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Introduction

The Music Curriculum
The Secondary Music Curriculum Guide Resource Book is based on the
philosophy that music is an essential aspect of human existence and that
music education is a central part of the total education program An intricate
relationship exists among the affective. cognihve and psychomotor
development of human beings. and through music all three domains interact
effectively

Music as an aesthetic torm ts an expression of human history that transcends
language (-Lamers and reflects the life-styles, thoughts and aspirahons of our
cultural heritage In today's rapidly changing society the development of
fundamental values and athtudes is paramount to human understanding
Music education provides an opportunity to bring art form to life to respond,
express. perform and create

This Music Curriculum Guide addresses itself to human growth and
development Historical components are combined with the technological
advances of today's society so that students become musically literate.
technkally competent and aesthehcally responsive

Educohi,n in music is most sovereign. because more than a nt)thing
else rhi.thrn and harmony find their way into the secret places of
the s( all

Plato

Using the Guide
The Secondary Music Curriculum Guide Resource Book outlines the items
the Ministry of Education has officially prescribed as essenhai 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

Music teachers in many British Columbia secondary schools do not have
colleagues cl(ise by for consultation Therefore, it is suggested that music
teachers arrange meetings and actively seek out opportunities to meet
together to

discuss the Curriculum Guide and resource texts
discuss facilities, supplies 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 instrumental and vocal repertoire. rehearsal
techniques. teaching methods. etc
discuss evaluatuni procedures

1



Developing Music Programs
The Guide is designed to provide flexibility in organizing and developing
district and or school music programs This is necessary becauy: of the
vanations in numbers of students taking music courses. differing school
facilities and varying community, school and student needs

Learning outcomes and related content are outlined for the major areas of
music Band. Choral Music. Stnngs and Music Composition Music educaton;
must organize the content in each area to define the depth and breadth to
which each learning outcome should be achieved at any one grade The
learning outcomes are identified in terms of studimt expectations at the end
of Grade 12 Thus, students should haw facility m each learning outcome by
the end of music courses taken in Grade 12

In developing music programs students may be grouped in many ways The
particular type of grouping will depend on studen: numbers. size and type of
facilities and the particular musical emphasis In order to recognize and
provide assistance to this vanety. additional learoing outcomes and suggested
lesson ideas are included where appropriate For example. learning
outcomes and content are outlined for tazz ensemble as well as band

The musical expertise and capabilities of students entering any one grade
vary extensively This vanation creates difficulties for the music teacher in
teaching to a student's needs To assist the teacher in overcoming these
thfficulties each course area is divided into levels The terms used to identify
each level are Introductory. Intermediate and Senior In deciding the levels
to be used for each student, teachers may find it useful to evaluate students
at the start of the war This could. for example. be done by holding
individual auditions

It is recommended that music students be grouped according to their musical
expenences Thus, for example. Choral Music students with music
experiences beyond the introductory level could be grouped and taught at
the intermediate level

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

The number of units contamed in any one outIme does not indicak. tho total
number that may be used in a course but rather suggests one way in w' '-

they may be outlined

Moreover. a single unit should not be interpreted as comprismg one class
period In other words, it is not expected that each class require the
amount of time per unit because specific class needs vary significantk, it

important to rvcognve that all outlines are examples of what can be
ikveloped. thus the use of the v,l,rd 'SAMPLE

2



The Core Curriculum
The Ministry believes that the content outlined in this program provides the
teacher with the opportunity to extend and reinforce many of the learning
outcomes in the Guide to the Core Curnculum. 1977

Further clanhcation of the Ministry's position relative to Music. as a part of
the Fine Arts curnculum area. can be found in Schools Department Circular
No 15-1979 03-27 (S.,k? p 218)

Prerequkites
There are no prerequisites for music courses prior to Grade 11 However, it
is anticipated that students will complete an appropriate Grade 11 course
pnor to enrolling in a Grade 12 course

Prescribed and Authorized Texts
A list of prescnbed and authorized texts is found in the Textbook List
published annually 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. 878 Viewfield Road. Victona.
Bntish Columbia V9A 4V1

Allowance
A shareable allowance on a "once only- basis is available to secondary
schools beginning a band program School Board officials should have
information about this allowance If required. additional information may be
obtained from The Ministry of Education. Facilities Services Branch. 835
Humboldt Street. Victona. Bnnsh Columbia V8V 2M4

Equipment and Supplies
The Ministry of Education, is presently examining the whole question of
equipment with respect t( he revised program in the Provincial curncuium
Music Education is one of the specific areas under discussion

3



The Secondary Music Program
MUSIC 8 COURSE
This course is designed to ahow students to study m 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 (n. integrate two or three areas When: 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 Instruments

Learning outcomes and conkmt are outlined for band and Jazz ensembles

Sample outlines and units are provided for both areas In addition some
information is 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 in Band Music in each grade Credit is to be recorded as Ba Y.

Ba 1O.Ba 11. or Ba 12

CHORAL MUSIC 9. 10. 11. 12 COURSES
Choral Musk courses should focus on teaching students skills related to the
vok,. L. 1ing outcomes and content are outlined for Choral Music and
Vocai Jazz enscibles Sample outlines and units are provided for both areas
In at.ktuon. sot le information is provided to .ssist in instructing small groups
whore ernpha-4,- :s placed on madrigals

Regardless of the grouping or emphasis. students may receive creit for only
one course in Choral Music in each grade Credit is to be recorded as Cho 9.
Cho 10, Cho 11, or Cho 12

STRINGS 9. 10. 11. 12 COURSES
Strings courses should focus on teaching students skills reic,:.,1 to string
instruments Learning outcomes are outlined for Strings and Fretted

iments Guitar Sample outlines and units are provided for both ai eas

Regardless of the emphasis students may receive credit for only one course
in Strings in each grade Credit is to be recorded as Str 9. Str 10. Str 11 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
speciahze in music and who intend to continue in a post secondary music
program

Learning outcomes and content are outlined for this area Sample outlines
are included for both traditional and contemporary approaches to composing
MUSIC

4



The following chart summarizes music course names, abbreviations and
grade levels This information should be used when cornç'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 course
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 appropn, ie 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
receive 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 option is 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 is, for whatever reason, undesirable, It is
recommended that schools use the Extra Mural Course Option

Time Allotment
it is 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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INTRODUCTORY

INTERMEDIATE

SENIOR

INTRODUCTORY

INTERMEDIATE

SENIOR

PERFORMANCE THEORY

To perform simple melodies, rhythms
and accompaniments with good sound
production and technical competency

To perform more complex technical
exercises and compositions with
secure tone and intonation

To petform literature from vanous
penas demonstrating technical
competency and stylistic interpretation

To understand and wnte basic
notations and terminology

To understand essential basics of
harmony and transposition

To understand essential basic pnnciples
of orchestration and arrangement

HISTORY

To identify the different penods
in music history through listening
and discussions

To compare the styles, forms,
instrumentatiori/voiang of the
music of each era

To understand the contnbunon of
specific composers to each era

APPRECIATION COMPOSITION--
To develop perceptual awareness and To understand the form of and to
response to music compose cadences and musical phrases
To articulate feelings evoked by
music

To understand relanonships between
a caure or era and its music
To ,Jevelop aesthetic sensitivity to
a v ide vanety of music

Tc value the integral role of music
ir society
To value the relationships of vanous

rt forms as expressive forms

To create short pieces with identical
and contrasting sections

To create extended pieces through a
vanety of forms
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Goals 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 heritage 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

Learning 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 transcribing 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

7



8

develop sight reading and ear training skills
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 in 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

AESTHET C DEVELOPMENT
The student should develop
aesthetic values

AFFECTIVE DEVELOPMENT
The student should develop
positive attitudes towards self and
others

Indicators

perceptual awareness
aesthetic sensitivity
articulation of feelings evoked by
music
awareness of relationships
between art forms
creative ability
value of the integral role of music
in society

self-confidence
positive interpersonal
relationships
commitment to task
poise and stage presence
appropriate concert manners
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l_.eaming Outcomes and
Content for Band
By the end of Band 12 the student should have facility in the following
Learning Outcomes

Learning Outcomes

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

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

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

Content

refinement of embouchure
accurate intonation
ma;or, minor and chromatic
scales in varying tempi and
articulation patterns
aipeggios
breath control through
diaphragMatic breathing (stick
control for percussion)
refinement of tone quality.
including vibrato
alternate fingerings and slide
positions
basic perc,.33ion and keyboard
rudiments
mutes

legato, staccato and tenuto
tonguing
lip flexibility
attack
release

accents
double and triple tonguing

dynamics
tempo indications
accidentals and enharmonic tones
syncnpahon
phrasing
balance
simple, compound and irregular
metres
modes
interval study in varying
applications both vocally and with
the instrument

13

1 ow



Learning Outcomes

THEORY (continued)

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 traditional and
contemporary composition
techniques

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

14
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1 Content

1- chordal construction and balance
transposition
writing from dictation
music terminology
notation systems
ornamentation

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

statement
repetition
contrast
phrases
sentences
canzon
suite
prelude and fugue
sonata-allegro
chorale
fanfare

round,' canon/ rondo
binary; ternary
theme and variations
free form

concert march
symphony
musical theatre
film music
transcriptions



Learning Outcomes
-

CONDUCTING
The student si,ould be able to
understand and demonstrate
conducting patterns in various
tempi and styles

MAiN l'ENANCE
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

1

. Content

1

I

simple, compound and irregular
metres
basic conducting techniques
(dynamics, cueing, etc )
conducting ensemble or sectional
rehewsals through score reading
and sty:istic interpretation

cleaning of instruments
oiling of wooden bores
re-positioning and/or
replacement of springs, screws,
felts, corks, pads

soli, tuttii accompaniment in
various consorts
orchestra
symphonic, concert or military
band
wind ensemble
jazz ensemble

rhythm patterns
melodic line parts in unison 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

15
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Introdudory Level Band
Sample Outline
UNIT 1
Purpose To emphasize an individual's responsibility througffattendance,

conduct and music preparation

UNIT 2
Purpose To introduce playing a wind instrument through demonstration

and practical application of correct body posture and embouchure
formahon, both with and without the mouthpiece

To introduce correct breath control

UNIT 3
Purpose To review Unit 1

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

UNIT 4
Purpose To introduce the proper mechanical operation of an instrumeni

including cleaning and lubrication

To introduce concert F using sustained tones

UNIT 5
Purpose To reinforce correct embouchure using additional sustained tones

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

UNIT ti
Purpose To practise note names and fingenngs as they apply to the

instrument

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

UNIT 7
Purpose To introduce the B-flat tuning note

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

UNIT 8
Purpose To introduce hme signatures and simple conducting patterns.

4 3 2
4 4 4

UNIT 9
Purpose To review time signatures

To introduce the chromatic scale

To play chromatic melodies

UNIT 10
Purpose To review all previously learned matenal

- 4,



Introdudory Level Band
Sample Unit
(Refer to Sample Outhne Unit 2. p 16)

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

To introduce correct breath control

Materials
Hand mirrors
Set of mouthpieces for woodwind and brass instruments

Suggested References
Philips and Feldstein Saner Burdett instrumental Series, Voiume I Si Ism
Burdett

Strategies
1 The lesson could begin with an explanation and demonstration of correct

body posture and embouchure formation

2 Following this, explain and demonstrate correct breath control

3 Have students watch the embouchure formation carefully

While observing actions in a hand mirror, students should form the
embouchure without a mouthpiece

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

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

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

6 Students should then try to repeat Step 4 without assistance

While watching in a hand mirror, students should blow through the
mouthpiece or lip-buzzes, trying to sustain the pitch withiut changing
embouchure No tonguing should be used in the initial stages

7 Introduce the whole note and whole rest

S Have students play an exercise using whole notes and whole rests

17



Assignment
1 Practise correct breath control
2 Practise forming the embouchure in front of a mirror at home Practice

should include sustaining a pitch with and without the mouthpiece

18



Intermediate Level Band
Sample Outline
UNIT 1

Purpose To review the Correct method of breathing for wind instruments
and perfwm suitable pieces using long phrases

UNIT 2
Purpose To review notation, time signatures and conducting patterns

reviet.4; the B-flat major scale

Tt prachse the E-flat and F major scales and related minor scales

UNIT 3
Purpose To introduce the enharmonic naming of notes

To practise the G. C and D-flat major scales and the D and
P TIMM r scales

uNrr 4
Purpose To introduce the basics of tuning, including matching tones and

listening for ''beats

To practise and conduct studies in 2 and 86 time signatures
2

UNIT 5
Purpose To introduce construction of major triads

To play rhythmic patterns in tnadic harmonies using notes within a
practical range

UN; r
Purpose To practise selected articulation (legato, staccato. tenuto)

To practise dynamic techniques

UNIT 7
Purpose To practise phrasing within a melodic contour

To introduce homophony and polyphony

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

To play selected compositions reinforcing the above forms and
styles

UNIT 9
Purpose To introduce the instrumentation of the symphonic orchestra.

symphonic band, concert band or military band

UNIT 10
Purpose To review all previously learned matenal

ti
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Intermediate Level Band
Sample Unit
(Refer to Sample Outline Unit 1. p 19)

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

Materials
Thin sheets of paper

Suggested References
Buehlman & Whitcomb Sessions m Sound Part 3 Heritage
Farkas. Philip The Art of Brass Playmg Wind Music

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

I Begin by explaining the necessity of proper diaphragmatic breathing and
support

2 Ask students to try to stand with hands at side. to bend over, fill lungs to
capacity and then hiss die 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.

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 ail
instant, think of the note they are to play. aim and then release

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

b Next. have students take a deep breath through the mouth and then
exhale slowly through the lips (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 thc lips towards the paper
See how long constant air pressure can be maintained

20



9 Ask students to try whistling or singing /a 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

.
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Senior Level Band
Sample Outline
UNIT 1
Purpose: To review the B-flat, D-flat and F major scales and arpeggios

(two octaves where apphcable) and related minor scales.

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

4
4 4

4
4 4444J

UNIT 2
Purpose: To review the A-flat, D-flat and C major scales, arpeggios and

related minor scales.

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

3
4 .I-22 =i1 :II

4
4 41) 4 4 4 4 11.

1,* :11

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:

4
4 4 "7- 77 :11

\--3/

4
4 77'1'

4 0 rmr:
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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

4
4

4
4

. ./ ini1.1:11:

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, studies and pieces.

4 T "":
4

4
4

II 0 :

2
4

2
4

2
4 :11 -

17: f.4
4

4
4

MINIM

UNIT 6
Purpose To study and perform Medieval and Renaissance instrumental

literature

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 and perform Twentieth Century instrumental literature

including contemporary idioms

To study dnd perform suitable Canadian instrumental literature.



Senior Level Band
Sample Unit
(Refer to Sample Outline 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

4
4 :II

4 411

IMMO

.11

Suggested References
Fussell. Raymond C Exercises for Ensemble Dnll Belwin-Mills
Ployhar. James D I Recommend Belwm-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
fifth Students should note that diaphragm intensity (-u ) 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 cound
in Exercises for Ensemble Drill, pp. 14- 17

25



Learning Outcomes
and Content for Band
Emphasizing Jazz
By the end of the BAND 12 emphasizing Jazz, the student should have
facility in the following Learning Outcomes.

Learning Outcomes
_

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

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

26

Content

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
lip flexibility
atteck
accents
release
double and triple tonguing
interval study in varying
applications
short and long fall-off or spill
bend
plop
doit
flip
ornamentation
breath accents
rolled eighth notes
cut-off
vibrato
glissando
smear
lip trill
flutter tonguing



Learning Outcomes Content

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

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

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

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

dynamics
tempo indications
accidentals and enharmonic tones
syncopation
phrasing
balance

simple, compound and irregular
metres
modes
chordal construction and balance
transposition
writing from dictation
jazz terminology

Count Basie
Ron Co !tier
Gordon Delamont
Duke Ellington
Maynard Ferguson
Herbie Hancock
Woody Herman
Les Hooper
Quincy Jones
Thad Jones
Stan Kenton
Ian MacDougall
Henry Mancini
Chuck Mangione
Rob McConnell
Glenn Miller
Sammy Nestico
Phil Nimmons
Oscar Peterson
Buddy Rich

statement
repetition
contrast
phrases
sentences

blues
jazz

swing
Dixieland

27
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Learning Outcomes

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

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

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

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

COMPOSITION
The student should create short
onginal works for voices and or
Instruments using traditional and
contemporary composition
techniques

f_

Content

jazz rock
be-bop
cool
avant garde
fusion
Latin

voicing (unison 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 )
conducting ensemble rehearsals
through score reading and stylistic
interpretation

cleaning of instruments
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
free form



Learning Outcomes

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

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

I

, Content

improvised solos
scat singing
32-bar chord progression using
rhythmic variation, rests,
sequence of patterns and
repetition

rhythmic patterns
melodic line parts in unison and
in harmony
chord progressions, cadences and
form

melodic and harmonic intervals
melodic and harmonic chords
rhythmic, melodic and
harmonic dictation
transposition

29
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Introductory Level Jazz
Ensemble -- Sample Outline
UNIT 1
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.

UNIT 2
Purpose To introduce the historical development and terminology (pyramid

concept, flips and glissandos) for Jazz Ensemble
UMT 3
Purpose To differentiate stylistk changes in jazz (blues, swing era, be-bop,

cool and jazz-rock).

To apply jazz tonguing to phrasing.
UNIT 4
Purpose. To apply legato and staccato tonguing to compositions.

To define, discuss and listen to different jazz styles.
UNIT 5
Purpose 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. -...,
To compare the regularly accented eighth notes

in concert band literature and the irregularly accented

eighth notes
i

a . a in jazz swing literature.

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

UNIT 6
Purpose To develop a vocabulary of jazz riffs

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

To apply articulations emphasizing heavy accent and staccato
tonguing.

UNIT 7
Purpose To rehearse and play the 7th. 9th and 13th chords using the

following syncopation patterns

4
°1 :II4 tO

4
4 4 :11

A

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

3 6



UNIT 8
Purpose To review legato and staccato tonguing in several keys using

dynamic levels from pp toff

To rehearse intervals (unison to 9th) using vanous rhythm patterns
and articulations

UNIT 9
Purpose To introduce chromatic scales using various rhythm patterns and

articulanons

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

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

To review all previously learned matenal

31



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 instrumentation and playing style
in Band as compared with Jazz Ensemble.

Suggested Seating Arrangements

a) /
EDigi

rhythm

teacher

band

b) ---- '/ N
/ \

OR ( = X 4-----1 teacher

X /
,.. _ /

rhythm band

Suggested References
Sebesky Elementary Stage Band Book. Studio P/12.
Nestico Sammy Nestico Jazz/Rock Ensemble Book Studio P/R.

Strategies
1 It is suggested that, before playing, the teacher vocally demonstrate the

difference between the tonguing used in Band and the tonguing found in
Jazz Ensemble

Band

32
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Jazz Ensemble

, u bah du bah du bah du bah don

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

3 Following this, explain the formation of I and V7 chords in B-flat major.
4 Demonstrate chord progression V7-I It is important that students hear the

chord change

5 Practise the V7-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
Additional exercises can be found in Sessions in Sound, Part 2

Rehearse jazz compositions applying the above techniques

\



Interrnediate 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.,

4 e
4

4
4

doot doot doot doot

doo 1

UNIT 2
Purpose. To practise syncopation and accents found in practising rock

compositions. e g .

A

4 !
4 1 1 1

t 4

accented heavy vertical
syncopation accent ( A )

played short

UNIT 3
Purpose. To practise smooth tonguing and phrasing found in slow ballads,

e g.,

,..............,,

4 !* 7 .114
doo doo don don

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 ,

4 ...., ..., ...
oti4i4votOOP co. 4. 004 .7. . . >



/

UNIT b
Purpow To introd,Ice and practise the rolled eighth note and the

arnculanon used in swing style. e g

written played

01 01)
N....3...-, N....3--

doo bah do° hah

UNIT 7
Purpse lo practise svncopanon and art:culanons found m swing _style

off S
Purpose To listen to Jazz selections and discuss the origins of jazz

UNIT 9
Purpose ro practise jazz improvisation

To improvise using the ensemble as a chordal background
UNIT li)
Purpose To review all previously learned material

NOTE A suitable reference is Hal Sherman's Techniques and
Metenals for Stage Band

r

1
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Intermediate Level Jazz
Ensemble Sample Unit
(Refer to Sample Outline Unit I. p 34)

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

4
4

4
4

r r
,__________

r
do o t do o t dm) t doo t

,i

.
:11

Suggested References
Sebesky Intermediate Stage Band Book Studio Pi R

Laporta Developing the School Jazz Ensemble Berklee Press

Haerle Scales for Jazz Improvisation Studio P, R

Strategies
NOTE. Articulations should be used dunng warm-ups.

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

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 V7 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 To review the I and V. chord progressions Review smooth

tonguing (doo) and the short attack (dit) using appropnate
exercises

UNIT 2
Purpose To introduce the chord progressions of I. Vim,. Ilm, using jazz

articulations

UNIT 3
Purpose To introduce and practise altered chords
UNIT 4
Purpose To review and extend further chord progressions applying

dynamics

UNIT 5
Purpose To practise all chords denved from scales found in Latin music
UNIT f)
Purpose To review all articulation techniques and previously learned

matenal

37



Senior Level Jazz Ensemble
Sample Unit

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

Purpose
To introduce the chord progressions of it). Vim 7 and Lim 7 using jazz

articulations.

Suggested Seating Plan

Rhythm
Riser 1

Trumpets (standing) Riser 3

Trombones Riser 2

Saxes Riser 1

Suggested References
Laporta. Developing Sight Reading Skills in the Jazz idiom Berk lee Press.
Laporta. A Guide to Jazz Phrasing and interpretation. Berk lee Press.
Wiskirchen Developmental Technique for the Jazz Musician. Berk lee Press.

Strategies
1 An explanation and demonstration of the use of the short, heavy attack

(dot) in Jazz Ensemble could open 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 16 chord of C major.

4 Appiy the same techniques to examples using the Vim, and Um, chords in
C major

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

6 The entire Jazz Ensemble can now use all previously described
articulations to play numerous exercises
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Intermediate Level
Emphasizing Winds
Sample Outline
Where there are small numbers of students in a band program and it is
desirable to emphasize Winds, the foHowing sample outlines and units may
be useful

UNIT 1
Purpose To introduce the origins of wind instruments 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

UNIT 2
Purpose To review organum

To introduce the inszrumentaI 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 , Gabneh

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, BuH

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

To discuss Renaissance wind instruments
UNIT 5
Purpose To introduce instrumental music of the Baroque, e g . Frescobaldi,

Vitali, Scheidt, Schein

To discuss the culture of Italy and Germany dunng the Baroque
'I o introduce the instrumental form and ornamentation of the
music of the Baroque

To play appropriate selections
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UNIT 6
Purpose To introduce wind ensemble music of the Baroque. e g . Bach.

Handel. Telemann. Couperin

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

To review and extend Baroque ornamentation.

To play appropriate selections

UNIT 7
Purpose To contrast the ensemble and symphonic forms of the Classical era

To study wind divernment from the Classical era. e g . Mozart.
Haydn

To attend concerts and , or listen to suitable recordings of these
divertimenti

UNIT 8
Purpose To contrast ensemble and symphonic forms from the Romantic era

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

To play appropnate selections refining tone quality

UNIT 9
P,irpose 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 appropriate selections refining breath control

UNIT 10
Purpose To introduce wind ensemble music from the Twentwth Century

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

To discuss Western culture and its influence on compositions

4 r;



Intermediate Level
Emphasizing Winds
Sample Unit 1
(Refer to Sample Outline Unit 1, p 39)

Purpose
To introduce the ongins of wind instruments using slides, photos, recordings
Or PoetrY

To discuss the culture of the pre-Chnstian Greek and Roman eras
To play Greek tetrachords reviewmg good tone and correct breathing
techniques

To introduce and play organum using correct intonation

To introduce ecclesiastic modes

Materials
Tape recorder and slide projector

Suggested 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 ofAntiquity Fairleigh
Dickmson, 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 beginning

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

4 Discuss the horn using photographs

'1. i'
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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

Greek chromatic

Greek enharmonic

i -
0

--........

0

10 ;CP <1 0
*

A( quarter tort,' t hp up

--0

ii

:11

6 Extend tetrachords (conjunct and disjunct)

7 Introducing a cantus firmus in the Dorian (ecclesiastic) mode, ha,v the
students improvise parallel organum in 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
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Intemlediate Level
Emphasizing Winds
Sample Unit 2
(Refer to Sample Outhrw Unit 2. p 39)

I=M111111111.

