit in the upper voice may form only 4 or 7 as suspension
dissonance. counterpoint below the cantus firmus uses only 2 or 9 as
suspension dissonance

3 In fourth species as many suspension dissonances as possible are used.
however. occastonally 1t 1s necessary to put a consonance on the ARSIS

4 If a syncopated consonance occurs on the strong accent (ARSIS). it 1s
permissible to take a passing dissonance on the following weak beat
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5 The unison may be used freely in the fourth species both on ARSIS and
THESIS If the suspensions are broken. the rules of the second species
hold also with respect to unisons

6 Itis permussible to begin with the up-beat (THESIS) which then must form
a perfect consonance to the cantus firmus

7 In the fourth species. if the counterpoint lies in the upper voice, it 1s best
to use the suspension of the seventh in the cadence. with the cantus
firmus in the upper voice. the suspension of the second is the rule

Fifth Species — mixed note values
— rhythm 1s free for breves, wholes. halfs. quarters or eighths

1 Itis important to create vanety in the melodies. however, always start
with breves and whole notes and gradually move to halfs, quarters and
eighths, (vice versa when approaching the cadence)

2 Use eighth notes in pairs only (often following a syncopation of fifth
species) and on the weak beats

Only dot half-notes

4 Its best. generally. that the quarter-note movement begin on the
unaccented half-note. especially in descending melodies (One may leap
up from an accented half note and fill in with quarter notes and vice
versa )

(64

Skips up to an octave are allowed from consonances (except
cambiata*)

6 Itis bestif quarter-notes move up to an accented half-note rather than
an unaccented half-note

7 The maximum number of quarter notes used consecutively 1s9 (1¢ |
Palestnna’s Mass **Missa sine titulo’™" )

8 Do not use two quarter-notes (1solated on an accented half-note Use
more than two quarter-notes) consecutively. unless followed by a
suspended half-note tied over from THESIS to ARSIS, or if the first of
the two quarter-notes 1s tied over from a preceding half-note

9 Do not tie short notes to long notes. only long notes to short notes

10 In the use of dotted half-notes. the rules for the third species apply to the
last third of the note value

*The CAMBIATA mad up of four notes (usually all quarters)

—_———————

VST N SO Jg- e
Qe o ¥

th 8 L] 7 8 3

{descending leap of a third from a dissonance on the THEblb)

Cadence formations

Srlgesly w@RALep

h
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Sample Dodecaphonic Précis

(The 12 tone technique)

The following data have been compiled to assist in teaching the
dodecaphonic learmng outcomes previously outhned

Ongmnal Retrograde

inversion Retrograde Inversion
Clannet

Andante

The basic row or senes is carefully plotted in order to provide effective
melodic and harmonic matenal for a composition When it 1s first written, the
row is normally notated whole notes without barlines In addition to the
onginal row. three derivations are obtained. Retrograde. Inversion and
Retrograde Inversion

In adding metre. rhythm and dynamics certain rules must be followed
1 ANY TONE MAY BE WRITTEN IN ANY OCTAVE

2 THE SEQUENCE OF TONES IN EACH OF THE FOUR SERIES MUST
BE RETAINED (A note may be repeated out of sequence in the same
octave if it is used in tnlls, tremolos or pedal figures)

3 EACH OF THE FOUR ROWS MAY BE TRANSPOSED AT ANY
INTERVAL
(The onginal row and its three derivations may be transposed eleven
times. allowing twelve positions for each row We now have forty-eight
senal patterns that can be used in our writing. as long as the exact
sequence of intervals in each series is preserved )

When composing for two parts. one row may be dwvided between the
voices, or separate rows may be used. simultaneously

When composing for multi-voice wnting. one row may be arranged
vertically. in chord structures. or separate rows may be used.
simultaneouslv
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Teacher Reference Books —
Music Composition

Apel. W THE NOTATION OF POLYPHONIC MUSIC 900 1600

Medieval Acadenmiv of Amenca
An authonty on Medieval and Renaissance notation Excellent examples
from ongmal scores in blach. white and red notation index and
transcnptions in the appendin

Buchner A MUSICAL INSTRUMENTS THROUGH THFE AGES
Batchworth
Excellent survey of musical instruments from primutive to traditional
Fullv illustrated wath photo reproductions Examples of Medieval and
Renassance consorts

Burkhart  ANTHOLOGY FOR MUSICAL ANALYSIS  Holt. Rinehart and
Winston
Well chosen score examples from Henre Parcell to Milton Babbtt
Indexes enable teachers of harmony. ear-traming, counterpoint and
form analysts to find examples of speafic items for classroom
presentation and assignments
Cage  SILENCE  MIT Press
A senies of lectures and articles delvered and pubhished dunng the past
three decades A must”™ for composers Includes articles from “The
Future of Music Credo™ to *"Music Lovers’ Field Companion ™
Cardew  SCRATCH MUSIC ~ MIT Press
ldeas for composers ncluding early outhnes and later notes to 1001
activities: Appendi contains four compositions along with provocative
visuals

Cope  NEW DIRECTIONS IN MUSIC - Wm C Brown
A survey including thoughts on beginnings, sound mass, mstrument
«aploration. electronic music multimedia, improvisation mdetermimace.
antimusic and return. Well orgamzed glossary and appendin with score
enamples

Cross A BIBLIOGRAPHY OF ELECTRONIC MUSIC  Toronto
University of Toronto Press
Bibhography of Electronic Music for those mterested m COMPOSING Musk
N o CONCMPOrary manner

Crowhurst  ABC's OF TAPEL RECORDING  Howard W Sains &
Bobls Mernel
Introduction to the tape recorder mcluding understanding choosing
using. simple things to do- practical uses and advanced uses for tape
recorders

Crowhurst FLECTRONIC MUSICAL INSTRUMENTS  Tab Books
Flectromes and music amphfication of traditonal mstruments. electione
modifiers fully electrome mstruments, amphfiers and speahker systems
sunthesizers troubleshootng, philosophy of electronic music
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Dallm TECHNIQUES OF TWENTE TH CENTURY

COMPOSITION  Wm C Brown, 1957
Well organized analusis of techmques and matenals related 1o 20th
Centure scotes Exerases for student composers

Delp  ELECTRONIC MUSIC THE SYNTHLSIZER - Tampa Flonda
AM Pub
Introduchion to sentheszers and then component parts built in the "00s

Denms  FXPERIMENTAL MUSIC IN SCHOOLS  London Oxford
Universig Press
Fhorough survey of expenmental music i+ chools induding score
CNCEIPtS
Deutseh  SYNTHLESIS  Alfred Publishers, 1970
Introduction to todav s musical vocabulary, the history of electronie
mustc the tape recorder as a musical instrument the electronie senthess
of sound and a discussion of sunthesizers and studio work Inciudes o

rece )!(1

DeVoe  FLECTRONIC MUSIC A COMPREHIENSIVE

HANDBOOK — Vernon, Ct - Electronie Music Laboratones 1977
Clever graphics Vibes-sound and acousties, tape recorder husbandry
creative tapework, synthesizer husbandry, how to score putting it all
together, patches and score sheets

Dover  POLTRY AN ANTHOLOGY FOR HIGH SCHOO!L'S — Halt
Rinchart and Wimston, 1964
Suttable poetry anthology for music composition includes Poetic
Sumtise. Poetre of Tradimon Nature Humour, Poems of Struggle and
Peace Includes many Canadian authors Indesed by author title and
country

Irack Herder & Modugno HOW TO MAKE ELECTRONIC

MUSIC 197
Practical guide for students indluding sound. transformation equipment
requirements recording expenmients collecting sounds tape
techngues, tape experiments, acoustios svnthesizer and expenments,
projects and techmical information: A discographvy from Varese to
Tomita

Duver  MAKING LLECTRONIC MUSIC A COURSE FOR SCHOOILS

JVOLS  Onford Unwversite Press 1972
Introduction to contemporary, musk composition techmgue s for school
students

Daver  COMPOSING WIHH TAPE RECORDERS  Oxford Univeosire
Ph'\\ 1(’71
Introductony student survee on Musique Conerete for voung begmners
lopres medude Any Number Can Play Sounds Galore: Fiest Step What
are we annng at’ Some Workaday Matters: Sounds in Space: Planning
Complete Compositions

Lot ZOUNDS' ) Weston Walsh 1970

Introducton to Mustque Conarete using the tape recordan




Frend. Pearlman & Piggott  LEARNING MUSIC WITH SYNTHESIZERS
Hal Leonard. 1974
A reference including theory. electrome sound sunthests, basic
operational features. imbre. melody. harmone, transposition in setting
up an e¢lectronic music studio

Hindemith  TRADITION HARMONY BOOK 1 Schott
Survey of traditional harmony exercises for students from basic theory
rudiments to chord alterations and modulations

Hindenwth  TRADITIONAL HARMONY BOOK 2 Schont
Exerases for composihon students mtroducing forms from canon to
orchestral suite and sonata Wniting styles and harmome materal
correspond to Chapters 9-13 i Traditional Harmony Booh |

Howe ELECTIVE MUSIC SYNTHESIS  Norton. 1975
Includes acoustics and psycho-acoustics electronie music equipment
computers and electronic musie
Howe FLECTRONIC MUSIC SYNTHESIS CONCEPTS. FACILITIES
TECHNIQUES  New York Norton 1975
Advanced survev of electronic music sunthests for Composers

dacob  ORCHESTRAL TECHNIQUE  Oxford
" Manual for Students™ covenng basic techmiques Includes basic general
deserpion, wntten and plaving range and “colour " effects of each
mstrument