Purpose
To review organum

To introduce Medieval Instrumental music

To discuss the culture of Medieval Europe

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

Materials
Tape recorder and slide projector

Suggested References
Gregorian Chant and Medieval instrumental forms from History of Music In
Sound, Ancient and Oriental RCA Victor LM 6057

Chant Gregorian Ace of Diamonds SDDR185

,lanson. H W Ket; Monuments of the History of Art Prentice-Hall. 1%0

Machaut, G Agnus Dei Studio P R

Strategies
1 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

,i Following this, introduce the secular instrumental forms which grew out of
the Mass

4 Play wind pieces written in the form of caccia. round a n d canon

--) 1he instrumental music of the Medieval Period. e g . Machaut. Dufay,
Binchois could be introduced at this point

h Discuss the culture of France dunng the Fourteenth and Fifteenth
Ceriturles

7 A discussion 1)f ars nova- and its influence upm wind instrument
literature ll ould be useful to students

8 Introduce and play melodies in the six Medieval rhythmic modes
() 8tudy and pertorm music of the above compisers

,
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Assignment
Ask students to comr Dse a caccia for brass or woodwind duet using Medieval
rhythmic modes and perfect intervals
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Senior Level Emphasizing
Winds Sample Outline
UNIT I
Purpose To review correct embouchure and breath support using suitable

Medwval and early Renaissance hterature

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

UNIT 2
Purpose To study and perform representative Italian Renaissance wind

literature

To review echo brass

To introduce and study instrumental literature wntten m the forms
of cantone and capriccio

UNIT 3
Purpose To study and perform representanve Renaissance wind in the form

of solos, duets. tnos and quartets

To invite an e xpenenced instrumental ensemble to perform this
literature at your ,,chool

UNIT 4
Purpose To study and perform Baroque wind hterature

To study the forms of suite. chorale. ncercar. prelude (rnd fugue

.fo refuw double and triple tonguing

UM' 5
Purp)se To study mid extend the use of BdroqUe ornanicntamm and apply

it to the hterature of this era

hi hsten to chamber concerts. e g . CRC Radio, Televisvm

UNIT b
Purpose To study and perform classical wind pwces

To study the forms of sonata. theme and variations

To participate in music festivals

UNIT 7
Purpose lu study and perform Romantic wind pwces

h) study the form of fanfare

perform a hinfete for a school assembk

uNrr
Purpose h) study and e\tend the styles of chromatic and whole unw writing

in wind literature

o study the dissolution of tonality

T() play suitabk. works emphasizing chromaticism and
mprcyo, mism
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UNIT 9
Purpose To study and perform representative Twenneth Century wind

hteratu re

Exchange and perform with another wind ensemble

UNIT 10
Purpose To study and perform representatwe wind pieces in the Jazz idiom

To compile and perform a well balanced program of wind
literature

C14
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Senior Level Emphasizing
Wincls Sample Unit I
( Refer to Sample Outline Una 1. p 45)

Purpose
To revww/ correct embouchure and breath support using suitable Medieval
and early Renaissance hteratune

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.
LM 6053

Apel. W The Notation of Polyphonic Music 900-
Amenca. 1%1

Refer to pp 56-70

Renaissance RCA Victor

1600 Medieval Academy of

Strategies
1 Have students review and play cantus firmus, parallel, free and melismatic

organum. and perfect intervals in ecclesiastic modes paying particular
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 Meclieval notation A suitable piece may be found in
W Apel's The Notation o Polyphonic Music 900-1600

4 Transcnbe and play a piece for wind instruments Suitable examples are
Dufay's "Quel fronte signorine- and "Ave regma- from Apel's The
Noranon of Polyphonic Music

5 Students could study and perform music from the Renaissance Suitable
examples are Farnaby s "Fancies, Toyes and Dreams" and "Fayne
Would I Wedd' . Des Pres' "Tulerunt Dominum- or Stephanis' "The
Cuckoo from Bonta"

Assignment
To study and perform an ensemble from the Renaissance
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Senior Level Emphasizing
Wincls Sample Unit 2
(Refer to Sample Outline Unit 2. p 45)

Purpose
To study and perform representative Italian Renaissance wind literature

To review 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 LM6058

Refer to pp 56-60

Strategies
I 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 ml
from Bonta's R,maissance Musk for Brass Choir, study and perform
canzone

4 Play and discuss the form of capriccio

5 Study and perform a capncao A suitable example is Vitali's "Capncao-

Assignment
Ask students to make up a list of canzoni and capncaos written by other
Baroque composer',
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Suggested Seating Plans (continued)

JAZZ ENSEMBLE

4

Bass

1 Drums

2

! (iutiar

2

Trumpets

1 3

Director

1

Sax /phones

Riser
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Guitar

4

Drums

1

Saxophones

FT1

rzi
Irombones

1

1 i

4

.)r

Bass

4

Riser



>
/.1

\\ >
v /

lrumpets (standing)

Riser
12"1 3 4

Frornhories (seated)

Riser
6"

2 1 3 4

3

SdXV, ()led 1)11 floor)

I, 42 5

NOTE For best results. it is 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 al; times
Use nsers available
Contain drums within the band as mu,:h as possible
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Jazz Ensemble Articulations
h THE PLOPHORIZONTAL ACCENT

Hold for full value "Doot--+--- tonguing

VERTICAL ACCENT
Hold less than full value
"Dot- tongumg

HEAVY ACCENT
O Short as possthle "Dit-

tonguing

STACCATO
Short not heavy

Dahl tonguing

r-- -Hold full value "Doo-
LEGATO TONGUE

tonguing

THE SHAKE
A variation of the tone
upwards much like a
tnll

A rapid slide down
harmonic or diatonic scale

I before sounding note

'-- THE SMEAR
Slide into note from below
and reach correct pitch just
before next note Do not
rob preceding note

) THE DOIT
Sound note then gliss
upwards from one to five
steps

DU
False or muffled tone

_ WAH--A-i Full tone not muffled

SHORT GLISS UP
Slide into note horn below
(usually one to three steps)

LIP TRILL LONG GLISS UP
0_ Similar to shake but slower Same as above except

and with more lip control longer entrance

WIDE LIP TRILL
.11 _ Same as above except

slower and with wider
interval

O THE FLIP
_ Sound note. raise pitch.

drop into following note
(done with lip On brass)

SHORT GLISS DOWN
The reverse of the short
gliss up

0-\ LONG GLISS DOWN
The reverse of long gliss
up



I it

SHORT LIFT
Enter note via chromatc
or diatonic scale beginning
about a third below

LONG LIFT
Same as above except
longer entrance

SHORT SPILL
Rapid diatonic or
chromatic drop rhe
reverse of the short lift

LONG SPILL
%I. Same as above except

longer exit

X INDEHNITE SOUND
_ Deadened tone

indefinite pitch

NOTE No individual notes are heard when executing a gliss
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Sample Brass Repertoire
Composer Title Instrumentation

Bac h..1 S Capncoo Southern. 2 l'pts . F Hn .

Tmb. (Tuba)
Bach .1 S fAmtasu, Artraosa. 2 Tpts . F Fin ,

Tmb. (Tuba)
Bac h i ti In Thee Is Gladness Concordia, 2 Tpts .

F Ho , Bar Ho , Tmb .

(Tuba)
Bach .1 S Sonata In C Studio P R 2 Tpts
Banc hien A Lcho Fantasie Chester, 2 Tpts 2 Tmbs
Bartok B Dance of the Slovaks Studio P R , Tpt . F Hn

Tmb
K)ehm Presto Studio P R . Tpt . F Ho .

Tmb
Bonta s an Renaissance Music for

Brass (lu ,tr (Des Pres. Maschera
Gabneli, Stephani)
S Schirmer 4 Tpts .

2 F Ho 4 Tmbs (Tuba)
Bon )viski. F A Moniing Song Boosey. 2 I-pts . F Ho .

Tmb
Brana. 11 A La Mode General, 2 Tpts , F Ho .

"1mb, Tuba
Bruc kner A Pwer and Alleluia Southern. 2 Tpts .

2 Tmbs (Tuba & Timp
opt

Byrd. W Alman Studio P R Tpt F Hn .

Trnb
Byrd W Piece for Brass Studio P R Tpt F Ho .

2 Tmbs
Byrd W lime Lade of 0 kford s Chester. 4 Tpts F Ho

Match 4 Tmbs (Tuba)
( Them obuu I Light Man hes Mills. 2 Tpts . 3 F Hn

1 Trob
I )elamont. Moderate amid Blues Kendor. 2 Tpts F Ho .

2 Tmbs. (Tuba)
Li1S1) 0 Hone /esti Studio P H . 2 Tpts

2 Trnbs
I )). I ( .ne P Introduction and Capri( ( io Shawnee 2 Tpts

R N1 Man h im j ( horale Boosev St. Hawkes

)1shinnei Harah

5f)

4 Tpts or 3 Tpts
itimb

P H Tpt F F in

2 Imbs



Composer Title Instrumentation

Dufdk, (i Al.inus De, Studio P H Tpt
2 Tmbs

Farndb( G Note Would I Wed( I Studio P H ipt F lin
Tmb

Frank fci s ( tntrusts Bounie Tpts
2 F Hns 2 Fmh 1 uhd)

Fres« ilidli G ( 'atironu Studio P F.( rpt . F Fin
2 Tmlis

( ( ; Conion 0 Chester 2 Tpts , 2 Tmhs
( ohnelt Soiiphornae Sucwe Hubinik, 4 -1"pts 4 Tmbs
Geri/disc C I /tree Ounces Chester, 2 Tpts 2 Tullis

Iamb
Gould NI 'oItatihtun Fanfares G C tv1usu. . "Fpts

.3 'Friths (Tuba)
( )(Amid c. I Romaine Beim!) .3 Fpts 2 1 mbs

Fubd
) ( ) Hubank, 4 Tpts . 4 Tint),

( warm I ci Iu hesma Southern Double Bmss
Quartet

( Juan)] C lw ('aniont 24 2-) Hubank 4 Tpt 4 Tmbs
Itidcidd ) liii fiude Southern 2 ilts . I in

'Futia (B Ttnh )
idmk1 G F Sondtd in C Mmi n Stuchu P H , 2 rpts

Handel ( F uite Ic n Brdss 1 nu Pro Art. Tpt F Hn
hmb

Fi1Ik' F I I. Agnus Study) P H Frit F fin
2 Tmbs

idsslet H I. Gond Studio P H ipt , F

2 Trnbs
Idydn J AIIeqretto, Studio P H I pt

2 Tmbs
//tree Chnsttun Coru/s G Simmer

Fl )1( )viti J Brass Pi Act Chester, Tpt . In
"Nib (Tuba)

Ivey in I in r HON' ques ('hester, 2 Frits 2 Finbs
Juba)

Kirnberijer I itte study) P Frit F F In

2 I mlis
killindu J Allegto I n Bids, Studio P H 2 I pts

2 1 nibs
Lamb M `.1hdatlky 2 I)t F I In

Ftnh 1 uhin
I ki in NI ',two )r I ()Ur `"Ihdarick. 4 1 nth,
Nth bine ,l(puts Pei ",tudil) P H Frit I I In

') I bilis
Monte! I bree Pio 0,, Monti 2 I pts I I In

2 I rui ilk))



Composer Title Instrumentation

Mendelssohn. F Tarantella Chestei. Br Quintet
Moszkowski. M Spanish Dance No 4 Ruhank, 4 Tpts

3 F Hns . 3 Tmbs Bar
Hn Tuba

Mozart. W A Be Iwin. 2 Tpts , 2 Trnhs
Nelhvbel, V Theme 8( Vanations Christopher, Tpt . Tmb
Palestnna, G Laudate Dommum Concordia. 2 Tpts .

F Hn Tmh Bar Hn .

Tuba
Palestnna Motet Belwm. 3 Choirs (Tpt

F Hn . 2 Tmhs )
Passereau Il Est Bel Lt Bon Chester. 4 Tpts , or

Br Qt
Peuerl P Fout Dances Chester. 2 Tpts , 2 Tmbs .

Drum
Kilietti Hirercare Kendor. 2 Tpts . F Hn .

Tmb . Tuba
beidt s Battle Suite Chester. 2 Tpts 2 Tmhs

Tuba
SI hem I 11 Centime No Southern. 2 Tpts . F Hn

mh . Tuba
seegei G "roc( ata for Brass Pro Art. 2 Tpts . 2 Tmhs
Shelly H W air fleck the Halls Kendor. 4 Tpts .

2 F Hns . Bar Hn . Trnb .

Tuba
Telemann Sonata In G Studio P R . 2 Tpts
k,lemann G Suite in A Mirr Studio P R . 2 Tpts

Christmas In Brass C Schirmir, 4 Tpts .

4 F Hns , 3 Tmbs .

Bar Hn . Tuba
la Viai h a hi I. Nujonat La Bergarnasea- Rubank, 4 Tpts , 4 Trnhs

B Capnmo Presser. 2 Tpts F Hn .

Bar Hn . 2 Tmbs Tuba
Weinberwi I Concerto fw- Iltnpont Associated, 4 Tpts

4 Tmbs

'1



Sample Woodwind
Repertoire
Composer

Andraud, A ,1
Bdch
Bach i S

Bo( h

Baks,t
Brahnis
Buc htel

Couperin E
Lassi>

Durand A

Eraiicais
Frank NI
Handel (
Handel G E
Fiandel (1
iandcl

Handel G
Haydn I, iseph

iugues I.

loIivet A

Title Instrumentation

thlos Com ertwits
( wale Prelude
Prelude N4o 22

S(truhunde

Running Tune
Lilac Hillsides
WO( n.j :\L rriphs
R,)tideal/

MOWN
irup mote

chluft11),

((111()11 Fugue
Baroytw rwk,

Ii
/3( atrree

ridlth).Frdt/ersu
Penh' FUlit1t:

filata hi C
DWertrYierau

1.a Scu( lla ()el Haut()
Op :-)1

1( me, R Three B Three
lepke P Budtnage

Leeuwen et il arr Eighteen Inos ((lassical)
Martin R et al I fonitnuge A Baru;k
Mendelssohn F I ift Thine I. ves
1( )Ii(U 13 Andaiite Conierto

D Mini)r
Molart A >teem, nem()
Molar A Divertinwnto tio 4
.t.tra1i-40., n,) ii ( Minot

s It 110 .1/4)1We'

Southern, Fl Oh CI
McAk,e All W W
[Akan-Vogel El . Oh CI
Hn Fag
Studio P R . 2 Cls 1

CI

Shawnee Fl Oh CI
Kendor. 3 Cls
Kios Fl Oh CI
Studio P R 3 Cls
Studio P R , 2 Cls

Fl Oh . CI ,

Fag B CI
Schott. Fl Oh . CI Fag
Kendor Fl Oh CI Fag
Pro Art 3 Cls
Studio P R 2 Cls
Schott, 2 Fls
Belwin, [Is . Ohs CI .

Fag
Studio P R , 2 (Is
Bo( )sei, & Hawkes El
Oh CI

Recordi. 2 Fls
Boosey & Hawkes, FIs ,

CI , B Continuo
Shawnee, 3 Cls
Ruhank. 2 Els CI
Southern, 2 Fls 1 CI
Kendor, El Oh , CI Fag
Kos Fl . Oh CI

Kios AIIW W
Pro Art I-1 I. Ri CI Fag
studio P R Cls
Rubank El Ob CI
shaw nee El Oh
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Composer Title Instrumentation

Piircell, (
( haeffer I )

huhert
tirebotniak. A

elemann G
reit:Mann G
felemann, (
Telemann. G

P

klmakii A

Vivaliii A
0.011,111

Gavotte
12 Tnos for Woodwinds
(Baroque. Classical,
Rommtit (ontemporary)
Menuetto
Macedonian Dances

Sonata In CI Minor
Suite In A Minor
Suitelln A Minor. Part I
Suite In A Minor. Part ll
Dance from ''Nutcracker.'
Concerto In G Minor

/he GbIna
Seventv-Eight Duets Flute
& Clarinet (Baroque.
('lassical. Romantic)
Bagatelle
//yet' Miniatures
Hurla arid Vancitums

Studio P R 2 CI
Pro Art

Studio P H , 3 Cls
G Schirmer. 2 Oh . 2 CI .

2 Fag & Perc
Studio P R 2 Cls
Studio P R 2 Cls
Southern. All W W
Southern. All W W
Belwm. 3 Fls
International, Fl . Oh ,

Vliì . Fag . Piano
Studio P H 2 Ck

Ruhank Vol I & II
Associated H . Oh . CI

Kendor. CI

Shawnee. Fl . Oh . CI

Fag



Teacher Reference Books
Band
Amencan s( hi )1 Bark I ()ire( Ass( )Ciatihn I )hrkilif Mi Cabo Pr, nect
('hairman HU AS131);\ IHRICIIIJIM GI EDI MI 13,10K
FOR SCHOOL BAND DIRLCIORS Vulkwein Bros

Invetluable reference hin,k tn ,rrganizIng tho sk'ci,ndork: band t Writ ulurn

Buehlman & Whitt omb SLSSIONS IN SOUND PARTS I 2 /tir 3
I ientage

sequentral band ineth,K1 hin)ks cinuoming fingering charts tune
prhduction, instrument care tuning, intonatton stUdk's. Scales, pieces.
MUSW.11 Mins and signs

Ci dwell Rk hard I 11 11./1(11ING 01- INS !WIWI NMI. MIISI('
Appletim Centurk, ( 'ndts

)Csigni..ti h ti Inslitnnk'nlai tea( hers !it)! faMiliar MTh lhc lc( hmi al and
pedagi )9( al aspe( ts id hand instruments

Farkas Philip I-1 if ,.1H i )1: BRASS PLAII,V; Musk
Valuable reference bunk e \plaming in layman s terms the hash
te( hniques ()f all brass instruments

I k'kkt4'ill ALFHI 1)S Ni. IV BAND M1.11101)2 (()/s Alfred Publishers
lutri )(ILK fiyrk, hand methud bhpks emphaswing contempwary musk
(,uitar and de( tric bass infhrinatri)Ii

ussell R,u, In Id C IA! S I NSF MBLI. I)HILL

A ttarrn up fk,,,k \onuses technic al studies and rholun
drills fin am; sie id grim)

I NI seanght I LI MLN IS 01-: MUSI( Win C
A stuilent th r' ht >lc ft r .t.'nut r band students Can be wrreloted with
iii' )st musrt meth( xi

I iih ii Few u R LLARNING 1-0 1 LACI1 It 1HOUGI 1 PLAYING
14;001)KTNO ML 11100 Addisuu Weslot;

Voluahle referent,' NH+ ft ir teai hers MI() (ITV tit t «)( Kh.vmd
pert, inner,

I firver, ADVAN( 11)11 (1INIQI U FOH BANDS C,,le
um up ti-r. huique Itt H )1,< « intammg ales and rhk:thruk studios fin

sernin hand students

hint f MB1 i Ml 1 Wm C Ri n
A stud% fr, advann t.,(1 brass tc( hniquo, hit. ludinq sample
Nrtiii Ore t r brd,, him] tent)! tp nribi b.k.

Me kit It. OW Flt in Rdid msoph,

Ji'ms, in 1 ; 1 '.\1.111111 1) 1 I i 1. 1 A, J I hl 1,e,ri.nd
In, it n hond nrwth,gl Ix, L. omphosirinq tritcmp,a,m, kund

1)1
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Johnson, Richard D LEARNING TO TEACH THROUGH PLAYING A
PERCUSSION MEITIOD Addison-Wesley

Valuable reference book for teachers who are noZ percussion players

Klonhammer. Edward THE ART OF TROMBONE PLAYING
Summy-Birchard

Technical and explanatory book covenng 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 fot teachers who are not brass performers

Neidig. K L MUSIC DIRECTOR'S COMPLETE HANDBOOK OF
FORMS Parker Publishing

Valuable reference book of forms

Phillips. et al SILVER BURDE7T INSTRUMENTAL SERIES
2 vols Silver Burdett

Sequential band method books emphasizing traditional and classical
musical examples

Ployhar. ,James D I RECOMMEND Belwin-Mills
Warm-up technique 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 to acquaint teachers with the
individual peculianties of intonation

Smith TREASURY OF SCALES Belwin-Mills
Technique book concentrating on scales and scale-rhythmic studies

Spencer. William G THE ART OF BASSOON PLAYING Summy-Birchard
Technical and explanatory book covering all aspects of bassoon playing

Sprenkle & Leciet THE ART OF OBOE PLAYING Summy-Birchard
Technical and explanatory book covenng all aspects of oboe playing

Teal Larry THE ART OF SAXOPHONE PLAYING Summy-Birchard
Technical and explanatory book covenng all aspects of saxophone
playing

Fhornt(ni EAR TRAINING FOR BAND Shawnee
Deals with mdodic tuning and related theory

Weber FIRST DMSION BAND METHODS PARTS I. 2. 3 & 4
Bekin-Mills

Sequential band instruction books containing fingering charts. glossary
of musical signs and terms, studies, scales and pieces

Weerts. Richard HANDBOOK OF REHEARSAL TECHNIQUES FOR
Ilif HIGH SCHOOL BAND Parker

Valuable reference book on organizing and planning rehearsals



Teacher Reference Books
Jazz Ensemble
Coker Jerry IMPROVISING JAZZ Prentice-Hall, 1%4

Concise reference boa dealing with the very difficult subject of jazz
improvisation

Coker, Jerry THE JA4Z IDIOM Prentice-Hall, 1975
Concise treatise on jazz history. styles, keyboard, improvisation and
arranging

Compilation AUTHENTIC SOUNDS OF THE BIG BAND ERA Big 3
Standard histoncal big band compositions for senior level stage bands

Comp% !mum EXISTING SOUNDS OF THE BIG BAND ERA Big 3
indard historical big band compositions for senior level stage bands

f _Ise nhower ( 'ONTEMPORARY COACEPTS FOR STAGE BAND
Bourne

Suitable technique book for intermediate level stage bands

Ferguson St Feldstem Tiff: JAZZ ROCK ENSEMBLE N Y Alfred,
197b

Reference book that ties the two areas of rock and jazz together
Haerle SCALES FOR JAZZ IMPROVISATION Studio P/R

Technique book concentrating on scales as a foundation for jazz
impr(ivisation

Lap gta A GUIDE TO JAZZ PHRASING AND INTERPRETATION
Berklee Press

Suitable phrasing arid interpretation book for senior level stage bands
A recording is included

% Laporta DEVELOPING THE SCHOOL JAZZ ENSEMBLE Berklee
Press ,

Suitabk, ensemble book for intermediate level stage bands

Laporta ()EVE:LOPING SIGHT READING SKILLS IN JAZZ4IDIOM
Berkley Press

Suitable sight reading hook for senior level stage bands

Levy Henry ,I III! TIM!. I-0 VOLUTION Creative World
Valiable reference book with an introduction by Stan Kenton hir .