Janson H W KEY MONUMENTS OF THE HISTORY OF ART
Prentice Hall 1900)
A thorough visual reference - all plates Survey from prehistone and
primutive art to Jackson Pollock
Jenking & Smith - LLECTRONIC MUSIC A PRACTICAL MANUAL
David & Charles 19706
Introduction to the bastes of electrome musie
Karkoschka  NOTATION IN NEW MUSIC  New York Praeger 1972
Score examples and index of symbols found v scores from Schoenberg
to Boules
Kuanich A CREATIVE APPROACH TO AURAL PERCEPTION AND
MUSICAL SENSITIVITY  Toronto. Gordon V- Thompson 1971
An mteresting concept and studv for those interested 1 the «reative
approach to music composition
Lang  MUSICIN WESTERN CIVILIZATION  Norton
Thorough survey of music from ancient Greece to Impressionism

Larkin = DALI London Pam Books. 1974
Excellent collection of representative pamtings by Salvador Dal
mcludmg  Appannon of Face and Fruit Dish on a Beach Good colour
reproduction printed in ltaly

MANHATTANVILLE MUSIC CURRICULUM PROJEC ]
SYNTHESIS  New York Media Ine 1971

Emphasizes creating music through movement, vanous media and forms
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Paunter HEAR AND NOW  London Umwversal Ed 1972
Survev of contemporary composihon techimiques using basic lab
techmques

Paynter & Aston  SOUND AND SILENCE ~ Cambndge Cambndge

Unwersity Press 1970
A senes of thirty-six projects explonng sound from mystery. pictures.
silence. drama. movement. space and tme. nature. shapes. melody.
words. modes. rows. heterophony. harmony. chords, tnads. passing
tones. secondary tnads. suspenstons, might music and theatre piece Well
organed glossary. discography. index. photos and score excerpts

Piston  COUNTERPOINT  Norton
Complete survey of Palestrina counterpoint

Piston  ORCHESTRATION  Norton
Matenal on all instruments and problems in orchestrahon Score
examples from Bach to Schoenberg

Piston  HARMONY  Norton
Tradihonal harmony from ntroductory basic theory to chromatic
alterations General harmonic examples in score excerpts from Handel
and Wagner

Roederer, Juan G INTRODUCTION TO THE PHYSICS AND
PSYCHOPHYSICS OF MUSIC  Spninger-Verlag. 1975
Music. physics and physchophysics as an interdisciplinary approach.
sound vibrahons, pure tones and the perception of pitch. sound waves.
acoustical energy and the perception of loudness. generation of musical
sounds. complex tones. the perception of music

Russcol  THE LIBERATION OF SOUND AN INTRODUCTION TO
ELECTRONIC MUSIC  Prentice-Hall. 1972
Survey of electronic music that may be useful to student composers

Salzman  TWENTIETH-CENTURY MUSIC AN

INTRODUCTION  Prentice-Hall. 1967
An itroduction to Twentieth Century music. the breakdown of
traditional tonality. new tonalites. atonahity and twelve-tone music. the
avant-garde. anii-Ratonality and aleatorv and new performed music
Inden. painting and score examples

Schaffer  CREATIVE MUSIC EDUCATION ~ MacMillan, 1978
Ear cleaming. book of noise. composer in the classroom. new
soundscape and when records sing

Schwarty  ELECTRONIC MUSIC A LISTENER'S GUIDE - New York

Pracger. 1973
General survey on how to histen to Electronic Music

Scar THENLEW WORLD OF LI ECTRONIC MUSIC  Alfred Publishers.
1972
Introduction to sound, electronie generation of sound. recording of
sound  dassical tape recorder electrome music techmques. synthesizers
and thar music voltage control sources, svnthesizer accessones.
interconnecting vanous synthesizer components, conclusion and index




Self MAKE ANEW SOUND  Universal Editon, 1976
Well put together survey Transcnption, the voice. music and art. music
and movement, music and numbers, group work and music of
Twenteth Century composers, electronic equipment to more new
sounds Many graphs. charts and score excerpts

Self  NEW SOUNDS IN CLASS  Uniwversal Edion. 1976
Practical approach to the understanding and performing of
contemporary music In schools Well chosen score examples from
Schoenberg. Boulez. Penderecki and Berio. notation of contemporary
scores practical details of class presentation. contemporary percussion
SCOTES

Sendry. A MUSIC IN THE SOCIAL AND RELIGIOUS LIFE OF
ANTIQUITY  Farrleigh Dickinson, 1974
Outstanding plates including kithara, lyra. aulos, hydraulis and leucina
Over 150 illustrahons of ancient musical instruments Extensive

bibliography

Spnnger  SWITCHED ON SYNTHESIZER  Almo Hollywood, 1977
Advanced survey of synthesizers using keyboard techniques. Jazz
Ensemble keyboard players may find this a useful reference

Starr & Devine  OMNIBUS PART! Prentice-Hall
' Music scores from early Greece to Beethoyen Index by composer and
ntle

Starr & Devine OMNIBUS PART Il Prentce-Hall
Music scores from Romanntcism to Impressionism Index by composer
and otle

Stevens  SOUND AND HEARING  Time Life. 1965
Waves in the ocean air, machinery of heanng, route to the brain, mnd's
influence. two-eared man, sensing the world by echo. heanng fails.
fails. unwanted sounds

Strange  ELECTRONIC MUSIC SYSTEMS TECHNIQUES *ND

CONTROLS Wm C Brown, 1972
Parameters of sound in terms of A C Voltage. basic waveshape,
amplitude modulaton, frequency modulation. control-voltage sources.
gating. equalization and flirting. mixing, location modulation,
reverberaton. echo and feedback. type recording miscellaneous
equipment. hve electronic music. real tme networks. bibliography and
mndex

Stuckenschmidt  TWENTIETH CENTURY MUSIC ~ McGraw-Hill, 1969
Survey of Romanticism and ant-romanticism. noise and ambre.
simultaneity. new means of organization. revisions and reversions. music
of commutment. folk-music and exotic music. technical sound-matenal.
mathemancs for and against. years of experiment. consolidation
(Wagner through Beno )

Truax  HANDBOOK FOR ACOUSTIC ECOLOGY  Vancouver Aesthenc
Research Centre (P O Box 3044, Vancouver B C VeV 3X5). 1978
Exhausnve hst of contemporary 1erms for electronic music study
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Trythall  PRINCIPLES AND PRACTICE OF ELECTRON!C

MUSIC  Grosset & Dunlap. 1973
Basic acoustics. principles of electronics. electronic circuits. funchon and
operaton of electronic music modules. procedures for electronic sound
synthesis. tape recording. tape editing and mixing. getting started. form
and notaton in electronic music. brief history of electronic music.
glossary. text notes. selected bibliography and index

Weland ELECTRONIC MUSIC MUSICAL ASPECTS OF THE
ELECTRONIC MEDIUM  Inshtute of Sonology. Utrecht State University.
1975
A thorough document including manual-controlled studio.
voltage-controlled studio. computer-controlled studio. computer studio.
multchannel technique. recording technique. notation. development of
electronic music. major world electronic music studios. presentation of
representative electronic music Available by writing to Institute of
Sonology. Utrecht State University. Utrecht, The Netherlands
Willam  ELECTRONIC MUSIC FOR YOUNG PEOPLE  New York
Centre for Apphed Research in Education. 1974
Reference for beginning composition students emphasizing
contemporary techniques

Specific Articles Reference

Swets & Zeitlinger  JOURNAL OF NEW MUSIC  Research Vol 6. 1977
Refer o article entitled “Interface”™ W A S Buxton gives A
Composer's Introduction to Computer Music ™ The article includes
abstract. introducthon. computer as a tool. music systems in general.
computers and composition. sound production with the aid of computer
Short. concise and clearly written

Truax  NUMUS WEST JOURNAL Vol 8. 1975
Refer to the article entitled "Computer Music in Canada ™ A thorough
study of synthesis systems. computer music and systems in Canada
NOTE Information on the above may be cbtained from the Simon Fraser
Communicatons Centre
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Teacher References —
Scores and Tapes

AITKEN. Robert

ANHALT, Istavan
BAUER Robert

BEECROET Norma

BUCZYNSKI Walter

BURRITT Llovd

CLEMENTS Peter J

COULTHARD Jean

DAWSON, Ted

FORD Chffond

FREEDMAN, Harry

Kebyar (1971) Flute. clanmnet. trombone 2 ¢b .
perc. prepared tape

Cento (1967) 12 speakers, electronic tape

Nondescnpt (1975, published 1976) Guitar.
prepared tape

SSE 1 17 (1971) Fl. cl. trb. prepared tape
Pond Vanatons (1974) Praano. prepared tape

Concento for mola (1975) Vla . gutar. perc . piano.
prepared tape

Collage 76 (1976)

Fror Dreams of Brass (1963-4) Narrator. chorus.
urchestie, electronics

Zeromyg In (1971) Prano. voice. electronic tape

Zeroing In — Zeroing Out (1977) Piano. orepared
tape

Assassinations { i968) Orchestra. prepared tape
Cicada (1971) Orchestra. 2 prepared tapes
Dauvid (1977) Tenor. bantone. large chorus.
orchestra. tape

Flectneal Soul (1969) Dance for prepared tape
Flectne Tongue (1970) Orchestra. tape

Rocky Mourtain Grasshopper (1972)

Cioud of Unknowing (1967) 2 narrators. SATB.
tape recorder, horns, perc . strings