. .,-anced Jaz/ Ensemble groups

7\ esti«) Il if SAMMY NI.S fICO YOUNG JAZZ ROCK ENSEMBLE
BOOK Studio P K

simple l Innp)sitions for intermediate level stage bands
Rizzo Till ORY 11 XT Education Pfess

Picot\ t tok appropriate for al! levels of Instrumental Ensemble (Jazz)
students workbooks available for each volume .
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Sebesky ELEMENTARY STAGE BAND BOOK Studio P, R
Introductory student ineth(K1 book containing harmonic warm-up and
rhythmic exercises and pieces

Sebesky INTLRMEDIATI. STAG/. BAND BOOK Studio P R
Interniediate student method book containing harm(mic warm-up and
rhythmic exercises an(i pieces

Sherman. Hal TECHNIQUES AM) MATERIALS FOR STAGI-
BAND Creative World

Concise reference treatise yen, helpful for the neophyte stage band
director

Fanner & (;er( w A STUI)i OF JAZZ Wm C Brown. 1)73
Valuable reference approaching Jazz from a historical point of view

Wiskirchen DEVELOPMENTAL TECHNIQUES FOR THE JAZZ
Mt ISI( 'IAN Berklee Press

E.nsemble book for senior level sta bands

/
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Learning Outcomes and
Content for Choral Music
B. the end of Choral Music 12 the student should have facility m the

)11,,.4.111g I A'arrung Outcomes

Learning Outcomes

FE CHNICAL COMPE I F.NCY
I he stuclent should be able ti
denic gistiate ompetent v in

tec hniques

I NUNCIA !ION DICIION
Me student should he able to

demoristrate and apply the
«arect enuric ration and dic non
tec hniques

Content

bieath control
correLt postUre
refinement of toile quality. colour.
resonance and blend

4'. accents, staccato. legato.
)stenuto. portamento

attack. sustain and release
accwate intonation
mictioi. mmor and chromatic
scales in vanying tempi,
(lrticulation and enunciation
patterns
major mmor. diminished 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
d cappella

(Iiphthongs. triphth( nigs
( cmsonants (sibilant no
explosive and labial)
sustained tones
«grect vowel fc gmation and
placement
chanting
correct proriunciation
International Phownc Alphabet
(IPA)

Outs
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Learning Outcomes

THEORY
The student should be able to
understand symbols, technical
terms and aural skills and to
display competency in their
application

...........0""

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

70

I

I
_

Content

melody
harmony
intervals
pulse and rhythm
modes. 12 tone, monophony.
homophony, polyphony, graphic
charts
dynamics
tempo indications
accidentals and enharmonic tones
syncopation
music terminology
phrasing
blend and balance
simple, compound and irregular
metres
chordal construction

ChantiOrganum
(Monody, Parallel, Free)
Medieval
(Machaut, de la Halle. Galiard)
Renaissance
(de Lasso, Morley, Palestnna)
Flemish
(Binchois, Obrecht, Ockeghem)
Baroque
(J S Bach, Handel, Schutz,
Vivaldi)
Classical
(Beethoven, Haydn, Mozart)
Romantic
(Brahms, Dvorak. Schubert,
Wolf)
Opera
(Puccini. Rossini, Verdi)
Impressionism
(Debussy, Faure, Ravel)
Chromaticism
(Mahler, Wagner)
Twentieth Century Canadian
(Bissell, Coulthard. Willan)
Twentieth Century Others
(Bartok. Britten. Copland)



Learning Outcomes

FORM
The student shoukt be able to
interpret and analy/c choral
ITIUSIC literature

STYLE
['he student should be able to
demonstrate, interpret and
understand the style of Cho 11
music literature

COMPOSITION
The student should create short
ongmal works for v()kes and or
instruments using traditumal and
contemporan, imposition
techniques

CONDUCTIM,
fhe student should be able to
understand and demonstrdtc
conducting patterns in various
tempi and styles

Content

art

ballad
heder
mow
song cyck,
virelai
organum
rondeau
ballata

sacred

Cantata
chant
Mass
mom
oratorio
organum

secular
folk
razz

madrigal
musical
opera
swing
pop

lieder
ballad
art song

round CdTIOI1 rondo
binary ternary
theme and variations
free form

simple compound and irregular
metres
basic conducting techniques
idynamics, cueing et( I
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Learning Outcomes

VOICING ARRANGEMENTS
The student should be able to
understand and appreciate
vanous choral music groupings

SIGHT READING
The student should be able to
demonstrate sight readmg skills

EAR TRAINING
Fhe student should be able to

demonstrate skills in ear training
and aural dictation

72

Content

unison
duets, trios. quartets, ensembles
a cappdla

2. 3, 4 parts (in various
combinations of SATB)
rhythm patterns
vocal line scored in unison dnd in
harmony
chord progressions and cadences

melodic and harmonic intervals
melodic motifs
tnads and extensions
rhythm patterns
four measure melodies



Introductory Level Choral
Music Sample Outline

1:` I I 1

r 1,11 itigHig 'TIC( ,,ttni. ,1!);1, 1,!c1!thlIN
1,.( 11?Hti, 1111 Insthin, )11 ,111,i ft U tI 11 dppli( ,111()11 usiN ,1

,it111)ic

(JNII 2
Purp, 1 Int!, R th 110( t )1 k. tnIniati,411 and plat

pht( tic ,11 oppl, otiI)n (If tIk2scnding alve.
! .1111,k , unlsmn )11qs

(1\11 ;

1 I, 14AIOR jIl ,ttltl' 011,1 h10,1ttlIt1t/ till( VI a 1ii 4111(1 1(4

1111I, "I IU 11111,0.14ns 01,21 In, n1114 ti le1icitN lillItiSk' (Ind MCI( )(hi

IN I 1

pukk, Illythrn al Ill ,14 usinq pnll..11V
1'14001111,i ,111t1 phlo,Ing

11111, allIl k.` %. I 1( 4111/l", !hat 0\14'nd v(A.Vel II )1111(111011 and

pit

1:\.1 I ")

Put p, ) HMI )1111( ( I )Milk 1111y p1!ttc1n4.,

I , I'm du( ,n4.4_ t /thin( 411 (Ind 1 111 til Ill

(INF I ti

MI!' a Ilk I HIC11(1 1)(1Ifilif ,111(1 piti 11 cillt1

tlw,. 1, %. ,111/, ,111,1 11,41s

( !NI I ;
Ptrp, Hifi, 4,111( no.al ihllfltt 1(0)1(11 and \p1( )11s( dnd 1(1

Ippl tl.w.c II) VI )( dud

....don, I Ita il 1)1( )111R 11( ln Olt( Avill dl,nonIR I ()land

1 ),111, 4. s1,111l 1041,1111g tin( 41,111 .,41f4,4 14A. ( 101.'1

1,, '10;1 II 144 I10.011111, Itlf t ( ,nont 411141 VI

:\1 I I

Pulp, Isl. 1 !I Int, )I, I 4,04'Ild 10,114 (11.1,111l), ,11.,'ll,1111, 1114 11 s4'11111l111.,'
,11(1 flt,,11,111.,11 thi, A14111 I 011(1 .11,11)14, !Iwo, Ill von(RI., kok,

I I ( )

Putp, I ,11111 rcodln( nd opplk, tik l 1111R"L1k' 111011)(11e',

1 prck 11Nlv Icalnod motonaI
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Introductory Level Choral
Music Sample Unit
(Refer to Simple Outline (init I p 73)

Purpose
I o introduce chtnal singing coirect posture and breathing techniques
tint >ugh dem( mstration and ptactical application using ci unison song in
sanple metre

Suggested References
Barbet ,lovce et al ABC' Choral Art Senes, Vo/uttle I American Book

Red Chord/ Sounds, Intermediate Chorus I Holt, Rinehart and Winston

Strategies
1 Begm with a fanuliar song
9 Play a record of a youth choir and discuss the choral sound

1-Aplain how good vocal sound is produced It should be emphasized that
everyone has the abihtv to devdop a good choral voice

4 i \plat!: and demonstrate the effect of posture on breathing Have
students do suitable e\ercises in the key of the song studied

Applc, posture and breathing tc,'r h niqu s to a round or unison song in a
simple kek, g C mapg)

o Using one breath for each phrase, sing the solig to the vowels moh
noh, ngthl to develop resonance

7 Repeat the song applying corn.ct phrasing

ing the song with the words applying dynamics and word colounng

74



Intemiediate Level Choral
Music Sample Outline
UN! 1 1

Putt)) )s,' 1,, intn dui ,, thn,,, Port slnijII14.3 Inki t( I It'llt",. oil in i'vl) Risk. Loin...if
tci IltilkIlIC, p ).tun, krcatflii.g dii ti( )11 ond plinisiny

( 1N1 1 2

1 ( , n,. It'll it'llIICIlh'Ili If i( Mt (At MI thn anyli n'sirlioni. t, PIctid
,)1 al id i , Ills, )nant pia( ctuctit

t :\ 1 I ;

Pl1111,1,i' I I / ,,'.10,1/4 n tTit l, )1) 11111c .it..111,1tIlft", an)I t ))nduLtin)j poncins

UN! 1 ,1

Pulp),,, 1..)) stiHt, and pcd) )(In kli'llili S1 ,Ind «inthistIng phrases in bin,m.
ond totnan, ii )i in

11 \I] )

1 ( / "111.1/ 11, tti., tidoti))tistiip ( )f ttii., I) )11k ti) 11,111-,1)( ',In( WI III tn,11( )r 111(1

ichltt'd WM. )t

UN! I 0
Purp,),,, 1 () studc thk, i (instructi(In (if simplt, chunk and siny rfic'thin

path:tits in triailii_ 11,..innuiukts

1 i ) sing N1/4( ) i tit )td and threi. :fit ti d stnigs using ..()1 al t. Ill irding as
Al (.1 4i11)/MIMCI11

t IN! 1 7

Puri)) ).,, 1, ) intr)Klut k, playal and pk,rfcc I (,R1viices thn)ugh IlL'nhils

t 1Ni I S
Rim) )114.' 1(1 1111n1111.1( c thc t) inn and stdo cif insi(inyois in thrLy ()I ft Iut part

harm, mics

t 1:N1 1 "

hap) I, ) Inn, )) lui ,' tilt' fdt in and st.,Ii. (it niadriyak In thrce port ) )1
t) 'Ili ;mit 11,11111)mi,',

1) ) Ititt,mn't Oh, musIi ati)1

r,\II 1,)

Pip p, ,..., I i p1.1).1IC ,1 «Olt CO

I
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Intermediate Level Choral
Music Sample Unit
(1?efe'i tt) Tile ()while' Ili ut 1 p 7 )

Purpose
14, intrudute Once pod .inging nd tu 1-41.'VII )114 Ie(1111e(I

1e:11111(111es I-1( isttlfe bl,'othing lit nt bi 1 and 1-)Iira,in,1

Materials
I hitt ',Fleets (I1

Suggested References
Barber AfiC ( 'howl Art Series. V()lurne 11 Amen( n Buuk

Reif ( limo/ Sound, Iracrweeheite (11e iru% Rinehart and Winstun

Strategies
1 An \planatiun if the no essitk, pr,)per breathing and support could

introdm thls .1f0(1 ()f 'Andy

2 Ask .tudents tu try to) stand with han(1s ,tt sides to) bend uver fill lung'.
I aim( ity and then hiss the air ()lit sIMAll;

..\"%t hdVe students phi( e hands behind the head with ell-kiws ponnting
, Ask students then to, inhale sudd('nly and \hale sluwly Repeat

Ii

7()

..\, )1 1 Wok h for ,ign, (if hyper ventilatiun

'suggest that students stand and think of their luny, as a balluun Instruct
Mem ti, fill up the hi mom if the balluun

Live 'student, h(ild fur an ms,tant, then sing tu lah' ur Ion

Vath stu,knt, working in pan, have then (pen their mouths and thruats
It, Instill( t then) 1(1 (A..1tt h e(I( h t)ther ( luselv while Inhaling and

`-tu,le.nt.., .11()ule I take lee!) breath through the mouth ,md then e \hale
.1, 04( 411.111 the lips 1 1 -) ()ids) while singing up and ,liiwn

,11).

'tiih'iit Fi ult t,mkt i dkyp breath and blow a small ,tream uf air
ogow.,t the polth , ,f the ihind A stream f Id Itir ,tiggests inadequate
supp(irt A 1A11111 /111 stle(1111 1111(11k, 111k,atis ),,d .uppt t )btam
worm au stream t ,tudents to think of blowing on %Allen

le.111111q (11(.111

I LIVe st udo nt plat (1 Small thin sheet if paper against the wall or the
inusoc ,tand an,1 prai )\AIrmq Iir thnnlciti their lips to mards th
paper ',et, It ow 0 OI)I I on,tant 111 pre,sute I on be maintained

J



ikik.t. 1ttidklit1 \II1(3 IA 1 h i 1, atteinpung to Nki....,tani
the tf Mk' as long as

1 1 `-,ing the k..f ,thies ni tlik' OW

tit k' ( 4 Vet( (il t lit trki ( flanges in thf parts In, ,ting hum
I IV I V IV I V I IV V V IV V I

lop Ow I hctimi ,,t

14 ha, Ilse eat h pail Ill ll)Tt n phrase phi (Ise

/ Prf 11/ Ain( k' the /At rtl Ii rhvthni using ( orreo. di( non

lh 1 hen hstening tur blend and balance in all pmts. practise each phrase in
11,1r-1'114)11c

17 Prac rise the song using wrrec, posture, breathing diction and phrasing

NO I It I, unportant I identify and arm ulate the techniques so that
.41,idt'Ilts «In transter skIlk t no.k s, mg,

Assignment
,,,tudent, I prepore a s,,ng tt denionstt ate the above technik al skills
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Senior Level Choral Music
Sample Outline
UNI F

Purpose To review and extend vocal techniques in all major and minor
keys

o refuw choral music techniques

o notate rhythmic and melodic dictanon in four-bar phrases

o introduce sight reading techniques in four-part homophonic
mut polyphonic, notating the key signature. time signature.
rhythm, phrasing and dynamics

UNI I 2

Purpose To study and hsten to Medieval literature discussing appropnate
vocal techniques, tone colour, diction. style and form

UNI I
Pulp( (se Fo study and piiform Renaissance literature applying appropnate

vocal techniques, tone colour, diction, style and form

UNIT 4
Purpose lo study and perform Baroque literature applying appropriate

vocal techniques, tone colour, diction, style, form and
ornamentation

UNIT 5
Purpose 1() study and perform Classical literature applying appropnate

vocal k?chniques, tone colour, diction: style and form

UNIT o
Purpose fo study and perform Romantic literature applying appropnate

vocal techniques, tone colour, diction, style arid form

UNIT 7
Purpose I o study and listen to operanc literature discussing appropnate

1mcal techniques, tone colour, diction, style and form

!NI s
Purp,,,k. I () study and perform early Twentieth Century songs applying

appropriate vocal techniques, tone colour, diction, style and form

10 study and perform suitable Canadian musk literature

NI I ()

Purpose I() study and pertorm later Twentieth Century songs applying
appropriate vocal techruques tone colour, diction, style and form

t 1\1 I I( )

Purp.)se I 0 perform a 1.kell balanced program of choral music from all eras
tetn11 mstratIng apprupriate vocal techniques and interpretation
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Senior Level Choral Music
Sample Unit
(Refer to Sample Outline Unit I. p 78)

Purpose
I ( rniew (md extend vocal techniques to include all maim- and minor keys

Fo refine choral music techniques

To notate rhythmic and melodic dictation in four bar phrases

o introduce sight read,ng techniques in four part homophoruc and
polyphom songs noting the key signature, time signature, rhythm, phrasing
and dynamics

Suggested References
Barber AfiC Ch. war Art Sent's. Volume III American Book

Red Choral Sounds, Advanced Chorus I Holt, Rinehart and Winston

Strategies
1 ,The teacher should stress the importance of practising and review

breathing techniques

2 Alm). practise vocalizes mah-may-mee moh-moo, nah-nay-nee-noh-noo,
ngah ngay rigee-nga ngoo, based in the key of a sono

Using the song to be studied, extend the vocalize (2 ()Craves) m a number
of keys. using rhythmic vanations, with consonants and vowels at various
dynamic levels

4 ,Next rehearse the song, empha,izing harmonic and contrapuntal content,
style arid form

Notate a four bar phrase

Assignment
1 Practise vocalizes (lailc,

2 Ask students tv epore written rehearsal techniques for a song of their
, h )1( e
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80

Learning 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 f()Ilowing Learning Outcomes

Learning Outcomes

TECHNICAL COMPETENCY
The student should be able to
display competeix y in choral
music techniques

AR FICULATION AND
INFLECTIONS
Fhe student should be able to
understand and apply vocal and
instrumental articulation and
inflection techniques

Content

breath control through proper
breathing
correct posture
refinement of tone quality
including vibrato and non-vibrato.
resonance, blend and colour
accurate intonation
blues scales. major, minor and
chromatic scales m varying tempi.
articulation and enunciation
patterns
arpeggios
chords in major, minor.
diminished and augmented forms
and their extensions
knowledge of the relationship
between music and the text
extension of the range, in
particular the "falsetto"
ability to maintain dynamic
control

legato, attack, sustain, release
tenuto. staccato. marcato. accents
glissando (ascending ond
(I escending)
correct vowel formatu in and
placement
correct diction
short and long fall off
smear (belld)
ornamentation (plop, dolt, flip,
ghost, shake)
breath acents
rolled eighth notes (swing style)



Learning Outcomes

IHLORY
tie stu, lent shoulil be able t()

understand the symbols teclink (d
?otitis (If rui dlapidl,

allpvtcttt ,n theit appIR ati( ui

EllS1.()RY'
!he stu( lent sh(ildd be able t(
listen t(), analyse interpiet,

uss and pert( inn w( irks of
leprosentative «imp, and
p),1 t, )1 niers ( 4 ,arr literatt)re

f )11
I he student should ho ahle
interpret (yid anakie the struc tun!

musik

S

I he student sh( nikl be able t(
dotnonstrme interpret ()nil
(Indlyre )( di id//

(( )7\1 )11( I IN(

1 he student sh( (u1( I be able to
understand and demonstrate
ondu( tiny patteins vatious

tonipi drid stk,les

V( )1('IIN(

Fhe s)tudent slit )(.nd ahic t(,

whierstan)l u ii ,)pprek l)te V i al
and instturnental

Content

(knorill( s
tyrop,
accocntdis and eniliimmlu( tunos
sylio)poti()11

phrasing
inflectu ins

simple, (.0mpound and irregulot
metros

( hotdal constru(tion cind balance

Twentieth Century
(Dave Barduhn. Frank De Miero.

Filigerald, Scott Fredencks(m.
Billie Holiday Anita Kerr,
41.1(ddo King. Ken Kraintz.
ack Itiunr. Ed Loieski. Phil Mattson.
Ku by Shaw Singers Unlimited.
tvlel lot mo

statement
repotity
contrast
phroses
sentences

blues
ragtime
f )imeland
swing
be-hop
pop rock
gospel k
WI. MCI<
( (mtcmp)rary Jar/

( ()Iulti( tiny ensemble or sec tional
ichearsals through score reading
ond stylistic interpret" tn

unison
duets. tnos quartets
solo with vocal back-up
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Learning Outcomes

VOICING (conttnued)

COMPOSITION
The student should create short
linginal works for voices and or
instiuments u-ong traditninal and
ontttmporary c ompositP ri

tec hniques

IMPROVISATION
The student should be ioole to
dononstrate competency and
interpretation thniugh written or
original improvisation

SR ;11T READING
The student should be able to
demonstrate sight reading skills

EAR TRAINING
I he student should be able to
icringhtrat aural skills

82

Content

contemporary (amplifying and
modifymg sound, etc )
chord progressions, alterations,
(substitutions) and nwersions
passing tones
nansposition
voicing combinations
accompaniments
Jazz combo
a cappella

round camin
binary ternary
ballad
theme and variations
free fin m

improvised solos
scat singing
12 bar blues pattern
chord progression using rhythmic
variation, rests, sequences of
patterns and -epention

varying rhythm patterns
vocal line parts in unison and in

irmony
chord progressions and cadences

recognizing various artists by
style, voice type and inflections
recognize 12 ber blues patterns
recognize chord,' and extensions



Introductory Level Vocal Jazz
Ensemble Sample Outline
UNI I I

Pulp( ,se o iiroyrde the student with a positive feeling hAvaids Vocal ,Jali

I n diffk'R'lli between traditional Choir and
)( di Jai/ 1.1isernble

UNI

Pulp( ise I n 1010 Alik ii// C,M OPP, and inflections through Itstening and
siti)png

UNI

Purpose -I() tictine discuss and kten to differynt jazz styles and to
differentiate stylistic changes ii ai/ (blues. swing era. he-ht )p. cool
and km/ k)

J:\4 I I I

!kill-11)1C ( II Ittndll( t' main!' and minor triads and extens1( )ns

Purp0sk, I 1) Cl wnparc. the wgularly accented eighth note h)und in choral
literature and the irrygularly accented eighth note found in jazz
literature

UNI I 0
Purpose N) develop a vocabulary of jai/ riffs. scat syllables and rhythms

isynwpation triplet)
UNI I 7

Purpose ro into duce -.mg and improvise 1 2 bat blues

()NI
Pty posy I o rehearse and sing the 7th, 9th and 1 3th chords using thc

f) >How my syncopation patterns

4
4 .) :

4
4 0

UNI I `)

Purposk, I)) e \tend arto ulation and inflections in various keys using
(knamk levek and effects from pp to ff

)p suitable scat and improvised singing
(1NI I I()
l'urpt 'se I() appli. t() p()p literature thy vocal jai/ tec hniquet4 studwd
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Introductory Level Vocal Jazz
Ensemble Sample Unit
(Hofer to Sample Outiine / p S3)

Purpose
lo provide the student \A ith positive feeling towards Vocal

ifitrodU.0 the [1,1s1«liffeil'11( bCt\A cen traditional Chou and Vocal ,JOLL
1.1heillbk2

Materials
Peond player ()T. tape loon der

Suggested References
,Stvie Pak [1,11 I collard

Strategies
I Begin bk,, demi instrating the diffeienIo tween traditional style 011(1 ialt

style

2 VVorin up the ensemble on a fiVe note 1110)ol ale using both tho smoi)th
(I( a d )(I thC Sh( )I I (11 a attoi k iii stl (light eighths and in lolled eighths

lave stu(ents sing harmothied pn)3ressms rni wing from V to

4 Apply the (1 (n) (ha ottoi k hal Motile Wat Ill up e \etches, q ,luzr

'h( nr Warm Ups by Plank

ReheatsItly CoMpositioris opplt ing the above Iochniquos would he
C'iill)I& it this point

\,( )11 Appropriate 4.'Ner( isos oro «mtained in Juiz ('hoir Warm Ups by
Plonk ond `-,11,wv s War ni I ./.) I or 30/1 arid
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Intermediate Level Vocal Jazz
Ensemble Sample Outline
UNH 1
Puri), iski I rti%Ritk. CC( t V (%1 clnd exkind inflections
(1N1 I. '2

Purposti 1,, studt TRI pt.11( )1111 Hdsk I()(. k rhvtImis and tii inflections
UNI 1

Purpose !t, extend Impit ivisantmal skills including the Ut_' of scat patterns
omplex rht,ithms ,ind Vaned stdes found in the 12 har blues

patte,

INI I 4
Prim( i`Ne I() \ tom) the vot abulare of vocd1 riffs and applv these to slow

ballads

!NH -)
Purpose 1,, extend dvnaum t ontrol in 'Il`senlble ',LAO and Iniprovi"AtiUn

PiVin,j IMInt Uhl ,IttClitli)n to mood and text
I t

Purpose lo Introduce vocal iti// «mdtit tiny

II) rehearse and perform unconducted vu( tit bvi singing
UN1 I 7

Purpn,,, I() timk1orst.t11,1 ffini apprcckoc the function of ,he rhiithm secnon
UN!! s
Puipirse I o Introduci.' thk' 9th and 1.ith chords

prat tisk, impriivisation usIng the ensemble as (1 ch(gdal
bat kcitt lind

INI I ')
14) %()( I kV/ kii atf ( horciograptiv

ltil I I()
Purpose 1,, !, sh,itkr11,1IP4111) 11NIl1g all prevmouslt. learned techniques

(Ind on,

1,, )1( 1(1// ( tan ert

N) I "11,1, /c,ti " I.' tr*mn t", Kt,sar Yu«li J(1/I ( '()/1( epfN HIllsdialk MUSK

Andk,No hi,/ tInd Mn )11 ( 'horr I ilindbOVk 1-1nshati. Music
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Inteninediate Level Vocal Jcizz
Ensemble Sample Unit
(Refer to Sample Outline Unit I. 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
I Have students warm up on appropnate scales and related chords using

whole, halt and quarter notes Attempt to attain balance, blend and good
inton,lion

2 Next, review rolled (swing) eighth notes

3 Then. sing inflections

4 Students should listen to recordings illustrating inflections

5 Rehearse the composition

6 Record the ensemble Play and discuss the recording

7 A review of the articulations stressing accents in rhythmic combinations
should be given

S Sing the composition
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Senior Level Vocal Jazz
Ensemble Sample Outline

):\11 I I

Pttti)t t1A 11 t hi Pt 1)n

I, Hop In( 1' V t. itttli 111/ alth uliiti(

( INH

I(' ri ti,c Ind pcd(itni illtowd (.11(.1(1, Int,(Rok ti int
ortit (Ilan( in, in vitri(nr, rIrrtirtit pattcrn,

()NH 1

P thtt >HR ft.( II k'VklhChitli
(rind 411 I Hill ti,(' (if tht. avid ,:,rctrl

1)titpt INC I pc! I it I ( Mir( /1011011 \A Ith Int itt Iuutil1)it'\ II \.thth Pint!
htit

LNI1
Purp,,,,c Appt, .1)11,1tc .111(I riff, in unlit( ivi,nti( it

( INI I ti

1, , tt tomtit, ( )f J1.11.111)1( 11)1)11( ? u. I di 411

):\I I 7

.vt111./4' itul pcitu 4-.(tillpIc, (if ''uu i1 1(11/ him+
i..1( ii ,1,1

( INH
liIiiFu (`11' li.kt P ltilA/C pthtl tth()(Itl' thl' 'ttc11' tit Matt it Itii, \.t ii

Arid

( ;NI I 'e

I, thilirmq ,Ight tooilmq otlii OVIR. ti

(1\11 111

,1111M, 1)1 Irk II u' 1 1.1/I lc( -1)()voli,111,1111) itt
iwr4,

1,, 11,,11-, r1H1 iwtt.imi .11.14'n Ii01,111( 1'll
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Senior Level Vocal Jazz
Ensemble Sample Unit
(1?eto t(),Sumple (hahot, ;tilt 1 p S7/

Purpose
I() rk,v10.1/4 (11()1(1 qcssluip,

I i) inn( hhic Mc V ti ) I usmg ,Ittlt 111,1tI(

Strategies
, dt pattc(HS In )1 tilltni,l1 ()t l'\ainVICS (4: ¶4 smug,

r()( k)

2 lick lel\ Icgut() (Ito( uIdtmi I (I) II (111(1 sh( hcavy duo( k

I 1,1c11 ti) III( I leih'arsk' 11()Iti )trircsslf Ms

Appk, II( T I pn)(sill'SSIIMS t I V))((.111/42

(11(thi plutycss1( )IIs In sCl'421(11 1111111

1,1// JfIlpl )Slt1( )11 INIII(A the ,111()Ve Pt( )T1'0,1( )116+

SS



Intermediate Level
Emphasizing Madrigal
Sample Outline

the.te, ,rn.d1 titithheq, et .tti,h'fitN Ill 1 k 11( III 11411,14 p/4 4111(1444 Ihk,

41,411.1,1.1 ,111,1 itnt 11141c 1/0 lIs011.11

1 I

1)4411)4,,,, 1., 114111,41114 11,0 104 IIIII(ilIC (41 l444, .11 oe.tt( )(MCI'. III 04111/. ( 4104:4 0

,1: 1110 4/f thc Chhsti,th etcek e,t,t

1,4 '-41114 1 (11e.4'k 1ch.11 Ill .1 41. 1 c)cumq (1( )e)(1 14 110 ,111(1 « otto( t
H4,01,111,1 tc Itrugu,'N

1 11 III ...Ind ',II,/ ,1,1,1ilutli 11,11),/ «ttct t It ,11,01, Il

1NI I _!

l'111),,,e, I.. IIIth Hu, 4. dl 1111114

1, IIIII, +1 1114 4' 1110 1, 1 Ow N1,1ss

1,, ii 1110 41111114' (41 N1011('.,11 1114 ,pc

lI II plc( t's ' ULU ,Ind NI\
N14',1111.,11 tholItIn th's
1,, ;tot, ' 1 ,11114

1 ',NH 1

1)111p, ,N' 1 (mei lichoissath 1111.1s1(

1, + 411,4 'Ass 1110 I ( It 441111.' Ii'1141Iss,1114, t' 111114 C

1,, ,11.4 uss 11141 'Mg 1.4 4(411 I/IC(4's fr(411) tIIC cork.' rt.'n( h
lie,11,11,,,1he 4.

1 , III lull k. 1140 11144101 (111(I thl' Wilt 1) 14.' `441

I 11, WO ll1Il 11,111(111

.11,1 IP., the. 11111111' I fictlIlscan'
1, ,1Ild sI11,1 1400 1141114111 R0II,11ss41114 11111sI4

1., III11,4,h14 1' OW II,111,11 1 14' \I

'NI I
r 11, .11 11 1 'Ong IIilINII Ii1'11,IINN4lll

I ttl II, OW I 11111111, 1 If 1'110111,11 I( 1' 1

14 ,11.4 ,11141 sII14/ 11)0 I 11(111'41 111,1(1/111411

1,4 tI1 14. 1114 1,41111 (4 the, 111,111N,II
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(1%11

1 .ni, 1k. ,111, I .111,1 ( mon lidt, Kith. Musk

1,, tU K tP I1itLI! 1 C /'1111,111l. 1tinnt tIi& BM( Kith'

HMI ,(111( t' 11I' ,1111.0,1

1,1 Intl( ,,h1( e the ( len thin te t

( I 7

1 )(Hp, 1 , .ifik1k. dtt I ttiq Iir qu 11( it,11 tfltll t ( )(IMAM: I

,111,1 1 ikkilatik1

1g ( ,111k1 ) ittn niut t' 111('

11(i1,11111

I0110v 011(1 lARTRI liar(KILIc

In, dill 0 OW ti OM I If )1 ilti TIC

I Stlidt. nt ti (11SSR ti hi rdl

silt, lk, the led ( R iii 11111.I«)f ( ik't 111,111V ti14: Ciassn

pciii

« Ill '!!", find ( il lltiTi tic SLIttahle q(Iltikis (if ( lassical
k I lii11)11.1t1S

( .\.1 1 `)

si' 1 gonlhisl (11,ffilhel 011..0111NC 1,11(1.' 1 11( )zill nk, ft( on
4..ta

inhvihice liedet

1 stki,1k. at ,( itiq In un thk. ( Rua-nano, Pen( ni

I () iltri ul Ilk tho Austrta ,111(1 (WII11,111V cli I114: CtI(1

Conturk,

1(0 sitiq stiitoblk, solt't tii tc)fic (palm

(1%1 1 HI
he pi )...e 111(11 OM Vu, 0110110)11' nikt,tk ft( )111 the '1 %Kenneth Century

st 11; rrttI ing \kink., bk. ,clek te(1 Cana(11,111 ci)Tlirs)sers

lIss 1 t.'1111111 ultimo and iliflucii( ti)( in thcsk.
10

91)



Intermediate Level
Emphasizing Madrigal
Sample Unit 1

()1a,.,. I 'itt I '

Purpose
11, Uli1 /dill 1114' .11 11%11( N '11 '.1111 ( 41141

( old

( Hi 1 ,H4'.111,1 111%0,1111111q

11111,111%.,

1, 11111()%111, .1..11101'1' 11,111.1 1111101,111.M

Materials
111,1%.10

1/4'111.14' 111.04'11,a

1 .111%.

Suggested References
/ ,,t Ins:, I,/ .1n, writ (via RCA V1( tIll

,\ ,i',1t.t? 1. )4,44 I t I kg!! ')( ;1( n it )I1 R11 101 41 I an(l \A/11 1St) III
%,1

I ,,r tI) tIl4 ( ;took 14).
h4, i?,.h.v,nis on' I )1( kII1n

1, . thc pp 1(17 11

Strategies
I \)i." 1" 1 11lll ( 111 0,11k, ( 41011

)11 t ,4111)411Thq the phil()S4 /phk, 1)4,11Ind th4. ()reek. .tot
1)4,0, Irmo! lit tho ( Ircok, Rendissath 4. marl 1r,t4rcst ti,

t -111. .1tid 1 41(1%...% ill 1l, 11s11111nt111411 .1% )1101 111 1 14111

1 1,4, 1 14 ..( 1i4.1 1,I1SS,11 1( 4. Mill)

I 1.r, 1. -,!1 1..T 11 ( III ?Id( h()r(IS ItA14.1.%.111,1111% 01, %.1)(s It ),

14 II Ill Ill ,1 It r 14141111 upp,,,,t t4i44llt .,10, 1110 111,011

( 1

1,1

4.)
-4J> iI
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( Ire(' k chromatic.

ireek enharmonk.

5

og 0 0 :0
lnh

q c :11

* quarter tone .harprn I., ()tiequarter tonvi

Review Greek tetraihords using piefixes 'ITC Th." "ng, to vowels
(11., ev '4'41 oo- to develop good,hp. tongue and palate

rey inance

I \tend and sing tetrachords (conjunct and disjunct)

7 lffin du e a cantus famus in the Dorian (ecclesiastic) mode and have
students improvise parallel organum in unison, fourths, fifths and octaves
to hi using pr(pil breath support and correct intonation g . especially
1( NiveS

Assignment
Ask students to write (1 first species cantus firmus for their 'voic4,4 in an
ecck'siastic mode
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Intemlediate 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 pieces 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 & Oriental RCA Victor

Chant Gregorian Ace of Diamonds SDD2183

Janson Key Monuments of the History of Art PrenticeHall

Refer to the Sample Madngal Repertoire pp 107-108

Strategies
1 Have the class sing the assignment with emphasis 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 in singing pieces written in the form of lai. %/vela rondeau.
ballata and canon

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

6 Discuss "ars nova- and its influence upon vocal literature

7 Introduce and -mg melodies in the six Medieval rhythmic modes

ti

e
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8 Study and perform parts of a Medieval Mass (e. y Machauf s Messe Notre
Dame. Kyrie)

Assignment
Ask students to compose a vocal round or canon using Medieval rhythmic
modes and perfect intervals
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Senior Level Emphasizing
Madrigal Sample Outline
UNIT 1

Purpose To review good tone quality and correct breath support using
suitable Medieval and early Renaissance literature
To) introduce mensural, square and coloured notation, proportions,
and C clef from the Medieval era

UNIT 2
Purpose To study and perform representathie choral literature from the

Flemish School

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

To review the text and forms of the Mass and motet
UNIT 3
Purpose To study chromaticism and perform representative late Italian

Renaissance vocal literature

To invite a suitable choral ensemble to perform

To review the text and form of Italian madrigals
UNIT 4
Purpose To study and perform Baroque choral literature

To study and review the forms of chorale. cantata and oratorio
To study and extend the use of Baroque ornamentation and apply
it to Baroque music

UNIT 5
Purpose To study and perform Classical choral music

To listen to chamber choir recitals (e g . CBC Radio and
Television)

UNIT n
Purpose To study and perform Romantic choral music

To review the form of the !leder and art song

To participate in a music festival

UNIT 7
Purpose To study and extend the styles of chromatic and whole tone choral

music literature. e g Wagner, Strauss, Debussy s and Ravel s
Tn >s Churls(ms

To study the diss)lution of toriality

UNIT
Purpo >se To study and perform suitable choral music Ilk rature from the

Fu enneth Century Suitable selections loclude Hindemith's SR
Chansons and Bartoks 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.



Senior Level Emphasizing
Madrigal Sample Unit 1
(Refer to Sample Outline Unit I, p 95)

Purpose
To review good tone quality and correA breath support using suitable
Medieval and early Renaissance hteratare

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

Materials
Record player
Tape recorder

Suggested References
Chant Gregonan Ace of Diamonds SDI) 2183

History of Music In Sound. Ancient and Onental.
LM6057

Apel. W The Notation of Polyphonic Music 900-
America, 1%1

Renaissance RCA Victor

1600 Medieval Academy of

Refer to the Sample Madngal Repertoire pp 107-108

Strategies
1 Reminding students to pay particular attention to good tone and correct

breath support. have them review and sing cantus firmus. parallel, free
and melismatic organurn and perfect intervals in ecclesiastic modes

2 Review and sing rhythms from the six Medieval rhythmic modes using
prefixes "rn-. "n-. "ng- to vowels "ay'', "cc-, "ah-, "oh-. "oo-
keeping in mind the development of good resonance

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

4 Transcnbe for voices For example. study and perform Isaac's Dico
ego. Obrec ht's 'Kyrie- from Apel's The Notation of Polyphonic Music
9(X)-1600

Review Renaissance literature For example study and perform Gibbons'
'The Silver Swan-, Morley's "Fire, Wilbye's 'Thou Art But
Young- or Ciesualdo's Moro lasso-
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Assignment
Ask students to study and perform a duet, tno or quartet (one voice per
part), from the Renaissance
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Senior Level Emphasizing
Madrigal Sample Unit 2
(Refer to Sample Outline Unit 2. p 95)

Purpose
To study and perform representative choral hterature from the Flemish
School

To review the text of early Renaissance literature 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 Madrigal Repertoire pp 107-108

Strategies
1 Review and discuss the forms of lai. virelai, rondeau, ballata. canon.

conductus and lied

2 A French Mass, such as Ockeghem's "Missa L'homme arrne.- could be
played and discussed

3 Study and perform a French motet, for example. Arcade les ''Quand
le vous ayme ardentement

Assignment
Ask students to list other Renaissance motets

1 I
,
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Choral Music
Additional Resources



Suggested Seating Plans
Any concert choral music set-up is appropriate -- the one that works best foi
a particular group should be used Standard set up is 3 step nsers Rehearsal
seating in a circle is ideal

I Tradill011(11

B T
B A S .

5
TA

B -rA
B

A s T

Foi Junior groups who need the secunty of standing in sections

2 Quartets are more visually pleasing and still fairly secure

0 X 0 XX
0 0 X 0 0

X o X
0

t

Any combination of SATB

3 Small Groupings

good blend
easy to mix
visually interesting
ease of movement

x 0 0 x
o 0o 1 x

x o

0 x x 0
X / \ X,

(Arrows indicate body direction I

0 boy
X girl

0 boy
X girl

4 Show Choir For charts with specific male-female choreography

x 0 0 0 0 x
X x 0 0 0 x X

X X

Or vice-versa with girls in centre wedge

102



(' ( )171h( ) i'lactmlent

P

_ ) )

t

Cl )mho should be a PART uf the gli)up nut on a«-essorv

St)loists should akkavs come Out to the front of the group If there are
mu. then they should he in place before solos so theze are no last minute
chiJustments

Suggested teacher ref. rem.' Anderson rhe Juzz t's'z :)how Choir
Horuihnok Hinshat.t. Musk
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Vocal Jazz Inflections

Term Notation

i
Tenuto

.
Staccato

Honzontal
Accent

N

Vertical Accent
1

Ascending
Glissando 1

Descending OP

Glissando

Fall Off -
--..

Ascending Smear

Ascending Smear
Fall-Off

Descending
Smear

Dolt

Plop

104
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Description

The note is held for its full value

The note is short but not heavy

Stress is placed on the note

The note Is strongly accented

An upward slide between two pitches

A downward slide between two pitches

A descending slide that decrescendos
and is usually followed by a rest

A slide into a note from below in which

i
the pitch is reached just before the
second note. The smear usually
crescendos and is generally an interval of
a minor third Jr less

A smooth motion that usually ends with
a long downward sigh l 'sually there is
an upward crescendo and a downward
decrescendo of an octave or more

,.-----\

..7

1

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

_ -

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

_

A quick slide down from a note that 1; a
large interval above the second n.)te
Both pitches are accented



Term

Flip

Shake

Ghost

T

i Notation Description
_

of\ The first note is maintained with a quick
upward lift just betore a rapid drop to the
second note A flip includes a crescendo

An even movement between the note
and a higher pitch (usually a major 2nd.
but not more than a perfect 4th) The
shake may increase in tempo and
dynamics as it progresses

A very soft rhythmical punctuation

i\
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Sample Vocal Jazz Repertoire

Composer/Arranger Title

Azelton. Phil
Hendricks. Jon
Kerr, Anita
King. Waldo
Kraintz. Ken
Kunz, Jack
Kunz, Jack
Kunz. Jack
Kunz. Jack
Kunz. Kelley
Lojeski. Ed
Lojeskh Ed
Lojeski. Ed
Lojeski. Ed
Lojeski. Ed
Mattson, Phil
Nowak. Jerry
O'Kun. Lan
Shaw, Kirby
Shaw. Kirby
Shaw. Kirby
Shaw. Kirby
Shaw. Kirby
Shaw. Kirby

106

When I Fall In Love
EverOody's Boppin'
A House Is Not A Home
Melba's Blues
Goodbye Love
If This Is A Dream
Loving You
There Oughta' Be A Law
To Be In Love
Hurry On Down
An American Tri/ogy
I Won't Last A Day Without You
My Sweet Lady
This Will Be
You Are So Beautiful
Love !s Just Around The Comer
Turn Around
Like An Eagle
Doctor Jazz
I Return to Music
Let There Be Love
Lonesqme Road
Save The Bones for Henry Jones
Their Hearts Were Full of Spnng

Publisher

Hal Leonard
M Kysar, Hinshaw
Hal Leonard
Studio P R
M Kysar
Hal Leonard
M Kysar
Jenson
Hal Leonard
Studio P R
Hal Leonard
Ha Leonard
Hal Leonard
Hal Leonard
Hal Leonard
Hal Leonard
BBI/Warner
Carl Fischer
Hal Leonard
Hal Leonard
Hal Leonard
Hal Leonard
Hal Leonard
Hal Leonard



Sample Madrigal Repertoire
Composer/Arranger Title

Arcadelt

Des Pres. J
Diemer
de Lasso Barntt
de Lasso Randolph

de Lasso Klein
Dunstable. J
Eilers. Joyce
Fissinger. E
Gesualdo, C
Gibbons, 0
Gibbons De Iler
Handel Greyson
Handel. G F
Hannisian, Ray
Hassler. H L
Henson. Bev
Hindemith p
Hirt
Hovland
Krone. M
Lotti Ehret
Machaut. G
Matyas Seiber
Monteverdi, C
Morley. T
Morley Greyson
Morley Hirt
Ockeghem
Palestnna
Pon. Anthony

Pfautsch. L
Piton! Greyson
Practorius Greyson
Purcell
Ravel. M
Robertson. Ed
Rota
Scandello Greyson

Quand le vous ayme
ardentement
Missa Pange Lingua. Glona
Three Madngals
Matona. Lovely Maiden
Mon Coeur Se Recommande
a Vous
0 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
0 Magnum Mysteriurn
Six Chansons
Farewell. My Love
The Glory of the Father
Ave Maria
Miserere Mei
Messe Notre Dame, Kyne
Three Hunganan Folksongs
Excerpt from "Dido and Aeneas-
Fire. Fire
Now Is The Month Of /Waving
Since My Tears and Lamenting
Missa L'homme Arrne. Kyne
Lauda Sion (Motet a 4)
Chester Motet Books
(6 vols . German. Spanish. etc
12 titles per vol 1
Musick's Empire
Cantate Domino
Psallite
Excerpt from "Dido and Aeneas
Trois Chansons
Dream A Dream
Summer is lcumen In
Little White Hen

Publisher

Omnibus. Pt 1

Omnibus. Pt 1
Carl Fischer
Novello

G Schirmer
G Schirmer
Omnibus. Pt 1

Lorenz
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 Schir,mer
Bourne
Bourne
Omnibus, Pt 1

Durand
Studio P R
Omnibus. Pt 1

Bourne

1 1 '1
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Composer/Arranger Title

Scar lattii Greyson
Smith. Gregg
Vaughan Williams
Vecchi/ Parker
Victoria/ Martens
Vivaldi/ Martens
Vic. C H.
Willan. Healey

Wilbye
Young. Gordon
Zaumever. John

108

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.
Witmark & Sons

/



Choral Vocalizes
The following vocalizes have been included to assist the teacher in teaching
choir classes No ik !,.at..ending scale) should not be attempted before other
warm-ups are nastered The vocalizes should be sung in the key of the song

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

.
2 Sucrain "n" for tongue (tip) and hard palate

o

3 Sustain "ng" (as ;:i hung) for soft palate resonance

4 Using the above consonants as prefixes, sustain vowels in mid-range-
t "ay" "ee" "ah "oh- "oo"

0

0 41 la 0
"rnah''

......---------......

''rn,,I,..

.............-...

0
"rn a% " "Ince" h:

0 41 0 0 0 0
'nah'' "neih'' ''nm,' "rig,,% ' '

5 Sing above No 4 on five note scale (descending first)

4 do 9 4
.,.......-

4 -. * 4..". -. 4 g GI

17111% 171i.o. MU% ,?1,,h - Illim" "In (11 M t'e PIM% ,11,,l7 M., ..

6 Sing (No 5) using "n" as a prefix (tongue resonance)
7 Sing (No 5) using "ng" as a prefix (palate resonance)
8 Sing No 5 on nine note scale adding rhythmic variations and key

signatures.
.1...

...al. wolllti : al 4'

......1
at

...,,,i
a 4

...
.....

e 4:
mos.:

,,....

' I
9

ago! rm.% °!, .......i , . a ., ......
411 gfr, r: .1 ' . . .. . .

10 Sing (No 9) using "n- as a prefix, using "ng" as a prefix
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Vocalizes
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
limit C (Use piano sparingly mainly for testing.)

ige, 4 -7:::* J,: i s. :4: .3 :1 I f.; r I
1 ....... d....,

%Of noh na. Noh nah tit h nah \h - noh ,7; nah - noh.\a nee Ill h. \till I1 ill \,,, - e\Ic ma% rner.t, fun,

B For developing nasal resonance

C For increasing the compass

1

1 ng-ah
1 rtg-e,h

0 :11 a . I4 t

.,
6. *

it; 11
. 0
.

a

Ho,- ,I hel-la. llo t-hrl la, ha, ha. ha, ha. ha.

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

4c

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'

2 .? ...., ,..,

II It. lu

a t
,

s 0
0,1. 11 1.. lu la

II

....i
...,.." 'S. ;I-

&

E For projection. frontal placement
Good diaphragm exercise

g
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..1.-: et jo

1 1 iii 6 8 8
1 i ........1_,

li, hcr hee hee llt
ha I , tt i

liah ( eb e

......4':41

1,rift tsbi I)i + u11 no
Il le lu ta



English Diction
The following are intended as general hints only

In singing it is necessary that words be enunciated and articulatvd,much
more carefully than in ordinary speech, if their sense is to be conveyed
meaningfully to the listener

CONSONANTS
These should be articulated with clarity, both at the beginning and end of
words Consonants with pitch. such as M. N. Ng must be sung exactly in
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 slightly 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
114ake 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 (cit.)

= AH (I)
MUTE

Tnphthongs The same principle applies

POWER PAH öö uh(r)
GENERAL
Colour the words with the imagination Avoid syllabic singing, where each
syllable and word receives the same intensity ' ean on the more important
syllables or words in the phrase

e g I wonder as I wander out under the sky
I WONder as I WANder out UNder the SKY

When THE precedes a consonant, minimize it as thi This liffle word
generally receives far too muc.1 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 a6ceptable 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)
I ee as in tibi (tee-bee)
0 oh as in dona (doh-nah))
U 00 as in tuum (too-oom)
AU ow (ah oo) as in gaudete (gah-oo-deh-teh))
AE eh as in laetare (leh-tah-reh))
OE eh as in coeh (cheh-lee)

CONSONANTS
C ch as in chase, when preceding e. 1. 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 genitori (jeh-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 y as in jubi/o (yoo-bee-ioh); Jesu (Yay-soo)
SC sh, when preceding e, i, ae, oe, as in suscipio (soo-shee-Oe-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 as in 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 Latin texts:
Kyne eleison (Kee-ree-eh eh-leh-ee-sohn)

1 1 t)



French Pronunciation
VOWELS
French English

A halfway between pat and palm
A is pronounced like ah palm
A is pronounced like ay late
E is pronounced like eh met
I is pronounced like
O is pronounced like
O is pronounced like
U is pronounced like

MIXED VOWELS
EU 0
EU OE
E 3
U Y

NASAL VOWELS

ee
oh
ah
00

machine
hope
auction
MOO /1

burr
later

Example (French)
salle
classe
ecnt, entre/. papier
elk. regle, fais, fenetre
dis

stylo. beau
votre
nous

bku
professeur
le

etudie

A
E

0
OE

SEMIVOWELS
J

W
H

CONSONANTS
B similar to English
D
is

G

K
L
M

N

P

R

S

T
V

Z

ves

tee

Consonant symbols Approximate
requiring attention

S sharp
N onion
Z pleasure
H is always silent

novembre
my, bien, amencam
mon
un

fille, violet, crayon. etudie
oui, moi
hint

oelle
dormez
francais, photographic
gomme, exact, guide
avec, crate. expliquer, qui
hvre, ville
moi. commencer
une

professeur, apprenez
regardez
sane. français, cc. brosse. si
autour. question, cette
vous. wagon
chaise. onte. deuxieme

English equivalent
chaise
carnpagne
.ie cornge
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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 Hindemith's Six Chansons is a suitable
sample SATB selection for vocal ensemble

"Un Cygne"

Un cy gne a van ce sur reau tout en tou r:.?