Sutte Grotesque (1972) Orchestra. ape

Music t ~ Samt Cecela (1969) Organ. strings.
clectromce tape

Co zeno Grosso | (1974

(a) Quadrophonic tape

(b) Vla . bassoon, trb . perc . tape

Thorvbopoioumenor (1972
Voce, fl . vla . tape
Graphic 1 (1971)

Orchestra. tape

Keewaydin (1972)

SSA. tape (optional)
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HEALEY. Derek

JAEGER. Dawd

JOACHIM. Otto

KASEMETS. Udo
LONGTIN. Michel
LORRAIN. Demnis
MATTON. Roger
MERCURE. Pierte

MONTGOMERY. Jim

PENTLAND. Barbara

RAE. Allan

SAINT-MARCOUX
Michehine Coulombe

SCHAFER.
R Muray

Lieber Robent {1974)
Piano. tape

Stinging {1971)
Treble recorder. cello. harpsichord. tape

Summer 72,0ntano op 44 (1975)
Organ. tape

Fancye (1975)
Pipe organ, computenized sounds and wisuals

Stimulus a Goad Il (1973)
Guntar. electronic apparatus

Variations (on vanations) (1966)
Singer. instrumentalists. tape

Les tmmortels d'Agapia (1972)
Fl. cl. pno. perc . prepar.d tape
L angelus (1971)

Cl. tape

Te Deum {1967)
SATB. Orchestra. tape

Tetrachromte {1963)
Cl . alto sax . bass cl.. perc . electronic music

Chaser (1978)

2 amplified horns. electronics
Eagle {1977)

Cello. electronics (2 players)

Rwerrun (1977)
2 pianos. 2 synthesizers. sound controller

Disasters of the Sun (1976)
Mezzo-soprano. chamber ensemble. prepared tape

Maiden of Deception Pass (1972)
Fl. ob . clar . bassoon. horn. perc electronics

Alchera (1973)
Mezzo-sop . chamber ens . tape

Mirowrs (1975)
Piano and tape

Trakadie (1970))
Percussion. tape

Aur Ishtar (1965)
Voice. plano. contrabass. 6 perc . recorded voices

From the Tibetan Book of the Dead (pub 1968)
Fl . clar . solo. chorus. tape

Gua (1967 pub 1977)




SCHAFER,
(continued)

SIMEONOV. Blago

SOUTHAM. Anne
SYMONDS. Norman

TRUAX. Barry

Louing/ Toi (1965)
Opera

Music for the Moming of the World
(1970 pub 1973)
Voice and tape

Son of Heldenleben (1968 rev 1967)
Elec . perc. harp, piano. strings, tape
Vanity (1965)

Orch . ens . recorded voices

Yeox and Pax (1969)

SATB. rrgan, tape

Little drama (1977)

Vla  rattle-toy, metronome, audience or prepared
tape

Counterparts (1971)

Strings, tape

Bluebeard Lives (1975)

Brass quintet, tape

Sonic Landscape No 1 (1970)
Horn, tape

Sonic Landscape No 2 (1971)
Electronic

She, a Solo (1973)
Mezzo-sop , tape

Tngon (1975)

Mezzo-sop . flute, piano. tape

Nautilus (1976)
perc , tape

All the above are available from

Canadian Music Centre
3-2007 West 4th Avenue
Vancouver. B C
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Fine Arts Goals for Secondary L
School Programs

The Secondary School Fine Arts Program ntends to provide an opportunity
for students to develop their aesthetic potential as individual members of
society The goals hsted here, common to all the Fine Arts. seck to develop n
the student

® a capacity to respond miutively and cntically to aesthetic expernences

® an involvement with aesthetic matters relating to society and the
environment

® a perceptual awareness and aesthetic sensitivity
® an enthusiasm for the Fine Arts

® an ability to be creative, communicative. expressive., mterpretive and
exploratory

® a consciousness of the relationships between various creative processes
and forms

¢ an understanding of the essential role the Fine Arts play in human
existence

¢ confidence. discipine. skill and technical ability in as many areas of the
Fine Arts as necessary for continuous personal growth and developme nt

® a capacity to respond to a broad range of art forms. even within a
specialized area of the Fine Arts
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Fine Anrts and the
Core Cumiculum

(Schools Department Circular No 82 1979 03 27)

From the core curnculum study conducted in 1976-77. the Munistry of
Education obtained advice and suggestions on a number of proposals.
including a significant response regarding the importance of the Fine Arts 1n
Educaton The Ministry has taken the position that this 1s a witally umportant
aspect of a student’s education but that because of the nch and dverse
potental it has for learning. the development of provincially prescnptive
courses 1s not desirable Instead. general curriculum policy guides will be
prepared and schools are asked to ensure that within these. specific
significant learming experiences are provided

The following statement elaborates the Ministry’s philosophic position
regarding Fine Arts in the context of the core curnculum Itis issued at this
time with the request that it be discussed by school and district staffs as a
basis for reviewing their policies and practices As is so often the case in
education the pendulum of change tends to swing to extremes It will do no
service to children if the focus on basic skills leads to a neglect or demgration
of the arts in the total education of the student The Ministry is confident that
those 1n the positions of providing leadership in making educatonal decisions
will ensure that the arts will maintain their rightful position in the total school
program

The arts assist any person to sharpen his sensibilities. to refine his
perceptions. to enrich his understanding of life, to enhance his potentiality
Visual art stimulates awareness of form, colour, line, light and shade,
structure, symmetry, rthythm Music of sound, shape. structure, rnovement,
voice. thythm, spontaneity. contrast Drama: of voice, tone colour,
movement, pause. susp2nse, foreshadowing. These are illustrative rather
than exhaustive of the values of the arts Moreover the arts cross reference
and reinforce one another Participation in the arts may take at ieast two
forms One is active and creative. the other, appraciative and intellectual
Preferably all pupils should participate in some form of art if only to
appreciate what is involved in attaining excellence. Appreciation should lead
to one’'s developing the capacity to perceive the beautiful, to know what
constitutes good taste, and to discnminate between the good and the bad in
artistic expression

Apart from the value of the arts for their own sake they can assist the learning
process in unexpected ways It has been said (Arts Bulletin of the Canadian
Conference of the Arts, Apnl. 1977, page 22) that “"the basic academic
subjects. such as reading, depend on a child’'s understanding of shape. size.
dimension. colour. and movement™ Visual art, by training a child’s powers
of observation. can help him become sensitive to the profile of words

The arts may assist inarticulate children to become articulate This can be
true for children of any capability but may have particular force for children
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subconsciously awate of their own hmitahons Too shy and insecure to
attempt to express themselves before their fellows. they may find release and
expressiveness through the vicanious opportunities of such as puppetry

The arts may revea! a creative ability that seems to exist independently of
intelhigence or may point the way to a re-interpretahon of inteligence The
autistic child Nadia revealed a sophisticaton mn drawing. an innate
understanding of perspective that far exceeded the norm for her age among
children of whatever measured intelligence (Times Literary Supplement,
December 9 1977, page 1438 )

i an age when snecizlizaton and fragmentation prevent many people from
seeind the results of their labours whole, the arts have a therapeutic function
1 evoking the universal in mankind's expenence

The Ministry of Lducation expects that all pupils will have an opportunity in
school to participate in one or more fields of the arts This 1s a requirement n
elementary schools an 1 a desirability in the secondary school expenience

't should be remembered that the arts may well be'taught m correlaton with
ove another The Romantic Period in Literature will be understood better for
secondary students if similar Romantic charactenstics are identified in the
music of Beethoven, in the paintings of Delacroix. and in the poetic drama of
Byron Generally. children may find music a stimulus to painting

Finclly. school fine arts programs may be ennched through therr association
and collaberation with commumity artists and arts councils
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Evaluation Suggestions

The evaluation of a student s musical proficience should detenmime to what
extent the fearning outcomes set by the Miustre of Education have
been achieved

Exvaluaton processes should examme both cogmtive and affeetive Teanings
through vanous strateagies If such a processis used evaluative reseis of
cogmbve content are genetalle made fanly objectively

118 suggested that measurmg affective growth can be made more obyective
by adentituing speatic cntera for each area to be cvaluated For example, to
evaluate a student s attitude. the teacher should dentife contubuting factors
such as attendance paricipation willingness to assist i out of class projects
leadership acticmes and rehabaite: The idennfied cntena would be used 1o
establish g tinal evaluation for attiade Affective growth should be measured
o a developmental contmuum

Examples of how evaluation may be used

® Detarmmimg student knowledge shills and attitudes at the start of a course
ot unit enables talonng the instructional program o both individual and
dJroup needs

® Ongomg tfora, ¢} evaluation dunng a course or unit allows students to
assess then Jrogres s ond enables teachers to diagnose weahnesses and
alter met'iods or matanals ace ndingly

® [ valuanon at the end of a umt o1 course {summative evaluation) enables
teachers fo determune the degree to which learming outcomes have been
acheved

Music cvaluation mistsed can be destruchive over usedoat can mterfere with
the processatis designed to assist Fualuation not used however, denies
teacher student and parent valuable information on progress

The provess of student evaluation should also melude evaluating the
vitectiveness of the total music program <o that changes mav be niade

whoere Hecessaty,
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Sample Evaluation Plan 1

Dhate ot Report T

Student Musiaan e N

INFONATION 10y
TECHNIQUE T

RHY THMIC ACc URACY 1oy
TONE QUALITY 1ty

SENTE 1en

MUSICIANSHIP 1oy

ENSEMBLELE PTAYING SINGING L i
SIGHT READING 1ty

FAR TRAINING 1ty

ATTHUDE 1w

TN Ty

Rt MARRS

ERIC
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Sample Evaluation Plan 2