1 Un see nyuh Sh von se syr low too ton too ray
A swan is breast-ing the flow All in him self

de lui me me corn me un glis sant ta bleau.
2 du looee memuh ki.ihmai un glee soii tah blow

en fold ed Like a slow mov ing ta bleau

114

a n T lt31 I Lil i

3 an see a sair tan zan ston uh netre ke Ion
And so. at some time Or place. A ioved one will be

ai me est tout un e spa ce mou vant II

4 eh milh ay too tun e'h spa suh moo vori eel
mold ed To seem like a mi grat ing space. Will

se rap pro che dou ble com me ce cy gne qui na-ge
5 suh rah prah shuh doo blay MTh mith still see nytiti kee na phi.iti

near us float ing re dou bled As a swan on the riv-er

sur no tre a me trou
b syr nah tre hah meh troo

up on our soul SO

ble e qui a cet e tre a jou te la trem blan te i

7 bray ay kee Sh seh teh tre' h5h 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

8 mah jshi.lh di.iti bown er ay di.lh doo teh
quiver With de- light and sus- pi- cion



German Pronunciation
VOWELS Generally speaking German vowels are either long or short

German English
long A is pronounced hke a

'5hort A is pronounced like a

long E is pronounced like a

short E is pronounced like
long I pronounced like
short I is pronounced like
long 0 is pronounced like
short 0 is pronounced like
long U is pronounced like oo
short U is pronounced like

El is pronounced like
IE is pionounced

in father
in father (but)
much shorter)
in kite
in pet
in machine
in pit
in old
in ought
in moon
in put
in eye,
in ee

UMLAUTS The Roundoil Vnwols A, n_anct fl

Examples (German)
aber. habe. Tag. ia
acht. falsch.
Ball. danke
geht. zehn. Leben
sechs. elf. Herr. es
lhnen. dir
ich. nicht. bis. bitte
so. schon
gott. noch
gut. nur. zu
und. Mutter, warum

A is pronounced like eh in hav zahlen
0 is pronounced like oo ee in moon (lips) sweet (tongue) zwolf
U is pronounced like i in shirt Schuler

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

is pronounced like t

is pronounced like y
is pronounced like z

sch is pronounced like sh
v is pronounced like f
w is pronounced like v
z is pronounced like ts

Examples (German)
when the "d" comes at the end of a word und

Jetzt

when the "s- comes at the beginning of a

word sie. sleben. sehr. sind
Schuler. falsch
vier, wieviel. viele

zwei. zwolf
zwei. zehn. zwolf. zahlen

ACH The sound spelled "ch in the word acht is 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 "ig- at the end of the same
word is known as the ich -sound. It resembles the English "h" in hue. but is
produced more forcefully and with a good deal of breath

Silent H The letter "Ii. in the middle of a German word is silent The
vowel in front of a silent "h- is always long. i e . Lehrer. zehn. sehr. zahlen
At the beginning of a word, however. "h- is pronounced as in English. i e .

haben. habe. hat. hier
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BEST Cr71' t.(04BLE

Gelman Pronunciation
Sample
A wealth of vocal ensemble literature includes German "lied" from the
Renaissance, Baroque. Classical and Romantic eras Where no English
phoiwfic equivalents exist. approximate pronunciafions have been given

"Herzheb Zu Dir AI loin" ("O. Dearest Love of Mine") by Hans Leo Hassler
is a suitable sample SSATB sdection for vocal ensemble

"Herzlieb Zu Dir Allein"
(Boston Music Co . 1970)
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Italian Pronunciation
VOWELS

Italian English Examples (Italian)
A is pronounced like ah in father data (dah-tah)
U is pronounced like oo in boot statura (stah-too-rah)

1 is pronounced like ee in feet tunsta (too-ree-stah)
(close) E is pronounced like ay in date teatro (tay-ah-troh)
(open) E is pronounced Iike eh in met problema (proh-bleh-mah)
(close) 0 is pronounced like oh in hotel colore (koh-loh-ray)
(open) 0 is pronounced like aw in thaw opera (aw-pay-rah)

CONSONANTS Most Italian consonants are pronounced like English
consonants, however the followmg need special attention
Italian English Example (Italian)

C before a, o. u. or any consonant - King "IC colore (koh-loh-ray)
C before i. or e chum "ch- centro (chehn-troh)

CH is used only before i. or e cough"k- chimica (kee-mee-ka)
G before a. 0. u, or any consonant good "g- gloria glohr-yah)

John "I" generale (iay-nay-rah-lay)
GH is used only before i. or e -- good
H (except gh and ch) is always silent
R is trilled with the tip of the tongue
S is like English $ as in see
Z is like English ts in its

n

117



Building the Voice
Sound and Sensation
I Activate the Proper Physical Responses *

a Posture "forward". equal foot space. "ride high" on stance (be aware
of the sitting positions for rehearsals)

b Body relaxing
I I neck movement. 2) upper chest movement use arms.
3) waist bends. 4) steps in rhythm

c Air flow
I) 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 exh,le)
b Work with the mid-register to establish a free/open sound. i c . "baht

baht baht baht bahhhhhhhhhh --t" (Begin around F-G-Ab )
c Bnng the "SSS" sound into a pitch. i e . "SSS - EEE" (have

students feel the "sensation of this sound")

3 Chest or Lower Vaice Register Exercises

a The "glottal scrap fry"
I I simply develop the control of :lir release into vocal fold response

(phonahon). then to a pitch (work below C)
2) maintain the "lift" 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. maybe some "oh" and occasionally "oo")

c "Fall into" 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
I) 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
I -3-5 response. with "lift into" and accent on the 5 (Use the vowel
"uo- and sometimes "ee-

c Whistle register the falsetto-
I ) go above the break and work single notes with the men

use ''oo".
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2) go above the regular singing registei and make a single-noted
sound that is similar to a "whistle- (This is really the same vocal
response that the men have in falsetto what is left of the voice
since it made its vocal change 1

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

5 Mutation Coordination of the Registers
a Emphasize the use of the "oo- vowel
b Work from one register "across- the break into the next register
c Develop full awareness of the sensations and sounds'
d Use "oo- major chord ascending. dominant 7th descending
e Use "ee- for false whistle into mid
f Use "ah- chest into mid

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

h Discuss and expenment with the larynx position

6 Tune Your Choir
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- "cl- to

establish a proper release

b Expand into minor chords (move by semitones)
c Develop major 2nd-7th intervals. (Teach as inversions of intervals )
(.1. 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 ''ix the tongue)
c "Direction of soui..1- flow "toward and away-from a

great phrasing'

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

e No head motion is necessary'
f- "Sip- the air "Blow- the tone'

8 Comments
a Work each day (rehearsal) work correctly and regularly'
b Listen' (Hear what is happening. not just what you want to hear!)
c 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 reheatsal! (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 8i Schuman THE CHORAL SINGER 2 vols Fischer

Designed to develop sight singing and to increase knowledge of music
theory Rhythmic and mnal patterns, two clefs, modulahons, solfegge.
style and chromaticism

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

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

Barber. Joyce et al ABC CHORAL ART SERIES 4 Vols Amencan Book
Company

Teacher guide accompanies the senes Volume I-IV SATB. records
available Vol I Rehearsal, Intervals. Rhythm, Melody. Harmony,
Colour and Symbols Vol II Comparative Styles of Renaissance,
Baroque, Classic. Romantic, 20th Century Vol III Physiology of
sound production, Rhythm, Melody. Harmony. Texture, Form. Design.
Colour Timbre Vol IV Music 15th-20th Century. Synoptic table,
BibhoTaphy. 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

P,enward 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 S!GHTSINGIAG COMPLETE Wm C Brown.
1360 graded a Id progressive sightsinging exercises and 87
composihons Systems include moveable doh. letter names and neutral
syllables Examples develop an understanding of style. form, analysis.
musicianship and tonalities.

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 Publishing
A step-by-step approach at every grade leve(

Chnsty EXPRESSIVE SINGING 2 vols Wm C Brown
Vol I contains guidance, technical principles, exercises and basics of
interpretation Vol ll contains pedagogy. production theory. technic.
style and interpretation, some repertoire and principles of
accompaniment at advanced levels
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Decker 8z Herford, Ed CHORAL CONDUCTING
A SYMPOSIUM Prentice-Hall

A thorough examination of aH 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
communication can be directly related to music composition, as well as
production for instrumentalists and singers Precise and dear diagrams
on anatomy

Ericson et al. CHORAL CONDUCTING Wakon Music
Problems and techniques of conducting with specific examples

Green Sz Poo ler 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

Hegyi SOLFEGE ACCORDING TO THE KODALY CONCEPT Kodaly
Pedagogical institute

Complete manual of the Kodaly principles with specific examples

Hill & Searight STUDY OUTLINE AND WORKBOOK IN THE
ELEMENTS OF MUSIC Wrn. C Brown

'Comprehensive theory workbook of musical dements

Hill 8z.Seahght 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 & Schieide SINGING TECHNIQUES National Music
Complete pedagogy with practical exercises to develop resonance and
vowd formation

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

Kodak,/ LET US SING CORRECTLY Boosey & Hawkes
Designed to produce good intonation with sight reading

Kodaly 333 EXERCISES Boosey & Hawkes
Exercises related to 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 repertoire and
programs



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

Nib lock & Hutcheson MUSIC FOR THE HIGH SCHOOL
CHORUS Allyn and Bacon

Extensive examples of choral music from Medieval to contemporary
Each selection provides an explanation Generally SATB

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

Red CHORAL SOUNDS, INTERMEDIATE CHORUS 1 & 2 Holt.
Rmehart 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
interpretahon of contemporary music

Romer. et al MUSIC FOR CHORUS. BOOKS 1. 2, 3. 4 Silver Burdett
A senes of modules that are developmental in difficulty Recordings
available Range charts for each selection

Robinson & Wino Id THE CHORAL EXPERIENCE Harpers
Very comprehensive book detaihng the historical choral experience,
rehearsal techniques. performance, musicianship and conducting
techniques

Schirmer. Ed FIVE CENTURIES OF CHORAL MUSIC Schirmer
Collection of choral music representing major styles and periods from
Dow land to Barber

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

Tait CHORAL PERFORMANCE. ZONE 5 SERIES A. B. C. D
Addison-Wesley

A senes designed fur grades 9-12 Each book contains seven units tone.
melody, rhythm. harmony. texture. tonahty and form Units contain
objectives arid evaluative cntena Selections encompass early to modern
choral works

Wilson ARTISTIC CHORAL SINGING Schirmer
Styles of choral literature. interpretation, conducting techniques. vocal
naming and lists of choral collections-and recordings

Zaninelli HEARING AND SINGING Shawnee Press
A pamphlet to develop the ability to hear pitch and intervals arid 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 CONCEPTS. Hinshaw Music
Instructions on vocal jazz arranging, the rhythm section, ornamentation,
improvisation and a list of references

Plank JAZZ CHOIR WARM-UPS. Ab( rdeen Music
Vocalizes 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 iazz techniques and voicings

Shaw VOCAL JAZZ ST /LE 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 -- BLIkS AND BASIC LEARNING
UNLIMITED Hal Leonard

Basic improvisation techniques in making chord changes presented
sequentially. Treble Clef

Vandre SIGHT READING FUN FOR S A B Books 1-4 Belwin-Mills
Collection of part songs to develop sight reading skills

124



Table of Contents

Strings Course Section
Page

Learning Outcomes and Content for Strings 129
Introductory Level Strings Sample Outline , 132
Introductory Level Strings Sample Unit , 134
Intermediate Level Strings Sample Outline

. 135
Intermediate Level Strings Sample Unit . 138
Senior Level Strings Sample Outline . 140
Senior Level Strings Sample Unit . . 142
Learning Outcomes and Content for Strings,

Fretted Instruments Guitar . .. . . . 144
Introductory Level Guitar Sample Outline . 147
Introductory Level Guitar Sample Unit . . 149
Intermediate Level Guitar -- Sample Outline 151
Intermediate Level Guitar Sample Unit 153
Senioi Level Guitar Sample Outline .. ... 155
Senior Level Guitar Sample Unit . 156

Stiings Additional Resources .. 159

Suggested Seating Plans . . 160
Preparation of String Instruments 161
Glossary of Terms Guitar . 163
Teacher Reference Books Strings 164
Teacher Reference Books Guitar 167

127



Learning Outcomes and
Content for Strings
By the end of Stnngs 12 the student should have facility in the following
Learning Outcomes

Learning Outcomes

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

The student should be able to
display competency with the right
hand

ARTICULATION
The student should be able to
demonstrate and apply
articulation techniques

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

Content

secure intonation
major and minor scales and
related arpeggios
first through third position
vibrato

double-stooping (3rds, 6ths. 5ths.
octaves)
chording
chromatic scales

detache
martele
spiccato
grand nirtele
pizzicato

rhythmic slurnng and detache
combinations
con sordino
senza sordino

staccato
attack
accent
release
tenuto

dynamics
tempo indicahons
accidentals and enharmonic tones
syncopahon
phrasing
balance

simple. compound and irregular
metres
modes

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

THEORY (continued)

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

FORM
The student should be able to
Interpret and analyze stnng music

STYLE
The student should be able to
demonstrate. interpret and
understand orchestral hterature

COMPOSITION
The student should create short
original works for voices and or
instruments using traditional and
contemporary composton
techniques

130

Content

chordal construction and balance
transposition
wrifing from dictation
music terminology
notation systems
ornamentation

Medieval
(de la Halle, Machaut)
Renaissance
(Gabrieli, Tallis)
Baroque
(J. S. Bach, Handel, Vivaldi)
Classical
(Beethoven, Haydn, Mozart)
Romantic
(Mendelssohn, Rossini,
"rchaikovsky)
Twentieth Century
(Samuel Applebaum, Philip
Gordon, Paul Herfurth)

statement
repetition
contrast
phrases
sentences
binary
ternary
theme and variations
rondo
suite
prelude and fugue
sonata-allegro
free form

symphony
ballet
musical
film music
transcriptions

round/ canon/ rondo
binary/ ternary
theme and vanations
free form



Learning Outcomes

ORCHESTRATION
The student should be able to
wnte and orchestrate simple
homophonic compositions 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
understand and demonstrate
simple conducting patterns in
selected metres

MAINTENANCE
The student should be able to
keep a stnng 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

hymns
chorale preludes

simple, compound and irregular
metres

basic conducting techniques
(dynamics. cueing, etc )
conducting ensemble rehearsals
through score reading and stylistic
interpretation

changing of strings
installing fine tuning adjusters
aligning the bridge
adjusting tuning pegs

symphony orchestra
symphonic. concert or military
band
wind ensemble
jazz ensemble

;

1

I

rhythm patterns
melodtc line parts in unison and
in harmony

melodic and harmonic Intervals
melodic and harmonic chords
rhythmic. melodic and harmonic
dictation
transposition
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Introductory Level Strings
Sample Outline
UNIT 1
Purposc To introduce string playing through demonstrahons and pracncal

applications illustrating proper positioning of the violin (viola. cello
or bass) and the use of the bow across open strings

UNIT 2
Purpose To introduce proper positioning of the fingers on the fingerboard.

stressing the importance of the left hand thumb and first finger
positions

UNIT 3
Purpose To introduce the G. D and A maior scales using the above pattern

UNIT 4
Purpose: To introduce the basics of music reading

To practise simple rhythm patterns

UNIT 5
Purpose To practise simple tunes using the first second. third finger

patterns

UNIT 6
Purpose. To review all material

UNIT 7
Purpose To introduce a new finger pattern consisting of first. second

third finger (low second finger next to first)

A

1 2 3

To pracnse simple tunes using this finger pattern
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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.
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Introductory Level Strings
Sample Unit
(Refer to Sample Outline Unit 1, p 132)

Purpose
To introduce string playing through demonstrations and practical applications
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 Parts I and II Be !win-Mills.

Matesky & Womack. Learn to Play a String Instrument: Parts I and II 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" (e'') and "up"
(V) Strive for use of the full bow and free motion of the arm and wrist.
Ensure that the bow is drawn parallel to the bridge.

b 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
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Intemlediate 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

4
4 :11

4
4 a . 0 :II1
Bowing Patterns

..
\,

\i
V

4 114
,...., "....,

4 0177:4 ;77 :11
UNIT 2
Purpose To practise the A major scale

To apply bowing patterns.

To review previously learned scales

Rf,,tthm Patterns

4
4 0

4
4

Brwmg Pattern

. v r
4 ===
4 .17:27 a a 1 11

\
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UNIT 3
Purpose To practise the A-flat major scale emphasizing tone quabty

UNIT 4
Purpose. To apply syncopated rhythm patterns to all previously learned

scales

Rhythm Patterns

4
4

4
4

--------
co)

0

a

11

11

UNIT 5
Purpose To practise major scales emphasizing the correct use of the left

fingers and right bow arm using

Rhythm Patterns

4 1

4

4 1....4 :11
UNi I o
Purpose To demonstrate detache bowing on major scales.

UNIT 7
Purpose To review rhythm and bowing patterns.

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

Rhythm Patterns

:II4 ......

4

4
4 a

..V \,.....1./
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Bowing Patterns

4
4

4
4

UNIT 8
Purpose To practise major scales using the grand martele style of bowin1 in

quarter notes

To m:roduce and apply the 6 time signature to bowing patterns
8

UNIT 9
Purpose To practise suitable pieces using martele and detache bowings

Bowing Patterns

"
4
4 dr Ill

\
v6

8 9 4014) 1 I

UNIT 10
Purpose To practise major scales using various slurnng and bowing

combinations

Rhythm .latterns

IBM=

a . dr.

V
4
4 . dr . .
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Intenenediate Level Strings
Sample Unit
(Refer to Sample Outline Unit 1, p 135)

Purpose
To pracnse the C. (3. 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
pieces

Rhythm Patterns

4
4

4
4 e o

Bowing Patterns

4
4

4
4 a

Materials
(Refer to Sample Unit p 134)

:11

:11

:11

Suggested Reference
Matesky & Womack Learn to Plav a Stnriged Instrument, Part Ill Alfred
Music

Strategies
1 Encourage students to concentrate on achieving secure intonation by

practising the C. G, D. F and B-flat major scales. using whole, half and
quarter notes
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2 Apply the scales to rhythm and bowing patterns

Rhythm Patterns

4
4 ,,

Bowing Patterns

MN

:
I

I

4
4

......, `.....,

- - ,., a
4 V

4
4 - ,. :11

.i Apply the above patterns to short studies and melodic pieces using a
single melody line accompanied by piano

4 Rehearse suitable stnng compositions

NOTE Some appropriate selections may also be found in Budding
Technique With Beautiful Music. Orchestra Folio and Junior Philharmonic
lor Vounq Orchestra

1 i r
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Senior Level Strings
Sample Outline
UNIT 1
Purpose To review the B-tiot major scale and apply rhythm patterns

To emphasize string intonation by playing slow, homophonic
coinpositions

To practise pieces using previously studied rhythm patterns

UNIT 2
Purpose To review the C. F. and E-flat major scales applying bowing and

rhythm patterns

To practise pieces using previously studied bowing patterns

UNIT 3
Purpose To review the G and D major scales applying rhythm and bowing

patterns

To practise tuning studies with the entire ensemble

To discuss, listen to and rehearse compositions using the "Theme
and Variation" form

UNIT 4
Purpose To practise in thirds the A-flat and A major scales using several

bowing patterns

To practise rhythm exercises that encourage independence in
counting

UNIT 5
Purpose To review maion scales applying various bowing and rhythm

patterns

To discuss, listen to and rehearse chorales in chorale preludes

UNI I o
Purpose To introduce minor scales

To practise chorales in minor keys

rro practise exercises in higher positions

UNIT 7
Purpose To review chromatic scales

To apply rhythm patterns to major, minor and chromatic scale

1-() practise alternate fingerings

I() discuss, listen to and rehearse the overture

UNI1
Purpose 10 prac the malor scales in intervals of a third fourth fifth and

tave

lu pr,tctise selected rhythm exercises

1 .;



To rekiww the musical forms of March. Overtuie. Theme and
Vananon

UNIT 9
Purpose To studv and perform suitable Canadian music hteiatwe
UNIT l()
Purpose petform a well balanced progtani of orchestral music
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Senior Level Strings
Sample Unit
(Refer to Sample Outline Unit I, p 140)

142

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 Oz. Webber Orchestra Rehearsal Fundamentals Belwin-Mills

Farago Westbury String Orchestra Folio Pro Art

Isaac Concert Jinn RolwirulAills

Fussell Exercises for Ensemble Drill Belwin-Mills.

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

pattern

Strings

r V V

4
4

v V

4
4

V

Strings 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 Drill Emphasize the importance of listening to
achieve secure intonahon and balance

1 .1



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- in Stnng Orchestra Folio
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Learning Outcomes and
Content for Strings, Fretted
Instruments Guitar
By the end of Strings 12, Fretted Instruments Guitar the student should
have facihty in the following Learning Outcomes

Learning Outcomes

TECHNICAL COMPETENCY
The student should be able to
display competency in chord.
note and tablature playing

Content

CHORD PLAYING
all open chords
bar chords in the following
shapes E. E7 Em. A. A, Am
extended chords
mai7ths. m7ths. 9ths. Whs. m6ths
refinement of tone and clarity on
all chords using stroke patterns
standard circle of fifths

THEORY
The student should be able to
understand the symbols and
technical terms of music and
display competency in their
appl,cation

144

NOTE PLAYING
Right hand rest stroke with
fingers and free stroke with
thumb
simultaneous use of the above
two strokes
simultaneous use of fingers and
thumb both free stroke
Left hand slumng techniques
major and minor scales, one
octave only in 1st and 2nd
position
notes in 1st. 2nd, 4th. 5th, 7th
and 9th positions

dynamics
tempo indications
accidentals and enharmonic tones
syncopation
balance
simple. compound and irregular
metres
phrasing
modes



Learning Outcomes

HISTORY
The student should be able to
listen to, analyze, interpret,
discuss and perform works of
representative composers for
fretted instruments

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

STYLE
he student should listen to and
analyze the diffesrent styles of
guitar playing

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

i

I

Content

interval study in varying
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 Dow land, L Milan)
Baroque
(J S Bach, G Sanz)
Classical
(F Sor, M. Carcassi, F Carulli,
M Giuliani)
Romantic
(F Tarrega Eixea)

*Twentieth Century
(M Ponce, H Villa-Lobos)

statement
repetition
:..ontrast

phrases
sentences

blues
folk
country and western
J an

flamenco
classical
rock
Latin

round canon rondo
binary ternary
theme and variations
free form
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Learning Outcomes

MAINTENANCE
The student should be abk, to
maintain a guitar in sultabk,
playing condition and perform
minor adjustments

SIGHT READING
The student should be able to
dernonstrate sight reading skills in
both chord and note playing

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 Inws

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 introduce the correct posture. holding position. left and right

hand positions through demonstration and participation
'fo introduce the chord diagram using the D chord

To demonstrate the desired clarity of sound in chord playing
UNIT 2
Purpose To introduLe the basics of music reading

To introduce and demonstrate the use of the right 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

5, introduce the A chord

o strum a steady accompaniment to simple one and two chord
songs

To review note plaiwg using rest stroke with right hand fingers
UNIT 4
Purpose I ) introduce the 6 chord

o OA and sing two and three chord %wigs iii D maior
emphasizing the importance of maintaining a steady rhythm
.1() practise the natural note in 1st position on the top three strings
using simple melodies

UNIT
Purpose 5, introduce rhythm notation

emphasize the imp mance of a steady rhythm accompaniment
and fluent chord changing through exercises .n hythm notation
and simple tw( I and three chord songs

UNIT I)
Purpose du( e the Um In ird iii D mapff e

I() plak, and songs in D map ir whi( h use the Em hold

review right hand rest stroke techniques and the basics of note
reading using simple melodies
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UNIT 7
Purpose To introduce the primary chords in A major (i e . A. E 7 DI

To introduce the concept of pivot and guide fingers to assist in
changing from one chord to another

To play and sing songs in A major

UNIT S
Purpose To introduce new strumming techniques (e g . up-strum.

thumb-strum)

To practise songs in D major ?.ild A major which use a vanety of
strummmg techniques

To introduce the fifth-fret method of tuning the guitar

UNIT 9
Purpose To introduce the Vlm. Ilm. IV. V7 I chords in G major

To play and sing songs in G major

To review the natural notes. first position. top 3 strings

UNIT 10
Purpose To introduce the primary chords in E major e E. B7 A)

To play and sing songs in E major

To review and practise all songs previously taught

1 1 J



Introdudory Level Guitar
Sample Unit
)1,,,ter to) Sample Outline ( mt p 147)

Purpose
To introduce the correct posture, hokling ru)sition, lett and right hand
ru)situnis through dernonstranon and participation

introdu( the (hord diagram 1.1.,ing the 1) clUC1

0) demonstrate the desired clantv of sound in (-hold plaong

Materials
Chairs ,A oh no a rni pi efelahlt. toy, v,ith flat seats

Cluitars pro )pei k. tuned

Suggested Reference
!s)neder Basic Instructor Guitar VoIume I Chtrles ianwn Music

Strategies
I An c\pl,ination an(1 dem( )nstranon ht. the teat her of the conect posture,

holding position and lett (Ind right hand positions could introduce this
Med 14 snick

2 FIat. c stIllIvnts mutate the position

Arm 1.'\PIIncIt1( On if tilt' ii) )11 I d'agrann at the blat. kb, )ard using the I) chor(i
'is ,in \,11111)10 11)110

X o 2

I>eininistratc the I) ( h rd and eNplain the importance of producing a clear
)1111,1 ft.'111 olo h In( hvidual string (Renund student, that the 6th string is

not solin,led A 104n p1,11.1114 (ilk' t h(01(1

149
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5 Have students play a D chord and have them strike each individual string
separately 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 6th).
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Intermediate Level Guitar
Sample Outline
UNIT 1
Purpose To review correct posture and holding position for guitar playing

To review correct hand positions

To review open chords by playing and singing songs using these
chords

UNIT 2
Purpose To introduce songs requiring greater facility and speed in chord

changing

To review right 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
UNIT 3
Purpose To introduce the right hand thumb free stroke technique through

demonstration and participation

To introduce the natural notes, first position on the fourth, fifth and
sixth strings

UNIT 4
Purpose '10 introduce the techniques of bar chord playing through the use

of the F chord

To introduce: the chords in C major with emphasis on the F chord
as the first bar chord

To practise songs requiring a change to and from the F chord
UNIT 5.
Purpose To review the right hand thumb free stroke techniques and the

natural notes, first position, on the fourth, fifth and sixth strings

To introduce pieces using right hand fingers rest stroke (melody)
alternating with the thumb free stroke (accompaniment)
NOTE Preludes 1 through 5 in Shearer's Classical Guitar
Techrtique Vol 1 are suitable examples

UNIT()
Purpose To revieiA, the techniques of bar chord playing

To introduce the concept of the moveable E chord shape ;n bar
chord playing

To plai,, and sing songs using bar chords of the E_ chord shape
(other than the F chord)
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UNIT 7
Purpose To introduce the concept of the moveable E and Ent chord

shapes

To play and sing songs using bar chords of the E and Ent chord
shapes

l'o review all the natural notes playable in first position (all six
strings)

t JNi I t':

Putpose I o review and practise right hand techniques

Fo perft inn suitable pieces (solos and or ensembles) which.
demonstrate techniques pi eviously learned

tINI'l 9
Put pose To intttiduce the ctincept of the' moveable A, A,, Ant bar chord

shapes

Ft) play and sing songs using bar cht)rds of the A. A,. Am chord
simpes

UNIT It)
Put p(dse "I o teview all techniques previously learned both chord playing

and note reading
...

ro listen to recordings of guitar playing in various styles and to
discuss how the techniques learned in class are applied by various
professicinal guitarists

1 i



Intermediate Level Guitar
Sample Unit
,Re, tu Sump lc Outline J. p 151)

Purpose
To introduce the right hand thumb free stroke technique through
demonstration and participation

-10 introduce the natural notes hist position (n1 the fourth, fifth and sixth
strings

Materials
Refer to IntroduLtim, Level Guitar Sample Unit pp.149- 150

Suggested Reference
shearer Aaron Guitar technique Bekein-Mills

Strategies
Denumstrate right hand rest stroke fingers and free stroke thumb

1-Iiive students play loud clear rest stv)kes on the first string, (always
alternate finjers) then \.kithout moving the right hand, let the fingers rest
ai the first string llhdc the thumb plays free stroke notes on the sixth

drinq

NO Ii Pie thumb should strike only thc sixth string and should not rest
oil Wit; string after the strmg is sounded

lave students pra(.tise c\ercises using thumb free strokes alternating with
fingers re-t stroke Point out that the right hand must remain still at all

Repeat
r11.111c

1 53
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2 V

3 V

Repeat
many
times

0-

11

V

Repeat
many
times

P

4 The introduction of the natural notes, first position on the fourth, fifth and
sixth strings with suitabk, exercises and pieces will assist students in
learning both the notes and the correct thumb free stioke technique

1



Senior Level Guitar
Sample Outline
()Nil 1
Purpi is,. h):0,10. chic usi, of the right hand hngets' rest stioke using

e\oki es ith the natural 'totes 111 fitsi position on first. seLond
and thihi strings

UNI I 2
Puipose thk? tho right hand thumb flee sthtke using

\cR lth nOtUrcd notes, in fit st posttlon, oil fourth, fifth
and si \th suing,

o Intl( tahlotute leading using melodii e\ocises and simple
cs

UNI i
Pulp, is.' 1,, tk.. in. pie( cs that usc tight hand fingets test stroke altetnating

1.1.101 lt)!O 11.111d thumb {ICC mkt.'

UNII I

Putp shot ps flats (Ind ko; LP,1111./ hist position
\On ( ink

t plat Ilse ensemble plaving using first posttion pleats with vanous
`,1kAtIONAI

UNI
Put p. intnidtk 1' 'AR.' of simultaneous note planing with tight

han.1 fingct., test shokc and thumb ft stroke

f /NI

"1.0 I ((RR 1' IFk' /11d positit.in In gl's i ith approptiate scale
cs

(IN!!
Pin Oh. fuhi (Ft positim in 11(th's ii ith appropriate si..11t.

i.e. and picck'',

INH
1,, tlil' filth pi ),Itlm /11 11( /ft", iith apptopriatc sidle

ITh'u

( 'NI I ')
F. intl. c ,.'venth position notes \. Ith apptopnate scale

, t.t,cs and c,
I IN II I

I k' iF 111111}1 11.1th OHM /plate ...aim,
cs

to Imiques uti ii L11)1(0101:



Senior Level Guitar
Sample Unit
(Refer to Sample Out /irk' Unit 5, p 155)

Purpose
To introduce the techniques of simultaneous note playing with right hand
fingers rest stroke and thumb free stroke

Materials
Refer to Introductory Level Guitar Sampk, Unit pp.149 150

Suggested Reference
Shearer Classic Guitar Technique Vol 1 Belwm-Mills

Strategies
1 The tiacher could review and demonstrate the fingers' test stroke

te(hnique of the right hand

2 Review and demonstrate the thumb free stroke technique of the right
hand, emphasizing the importance of maintaining the same right hand
position for both techniques

i Have students practice both of the above techniques while carefully
( hecking students right hand position

'I Using the exercises below, in the order presented. nave students practise
the simultaneous use of the techniques in Steps 1 and 2

1

2

15E)

V V V V
1 In 1 m

P

V V V V
1 I PP

II .
IP 0 IP

I) I) I) P



V V V V
nr

litiphawe Flti()ERS MUST PLAY REST STROKE
f ) Prat tise strnplt: Net) part pick CS usIng the abmic technique,.

Classli Guitor it 'maim:. pp 51 53 Indlides suitabk, evitnple5
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Strings
Additional Resources



Suggested Seating Plans
STRING
ORCHESTRA

FULL
ORCHESTRA
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Preparation of String
Instruments

-,*'t Ili )1, H ,111.1 tit H1, -,11111,1 1,1.1 n.h/I 1,4
1111111V1i1 --(11,11,;1,'11).111111011 111-1111111,.11t, 111,11 .1/11%.,' .1114( 111. lii 111

t011.,.1 I01%,,, d pi, ip.1111 ,..11 ill) A -41111.1 t 'i hi H !h4 't
1/11 111,1.111.1V, .11 if tfli. flit.' 11111111.1 .1611',1c! 111.1 t);

,,1 ¶11., 11,4 )11,

mL; ,11,111.1, t,

1. Proper Strings
FINI; titt1111,, ii. t ,;;;;;q,, .1,. l.11 stip, it

III 0111 11!"
h

tc,P, ,111

4' 411i .111.1 %.0 41, ,;(1,1;',..
plot 1, ;

'di I1111

2. String Height
.11 '1,t11111.1 hi141t 1, 1.11h, ii i Iii .1111 ,1, ,1t1 111s1111111c1i1 1 101 '41111q,,

fltqh ,11 th. 111 diftjt iti1 1,0 pi,it
,}"14trl t ' ittli iti, fillq.1111,1,1111

01114 .0..1 4q4111, 111.1.11-4111111 Ii Oil tt i H1111A4' 1111,1 11f Oh'
t1,11111i111.1111

1 ) ;Inn (. I .1 111,11

\ ; tiM i ( I

A .1 Him ( mill
I 11 Him

3. Proper Bridge Placement
I if thc 1111p.)11,1tit 1(.1 thc

hcil'f.)1,' ht.' (.11,1111 (hot 1.11%(ilinc
" it 'kith OW 1111,11t, it tI tt iti& It Ow l!1,-,ttiirp,,,lo

:11,,

141: ; 4 Him In
1, ttic

4 Fine Tuning Adjusters

nTrvr ir17/- ,

\

5 Tuning Pegs

111 ,111,1,1, 111 11,,
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b ) I lk; 0 common problems in using pegs ate

Loos, Pegs this can be «greeted by applying chalk to the shaft of the
peg

Tight Pegs this can be «mooed by lubncatu the shaft ll it h a
graphite pencil

6. Setting and Placement of Soundposts

It is recommended that the instructor have a repairman set and place the
oundpost In some districts, however, the string mstiuctor may have to

make this adjustment It is therefore suggested that each school have a
soundpost setter available A slight adjustment or repositioning of the
soundpost may he made first by loosening the tension on the strings and
then resetting the ,,oundpost in the pmper locatum During school break
instruments should he sent to a repaushop to ensure that the soundpost
1, p,),Itioned correctli.



Glossary of Terms Guitar
AC I ION rhe height of the string., over the fingerh(rard

CIRCLE OF FITHS

I Li 1 11A\41) -,N, N1130( ,,, Fingers 1 Ihic1c),), 2 {middle). 3 Inng)
4 {little)

fi( )111,111 NlInlerak fret position of the 1st finger
OR led numbers r >r letters indicate the string to he
used

011.ti (11()R1),, 1)A GA F. D C. E. B C. G En). Am. Dm
PIV( )1 AN( ) ( ( III )1 f IN( {IRS A pn,ot finger is one which remains

statronary while other fingers move to form
new notes

A gulch, finger does not entirely leave the
string when moving up or down to d new
note

RIP, WM N( )IA II( )N 1he slanted lines indicate a simple down strum
4
4

RI(,)1-11 fiAN1) `-01 MB( )I., p thumb I inde\ or 1st finger m
muidle or 2nd finger. a ring or ird finger

I IIUMB 's I R(JM A

Rf , F , I RC )Kf sl N1130I.

f Rf.f ',I-1.i( )KI -,Ymii( )i. ...
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Teacher Reference Books
Stfings
Applebaum ,k,IHIoNG HI JUDI k I'AH I I lickin MIII

Mot( kot., hinitol tc I ) 011d lih11( )1 R110111111( « ff1s1(141,111( )1 1

given dnlv to) (walk'? And eloihth gcs

Applebaum IliaN( ; H(111.1)LH I'AH I II BeIccm

I )uots and instrumental ensemble sclectidns ultmnoting in third
p()sitidn I n( mpasses the ket s df 1), G C and 13 flat rnairrt

o'Npplebourn /3( H PAHT Ill Beltun Milk
goinues 11,1111 111,11( st. al.-, and mud( Rn es, 111111( ff- scales Basic bdckings
ludo cietac he monde 1.1.11s1 (111d f111(101 strdke and silk can)

Ado htidnal inelddies fdr t1, 01111 0 string ensemble

Applebaum 131 )ING IoNlc)( II LW III BIAI I I INT ISI('
l'OLS I N. II lickin

, al studorit meth( KI Il1'A11.1111C111,1t1()11111CILId4.'s V1(11111

4.11() has`, ,11111 ITh111() (1( «nripaniment Maidr kovs to) G

ano I l flat moil( rIvement rather difficult

l.n hmann AN I ,N( 'I( TON DIA 01: WI. VIOLIN Da Capd
Cork/cgs all aspec o )1 the vidlin hum its, drigins, tor its poscrit pdsitiorn ds
the bac kbo me (4 Ow st mph, )nt, ogc hestra Also des( nbcs hundreds .4
inditidual artists ano I ensembles

lio oo 11,span 1111 MA,k, HPII ( S 11- AU ktil( ANI) I! II.IH
(.( );%10 )SI HS I)( ilphiii

)otailed des, nptidn ()ter hundted tc,drks designed to) be used
other t1,101 ff ding," dr tapes Ann( gated Iit df suitable recdrdings an(I
tapes

liurgan BA,k,k 4k/I HIM ; HI PAWS ( hfi.rd
1.1;ntren to) assist tea( hers t1,1111 111111( ff tepoirs and adiustmenn, Udi
repairs Inc lude fitting pegs so own! p)sts, tail pins, tail gut and fi\ing and

shinging d t1(

)1Intrigt( )1/, Robert WI I Kf 1.\11 :\ OF ItYt

)e...o. nbc, the physi, al dperatio )11 (,1 music al Instruments lidtc, et!
pluc ked oind ketbdard stnngs flute rood and 1,p instruments, the human
vo fit ' 1.11.4( tm io. and me drgans pen ussidn instruments

I ol!aoro I HUHI,k, IHIN( ; OHCI !LS IRA 1-01,10 hu Art
'NH wk. oompc.sitidns it-ranged fi t tring hestra Jr String tllIdt 101

011,1111s dptidnal third t Instrumentation) Inc hides I st vi din
2nd \A. ).1 I, II1 bass pidnd full o

I o -.Had it 'MOH !I /Ill I 1/?%1( )NI( I 011 VOI
)/,'( 'I II I we

( o it rh4 sr'.11 :vusit I t vett' wunii me \penetIc 41 stnng
plat, !. no on, olte ninsii oil (litho ough sltnple 11110 hnIcal
eq)., loolo on,

1(4



1-u,,c11 1.XLRCISFS FOI? LN:SLMI31.1. DRILL Be ilk
Warm up hook containing e\vrcises technical stitches and rhythm dnlls
fr 1111,. size gn )up

ralarniati PHINCIPLLS OF VIOLIN PLAIING Prentice liii
A treatise for vkilin teachers dealing with thc techniqucs that must he
handled bk. young string players Suggesthins on how to ))vercome
problems !elated to these techniques

feadington ( I IL ORCIILSTRA ANI) IS INSTRUMLNTS
1d1o, Head

Student gUlde to the instruments of thy modern symphony orchestra
Discussion of the conductor s role and informatron on the development
) if the gchvstra

lorfurth MUSIC FOR YOIING ORCHLSTRAS Carl Fischer
',der th ii (If c nyp )sitlun, by famous composers transcribed for

hestra All compositions arranged in keys favorable to thc string
plawrs ,ind all parts, with thk, emsvptum of the advanced viohn, remaln
ii tirst Thisiti))11 Wind and pyrcussurn parts are vothin the technical

()f the dverage young player

fin ,AN r( s I HAP/VARI 1115 HIT AND WORK (1644-1 737)

oishiered the !mist authontative document on the lify and work of
Antonio stradivan

11111 I I SYMPI-I()NY Pelicari Books
)isklisst.'N the impact ))f Baroque Classic al and Romantic composers

up in thy symph) imiv

11),(1,k1()tf mG11 AIM R WR YOUNG STRINGS ,Shawnee Press
(:),11ekthin (if pieces that may be used for sight reading

Isaa). OR( 111.5 IRA F( )(JO Belwm Mills
Vonet', f comprisithms for full orchestra Wind parts include 2 clarinets,
2 trumpets 2 french horns 1 trombone 1 tuba and tympani Difficulty
level hit' strings is quite moderate

Is)hn ( .0:V R r I IALL
A number of original compositkins written for full orchestra Violin parts
generally remain u) first position Wind parts allow lonior se«mdary
\A Ind plok.ers to perform the «Impositions Srime interestmg rhythmical
pn)blynis but nut (rverwhelmingly difficult

Isda( (+her OR( ill STRA KLI-ILARSAL FLINDAAILNTALS
Belwin Nfilk

suitable reheais)d hui ointaming scales chords. arpeggios ( hurdles
( and rhythm for developing (nchestral

mush lansfdp

Lawless lame, PRI LI1IN,110 DIMLN IS I I II W TIM OW
I3O( )t< men) )) Mush

)esigt f,ir
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Matesky PLAYING AM) TEACHING STP!NGED INSTRUMENTS.
VOLS I. II & III Prentice Hall

For instrumental teachers who are not specifically string players
Instruction on how to play the viohn, viola, cello and double-bass, and
mastering fundamental techniques related to bowing, fingering, tone
quality, 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 I. II. Ill. & IV Alfred Music

A senes providing a systematic approach to the teaching of string
classes For instrumentalistc ,.vho are not specifically stnng players

Norton THE ART OF STRING QUARTET PLAYING
Simon and Schuster

Deals with technical and interpretive problems foi the player of string
quartets

Preston DIRECT APPROACH TO HIGHER POSITIONS Belwin-Mills
Studies and' pieces, in first, second and third posit= Instrumentation
includes violin, viola, cello, bass, piano accompAr,iment and score

Wharram THEORY FOR BEGINNERS Fredrick Harns Music
Excellent theory reference text for beginners

166



Teacher References Books
Guitar
Ku. /ITAR ( 'LASS MI HI( )I) Mel B.K.

Chord struMtning fuiget styles with chords, note teadnig Ith flat pu
and tablature A good leference

Bell. te. ILLUS IRA I ED HISTORY 01 11 GUITAR Franco Columb..
Examnies in detail the stages the forerunners of the .lassit al guitar
passeoi through before the instrument we 'Know todae

Car. assi A CLASSICAL GUI TAR MITHOD Rev ed Carl hi,chei
Music theory cla,sical guitar techniques, some u.eful solo pieces and
studies fur guitar

Evan, GUI TARS FROM RENAISSANCE T() RO('K Paddington Press
Authontave refer.'11( ! on all types of guitar guitar p'ayers and guitat
on,trim tion

( innifeld if AR I" .ANI) MILS OF THE GUITAR Macnullan 19o9
The tustote f guitat and guitarists with an emphasis on the classical
guitar

Ides Sz Leavitt THE BERKLEL GUI I AR ENSEMBLE SERIES Betide.'
Pres,

Outlines several ensemble pieces graded fnim I to VI in difficulty
Kamimoto COMPLETE GUITAR REPAIR Oak Publications

Set up mainkmance repair and constructuni of the acoustic and electnc
guitar

Leavitt A MODERN METHOD FOR GUITAR, 2 pots Berkke Press
Fingering patterns for scales and chords with studies and pieces in iazz
stele that may assist the Intermediate to advanced student in learning
hmul techniques

hmul 11/11. 1 EONARD GUITAR METHOD. :3 vols Hal Leonard
Mator topics note reading, chords including bar chords, 'rut-ming and
finger styles with chords, some positron placing exercise,

Seg(ivta ed D/A TONIC MAJOR AND MINOR SCALES Cc dunibm
Music

Mator and minor scales to 2 or 3 octaves with recommendeki fingenng,
Shearer Aaron BAS/( ELEMENTS OF MUSI(' II IL( )RV FOR THE'
(;Ull Beik.kin Milk

A good reference emphasymg music theory applft<ible guitat playing
Shearer Aar at ( TASSIL AL GUITAR I CHNIQUI 3 c()I.
Belwin Milk

Topic s ilk WC in )1c reading and basic theory MIA I hash. tO, hiliglIt's
cla.sical guitar playing Excellent refcrenk t's
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Shearer. Aaron GUITAR NOTE SPELLER Belwin-Mills
A good instructional aid in note reading for beginning guitar students

Snyder BASIC INSTRUCTOR GUITAR 3 vols Charles Hansen Music
and Books

Chord playing with'strums and finger styles, note reading, basic theory,
some classical guitar techniques and the use of flat pick

I
e
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Learning Outcomes and
Content for Music Composition
By the end of Music Composition 12 the student should have facility in these
Learning Outcomes

Learning Outcomes

HARMONY
The student should be able to
understand the symbols and
technical terms of harmony and
display competency in their
application

COUNTERPOINT
The student should be able to
understand the technical terms of
traditional counterpoint and
display competency in their
application to the voices and
instruments

FORM
The student should be able to
demonstrate interpret and
understand musical structures

ORCHESTRATION
The student ,,hould be able to
demonstrate the wntten range of
all voicings in choral music, band
and stnngs

The student should be able to
wnk, simple onginal
arrangements for voices and
instruments

Content

tnads and inversions
dominant seventh and inversions
secondary dominants
modulations
denvations of V7 V, Vli

fifth species three-part
counterpomt and its application in
creating music

rondo
madngal
motet
prelude
fugue
canon
theme and vanations
sonata allegro
sw _
symphony
opera

ranges of all instruments and
voices
transposition
doubling techniques
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Learning Outcomes

CONDUCTING
-I he student should be abk, to
understand conducting patterns in
various tempi and styles for
choral music, band and strings

EAR FRAINING SIGHT
HLADING
Pie student should be able to
(ienumstrate skills in ear training
sight readIng alid aural dictation

WAVE FORMS
Die student should be able to

ii itcrpret and analyze Wave forms
in composition

COMPOSITION
1 he student should be able to
understand and apply technical
terms onginal compositions
using musical forms

I F, tudent should (reate short
,,nginal %corks fcit voices and or

174

Content

simple, compound and irregular
metres

conducting ensemble or sectional
rehearsals through score reading
and stylistic interpretation

melodic and harmonic intervals
melodic and harmonic chords
sight reading vocally and
instrumentally
rhythmic, melodic and harmonic
dictation
timbrei spectrum
loudness intensity
pitch, frequency
rhythm
traditional form
attack, plateau, decay

sine
sawtooth
square (rectangular)
pulse
while noise (pink)

organic growth
var:ous tape solos
various tape combinations
multi-media piece using student
art and literature
statement
repetition
contrast
phrases (4. 8, It) bars. etc )
binary tertiary
round canon rondo
ballad
prelude fugue
theme and vanatums
suite
sonata allegro
free form



Learning Outcomes

MUSIQUE CONCRETE
The student should be able to
demonstrate, interpret and
understand the organic structure
of Musique Concrete
c, imposition

SCORING AND NOTATION
-The student should be able to
demonstrate, interpret and
understand the elements of
Twentieth Century scoring and
notation

f IISTORY
I he student should be able to
listen to analyze. interpret,
discuss and perform selected
works by representative
( omposers in Western
Civilization

Content

sound bank
speed alteration
retrograde
mixing
splicing

treble clef
bass clef
instrumental
vocal
colour code
symbol drawings
print-out and graphic charts

Early Greece
Early Italy
Medieval
Renaissance
Baroque
Classical
Romantic
Chromaticism
Impressionism
Twentieth Century Contemporary
(Babbitt, Beatles, Berg, Beno.
Boulez. Cage, Carlos. Dallapiccola,
Leedy. Liget, Mathews.
Mimaroglu. Moody Blues. Pink
Floyd, Riley. Schafer.
Schoenberg, Stockhausen,
Subotnick, Tomita, Truax,
(Jssachevsky. Varese. Webern)
Twentieth Century Traditional
(Bartok, Bntten Copland,
Cowell, Hindemith. Honegger,
Ives. Penderecki, Prokofiev,
Shostakovich. Stravinsky)

I i .I
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Intermediate Level
Emphasizing Traditional
Techniques Sample Outline
UNIT 1
Purpose To introduce the music of early Greece and Italy

To review the bask. skills of theory and ear training

UNIT 2
Purpose To introduce Gregorian Chant and Plainsong

lo review all modes arid scales using ear training and theoretical
skills

UNIT 3
Purpose lo introduce the music of representative Medieval composers

review all intervals arid triads using ear training and sight
singing skills

"Io review and practise ear training skills

UNI I 4
Purpose To introduce the music of representative early Renaissance

orlip )sers

I o introduce binary and tertiary form

UNIT r)
Purpose To introduce the music of representative middle and late

Renaissance composers

lo introduce Palestrma counterpoint

I u review and practise ear training skills

UNIT o
Purp)se I mtn glut e the music of representative Baroque composers

introdik e traditional harmony

(INI I 7

Purp,)se I mtroduie the music of representative Classical composers

introcIu«, forms of sonata allegro and symphony

I() review arid practise ear training skills

Util I
I 'tirp s I () introdut & the musk of representative Romantic composers

Fo introduce the form of opera

1 .;
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Intermediate Level
Emphasizing Traditional
Techniques Sample Unit 1
I Refer tn ,,w/iple Outhrie (hitt 1 p 1 7h)

Purpose
I,) intindtk e thc musk of catIc. Greece and !talk:

14) RA. It'll the bask skilk 4 it thcorc. atki car training

Materials
I ape re«adct

L,lide prole( tot

4 ad player

Suggested References
I fistor t, of Music In Sourid Ancient orki Onentul RCA Victor L.M0057

But Inlet Musical Instruments Through the Ages Batchworth 1%1

L,endt1A Music iri the iocial (Ind Religunis Life of Antiquitt: Fait logh
I >k kuisnn 1r74

Pi wtrc, related to early (;reck and Itahan Music as in Dover, P
P, wtrv Ari Antholoqt; for High Schools c y , Keats Ode To A tit-cc-Ian Urn
1hinct s Odcus Washed On The Shore

Strategies
I LIligqc,t that students imagine that thev arc travelling in d time capsule

1),k k t) the time of Neanderthal Man F lave them describe what thcv
think the first musical instruments used bv man would look hke and whc.

2 li,ing vp.,ual iids c \plain and diagram musk al ( 4 )ntepts of calk (heck C

; .Ask students llhat instruments thc ()locks used and lk.hv

1 \A, ith visual aids 0 \)lain and diagrwn musical ( ( mk epts of cadv !talc'

; lI,'Ilat instruments did the RI /MOH, use ond whc.) Ryse this question I(
lents and (is( uss

dn,1 sh, At ph, 4, giaphs nt insttlittlents ()f (neck C Ond halt

( sliii./ !ilk. ( jreck tetra( lk a(l s( ale review liat()Clu ( HI uffidtlk dt HI
enh,u mnnk I hs( uss (;rcck nk,1c,

,-, L,in4linq . a )lamiki e\amples on the plink) Iliwt: students 1Aritc the tnusk al
,ik tatinn
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Assignment
1 t i k 1 1 t, t . III, ,, , 1 11,1 .t k 1,1( I hk" 0 k. '' 'h 1 I i 's

( 1!1 'Ir 1: 1' i 1. 1 I k.

1 ,

i I It 1 It 'tilk
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Intermediate Level
Emphasizing Traditional
Techniques Sample Unit 2
t Refer to Sample Out lint, thut L.' 1) 17(U

Purpose
oriiduc e (Iregonan Chant and Plains(ing

I() review all rmides and scales usuig ear tralning and theoretical skills

Materials
Slide pr( tr

rapt.' reC()rder

( )rd plciV41

Suggested References
Gregorian Chant and Plainsong from Histon; of MUSIC In Sound. Ancient and
Onentul RCA Victor I__M6057

Janson KetLMonuments ot the thstorv of Art Prentice-Hall e g Medieval
Italian cathedrals

Strategies
I Begin by reviewing Sample Unit I assignment

2 Show slides of early cathedrals

Next Gregorian Chant could be sung and discussed

(Istria Gregorian Chant discus, nionotic. parallel, free and melismatic
aganum

Playing examples (if Gregorian Chant, have students write music
II( tali( in

h In( dU. y free three part organum e g Leorunus and Perotmius

; ()sing ,)rganum reVieW all eccleslastical modes and discuss differences in
relatir in to Greek modes

examples (if Greek mode, and have students write music dictation

An ninodu( non ( 4 the Ma','1 using G Machaut as WI exampk, could
foll()IA

'lav evonples tr()!11 a MaY- and have students tvrite tnu,,ic dictation

Assignment
Ask students to bring matenak to class that show a representative Medieval
paint,ng sculpture, building and poem
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Senior Level Emphasizing
Traditional Techniques
Sample'Outline
UN!! I

PLOP 'SC I 1 Hitt( )(lin k' musk reph.sentotRe « min( )sets ,)t the
1 )(Hie, oph, MI( `It 11( )4 )1

nor, the to( hnique tkkelve tone kkrIting ( 4)Ini)()Sith)i)

(JI 1 2
['limos, , Introdu, tlitee put ond f, )ur port (4 amterp( int

Int!, )(hi( fifth ',pet les tk,) port and thr,',, part Counterpoint
an, )k. And hel o\A. o ontus I mus

l.".\ I 1

1,, II if I H jUt t flU Hiulotton

lion lAtl'USII al If tlie inunont sevcTith and
se( ontion. se,enth olterations

(INI 1 4
Purr), p,t. o titri )(tut !MN( (4 csentativc ( omp)sers of the School

, Senolisin

1 ) intr, du( e. the 1(.(..hnique serialistic ,...riting in composition

(1til
Purr), 'se nor, Alm I, the taped musk of representative «)mposers of the

`-1( h()(11 (If Heitronic Mlls1(

Till >duce Musique ('oncrete tt.q hniques 1 tape MCI nIPUIdtiOn
itt IHNLit'S) and electrically generated sounds into compositions

()NI I I)

Purp, Ise 1 t, odu( OW taped musk ()1 ropy esentotme ( ornposers of the
,o1 , il ( miputer Music

I he« arle fatnilior kvith Computer Centre le q visit Sirrion
f rose!' t ;r1NtIsItt. Computer ('entre)

INI I 7

,se I o !ritr 111(1 1111 uss the Ililisk it tcpwscntatIvc
'A*.ntIctil Contun, troditionol «mnposers

INI 1

)11/ p, ,se I , .11 'ilk ( (1(1(1w tinq ft.( usuhi ontem)orark.
,res

1 'eJe. ill lye% lotislk. learned «)ndui ting te, hniques
ossi,Ininq stii.i("its to , 4,11,11h I all In the s(
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UNIT 9
Purpose To introduce advanced rhythmic techniques using the music of a

major Twentieth Century percussion composer

To review all previously learned rhythmic dictation techniques
using contemporary scores

UNIT 10
Purpose To introduce advanced form and orchestration techniques using

contemporary scores

To review compositton techniques using onginal student
compositions
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Senior Level Emphasizing
Traditional Techniques
Sample Ur). 1
I Neter to Sample Outline iirut I p 181)

Purpose
nitro, lin 4' the Musk represntative compose! \ of the Dodecaphonic

S( h,

itrotIche the techniques of tV. VIVA' t( 41142 composition

Materials
!ape 142«,rde

Suggested References
Sch()enbeig ( 'on/ erto tor kit( ihri and Orche\tra

Bt'ij Wbaeck

Wchern ;semphorn, Op 21

D(Klecaph, }Inc Pre( is (_lee sampk. p 202.)