Narne e No

Granle

Report Periods 1 2
Bre athing and Posture
Fone beauty control dutamus)

I omation

. .
Dycuon Arteulation
. .
"thy thin
.
Sight Reading
. .
Aural
| . .
Thed i
Vocal Instrumental Techmqgues
Stehiste dnterpretation
Wi )\llt‘dq\' of Form
. . .
R >\l|m1ga‘ of Literature
. .
Parmaipation
+ -
Cooperation
He meworkh Assignments
, .
Development in Part Singmg Fnsemble Plaang
Comments f .

txtra Cumcular Actvites in Band Choral Stangs et

Teacher s Signature

oo
e

D
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Sample Evaluation Plan 3

Music Department

BAND CHORAL MUSIC PROGRESS SHERT Reporting Penexd 19

This repart is to keep vou fully informed of your child s progress it Band Choral Music | have tried 1o
be as accurate as possible in evaluating vour child s progress because | know that as parents vou are
mterested i vour child s musical accomplishments I you desire a conference please nobfy me

NAME INSTRUMENT VOICE
SCHOOL Grade TEACHER

Length of plaving singing time on instrument
Report

| General Development: Above average Average Below Average

2 Tone: (yxxd Satisfacton, Improvement needed

3 Technique: (ixxl Sansfacton, Improvement necded

4 Class Attendance: Gioxx! Satsfactory Improvement neede Tardy
» Home Practice: Ven, good Sufficient Not ¢nough

6 Interest and Attitude: (ol Sansfactory Improvement needed

Seems ta be losing interest

~4

Conduct at Rehearsals. (oo Satsfactory Notsy
Not attentive Talkatve
X Musical Strengths or Weaknesses:
al Notanon Vocal Techmgues
b} Fingenng or positions
¢} Rhythm
Jdb Sight Reading Singing
el Range
fi Theon
‘+ Additional Comments:

<l
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Sample Evaluation Plan 4

Percussion Instruments

NAME SCHOOL
DIVISION INSTRUMENT
TEACHER S SIGNATURL

First Report Second Report Third Report :

H t |
Postur |
‘ [l i
Hane Posiion :
+ v ;
Flams ,
)
Dunamucs
.
, . :
Rolls :
N f ‘ I
Rhvthmie Accuracy
+ ‘ .
Accuracy i Review |
4 . v N
Accuracy m Sight Reading
. . I
Antenhveness \
+ . ) 1
{nher ! |
H ! i

I vou desre o conference please nanfu the teacher

1Py -
by ')
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Sample Evaluation Plan 5

Music Department

SERNANAY FIRST NAaMy DIVISION No»
TEaCHER
SURIEC L
Report Period
~EPT e RTRIN bt IAN FER MAR APR MAY NG
CIRCTE ONf
MIDSEMESTER REPOR] FINAL REPORS

PETTHR GRADE
Voo to I S A STUDENT ARBSENC T

TOTAL POSSIRLE
CLASSENS TO DAY

R THR T S clttes ottt gt oty

Ve Py

3 ath St Poanan

L R TTV Rhthim

[rvs gy an o Sight Reading
Py Tone Codons

TEACHER S SIGNATURE

TENCHER WD INDICNTE HERE
BPARENT INTD RU W IS DESIRARLE
PLEASE PHONE HEYOUMWISH TO SPEAR WTTH THE TEACHER

Whin =g dee Yol Ot Pisn Toacher
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Sample Student Practice
Report Form

STUDENTSNAME

CLASS

.
This practice report wall prove helpful in kevping an accurate recotd of your practioe ime and will senve
as A check onweekly progress Record the amount of ime practised cach dav At the end of the week
have vour parentimnal this form ‘o indx ate that the practising has been completed. Present this form

to vour teacher each week for rating and comments

Sumbols used for teacher s rating

b Eacellem S
r
i
]
Week i M T w T
! ' '
I i ‘
’ + * *
2 : |
' { l )
3 . : i
' ! !
4 ' E
: ! ‘ i
| | . |
6 |
Co
7 ; . '
i ' ' .
8 ! .
] 4 i H
“ E .
10 ‘
. ’ ) N
11 ! .
[} i .
12 i i

Sansfacton,

Sat

e e e

hY

Insuffioent Practice Tune

Parent's
Initial

Sample Time Allocations

For Rehearsals

.

Teacher's
Rating

Planning is essecnial to ensure efficient use of ime The following s a quide to assist teachers in

planning rohearsals
Total Rehearsal Time
Announcements
Warm up Vocahang Turing
Music Pract theon, & Reading)

g~

.

30 nun
1 nun
14 mun

15 nun

4% mun
2 mmn
21 nun

22 min

Ot) min
 min
2% min

29 min

N nun
4 min
{6 nun

S0 min




Field Trips

The information below is included to assist teachers in planning field trips. If
well-planned. field trips can be effective extensions of the music program

Successful field taps do not just happen but are the result of many hours of
dedicated and comprehensive planning

In planning field trips. teachers should:

® start work on planning field trips early in the school year

® motivate students to fulfill responsibilities in other subjects

® obtain approval from the School Board. principal and parents

¢ discuss all rules, regulations and itinerary with parents and students
® include other educational activities in addition to music

® ¢nsure that financial supoort be discreetly available for students in need
(Students should not be excluded because of a lack of financial resources.)

® provide adequate chaperons

3 receve approval several weeks in advance for itineraries including billeting,

eating. traveliing. performing and relaxing
® appoint a tour manager to handle the non-musical details
® arrange for emergency health and medical needs
® always include alternative act.vities in case of schedule interruptions

® provide parents guardians and school administrators with an accurate
ihnerary
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Music Library

[t1s destrable for secondary schools offering music programs to

e manvtamn a hbrary of choral and instrumental music at vanous levels for
large and small ensembles

o contam five different ntles for each srudent enrolled in each music course
® increase the number of music selections by ten percent annually
® provide appropnate stotage space

® mamtain an author and untle index




Professional Music
Associations

American Choral Directors’ Association
PO Box 5310
Lawton, Oklahoma 73504. U S A

Bntish Columbia Choral Federation
572 Beatty Street
Vancouver, BC V6B 213

The British Columbia Music Educators’ Association
British Columbia Teachers Federation

105-2235 Burrard Street

Vancouver, BC V6J 3H9

The Canadian Choral Insttute
609 J -Michener Park
Edmonton, Alberta T6H 5A1

Canadian Music Educators’ Association
P O Box 1461
St Cathennes, Ontano 2R 7J8

Canadian Stnng Teachers’ Association
University of Western Ontario

Faculty of Music

London, Ontano N6A 3K7

Music Educators’ National Conference
1902 Association Dnve
Reston. Virgima 22091, US A

National Association of Jazz Educators
PO Box 724
Manhattan, Kansas 66502. U S A
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Professional Joumals

Accent
1418 Lake Street
Evanston, lllinois 60204, U S.A

American Society of Composers, Authors and Publishers
575 Madison Avenue
New York, New York 10022, U.S.A.

Broadcast Music Inc.
589-5th Avenue
New York, New York 10017, US A

Canadian Composer CAPAC
1263 Bay Street
Toronto, Ontario M5R 2C1

Canadian Music Centre

. 3-2007 West 4th Avenue

Vancouver, B.C.

Composer, The Composers’ Guild of Great Bntain
10 Stratford Place
London W.1, England

The Composer, David Cope, ed.
Composers Autograph Publications
PO Box 7103

Cleveland, Ohio, U.S.A.

Computer Music Joumnal
Box E
Menlo Park, California 94025, U.S.A.

Contemporary Music Project Newsletter
1156-15th Street N W
Washington, D.C. 20005, U S A.

Guitar Player Magazine
348 Santa Cruz Avenue
Los Gatos, California 95030, U S.A.

Instrumentalist
1418 Lake Street
Evanston, lllinois 60204, U S.A

Musicanada
36 Elgin Street
Ottawa. Ontario K1P 5K5

Music Canada Quarterly Magazine
2585 Drew Road, Unit 7
Malton, Ontaric 14T 1G1




Music Scene. N Gyokeres. ed
BMI Canada Ltd

41 Valleybrook Dnve

Don Mills 405, Ontano
(Bi-monthly. gratis)

Performing Arts in Canada
Box 517, Station "'F"
Toronto. Ontano M4Y 1T4

Perspectives of New Music. B Boretz & T Cone. eds
Pnnceton Unwersity Press
Pnnceton. New Jersey 08540. U S A

School Musician — Teacher and Director
ASBDA

PO Box 245

4 East Clinton Street

Joliet, lllinois 60434. U S A

Source. Composer/Performer Edition
Music of the Avant Garde. L Austin, ed
330 University Avenue

Davis. Calforma 95616 US A

Synthesis

Scully-Cutter Pub Co

1315-4th Street S E

Minneapolis. Minnesota 55414. U S A

Tempo. A quarterly revtew of modern music
C Mason ed

Boosey Hawkes Ltd

295 Regina Street

London. England W1A 1BR
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Teacher Reference Books —
General

Apel  HARVARD DICTIONARY OF MUSIC  Harvard Univ Press
Concise and up-to-date musical dictionary

Dart THE INTERPRETATION OF MUSIC Harper Colophon
Assists the teacher in interpreting Baroque and Classical music