Strategies
1 It is sugyestid that the class listen to rec( rded se: nom; of Dodecaphonic

musk k' g !schoenberg s COIU'ert() for Violin and Orchestra, Berg's
k arid Webem's Symphony Op 2 1

Disfuss n()ticeabl.2 differei,ces hi the composers styles despite the fact
that all use the sawe twelve-tone principles

E'splam and diagram ongmal. retrograde. inversii in and
rem )gradeariversicni techniques

1 \plain anci diagram a multi voice twelve-tone writing by arranging an

111 andn n.. kertic ally in c hord structures or

go simultaneousk

Assignments
1 Cortiv>se a twelve tone melody for one instalment ( y,n\--_eIjusing . =J im and

anpnboc a nAelvo tone- composition for bra.cs wo,dwind or y,>cal
ci mble using vertical md horwontal techni lues

Play student compositions in class

go
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Senior Level Emphasizing
Traditional Techniques
Sample Unit 2
(Refer to Sample Outline Unit 2. p 181)

Purpose
io introduce three-part and four-part counkvoint

To review fifth species two-part and three-part counterpoint above and
0421.)w; a given cantus firmus

Materials
I ape Recorder

Suggested References
Barber Adagio for Stnngs

Counterpoint (See sample, pp 199-201)

Piston Counterpoint Norton

Strategies
it is suggested that Sample Unit 1 he reviewed

2 Using Samuel Barber's Adagio for Stnngs, as a recorded version of
Counterpoint

i Disc uss techniques used to create powerful climax

4 Play the recorded selection again and have students write the
«ainterpoint

rhe teacher should lead k I discussion of the species techniques used by
the i omposer

F(Alov,,' up by reviewing fifth species two-part and three-part conterpomt
above and below a given cantus firmus

Assignment
Compose a pie«, for brass. kk(,odwind or choral ensemble usinq
three part and (a four part species counterpoint

2 flak, the student mnipositiun



Intermediate Level
Emphasizing Contemporary
Techniques Sample Outline
1 'NH 1

13111 pf 1 , int!, Willi N1t1I4111C ( /11( 11.'14 14d( 11111(111k',

1 0 0 111tH 11th 4 1)41,14 1()1)4' !14«

\ 1 1

PIP!). 1, 1110 00 lii II ii 11,111i. .11)01 0.11)I.1,4

1,, :.1''.1. M11110' (-101( 1414.' 10( 11111(1114.,

10, 1,1110 )0;u( !h.' 1)14'1111

\ 1 1 ;

1 Intl, H ii (4 l alphabet tcl

I. ,k'. i." \11.1,140.14' ('( 014 ll'k4 to, l)nique, u,Ing ,ultoblo Imm n(1114,

t' 1)4'11 I l'ictrhi 1,, lowcs 1, it.c

\I I 1

P1111)' 1' , 1'111, ,011k 4' 404 ilk 4'14'in1nt, ttili -,1111,11-114: ,k4144(.114

1 !, I )17 tilt' AI( )( )II)

01411It' It l'o1 lill1(01

11N11

Pm!), ,,, 1,, 11,114 441111 t4 1144 1111,k4t1 Mily and ,o_ntablc
flu t' ,(° 1 1 1,11:11 Rt'11111('M d11(1 Lill/locum)

( 0
1)Wiji 14 !Mho 441114 4 tli. t4)1111 (4 11111111 111041 011(1 1114: k'(11111(111e, )1

1)1 1114 1114/ '410. Ill 47111 >Lint k using suitable ,(lectryns tc g
Pf 4t 'Int' I /0 17(4711(W)

t\1 1 ,

1 )111), 0,4' 10, 111110,11114 4' 1114' 1,4111 111 1 (1111011(1

10, ,111, 041111 11'0 1111111114', If 1'14'( 111( (11 ( (111111 11111!_l ,1111(11)14'
,0141 il TH 40 11,0(.0,1\ ['Pr/1( dqllt.' (11111 Al('I
,`411 r,'4 4 1 .C11111111( )

1 I) it) i. ° 0 )1

1, , 14"0.1. 01)

I o141( k.

001111 (101(4. 111

(111/11(11/C1 14'4 11111(1114, 4 4_3 BCH.

Vi dhlhiclrk: 41 ,1( 4.(1,11( 44( 0104ik.
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UNI I 9
Purpose Fo compare and contrast 'Classicism.' with "Romanticism- (e g ,

PendereckCs 1mm Memv)ri, and Schafer's Threnock)

UNIT It
Purpse To compare and contrast keyboard recordings le g , Rick

Wakeman's Six Knues of King Henry VIII and Riley's Rainbow in
Curved Air/

ro review all previous listening examples identifying title,
composer, date and content
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Intermediate Level
Emphasizing Contemporary
Techniques Sample Unit 1
(Refer t() Sar 7ipie ()name tjrut 1 p

Purpose
10 introduce Musique Con( tete techniques

introdu«' bask tape rec)tding techniques

Materials
3 half track stk!reo tape rCk:Cniers and one microphone
Ho I irth pldccr

Suggested References
Beatli.,s Strawberry Fields Forever from Sgt Pepper's Lonely I k'arts Club
Band

Beatles (yk K1 -Morning, Gock.1 Morning' from Magical Mown; Tour

Beatles Sound Track frC nn Yellow Submanne

Strategies
1 Intri,ducc tape Ma nlpulatiun techniques e g ID retrograde Beatles'

Strawberry Fidds Forever- mixing "Good Morning, Good Morning'',
speed alteratum and splicing "Yellow Submarine

Ask students to name current pie( es that use tape manipulation
icc hniques Disc us,

Ask students to find one original sound source in the immediate area
4 fie( ord student sound sources and manipulate them using 112 mixing

inq and speed alteration

origami mixing . rea(i Musique Concrete (See pp 196-197)
Ind ask students to write their own comprehensive list of orclank- sounds
Discuss

Assignment
1 Ask students to bring to class theti own examples Musique Concrete

using tape manipulatkm techniques

Visit a re« ading studio as a class I or example Little Mountain Remrding
studii ) '21)1 West Seventh Avenue,,Vaik ouver B C

9
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Inteanediate Level
Emphasizing Contemporary
Techniques Sample Unit 2
I i?r t( S (halltie I Init 2 p 1S.-))

Purpose
111f1, fl( `Mtin,l, kink ,ind ain(I1t dn0 t0(

Musique ( onctote t hniques

Intio11.1( e the )teluIle

Materials
;id MAL ei

Strategies
`v1111pk Unit 1 lk.Uuld d good boill1111111

Ne\t the prelude I ouhl Hitt( full 12d using Munatoglu s Pt eluile for
litihhet Bain', (11 dn \dtnnie

; Ask students to dh,( uss the (officio and fonn of the plekide

Inttodui lell1d1111111A pi-Chides

Ask students to minpate the umtent and struoute of the tetniuning
pieludes

IC( 11111d11C, lIse(1 the ( ( Add he 1INClissed

Ask sRldellIs flec lki);11d Wel ate le( ( ding equipment to cll. hk've
,11111101 le( 11111(111es

I itt Itu 0 1( aind hdnk Ond it, OPPIk.dt1((n to composition

sounds( ape tei hniques as on eI oloqi«11 «mtlol ov(Jl
,n out p.iiks

Assignments
1 1.k rite a list of all sounds (ou heat )101 d fllouttv lout IP al) pe11( ,1

,1f01/WI/C tI1C s1 /111111s (111d 01111 /1111d bdIlk kt
duniig the ( otlise

( ; mipose tIt elude Musittue Cori( tete s( )1111(1 uf /1.11 111111 ' t
.II1 ft 1111 111(1111p1.11,011 /11 fel 11111tilles HI file fdpe le( Utdel

; Vi,if it Iet )1(1 plesslf111 1 umpdtIL ,is a class For Inipenal Records
( (iv) 8S4o) "-,fleef Vd11( /Mel-
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Special Group Assignment
iaA mnall gr()up ch(m)sk, an Isulatt'd pal k volditto tkrtwit, anti t 0.1)1d thc

1),ItI1 c si uvcr (lays Wccl.,, Plavkikk thc st.h(H)1
A >%stclil fIctAvvil 1(1111'.1

1 8)

-1



Senior Level Emphasizing
Contemporary Techniques
Sample Outline
UNII
Purr), )se To introduce aur(1l and Visual art thr()ugh the works of

repiesentative artists ie q Mathews I 11.1d \ (I nd McLaren)

I() teview the musical elements suk h as timbre spectrum etc
q ,Sorm Landscapes "\)() 3)

1NI I

Purpose I() intro:ILI( c' the niusi«Ind philosophv (John (:eige

II) n'yiew Auditorc LINA k; using representative music 011d (ut

UNI I i
l'urp()sc I o introduce niathernati( al notati()n q Stoc khausen s

Alottwrite)

rovto.k. kAcritIctli Centurv scoring and notation

(IN I 4

PerpoC I () HUN the tdped ,11til.",1/cd MUSIC of representatme serialist
« miposet le q I )(ividovskI,' Babbitt)

I() review toped synthcsired music ie Gobina (1n(1 I Awning)

)NI -)

PlItpr,c ,) Intl( )(Alt c thk' film St lit tj McLuien s Opus)

1JN11

Pulp, )se Ic ) introdut recording .(4 hiliques (of Band Strings, Chola' Music
and Hock ensembles

I () reviecc all recording cquipinc,rit

I 7

Pulp ,se li) intIodui P odvonced klossical form bv assigning on (inginal tope
( (min( ('.1 ti ii H( )11(0(1 ollegn) tugile)

h levi taped scrithesized ii,il te. hniques lornita
St,(winskv; Moussoi,iskk

s
['um, p-c () Intl( du( taped suithesized NIt k ( wet i c g kit IA chbel s

Icsus Iinst ,Superstat I lic lk/h() s h PP!PPI nul RILL Wakeman s
lotanci. to /he Lorth)

It

Puzpose 1(1 ( Tp'(itt ill enclionment iii the hool to present on ongmol
multi media Ill(1111( !NW,

I III
Nip( )se II pres nt 1 ( ont eit and or ret 11,11 using origlikil yo)rks

incrribeis ()I tilt' ttlihu



Senior Level Emphasizing
Contemporary Techniques
Sample Unit 1
,k,otcr vtip (', iIp I on))

Purpose
I tr It 1 ! %.1-01,11 ,1)) thi th t Icy)r tT)t,rtik uTtpst.,
0 1 )11 r), 11.'11)

1,, 1,1.1,",k. 111,' 11111,1, 01,11,111, 1111, ',lit 11 or" 111111,1,1 `,1)0(1111111 Ott I 'Pio\
oil, I 1r,,isl vcs

Materials
lApc )1,14 ))

Suggested References
1,1, V lrth Kr 4 IiirrIt I fro itt 11', ,\Irisu fro)m s

1)4,, ) I )1

IR Ito 011 ill', OWN( (IV ( /triptItt:/ 1\lt4/(
.11111. L,MLiqt) ;

0)), I :,;(, I 1r)z,)r)toi: I nt'S PI.M(' 111m

Strategies
1 1 11h1i,141 to 11,1,11 ,1111,1( hoin 1 11o111 to1( 1111R .11 p()111t tot VIt",l

11010 Hillo ' pr, 1,,Li\,ltio )11 to'o hnigtionl 1):1,1\ th)2 >tuiictot 1tylit ()ft
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9 Compare and contrast musical and visual elements (e g Soichrorm 1

Assignment
1 Read "Auditory Literacy and prepare a written vocabulary list

2 Visit a Communicanons ('entre (e y Simon Fraser University)



Senior Level Emphasizing
Contemporary Techniques
Sample Unit 2

r. I HP'

Purpose

.1.11q IR '

Materials
,

Suggested References
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Strategies

( n4 )11) I ii.. i)t)( 11\

k. ( 01-11lt p 1 1 tl MI 14 411P (

" tL), )P!PtI int i Ph' 141 it /4 JP I, iP«1 1)1,011)
I

, Itt'1,1t WI!,

I, HI' tti, MO, I LIti,i,,111,1,1,1 s,k,s4'114,0
ILI 'It H 1),111

'101,111, ! '

Assignment

.1'1,14

:11t1-1, h. 11,11 ,1,,I 4 Ids,

!1,11,1,1

193



194

Special Group Assignment
Have a small group compose and perform an original multi-media piece
usIng a large area of the school Use original student art. poetry. prose, visual
and hghting effects Use suitable muln-media recordings as reference ( e g .

Varese s Poeme Electronique)

i,



Music Composidon
Additional Resources
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The cymbal is also heard in retrograde later in the song Instead of the
cymbal sounding -swish swish- it sounds lisiws hsiws-. Can you hear
where it occurs in the Fong? What other songs on this recording use
retrograde techniques')

Reverb & Glissando

Reverb was an early tape recorder effect achieved in the first music 15bs. 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 is achieved simply by pressing the fast-forward or fast-back button
while the playback head is engaged onto taped sound. This creates a
glissando that nses in pitch To create a ghssando that falls in pitch, record
the former and play it 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 sphcing 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' 2 inches per second. 314 i p s or 17ii i.p s

Now talw the class tape and splice 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 marvi different sounds using three tape recorders. Two
tape recorders with difforent sounds were mixed (or fed) into the third tape
recorder Today one complex tape recorder is capable of recording sound on
sound (super-imposing ,ound after sound onto the same piece of tape)

Sound Bank

A composer may go to a Sound Bank and obtain any sound imaginable
These sounds are catalogued as books are in a library, except that the
sounds are on tape The sounds used in the Beatles' "Good Mornmg- were
obtained from a Sound Bank The animals were not recorded live in the
studio with the Beatles The taped animal sounds were mixed into the song
tape If you haw 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
kvek

4.
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Class fivjects
1 Make an ongmal sound tape using Musique Concrete alteration

techniques (sound material of your choice) for a play that the Drama
Class may wish to produce

2 Make an ongmal sound tape to accompany an original poem, story or
play written in English class

3 Make an original sound track on tape for a student's film (Ask the Art
teacher about Norman Mac Laren's brochure on Hand-Drawn fdm,
National Film Board Office, and make your own film I

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 fiim can be divided 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 SO",
Revival = 20"; Drunk 30",
Barrels. Cop - 100, Murder 20' Men to Sea 90"
Total Duration 14 50"

The matenal included on pp 1% 197 inclusive is reproduced with the pernussion of The Mar milin
Company of Canada Limiter' from Sur THIs IS MUSIC FOR TODAY 7 Canadian Edition
Photocopying or reproducing mechanically in any other %gal) this passdge, without the' written consent of
the publisher is an infringement of the copyright law
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S6mple Counterpoint Précis
The following data has been compiled to assist in teaching the counterpoint
learning outcomes previously outlined

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 3 5 6 8)

2 Begin and end with a perfect consonant (8 5 and so on) If the
counterpoint hes in the lower part (below the cantus firmus) only 1 or 8
may be used at the beginning and end (otherwise it changes the mode)

3 Unisons (1) may occur only on the first and Iast 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)

b The counterpoint and the cantus firmus must not move in thirds and
sixths in parallel for too long a time, since the independence of the
counterpoint is destroyed

7 Caution must be exercised with regard to allowing both parts to skip in
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 is contrary motion (opposite directions)

Second Species half note melodies are written above and below the
cantus firmus (Bar lines may be used 1

it is permissible to begin with an up-beat. however, the
firct tone must be the tonic or fifth of the mode

the last bar must end with all whole notes

the repetition of a tone is now forbidden in second and all
remaining species

1 The ARSIS (the accented portion or the measure) may have only
consonance (3 5 6 8 10)

2 The THESIS (the unaccented portion of the measure) may have either
consonance or dissonance (If using dissonance. one must move bv step
or fill in interval leaps by step)

3 The unison on the strong accent is 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

-
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4 Accented 5 and S must be used carefully and never m parallel

Third Species four quarter notes are written above and below the cantus
firmus

it is 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 counterpoint

two or more successive skips in the same direction are not
permitted

a descending 3 may be followed by an ascending 3 4 5 6 8,
if filled back in again

avoid sequences (like continuing ascending or descending
thirds)

never skip from the THESIS (unaccented beat) unless you
are writing 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

3 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 is not allowed on the
first quarter of the measure but may be used freely on the remaining
beats

rJ Accented fifths and octaves are not permitted on successive accented
quarters. but must be four quarter notes apart

Fourth Species tied half notes

dissonances may 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

it must then be taken stepwise downward to a
consonant on the thesis

1 Dissonances may be resolved only to imperfect consonances (3 6 10)

2 Counterpoint 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. occasionally it is necessary to put a consonance on the ARSIS

4 If a syncopated consonance occurs on the strong accent (ARSIS). it is
permissible to take a passing dissonance on the following weak beat



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 It is permissible 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 is 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 is free for breves, wholes. halfs. quarters or eighths
1 It is 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

3 Only dot half-notes

4 It is 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 )

Skips up to an octave are allowed from consonances (except
cambiata)

6 It is best if quarter-notes move up to an accented half-note rather than
an unaccented half-note

7 The maximum number of quarter notes used consecutively is 9 e
Palestnna's Mass "Missa sine titulo-

Do not use two quarter-notes (isolated 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 is tied over from a preceding half-note

9
iJr%o 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)

1 . 1-4
jir

;
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t

1

I I) t l 7
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(descending leap of a third from a dissonance on the THESIS)

Cadence formations
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Sample Dodecaphonic Précis
(The 12 tone technique)

The following data have been compiled to assist in teaching the
dodecaphonic learning outcomes previously outlined

Onginal Retrograde

-

inversion

-

Cla n net

Andante

-

-

_

-

Retrograde Inversion

-

-

-

The basic row or senes is carefully plotted in order to provide effective
melodic and harmonic material for a composition When it is 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 trills. tremolos or pedal figures)

3 EACH OF THE FOUR ROWS MAY BE TRANSPOSED AT ANY
INTERVAL
(The original 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 divided between the
voices, or separate rows may be used. simultaneously

When composing for mulh-voice wnting. one row may be arranged
wrtically. in chord structures. or separate rows may be used.
simultaneously

I 4



Teacher Reference Books
Music Composition
Apel. W THE NOTATION OF POLYPH()NIC MUSIC 900 :600
Medieval Academy of America

An authority on Medieval and Renaissance notation Excellent examples
fnrm original scores in black. white and red notation index and
transcnptions in the appendix

Buchner A MUSICAL INSTRUMENTh THROUGH THE. AGES
Batchworth

Excellent survey of musical instruments from primitive to traditional
Fully illustrated with photo Rproductions Examples of Medieval and
Renaissance consorts

Burkhart ANTFIOLOGI FOR MUSICAL ANAL1SIS Holt. Rinehart and
Winston

lkell chosen score examples from Henry P ircell to Milton Babbitt
I:idexes enable teachers of harmony. ear-training. counterpoint and
form analysis to find exarnpk's of specific items for classroom
presentation and assignments

Cage SII.I.N('E MIT Press
A senes of lectures and articles delivered and published dunng the past
three (lecades A must- for composers Includes articles from 'The
Future of Music Credo- to -Music Lovers. held Companion

Cordeck SCRATCH MUSIC MIT Press
Was ft k composers mdudmg early outline', and later nr les tn 1001
activities Appencin, contains four compositions al( mg with provocative
visuak

Grp., N1:14/ DIRECTIONS IN MUSIC Wm C Bn
A slily y including thoughts on beginnings. sound IlicV5s. instrument
cxploratron. electn rim music multimedia. improvisation incleteiminacv.
antimusic and return Well organized glossary and appendix with score
examples

Cross A BIBLIOGRAPHY OF ELLC IRONIC NUNIC Toronto
UniversA of Toronto Pres.s

Bib fir rgraphy of Electronic Mush- for those llitere,.ted in composing mush
Iii o contemporary manner

Cn kyhurst 's OF TAPE RECORDING H Al cifli W
B(rblis Memel

Intn (dui tion to the tape rewider luding understanding c hoosing
using, simple things t( ) prac tical uses and advam-ed uses for tape
re«)rdet,

Al,hur.,t I If I RONI( MISI('Al. INS! WWI NTS Fab Boolss
f tronks and r1111.0( amplification of traditional instruments. clect1( )T)I(

m..difiers fulh, 'l' tronic instruments, amplifiers and speaker systems
,k.nthesizers troubleshooting. philosophy of electronic musk-
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Da Ihn I WI S IttINIu of (4 N
('( )Pu( )siTioN WIll C Blown, 1 qT;7

otganized analysis ot to. hniques and matenals whited to 20th
Ccntury oies 1 \ercises fot student compose!,

Delp 1.1.I:(TRONI( MISR' HU. 5V,V1111.5r/1 I? 1 ampa HotkIa
AM Pub

Introduc lion to synthesize!" and then wmpl moot pail, bulk in ihc

)'t nu I XII RIM VIAL Alt ISR' iN 5(1 fOOI.5 London ( )'f U d
(Inivorsitk Ptoss

riwnaigh survo, of \peumentai musk in hools including "mit.'
C\CCipts

Deutsch SINT/11.515 Alfrcd Publishers, 1 97n

Introductk in to today s musical vocahularv. thc history of electronic
musk the tape le« ;Icier as a musical institiment the elec mink synthesis

sound and a disc usskm of synthesizers and studio cc( Uk Inciudes
rc«

I )'V I HA-IRONIC /MISR' A ('OMPRI I NSIVI

I fANOBOOK Vernon, Ct 1.1ectronic Music Labotatones P)77
Clever graphics Vibes-sound and acoustics. tape recorder husbandry
creative tdpewn-k, synthesizer husbandry. how to score putting it all
together, patc hes and sone sheets

), E. I RI AN AN 11 IOLOGI H )1? I IR;II S(1100I 5 1 i)4lt

what! and Winstim, 1964
Suitable poetry anthology for music Cunlp (sin) )I1 111dudes P4 )411(
`;urpliso, P4)0114. of -Fradinon ;Nature 1 funk iur, Poems of Struggle and
Pok 4 Includes many Canadian authots Inde\ed bv author title and
( all on.

haek F knit!! N: N1( )lIttgfl( I 10 Ki 1-0 MAKI Ltd.(' MOM('
151( 97-;

Proc tkal gui) 1e lot students 11)4 ludIng sound. bansform" M equipment
tequirements tecording \penmen!, collecting sounds tape

hniques, tape e\periments, acoustics synthesizer and c\periments,
prole( ts and technical information A discogiaphy from Vales.' to
lomita

hcver MAKING LIT(' IRONIC' MISR' A COURSI. FOR SCI1001.S
l'01.5 Kf(n-d University Press 1 972

liotoduction 104 ()i)1&'!Up( tan, musk composition to Imique , fot 110( )1

students

)wk.er 'OMPaSING WI II f I?! (URI)! R5 ().1(nd thilvo. silk:
1171

Introducton, student survo, Musique Con( rete foi young begnmets
opi( s IIR 11.1(11' AM, Number Can Phi, sounds (ialote Hist Step What

ore we diming at' some lVorkaday Matters sounds in spa( Planning
Complete C, (nip )sitions

I ih; /O( 0,5' I lkicstim lVolsh 1 97n

Intb;11tk m 1,4 Musklue Con( fete using the tape io
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Friend. Pearlman & Piggott LEARNING MUSIC WITH SYNTHESIZERS
Hal Leonard. 1974

A reference including the( n1 . electronic simnd synthesis, basic
operational features, timbre. melody. harmony. transposition in setting
up an electronic music studio

Hindemith TRADITION HARMONY BOOK 1 Schott
Survey of traditional harmony exorcisvs for students from basic theory
rudiments to chord alterations and modulations