Hindemith  ELEMENTARY TRAINING FOR MUSICIANS  Schott
Thorough study of metre and rhythm for everyone Exercises for
thythmic analysis through enharme uc transcription and interval study in
all forms Good index including accents. accidentals, articulation. clefs.
ornaments and time signatures

Machlis  MUSIC ADVENTURES IN LISTENING (Text and Recordings)
Grosset & Dunlap. 1968
What music is made of. song and piano piece. opera and ballet, music
with a story: music without a story: music in history. styles and
periods from Gregorian Chant to synthesized music

Shand CANADIAN MUSIC A SELECTIVE GUIDELIST FOR
TEACHERS Canadian Music Educators’ Association
An outline of music scores for secondary school choirs. bands,
orchestras. wind and mixed ensembles. Includes first page of score,
durahan. text. voicing. rating. grade level, musical style. technical
challenges, pedagogical value. student appeal and
effectveness in performance

Facilities

Geerdes PLANNING AND EQUIPPING EDUCATIONAI. MUSIC

FACILITIES Reston, Va Musc Educators’ Nanonal Conference
Valuable reference book for music educators. architects and
district staff administrators

Conducting

Long THE CONDUCTOR'S WORKSHOP Wm C Brown
Reference book on the techniques of instrumental conducting

Rudolf THE GRAMMAR OF CONDUCTING G Schirmer
A comprehensive practical study of modern baton technique,
foreword by George Szell Matenal ranges from the non-expressive
pattern {4-beat) to free style Excellent score examples from Bach to
Stravinsky. graphed conducting patterns and indexes




Sample Historical Précis

The following data have been compiled to assist in teaching the historical
learning outcomes previously outlined

Composer

Monks

Anonymaous

Adam de la HALLE

Guillaume de

MACHAUT

Gullaume DUFAY
Josquin DESPREZ
Orlando DE LASSO

Tomas Luis de
VICTORIA

Giovanm CABRIELL

Giles FARNABY

John DOWLAND

Dates

900-1100

12th Century

1237-1287

1300-1377

1400-1474
1440-1521

1532 1592

1540-1611

1557 1612

1560-1600)

1562-1626

Title

Gregonan Chant

The Play of
Herod

Le jeu de Robin
et Manon

Kyrie SAT

Mass SATB

Mass, Kyrie
SATB voice
range expands

Mass. Domine
SATB

Mass. Amicus

Meus SATB
CanzonVla7

“Up Tails All”

Arr ~Can She
Excuse My
Wrongs””

DY
22,

Content

Monotic.
parallel. free.
melismatic.
ordanum

Medieval
instruments,

Perfect 4dths.
5ths and

8ves, Secular
vocal writing

Instruments.
voices

Medieval
Masses
resolving onto
triads

A cappella
A cappella

A cappella

A cappella

Renaissance
Instruments,

St Mark's
Cathedral.
Venice Echo
brass. imitation

Vanations for
Harpsichord

Countertenor
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Composer

Thomas CAMPION

Wiliam BYRD

Thomas TALLIS

Thomas MORLEY

Orlando GIBBONS
John WILBYE

Giovannm PALESTRINA

Claudio MONTEVERDI

Carlo GESUALDO

John BULL

F P SWEELINCK

Heinnch SCHUTZ

Johann Hermann

SCHEIN
Samue! SCHEIDT
Louis COUPERIN

Dates

1562-1620)

1542-1623

1505-1585

1557-1602

1585-1623

1574-1638

1525-1594

1567-1643

1560-1613

1562-1628

1562-1621

1585-1672

1586-1630
1587-1654

1626-1661

Tltie

Air: "'l Care Not

For These
Ladies™

My Lord Of

Oxenford's March

Renaissance
Instrumental

“Fire, Fire"

“The Silver
Swan’’

“Thou At But
Young"

“Tnstis Est Anima

Mea

“Ecco Mormorar

L'Onde”

“Dolcissima Mia

Vita™

“The King's
Hunting Jigg™

17th Century

Organ
Motet

Zion Spncht

Canzon Cornetto

Cabinet Organ

Content

Countertenor

Rauschpfeife,
regal,
sackbut,
harpsichord.
lute

Krummbhorns,
regal. viols,
lute,
organetto,
flute, kortholt
SATB English
Madrigal
{secular)

SATB English
Madrigal

SATB English
Madngal

SATB
contrapuntal
and syllabic
sacied

SATB secular

SATB
chromatic

dissonance
(all 12
semi-tones)

Early
Baroque
brass

Organ
A cappella
Echo effect

Cornets

Organ




Composer

Dietnch BUXTEHUDE

Henry PURCELL

Alessandro SCARLATTI

Antonio VIVALDI
Georg Philipp

TELEMANN

J S BACH

(eorg Fredenck
HANDEL

Joseph HAYDN

Wolfgang Amadeus

MOZART

Luduig van

BEETHOVEN

Frans SCHUBERT

Carl M von WEBER

Felix B
MENDELSSOHN

Dates

1037-1707

1659-16Y5
166()-1725
1675-1741

1681-1767

1685-1750

16851759

1732-1809

1756-1791

1797-1828

1786-1826

1R0Y-1847

Title

Magnificat for
Organ

Te Deumin D -«
Concertoin F «

Spring” from
The Four
Seasons

Cantata

Brandenburg

Concerto No
4 (3rd Mov )

Prelude

“The Trumpet
Shall Sound™
From The
Messiah Oratorio

Trumpet
Concerto
Symphony
No 31

(Horn Signal)

Overtures to The
Magic Flute. The
Marriage of
Figaro, Clannet
Concertoin A#*
Major

Symphony Nos
1.9

Unfinished
Symphony

Clannet Concerto
No 2 (3td Mov )

Reformation
Symphony

‘). ,
22,

Content

Organ

Chorus
Consort

Strings
Consort

Soloist and
Chorus

Consort

Keyboard

Trumpet and
Orchestra

Trumpet and
Orchestra

Orchestra

Orchestra
Orchestra

Clannet and
Orchestra

Orchestra
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Composer

Robert SCHUMANN
Fredene CHOPIN

Gioachino ROSSINI

Vincenzo BELLINI
Giuseppe VERDI

Cnacomao PUCCIN]

Kichard WAGNER

Frang LISZT

Hector BERLIOZ

Johannes BRAHMS

Georges BIZET

f“()d('sl P
MOUSSORGSKY

Peter Iich

TCHAIKOVSKY

Antonm DVORAK

I dvard GRIEG

Dates

IR10-1856

1810-1849

1792 1868

1801-1835

18009-1850

1858 1924

1813 1883

1811 1886

1803- 1869

1833 1877

1838 1875

1839 1881

1840 1893

1841 i904

1843 1907

Title

Traumerer

Piano Prelude
No 15
Senmuranude (An
of the Pnma
Donna)

Norma
Ada

Tosca
Madama Butterfly

Instan und Isolde

The Flying
Dutchmun

Liebestraum

Nuits d'Ete
(Summer Nights)

Vanations on a
Theme by
Handel

Carmien

Buns Godounoff

Prano Caoncerto

1812 Overnture

with carmons

Cello Concerto
(3rd Mov )

Piano Concerto

Content

Prano

Prano

Ve and
Orchestra

Voice and
Orchestra

Voice and
Orchestra

Voice and
Orchestra

Voice and
Orchestra

Extension of
tnad V, &
Chromanc
alterations

Overture

Piana

Sop &
Orchestra

Orchestra

Voice and
Orchestra

Voice and
Orchestra

Piano and
Orchestra
Orchestra

Celloy and
Orchestra

Piano and
Orchestra




Composer

Richard STRAUSS
Gustav MAHIL.LR

Claude DEBUSSY

Maunce RAVEL
Francors POULENC
Danus MILHAUD

Alban BLRG

Lutgt NONO

Rartheme
STOCKHAUSE N

Prerre BOULLE Z

Dates

1864-19

1860 1911

1862 1918

1875 1937

1899-1963

1892

1885 1935

1924

1928

1925

Title

Death and
Transfiquration

Svmphony No 5

Afternoon Of
A Faun

[ enfante
Les Biches

Creatton of the

World

Violin Concerto
(1935)

Incontn

Kontrapunhte

Hommnen 11055)

Momente 11965)

Le Muneau
Sans Maitre

Content

Eatreme
chromatcism

Orchestra

Impressionsm
whole tone
scale

One act opera
IMpressionism

Orchestra

Sd\ h13 )l(\.
brass ghss

12 tone row
which
mcludes 4
triads and a
whole tone
scale.
entremely
romantic.
gentle, lynie
Landler Folk
Melody. Bach
Chorale

ltahan
Senalism

German
(early
clectronie
COmMpoOser)
Choirs
generators
musique
CONCTete

S( p (‘h( NS
14
Istrinments

French rearly
electrone
COMposer)
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Composer

Edgar VARESE

John CAGE

Luciano BERIO

Dates

1885-1965

1912-

1925-

Arnold SCHOENBERG 1874 1951

‘)

K EVEN]

Title

Hyperpnsm
(1924)

Octandre
(1924)
Integrales
(1926)
Density 21 5
(1936)
lorisation
(1931)
Poeme

Electronique
{1968)

Fontana Mix
(1958)

Thema to James
Joyce (1958)
Visage (1961)

Transfigured
Night (1900)

Pierrot

Lunaire
(1912)

Serenade Op
24 (1923)
Prano Suite
Op 25 (1924)

Stnng Quartet
No 3(1927)

String Quartet
No 4 {1936)
Concerto for
Violin and
Orchestra

Content

2 wind ens.
and large
perc

Chamber
orch

Large
orchestra

Flute
{platinum)

37 percussion
mstruments

Sop . instr .
gens . tape
manipulation

Prepared tape
{(mixed)

Sop . tape
manipulation

Sop and
gens

Stning sextet.
Caromaticism
n the style of
Wagner

Sprechstimme
(Spokensong)
atonal

First ordered
12 *ones

Waltz first 12
tone row

12 tone row
usedin all 4
parts

Strct 12 tone
rules apply

Extremely
mathematcal
12 tone
writing




Composer

Anton WEBERN

Alban BERG

MIMAROGL.U

Murray SCHAFER

PENDERECKI

Dates

1883-1945

1885-1935

19.33-

Title

Content

Five Pieces
For Orchestra
Op 10(1911-13)

Symphony
Op 21 (1928)

Cantata No 1.
Op 29 (1939)

Wozzeck.
Opera in three
acts {1920)

Lync Suite
(1925-26)

Prelude
(1966)

Threnody
(1960's)

In Memory
{Hiroshima)
{(1960)

<4,

Architectural
interval
Proportion-
pointillisme.
Atonal
Single-note
texture
brevity: tone
sparseness
individual
tone colour
7 minutes
total duration
symmetrical
tone row

Atonal, Act |.
Classical
Suite. Act Il
Six
Inventions
sprechstimme;
extremely
dramatic;
chromatic;
lyrical

Strict 12 tone
technique in
first and last
movements:
originally a
string quartet
{middle three
movements
arr for string
orchestra)

Rubber band

tape
manipulation

Everything
except
synthesizer

Strings only
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Composer

Vladimir
USSACHEVSKY

AREL
Otto LUENING

LIGETI

LEEDY

W V MATHEWS
(Programmer)

Serge PROKOFIEV

[Dinutn
SHOSTAKOVICH

Aaron COPLAND

Dates

1900-

1923-

1891-1953

1906-1975

1900-

Title

Creation
Prologue (1961)

Stereco £ M
No 1 (1961}

Gargoyles
(1962)

Requiem
(1960's)

Doria (1973)

Bicycle
Built For
Two (1964)

Lt Kie

Piano Concerto
(1921)
Alexander
Neuvsky (1936)
(original film
score)

Battle
on lce

Field of
the Dead

Symphonies
(No 5. 1937)

Qutdoor
Quenture (1938)

0

Content

Choir & gens

All generators

Synthesizer
and violin
Voices, organ.
orch , tone
clusters

Buchla Box,
Moog
(Slaughterhouse
Fre)

Computer
7090

Digital-
Analogue-
Sound
Transducer
IBM Cards

Russian (1933}

Busy music

Orchestra

Orchestra

Contralto and
Orchestra

Russian folk.
heawy bass
brass. busy

American folk
tunes. open
fourths &
fifths




Composer

Charles IVES

Henry COWELL

Arthur HONEGGER

Ralph VAUGHAN
WILLIAMS

Bemanun BRITTEN

Paul HINDEMITH

Dates

1874-1954

1897 1965

1892-1955

1872 1958

1913 1976

1895 1963

Title

Symphonies
{No 4. 19106)

Banshee
(1920°s)

Aeolian Ham

Pacific 231
(1923)

f.nghsh Folk
Song Suite

(Orchestrated by

Gordon Jacob)

War Requiem
{(1961)

Mathis der
Mahler (1934)

Six Chansons

{1941

Nobilissima
Vistone (1937)

Sonata for
Piano Four
Hands (19.38)

Sonatam €
(1936)

Six Chansons
(1940))
Sinfornetta

m b (1949)

The Harmaon
4)f the

Umterse (1975])

214,

Content

Orch. 4
bands, organ,
chours,
Amencan folk

Tone clusters

Played mside
plano

Orch .
glonfying the
locomotive

Trad folk
wunes

Orch . chorrs.
soloists —
veiled tnads,
supernmposed
thirds

Symphony
Mov [ & I
("Verger'',
“Les Biches™.
“Un Cygne™)
Svmphony.
ongmally
ballet score

Piano

Violin and
Puano
Mived Chorus

Svmphony

Svmphony
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Characteristics of Paul Hindemith

— free use df the 12 tones result from a counterpomt of chord against chord

(instead of note against note) and creates polyharmony

— chordal tension and relaxation through contrary motion of melodic and

harmonic force

— adheres to tonality (not atonality as in the Schoenberdgian school)

— harmony can be dry, dissonant, chromatc and modal. however. simple

tnads are used frequently as points of repose (cadences)

— Theonst and Teacher Test — The Craft of Musical Compo.'tion (1937)
puts forth his complex COMBINATION TONE SERIES based on the

overtone system

L
Composer Dates 7 N 7Tltle 7 Contentr 7
Béla BARTOK 1881-1945 Six String String Quartet
Quartets (No 4,
1928) 5 Movs
Two Rhap- Violin and
sodies for Piano
Violin and
Piano (1921)
Music for Strings.
Strings. Percussion
Percussion and Celesta
and Celesta
{1936)
Concerto for Oichestra
Orchestra
{1944)
Two Sonatas Viohn and
for Violin Piano
and Piano
{1921-22)
Mikrokosmos 153 pieces

(1926-37)

Sonata for
Two Pranos

and Percussion

(1938)

ranging from
simplest grade
to virtuoso
level for the
piano

Piano and
Percussion




%%—:

e n o m el n e

Century Music

— peasant tunes based on old modes and pentatonic scales freed Bartok

from major and minor keys

~ by moving within a narrow range and circhng about a single note. tone

clusters resulted

i — intervals of the second. fourth and seventh were preceded by a melodic

| pentatonic stale-wise line

Cbaracteristics of Bela Bartok

— Bartok explored the music of the Hunganan peasant class. and he made
their Fulk melodies and rhythms become part of the main currents in 20th

— motivic cells (3—b6 note germs) were used

— percussive dissonance and dnuing Folk rhythms created a new rhythmic
1magtnation {pounding. stabbing. elemental force and tension)

; — repetiion of single notes. combining tnple and Juple. or groups of five

against three produced polyrhythms

— fugal. imitative dissonant counterpoint, glissandos. tnlls. tremolos and
harmonics 1n stning wniing, percussive treatment of the plano colour for

the Hunganan Folk Melodies

Composer Dates

igor STRAVINSKY

1882-1971

Title

The Firebird
(1910)

Petroushka
(1911)

Rite of Spring
{1913)

Symphony in
C (1940)

Symphony in
Three
Movements
(1945)

Symphony

of Psalms
(1954)

Content

Influence of
teacher R
Korsakoff.
Ballet suite

Orchestra

Created riot
in Paris
Neo-classicism
(BCG

Theme)

Jazz influence

Typical
Stravinsky
syncopation
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Composer Dates

STRAVINSKY (continued)

Title

Cantata on
Elzabethan
Lyncs (1952)

Three Songs
from
Shakespeare

In Memonam
Dylan Thomas
{1954)

Canticum (1956)

Agon (1957)

Threm (1958)

Content

Stravinsky's
first 12 tone
Septet (1935)
atonal, for
piano. stning.
and wind
instruments

Mezzo. Fl .
Vin . Cl

Tenor, String
Qt. &4
tmbs

Chorus and
Orchestra

12 tone
procedures &
16th C

polyphony

Baliet
Dodecaphonic
(12 tone
music) —
strict
symmetrical
rows

Derives from
Iturgical
polyphony
and the works
of Webern




Teacher References —
Performance Recordings

ABC Choral Ant Senes  Holt, Reinhart and Winston
Adventures in Music for Secondary Schools  RCR 528
Albert Ayler — Spintual Unity  ESP DISK 1002 R

Ant Blakey -~ A Night at Birdland Vols 1 & 2 Blue Note BST 81521-2
(2 LP set)

The Bach Album  Educatonal Record Sales
Bach's Greatest Hits  Educational Record Sales

Benny Goodman —- Carnegie Hall Jazz Concert Vols 1-3
Columbia 814-6

The Best of Herbie Hancock  Blue Note 899()7

Bill Evans — The Village Vanguard Sessions  Milestone M47002
The Bix Berderbecke Story Vol 2 — Bix and Tram  Columbia 845
Cecil Tayvlor — Silent Tongues  Ansta AL 1005

Chant Gregonan  Ace of Diamonds SDD2183

Charles Chnstopher Parker, Jr Bird  The Savoy Recordings Savoy 2201
(2 LP set)

Charles Mingus — Better Gt It In Your Soul  Columbia CG 30628
Chick Corea  Blue Note LA 395
A Choral Tapestry — Ambrosian Singers  Murbo 6007

Chfford Brown — The Quintet Vol 2 Emarcy 403. Vol 2. Emarcy 407
(2 1.P set)

Count Basie - The Best of Count Baste  RCA 4050

Dave Brubeck — The Fantasy Years  Atlantic SD2-317

Dehus and t.Igar Part Songs — Lours Halsey Singers  Agro ZK 23
Dizzy Gillespie — In the Beginning Prestige 24030

Famous Madngals — Monteverd: Chorr. Hamburg Telefunken SWAT
9462 B

The Genius of Bud Powell 1949-51  Verve 2506
Gerry Mulligan — With Tentette  Capitol M 11029
The Heliocentne Worlds of Sun Ra Vols 1 & 2 ESP DISK 1014 & 1017

History of Jazz on Records Folkways Records 2801-2911 (Set of 11
albums)

Historv of Music in Sound. Ancient and Onental " CA Victor LM 6057
History of Music in Sound. Renaissance RCA Victor LM 6058
John Coltrane — Giant Steps ~ Atlantic 1311

245
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John Coltrane — Interstellar Space  Impulse ASD Y277

John Coltrane — Live at Birdland  Impulse S-50

Joy to the World — Robert Shaw Chorale  Camden CAS 448 (e)
Keith Jarrett — Backhand.  Impulse ASH 9305

King's Singers  EMI (8 albums)

Lennie Tnstano — Crosscurrents  Capitol M11060

Louis Armstrong and Earl Hines 1928. Smithsonian

Make We Joy — Festwal Singers of Canada.  Polydor 2917009
Miles Dauis — The Complete Birth of the Cool  Capitol M11026
Miles Dauis — Kind of Blue  Columbia PC 8163

Miles Dauis — Live Evil Columbia CG 30954

Miles Davis — Sorcerer. Columbia PC 9532

Music. Adventures in Listening  Grosset & Dunlap

Ornette Coleman — The Shape of Jazzto Come  Atlantic 1317
Sidney Bechet — Master Musician RCA (Bluebird) AXM2-5516
Singers Unlimited  VSAF label (9 albums)

The Smithsonian Collection of Classic Jazz  Smithsonian (6 album boxed
set)

Sonny Rollins — Saxophone Colossus and viore  Prestige 24050

Stan Kenton — New Concepts of Antistry ir: Khythm  Creative World
ST 1002

Thelonious Monk — Complete Genius  Blue Note LA 579

This Is Duke Ellington RCA VPM 6042.

Vinuoso — Roger Wagner Chorale. Columbia PC 31352
Weather Report — | Sing the Body Electric  Columbia PC 31352
Woody Herman's Greatest Hits  Columbia CS 9291




Teacher References —
Composition Recordings

AREL Stereo Electronic Music No 1 (1964).
BABBITT Composition for Synthesizer (1964).
DAVIDOVSKY Electromic Study No 1 (1964).
EL-DABH Leyla and the Poet (1962).
LUENING Gargoyles (1962).
USSACHEVSKY Creation — Prologue (1962)
Columbia-Princeton Electronic Music Center Col

MS-6566
BABBITT See AREL (Col Princeton Elec )
BABBITT Ensembles for Synthesizer: CAGE Vanations 11

(1961 — Tudor. POUSSEUR Tros visages de
Liege (1961) Col MS-7051

BARBER Adagro for Stnngs Odyssey Stereo X349 (Col
Y33230)

BEATLES Magical Mystery Tour Capitol SMAL 2835

BEATLES Sgt Pepper’s Lonely Heans Club Band Capitol
SMAS 2653

BERIO MIMARJIU. BERIO. CAGE Electronic Music
Turnabout TV 240465

BERIO BERIO AND MIMAROGLU Electronc Music lll
Turnabout SMLP 4033

CAGE See BERIO (Electronic Music)

CAGE Preludes and Interludes Ace

CAGE Vanations Il (See BABBITT)

CARLOS BACH Suite No 2 in B. ""Sheep May Safel'

Graze™". Brandenburg Con No 5. etc Carlos
MOOG Col M-3265Y

CARLOS Clockwork Orange Col KC-31480)

CARLOS SWITCHED ON BACH — J S BACH.
Brandenburg Con No 3. “Jesu. Joy of Man’s
Desinng™". etc Carlos. MOOG MS-7194

CARLOS Well-Tempered Synthesizer Col MS-7286

DAVIDOVSRY See AREL (Col Pnnceton Elec )

DSY A la memorre des victimes d’"Hiroshoma Philips
5-839 261)

EL-DABH See AREL (Col Prnceton Elec )

247
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GLEESON
LEEDY

LIGETI

LUENING
MATHEWS
MAXFIELD

MIMAROGLU

MIMAROGLU

MIMAROGLU

MIMAROGLU

MIMARJIU

PERRY-KINGSLEY

PINK FLOYD
PINK FLOYD
POUSSEUR
RILEY

RILEY
SCHAFER
SCHAFER
SCHAFER
STOCKHAUSEN
SUBOTNICK

SUBOTNICK
TOMITA

TOMITA
TOMITA

TOMITA

Beyond the Sun (Holst “Pianets’’) Mer 80000

Themes from “'Slaughterhouse Five'
Ang S-36876.

2001 A Space Odyssey (Ligeti Atmospheres: Lux
Aetema, Requiem) MGM SIE-13ST

See AREL (Col Princeton Elec ).
Music From Mathematics Decca DL79103

Pastoral Symphony (1960); Bacchanale 1963.
Piano Concerto For Daud Tudor (1961). Amazing
Grace (1960) Adv S-8

See BERIO (Ele-tromic Music III)

Face the Windmills, Tum Left (Agony. Le
Tombeau d Edgar Poe: Bowery Bum. Intermezzo.
8 Preludes for Magnetic Tap:z) Fin 9012

To Kill a Sunnse. La Ruche-Wiederkehr. Merlet.
Joste Folk 33951

Wings of the Delirious Demon & Other Electronic
Works Fin 9001

See BERIO (Electronic Music)

The In Sounds From Way Out Vanguard
VSD 79222

Dark Side of the Moon Capitol ST 11163
No Title Capitol ST-6279

Trois visages de Liege (See BABBITT)

A Ramnbotw In Curved Air Col MS-7315
InC Col MS-7178.

Electronic Music By Canadian Composers
Melbourne SMLP40)24

Electronic Music By Canadian Composers
Melbourne SMLP4()27

Trenody Melbourne SMLP4()17
Momente None H-71157
4 Butterflies Col M-32741
Silver Apples None 71174

Firebird (Moussorgsky. Debussy. Stravinsky)
RCA ARLI-1919
Kosmos RCA ARLI-1312

Pictures at an Exhibition (Mussorgsky) RCA
ARLI-0838

Planets (Holst) RCA ARLI-1919




TOMITA

TRUAX

USSACHEVSKY

VARE.SE
VARE.SE
WAKLMAN
WAKEMAN
WHO). THE

Snowflakes are Dancing (Music of Debussy) RCA
ARLI-4088

Electrome and Computer Music Melbourne

SMLP4033

See AREL (Col Princeton Elec )

F.dgar Varese Col MS-6146

E.dgar Varese Col MS-6302

Joumev to the Centre of the Earth AM SP 3021
T'he Six Wives of Henre VIIT AM SP-43061
Fommy AM SP 99001
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Teacher References —
Filmstrips, Films, Videotapes

Filmstrips

And All That Jazz Scott Educational Dision. Prentice Hall
The Amencan Musical Theatre School Services A6RF 0099
An Audio Visual Historv of Jazz School Services ASRF 875

Bach Transmognfied Young People’s Concert Series. McGraw -Hill Rverson,
bw. 1010343

The Ballad Tradition School Services Y9RE 0510

Baroque Arnt and Music School Services 99RF (0455

Basic Elements of Music School Services AEVRF (122

['he Blues Educational Audio Visual

The Conductor Educational Audio Visual

Elements of Music — Rhythm  School Services A7AK 0400

I8th Centuny Art and Music School Services 97RF 0042

How a Recording 1s Made Educational Audio Visual

How to Make Electromc Music School Services Y9RF 0157
Impressionism in Art and Music School Services 97RF 0042
Introduction to Musical Notation School Services AE VRF (022
Learning About Music Educatonal Record Sales

Learmng to Play the Bassoon Imperial Ecucanonal Resources, Inc
L.earming to Play the Cello Impenal Educational Resources, Inc
L.earning to Play the Clannet Imperial Educational Resources. Inc
L.earming to Play the Double Bass ImpenalEducational Resources. Inc
Learng to Play the Flute Impenal Educatonal Resources, Inc
Learming to Play the Guitar ‘\Impenal Educanonal Resources, Inc
Leaming to Play the Oboe Impenal Educatonal Resources, Ine
Learning to Play the Violn Impenal Educatonal Resources, Ine
Listening to Jazz  School Services Y8RF 0309

Music and Culture  School Services 97RE (00:39

I'he National Folk Festival Silver Burdett 74 19454

The Ongins of Jazz Educational Audio Visual

Pathways to Music — Jazz Nick Rossh. Kevboard Publications
Pathways to Music — Rock Nick Rosst, Keyboard Publications
Pop Music of the Twentieth Centuny Educational Audio Visual

)¢
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ERIC

Aruitoxt provided by Eic:

Robent Starer - Composer Silver Burdett 74-174-52

Rock School Services Y9RF 0079

Romanticism in Ant and Music School Services 91RF 0292

The World of Popular Music - Rock Follett Publishers 4603

The World of Popular Music — Afro Follett Pubhishers 4608

The World of Popular Music — Folk and Country Follett Pubhishers 4623
The World of Popular Music - Jaes Follett Publhishers

Films and Videotapes

Films listed below are available on a free loan basis through each school s
PEMC representative from The Provincial Educatonal Media Centre, 7351
Elmbndge Way. Richmond B C V6X 1V8

Videotapes are available for purchase from the Provincial Educatonal
Media Centre through each district’'s PEMC haison person

Title PEMC code . .mber
SYNCHROMY LINES HORIZONTAL LINES

VERTICAL

I'hree ilms from the National Film Board Film-Mu-363
present Normen MclLaren on a single reel Video-N A

Synchromy employs novel optical techniques to
compose the plano rhythms of the sournd track
These are moved in multicolour onto the picture
area of the screen so that. in effect. ye  ,ee what
vou hear Lines Honzontal and Lines Vertical are
expenments in pure design by film artists Norman
McLaren and Evelyn Lambart Lines. ruled directly
on film move with precision and grace against a
background of changing colours in response to
music specially composed for the films Lines
Vertical 1s accompamed by composer Maunce:
Blackburn on the electromic prano and Lines
Honzontal by Amencan folk musician Pete Seeger
on wind and stnng instruments hese ilms can be
best used to complement the Music Compositon

Program

PEN POINT PERCUSSION DOTS LOOPS

ihree films frorn the National Filin Board Filrm Mu 304
present Norman Melaren on a single reel In Video N A

Pen Pomt Percussion McLaren explaims how he
makes synthetic sound on film With an

oscillos ope he first demonstrates what famihar
sounds ook like on the sereen, next how sound
shapes up on a ilm s sound track. and then what

251

21,




Title PEMC code number

sunthetic sounds sound hke when draw.. hrecily
on film This techmque 1s seen in Dots and Loops
These ilms can be best used to con plement the
Music Composition Program

DISCOVERING ELECTRONI(. MUSIC

In an age of technology 1t 1s not surprising that Film-Mu-365
music 15 being strongly influenced by electromics Video-VA-86
This film shows us something of the physical basis

of music and how 1t can be created and altered by

clectrome means We see the sound synthesizer

and learn of its capacity to create. envelope and

hlter sounds We learn about computer-controlled

music and watch a composition being created by

using a computer This film can be best used to

complement the Music Composition Program

NEW SOUNDS IN MUSIC

Examines many of the new expenments in music Film-Mu 366
Includes examples of electronmic music and Video VA-87
improvisation on recently invented instruments
WHY MAN CREATES
A senes of explorations. episodes and comments Film-S1-107

' on creatvity The sections are (a) an animated Video VA-88

history of the world thegshuman race has built on
ideas. (b) llustrations of how 1deas can begin. (c)
the young creator struggles to dominate matenal
that resists, fights and develops a hife of its own. (d)
socety makes its contribution. (e¢) the fate of an
unaverage bouncing ball throws some hight on the
creator's place in the world. (f) a statement about
the possible relationship between ideas and
mstitutions, (4) a senous view of the patient process
by which scientists develop new 1deas, (h) the
question of why human beings create 1s explored

CANON
Inats simplest form the canon 1s a musical “‘round” Film-Mu 367
m which each singer picks up the words and tune a Video-N A

beat or so after the preceding singer In this film
Norman MclLaren and Grant Munro demonsirate
how a canon warks by ammaton and lve action

BOLERO
Ravel s Bolero performed by the Los Angeles Film Mu 357
Philharmonic with Zubin Mehta conducting The Video N A

Alm deals wath musicians as people and wath the
complexities and subtleties of the compositon The

252
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Title PEMC code number

film provides excellent examples of phrasing by
some of the less familiar mstruments of the
orctostra, ¢ g, Endhish horn. soprano sax. tenor
sax and bass clannet

MUSIC IS Senes

This senes s intended to mtroduce students to the concepts of music and o
wide vanety of music styles —-jazz. pop. gospel. bluegrass. classical and
Gregonan Chant The narrator of these programs is the music director of the
New Haven Symphony Orchestra A teacher's guide 1s provided by PEMC
when the complete seres 1s ordered Please see separate histings below for
desenptions of the MUSIC IS programs

Available on Video only

MUSIC IS
Music 1s the product of the deliberate Video-VA 76
organzahon of sounds

MUSIC IS COMPOSED
Compaosition is the process of organizing sound Video-VA-82
to communicate musical ideas

MUSIC IS CONDUCTED
Fhe conductor s the leader of a performing Video-VA-K3
group of musiclans

MUSIC IS FORM
Form s the wav the parts of music are organized Video-VA-K1
to make whole compositions

MUSIC 1S HARMONY

Harmony oceurs when two or more notes Video VA 79
plaved t wether lose ther separateness

MUSIC IS IMPROVISED

Improvisaton s a performer s spontaneous Video VA ¥4
musical mvention

MUSIC IS MELODY

Melody s the product of ideas expressed by the Video VA 78
sound of a senes of tones

MUSIC IS REIY'THIM

Rhythm is patterns of sounds and slences Viden VA 77
organzed by strong beats and weak beats

MUSIC ISSTYL.L

The stvle of a prece of music refers to the use of Videa VA 85
musical elements that are charactenistic of a

Jiven culture histoneal penod or indmdual
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_ Title PEMC code number

MUSIC IS TONE COLOUR

Tone colour is the kind of sound made by a Video-VA-8()
volce. an instrument. a group of voices or a

group of instruments

DISCOVERING AMERICAN FOLK MUSIC

The musical traditions of Afnca and the Bntish Isles Film-Mu-368
have greatly influenced Amencan folk music The Video-VA-89
film traces the transformations of ballads and lync

songs after they reached America from Britain. and

it shows the impact of the Afncan tradition in

spintuals and the blues Finally. it demonstrates the

interaction of European and African .raditions in

such musical styles as present-day rxck

DISCOVERING AMERICAN INDI/\N MUSIC

The American Indian has a rich ar: { varied musical Film-Mu-369Y
tradition In this film. we see the scngs and dances Video-VA-9(0)
of tnbes from vanous parts of the United States

performed in authentic costumes Ve learn of the

social and ceremomal functions of tt ¢ music. and

also find out something of how nativ. people lve today

DISCOVERING COUNTRY AND

WESTERN MUSIC
Country and Western music has enjoyed an Film-Mu-370
explosive growth in popularity not only in the Video-VA-91

Umited States but all over the world This film
traces the development of Country and Western
from its beginnings in the folk music of the
mountain people of the Sovthern United States to
its virtual merging with popular music in the work
ot such singers as John Denver These changes are
shown through the recollections and performances
Qf five people. ranging from a 77-year-old
Kentuckian who was a pioneer in radio and
recording to a 16-year-old girl just starting her
career The impact of mass media as well as
increasing urbamization and industrialization are
clearly reflected in the music

DISCOVERING JAZZ
The history of jazz 1s traced from its roots in Film-Mu-371
19th century Black Amenca The Black Amencan Video-VA.92

added rhythmic and melodic freedom to the
harmony and structure of European music and
contnbuted such techniques as note bending and
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call and response Jazz soon became popular
throughout tt - Umited States and 1ts form
progressed from Dixieland and blues through such
stules as swing bop cool jazz. funky and free
mprovisaton

DISCOVERING THE MUSIC OF AFRICA

Manv people feel that Afnican music 1s pnmitve,
but it has developed over many centunes. and. in
Ity own way 1s as corples as the music we hear in
concert halls M Robert Auvitee. a master drummer
of Ghana, and several associates demonstrate the
bells rattles and drums They descnbe how these
are used today i Africa both as musicai
mstruments and 1n the case of drums. as means of
comimuncation

DISCOVERING THE MUSIC OF

[ATIN AMERICA

L atm Amencans have built gheir music out of many
tradittions In thes colourful film these tradions are
lustrated through song end dance and by the
plaving of classical. folk and pre Columbian
mstruments We hear the dance rhythms that have
affected popular music throughout the world and a
composthion by the famous Braalian composer
\,'”d [.( bos

DISCOVERING THE MUSIC OF JAPAN
Japanese music ke Western music, has a long
tradition In a beautful teahouse setting the three
maior Japanese mstruments -— the koto samisen
and shakuhacht are shown Some histoncal
background on the mstruments 1s gven, and the
waus that they fitinto current Japanese hfe s
explaned Tradinonal Japanese singing. dancing
and a performance by an ensemble of the three
mstruients complete tt e film

PISCOVERING THE MUSIC OF INDIA

Indian music has a continuous tradinon that can be
naced back three or four thousand vears It s
highldeveloped and extremely sophisticated In
this il the mstruments of north and south India
such as the star tlute tabla mndangam and
tambuoura are plased The concept of raga and tala
atellusttated Dance wath its radimonal ant of
hand gesture and facial expression s explamed
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Film-Mu-372
Video-VA.93

Film-Mu-373
Video-VA-94

Film-Mu-374
Video-VA-95

Film Mu 475
Video VA Y6
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DISCOVERING THE MUSIC OF

THE MIDDLE EAST

In this ilm the similanties of much of the music of
the Middie East and Balkans are traced back to the
spread of Mohammedanism Such instruments as
the oud. santur. ganun. cimbalum and dumbek are
introduced and played The concepts of highly
ornamental melodic hines and asymmetncal
rhythms are demonstrated Finally. dance 1s
combined with the music in this bnlhanth,
performed film

DISCOVERING RUSSIAN FOLK MUSIC

In this film we are exposed to some of the elements
that make Russian folk music so beautful and
distinctive — the powerful choruses. plaintive
songs. swirling dances and magnificent costumes
We find out about the traditional uses of music 1n
Russian villages. aities and churches and how
modern Russian music 1s influenced by these
traditions

DISCOVERING THE MUSIC OF

THE MIDDLE AGES

Music was a necessity to the people of the Middle
Ages This film shows the importance of music in
church and castle. among clergy. nobles and
peasants The viewer learns not only of the growth
of polyphony but also of the dominance of the
church 1in medieval life. and of social stratification
as well as medieval instruments

THE SYMPHONY SOUND

PEMC code nﬁtnber

Film-Mu-376
Video-VA-97

Film-Mu-377
Video-VA-9Y8

Film-Mu-378
Video-VHI-150

The symphony orchestra 1s capable of expressing Film-Mu-379

an Infinite spectrum of ideas. senttiments and Video-NVA

moods Mr Lewss conducts the Royal

Philharmonic Orchestra in examples from many

penods and composers
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