Hindemith TRADITIONAL HARMONY BOOK 2 Schott
Exercises for composition students introducing forms fnnn canon to
orchestral suite and sonata Wntmg styles and harnumic material
correspcmd to Chapters 9-13 m TradaronaI Harmony Book I

Howe ELECTIVE MUSIC SYNTHESIS Norton. 1975
Includes acoustics and psycho-acoustics electronic music equipment
computers and electronic music

Howe FLECTRONIC MUSIC SYNTHESIS CONCIPTS. FACILITIES
TECHNIQUES New York Norton 1975

Advanced survey of electnmu. music synthesis for composers
.1aci)b ORCHESTRAL TECHNIQUE Oxhird

Manual for Students" covenng basic techmques Includes basic general
descnptum, written and playing range and -colrnir effects of each
instrument

'Janson H W KEY MONUMENTS OF lin: HISTORY OF RT
Prentice Hall 1960

A thonmgh visual reference all plates Survey fn nit prehish nic and
primitive art to Jackson Pollock

'Jenkins & Smith ELECTRONIC MUSIC A PRACM 'AL MANIIAL
David Charles 1970

Introduction to the basics of electronic music

Karkoschka NOTATION IN NEW MUSIC New York Praeger 1972
Score exampks and index of symbols found in scores from Schoenberg
to Boulez

Kuzmich A CREATIVE APPROACti TO AURAL PER('EPTION AND
MUSICAL SENSITIVITY Toronto Gordrm V Thompson 1971

An interesting omcept and stuck' for those interested in the reative
approach to music composition

Lang MUSIC IN WI STERN CIVILIZA-DON Norton
Thorough survey of music frinil ancient ( ;wet e t Impressu misin

Larkin DAL! London Pant Borcks, 1974
Excellent llectu n c,f representative paintings bk., Salya(for I )all
including Appantum of Face and Fruit Dish on a Beak h ( c )(HI «dour
reproduction printed in Italy

MANHATIAWILLE MUSIC CURRICULUM PROIEC I
SYNTHESIS New York Media Inc 1971

Emphasizes creating music thri rugh nit ivement. van, >us media and ft inns

2ii
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Paynter hEAR AND NOW London Universal Ed 1972
Survey of contemporart omposition techniques using basic lab
techniques

Paynter & Aston SOUND AND SILENCE Cambndge Cambndge
University Press 1970

A senes of thirty-six projects explonng sound from mystery, pictures.
silence. drama. movement, space and time. nature. shapes. melody.
words, modes, rows, heterophony. harmony, chords, tnads. passing
tones. secondary tnads, suspensions. night music and theatre piece Well
organized glossary, discography. index, photos and score excerpts

Piston COUNTERPOINT Norton
Complete survey of Palestnna counterpoint

Pist,m ORCHESTRATION Norton
Material n all instruments and problems in orchestration Score
examples from Bach to Schoenberg

Piston HARMONY Norton
Traditional harmony from introductory 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 Springer-Verlag. 1975

Music, physics and physchophysics as an interdisciplinary approach.
sound vibrations, 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 introduction to Twentieth Century music, the breakdown of
traditional tonality, new tonalities, atonality and twelve-tone music, the
avant-garde. arit;-Rationality and aleatory and new performed music
Index, painting and score examples

tschaffer CREATIVE MUSIC EDUCATION MacMillan, 1978
Ear cleaning, hook of noise. composer in the classroom. new
,,oundscape and when records sing

tic hw ,Irtz ELECTRONIC MUSIC A LISTENER'S GUIDE New York
197.i

General survek, on hu w. to listen to Electronic Music

1\,,Ir '11 ff. NI. W WORLD Of:1.1 ECTRONIC MUSIC Alfred Publishers.
ItY72

hitroduc non to sound, electronic generation of sound. recording of
sound classical tape recorder electronic music techniques, synthesizers
(iini their music voltage control sources, synthesrzer accessones.
inter« ginecting various synthesizer components, conclusion and index
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Self MAKE-. A NEW SOUND Universal Edition. 1976
Well put together survey Transcnption, the voice, music and art. music
and movement, music and numbers. group work and music of
Twentieth Century composers. electronic equipment to more new
sounds Many graphs. charts and score excerpts

Self NEW SOUNDS IN CLASS Universal Edition. 1976
Practical approach to the understanding and performing of
contemporary music in schools Well chosen score examples from
Schoenberg. Boulez. Penderecki and Berio, notahon of contemporary
scores practical details of class presentation, contemporary percussion
scores

Sendry. A MUSIC IN THE SOCIAL AlsID RELIGIOUS LIFE OF
ANTIQUITY Fatrleigh Dickinson. 1974

Outstanding plates including luthara, lyra. aulos, hydraulis and leucina
Over 150 illustrations 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 & Devme OMNIBUS PART I Prentice-Hall
Music scores from early Greece to Beethoven Index by composer and
title

Starr & Devine OMNIBUS PART II Prentice-Hall
Music scores from Romanticism to Impressionism Index by composer
and title

Stevens SOUND AND HEARING Time Life. 1%5
Waves in the ocean air, machinery of heanng. route to the brain. mind'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 modulation, frequency modulation. control-voltage sources.
gating. equalization and flirting, mixing. location modulation.
reverberation, echo and feedback. type recording miscellaneous
equipment. live electronic music, real time networks. bibliography and
index

Stuckenschmidt TWENTIETH CENTURY MUSIC McGraw-Hill, 1969
Survey of Romanticism and anti-romanticism, noise and timbre.
simultaneity. new means of organization, revisions and reversions, music
of commitment. folk-music and exotic music. technical sound-matenal.
mathematics for and against. years of experiment. consolidation
(Wagner through Beno I

Unlax I IANDBOOK FOR ACOUSTIC ECOLOGY Vancouver Aesthetic
Research Centre (P 0 Box :3044. Vancouver B C V6V 3X5), 1978

Exhaustive list of contemporary terms for electronic music study
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Trythall PRINCIPLES AND PRACTICE OF ELECTROW
MUSIC Grosset & Dunlap. 1973

Basic acoustics. ptinciples of electronics. electronic circuits. function and
operation of electronic music modules. procedures for electronic sound
synthesis. tape recording. tape editing and mixing, getting started. form
and notation in electronic music. brief history of electronic music.
glossary, text notes. selected bibliography and index

Weiland ELECTRONIC MUSIC MUSICAL ASPECTS OF THE
ELECTRONIC MEDIUM Inshtute of Sono logy, Utrecht State University.
1975

A thorough document including manual-controlled studio.
voltage-controlled studio. computer-controlled studio. computer studio.
multichannel technique. recording technique. notation. development of
electronic music. major world electronic music studios. presentation of
representative electronic music Available by writing to Institute of
Sono logy. Utrecht State University. Utrecht, The Netherlands

William ELECTRONIC MUSIC FOR YOUNG PEOPLE New York
Centre for Applied Research in Education. 1974

Reference for beginning composition students emphasizing
contemporary techniques

Specific Articles Reference
Swets & Zeit linger JOURNAL OF NEW MUSIC Research Vol 6. 1977

Refer to article entitled "Interface- W A S Buxton gives "A
Composer's Introduction to Computer Music The article includes
abstract. introduchon. 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 m Canada A thorough
study of synthesis systems. computer music and systems in Canada

NOTE Information on the abow may be obtained from the Simon Fraser
Communications Centre
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Teacher References
Scores and Tapes
ArrKEN. Robert Kebyar (1971) Flute, clarinet. trombone 2 cb .

perc. prepared tape

ANHA1T. Istavan Cento (1%7) 12 speakers, electronic tape

BAUER Robert Nondescnpt (1975. published 1976) Guitar.
prepared tape

S S L 1 17 (1971) FL cl. trh. prepared tape

Pond Vanat,ons (1974) Piano. prepared tape

Concerto for viola (1975) Vla . guitar. perc . piano.
plepared tape

BEECROFF Nt )rn ia Collage 76 (197()

Fror:, Orearns of Brass (19h3-4) Narrator, chorus,
orchest,;.'. electronics

BUCZYNSKI Walter Zeroing In (1971) Piano. voice. electronic tape

Zeroing In Zeroing Out (1977) Piano, prepared
tape

BURRIFT Lloyd Assassinations (1968) Orchestra, prepared tape

Cicada (1971) Orchestra. 2 prepared tapes

David (1977) Tenor. baritone, large chorus.
orchestra. tape

Electncal Soul (1%9) Dance for prepared tape

I loom Tongue (197(i) Orchestra. tape

Kockv Mourtain Grasshopper (1972)

C LEMENTS Peter .1 Cloud of Unknowing (1%7) 2 narrators. SATB.
tape recorder, horns. perc . strings

Suite Grotesque (1972) Orchestra. ape

COMA HARD ean Music t , Saint Ceceha (1%9) Oryan. strings.
electronic tape

I AWSON, Ted Co :erto Grosso I (1974)
(a) Quadrophonic tape
(b) Vla , bassoon, trb , perc . tape

FORI ) Cliffi a d Thorybopoioumenoi (1972)
Voice. (l . vla , tape

FRELE)MAN, Harry Graphic 1 (1971)
Orchestra, tape

Keewavdm (1972)
SSA. tape (optional)

209

21s,,-



HEALEY. Derek

'JAEGER. David

JOACHIM. Otto

KASEMETS. Udo

LONGTIN, Michel

LORRAIN, Denis

MATTON, Roger

MERCURE. Pkme

Lieber Robert (1974)
Piano, tape

Stinging (1971)
Treble recorder. cello, harpsichord. tape

Summer 72 Ontano op 44 (1975)
Organ. tape

Fancye (1975)
Pipe organ, computerized sounds and visuals

Stimulus a Goad!! (1973)
Guitar. electronic apparatus

Variations (on uanations) (1966)
Singer. instrumentalists, tape

Les trnmortels d'Agapia ('972)
Fl. cl. pno, perc prepar,A tape

L'angelus (1971)
CI . tape

Te Deum (1967)
SATB. Orchestra. tape

Tetrachrornie 11963)
CI . alto sax bass cl., perc electronic music

MONTGOMERY. Jim Chaser (1978)
2 amplified horns, electronics

Eagle (1977)
Cello, electronics (2 players)

Riverrun (1977)
2 pianos. 2 synthesizers. sound controller

PENTLAND. Barbara Disasters of the Sun 119761
Mezzo-soprano. chamber ensemble. prepared tape

RAE. Allan Maiden of Deception Pass (1972)
Fl . ob . clar bassoon. horn. perc electronics

SAINT-MARCOUX Alchera (1973)
Micheline Coulombe Mezzo-sop chamber ens tape

Mirosrs (1975)
Piano and tape

Trakadie (1970)
Percussion. tape

SCHAFER. Air Ishtar (1965)
R Murray Voice. piano. contrabass. 6 perc . recorded voices

From the Tibetan Book of the Dead (pub 1%8)
Fl . clar . solo, chorus, tape

Gita (1%7 pub 1977)
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SCHAFER.
(continued)

SIMEONOV Blago

SOUTHAM. Anne

SYMONDS. Norman

TRUAX. Barry

Loving /Toi (1965)
Opera

Music for the Morning 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, )rgan, tape

Latle 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

.

2i 1 -;
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Fine Arts Goals for Secondary
School Programs
The Secondary School Fine Arts Program intends to provide an opportunity
for students to develop their aesthetic potential as individual members of
society The goals listed here, common to all the Fine Arts. seek to develop in
the student

a capacity to respond inwitively and cntically to aesthetic experiences

an involvement N.,:ith 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. interpretive and
exploratory

a consciousness of the relationships between vonous creative processes
and forms

an understanding of the essential role the Fine Arts play in human
exist,,I1Ce

confidence. discipline, skill and technical ability in as many areas of the
Fine Arts as necessary for continuous personal growth and developm( it

a capacity to respond to a broad range of art lorms. even within a
specialized area of the Fine Arts
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Fine Arts and the
Core Curriculum
(Schools Department Circular No 82 1979 03 27)

From the core curnculum study conducted in 1976-77. the Ministry oi
Education obtained advice and suggestions on a number of proposals.
including a significant response regarding the importance of the Fine Arts in
Education The Ministry has taken the position that this is a vitally important
aspect of a student's education but that because of the rich and diverse
potential it has for learning, the development of provmcially prescriptive
courses is not desirable Instead. general curriculum policy guides will be
prepared and schools are asked to ensure that within these. specific
significant learning experiences are provided

The following statement elaborates the Ministry's philosophic position
regarding Fine Arts in the context of the core curnculum It is 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 denigration
of the arts in the total education of the student The Ministry is confident that
those in the positions of providing leadership in making educational decisions
will ensuie 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. rhythm Music of sound, shape. structure, movement,
voice, rhythm. 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, appreciative 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 marttculate children to become articulate This can be
true for children of any capability but may have particular force for children
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subconsciousk waie of their own limitations Too shy and insecure to
attempt to express thmselves before their fellows. they may find release and
expressiveness throubh the vicanous opportunities of such as puppetry

The arts may revea! a creative abihty that seems to exist independently of
intelligence or may point the way to a re-mterpretahon of intelligence The
autistic child Nadia revealed a sophistication in drawing, an innate
understanding of perspective that far exceeded the norm for her age among
children of whatever measured intelligence Mmes Literary Supplement,
Decemhor 9 1977, page 1438 )

:n an age ve net specialization and fragmentation prevent many people from
seeing the results ot their kbours whole, the arts haw a therapeutic function
ifl evokmg the universal in mankind's experience

The Ministry of Education expects that all pupils will haw an opportunity in
school to participate in one or more fields of the arts This is a requirement in
elementary schook an I a desirability in the secondary school experience

!t should be remembered that the arts may well be'taught in correlation with
one another The Romantic Period in Literature will be understood better for
secondary students if similar Romantic characteristics are identified in the
music of Beethoven, in the paintings of Delacroix, and in the poetic drama of
Byron Generally. children may fmd music a stimulus to painting

Finc.1 ly. school fine arts programs may be enriched through their association
arid collaboration with community artists and arts councils
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Evaluation Suggestions
!he ovoluotion 1)f o studont s musicol pr( )fii Ion( v should Mei Mine It)
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Sample Evaluation Plan I

I .11. . ,1 ii.p 41 ik 1111

Student kilisi,

I AR I RAININ( , II)

.ArimilIf pH
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I ),%. N ,
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Dr 44%

Dr.,4 k)

Sample Evaluation Plan 2

Report Periods 1 2 3 4

Br, .1thir i tTi 'Stilt.'

I )4. Mtn .1

I 01,t111,,t

1)1, 11,,li Arth

rihk. thin

,t1

.11 It 1,truf Th'ilt .11 I cL hnique.

't iti. Intt.rproati.

Knt t If 'tin

oAlvdc...te 1..itvt,ttuto

PtIr'h

( )1)

I I, !new

I. %...,1,)prnent in Part Singing, I-nwrnhIc Placing

( I IMIC 1114

f xtra ( urn, ular A, tivItlo. in Band ( h ital String, Ott
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Sample Evaluation Plan 3
Music Department

BAND ( HORAI MUSK PRO( ,RE SS SHEET Reporting Penod
This rep, al is Ili keep V )11 futlx, informed of your child progress in Hand Choral MUSK I have tried
he as a., urate as rxsohle m evaluating your .h.ld s pr)gress because I kno u. that as parents you are
interested in i.our hik I s musical ai complishments If you desire a conference please mitify me

NAM!

sCli(

[ nth 1 placdrig singing flni. fl instrument

INSTRUME NT VOICL

()rade TEACHER

Report

1 General Development. Above average Average Rehm. Average
2 Tone: ( )(Hid Satisfac tort, Improvement needed

Technique Satisfac Impri ivement netded

4 Class Attendance: Satisfactory Improvement neede,' Tardy
Home Practice: Ven, good Sufficient Not enough

h Interest and Attitude. (n d Satisfactory Improvement needed

Seems to he lirs.ang interest

7 Conduct at Rehearsals. Good Satisfactory Nast,

attentive Talkative

S Musical Strengths or Weaknesses:
47) N. /UM n1 V x al I ec hniques

Ingenng ur positions

Rhc,thm

di Sight Reading Singing

el Range

b Nein.
Additional Comments.
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Sample Evaluation Plan 4

Percussion Instruments

NAME s( th x )1

1 )1VIs1( )N INs1 MIMI NI

ri A( tit fi s s1( ,NAT(Ifil

i First Report Second Report Third Report
1

P, Atilt.
!

I Ian,' i' 'sib, ti

I 1.1IT1

I );. nanut .

filk
fih(Ahmk At, urat(,

A« urat 4,, In Ramo..

At (urat (, trt sight Readulq

Attentivows,
4

( )ther
1 1

If (.0 .14.sire a ,.,i-4414.11( 4. please Il Mk 9(4 teat het
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Sample Evaluation Plan 5

Report Period

)(

111) 11 If R RI IN

Music Department

II:NI A1I I )1V1`- I( ). )

11 At lit

,11.1f I

(t t IAN 11 R 'OAR APR %IV( 111\1
t 1Rt 11 )NI )

INA/ lit 1,(

1 1 t R ( NI )1

\ tit ( ( 11 It 11)1 \ 1 ARsi

It )1 AI f

( .)\,-,)-.1 ), ) l>Aji
,( t!' +11.

Ii At Ill NI& ,( Irm

i 1 if fi 1\1 )1( \ 11 1ff fit
If PAM \ I I\ I: 111. 1.- 1)1 "MARI
1'1 1 A1 It I( Al II *)( )(1 \AIst I H ) st't AR HI 1111 II ( 111 H

)1717 P711), I, tit 777 7
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Sample Student Practice
Report Form
sTUDI NT S NASH !Ass

Ihis pra) tu wport iIl prim, helpful in keeping an al wan, re) ord fi. ut pra ii e tu"ne and V.111 serve
as A, (heck on weekk; pn tyre- s Rekord the amount 1 tune prat tise)1 eat h dat. At the end )1 the week

).i)1.11' parent urinal this form Indit ate that the pr a thinly has been t ,,rnplotf Present this form
).our teacher eat h week for rating and t omments

S).mts)ls used for teat her ranny

F I scOlera s sansfao )rt. N lnsuffit lent Prtu tit Tune

Week M

1

4

ii

1()

1

12

Sat
Parent's Teacher's

Sun. Initial Rating

Sample Time Allocations
For Rehearsals
Planning is esse,tnal r ( ) tmsure efht mtmt um: ( 4 tiny
plannmy rwarsals

Me ft )1k)wing is a guide to assist teachers m

Total Rehearsal rime Mtn 4r, nun NI mm 5) nun

Anm)uncements 1 num 2 mm i mitt 4 min

Vs'arm up Vocalong Tuning 14 min 21 min 25 min it) min

Musk Pra i hetaN Sm Reaiiingl I') min 22 min 2) min '')0 rnm
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Re Id 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

a discuss all rules. regulations and itinerary with parents and students

include other educational activities in addition to music

ensure !hat financial support be discreetly available for students in need
(Students should not be excluded because of a lack of financial resources.)

provide adequate chaperons

receive approval several weeks in advance for itineraries including billeting,
eating. travelling, performing and relaxing

appoint a tour manager to handle the non-musical details

arrange for emergency health and medical needs

always include alternative act:vines in case of schedule interruptions

provide parents guardians and school administrators with an accurate
itinerary
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Music Library
It is desirable for secondary schook offenng music programs to

maintain a library of choral and instrumental music at various levels for
large and small ensembles

contain five different titles for each -'udent enrolled in each music course

increase the number of music selections by ten perc2nt annually

provide appropriate storage space

maintain an author and title index

4)
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Profeasional Music
Associations
American Choral Directors' Association
P 0 Box 5310
Lawton. Oklahoma 73504, U S A

British Columbia Choral Federation
572 Beatty Street
Vancouver. B C V6B 2L3

The British Columbia Music Educators' Association
British Columbia Teachers' Federation
105-2235 Burrard Street
Vancouver. B C V6J 3H9

The Canadian Choral Institute
609 J -Michener Park
Edmonton, Alberta T6H 5A1

Canadian Music Educators' Association
P 0 Box 1461
St Catherines, Ontario L2R 7J8

Canadian Stnng Teachers' Association
University of Western Ontario
Faculty of Music
London. Ontario N6A 3K7

Music Educators' National Conference
1902 Association Drive
Reston, Virginia 22091, U S A

National Association of Jazz Educators
P 0 Box 724
Manhattan, Kansas 66502, U S A

22,
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Professional Journals
Accent
1418 Lake Street
Evanston, Illinois 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, U S 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
P 0 Box 7103
Cleveland, Ohio, U.S.A.

Computer Music Journal
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, Illinois 60204, U S.A

Musica nada
36 Elgin Street
Ottawa, Ontario KIP 5K5

Music Canada Quarterly Magazine
2585 Drew Road, Unit 7
Malton, Ontario L4T IGI

I) ,
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Music Scene. N Gyokeres. ed
BMI Canada Ltd
41 Valleybrook Drive
Don Mills 405. Ontario
(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 University Press
Pnnceton. New Jersey 08540. U S A

School Musician Teacher and Director
ASBDA
P 0 Box 245
4 East Chnton Street
Joliet, Illinois 60434. U S A

Source. Composer/Performer Edition
Music of the Avant Garde. L Austin. ed
33() University Avenue
Davis. Cahfornia 95616 U S A

Synthesis
Scully-Cutter Pub Co
1315-4th Street S E
Minneapolis. Minnesota 55414. U S A

Tempo. A quarterly review 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 enharmo tic transcription and interval study in
all forms Good index including accents, accidentals, articulation, clefs.
ornaments and time signatures

Mach lis 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,
duration. text, voicing, rating, grade levd, musical style, technical
challenges,pedagogical value. student appeal and
effectiveness in performance

Facilities
Geerdes PLANNING AND EQUIPPING EDUCATIONAL MUSIC
FACILITIES Reston, Va Music Educators' National 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 Sze II Matenal ranges from the non-expresstve
pattern (4-beat) to free style Excellent score examples from Bach to
Stravinsky. graphed conducting patterns and indexes
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Sample Historical Précis
The following data have been compiled to assist m teaching the historical
learnmg outcomes previously outlined

Composer

Monks

Anonymous

Adam tie la HALLE

Guillaunw de
MACHAUT

Dates Title

900-1100 Gregonan Chant

12th Century The Play of
Herod

1237-1287 Le let.' de Robin
et Manon

130() -1377 Kyrie SAT

Guillaume DUFAV 1400-1474 Mass SATB

,losquin DESPREZ 1440-1521 Mass, Kyrie
SATB voice
range expands

Orlando DE LASSO 1532 1592 Mass, Domme
SATB

Tomas Luis de
VICTORIA 154(1-1611 Mass, Amicus

Meus SATB

Gpwanni CABRIELI 1557 1612 Canzon VI a 7

Giles FARNABY

John DOWLAND

1560-1600 'Up ails All"

1562-1626 Air -Can She
Excuse My
Wrongs)"

29

Content

Monotic.
parallel. free,
mehsmatic.
organurn

Medieval
instruments,
Perfect 4ths.
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 Dates Title Content

Thomas CAMPION 1562-1620 Air: "I Care Not Countertenor
For These
Ladies-

William BYRD 1542-1623 My Lord Of
Oxenford's March

Rauschpfeife.
regal,
sackbut,
harpsichord,
lute

Thomas TALLIS 1505-1585 Renaissance
Instrumental

Krummhorns,
regal. viols,
lute.
organetto.
flute, kortholt

Thomas MORLEY 1557-1602 "Fire. Fire- SATB English
Madrigal
(secular)

Orlando GIBBONS 158:)-1623 "The Silver SATB English
Swan- Madrigal

John WILBYE 1574-1638 "Thou Ai t But SATB English
Young- Madngal

Giovanni PALESTRINA 1525-1594 "Tristis Est Anima
Med"

SATB
contrapuntal
and syllabic
saci.ed

Claudio MONTEVERDI 1567-1643 "Ecco Mormorar SATB secular
L'Onde'.

Carlo GESUALDO 1560-1613 "Dolcissima Mia
Vita-

SATB
chromatic
dissonance
(all 12
semi-tones)

John BULL 1562-1628 "The King's Early
Hunting Jigg" Baroque

brass

F P SWEEL(NCK 1562-1621 17th Century Organ
Organ

Heinnch SCHUTZ 1585-1672 Motet A cappella

Johann Herrnann
SCHEIN 1586-1630 Zion Spncht Echo effect

Samuel SCHEIDT 1587-1654 Canzon Cornetto Cornets

Louis COUPER!N 1626-1661 Cabinet Organ Organ

I)
I.
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Composer Dates Title

Dietnch BUXTEHUDE 1637-1707 Magnificat for
Organ

Henry PURCELL 1659-1695

Alessandro SCARLATTI 1660-1725

Antonio VIVALDI 1675-1741

Cworg Philipp
TELEMANN

,1 S BACH

Georg Fredenck
HANDEL

Joseph HAYDN

Wolfgang Amadeus
MOZART

Ludwig van
BEETHOVEN

Te Deum m D -

Concerto in F -

Spnng'' from
The Four
Seasons

1681-1767 Cantata

1685-1750 Brandenburg

Concerto No
4 (3rd Mov )

Prdude

1t)85 1759 "The Trumpet
Shall Sound-
From The
Messiah Oratorio

1732-1809 Trumpet
Concerto
Symphony
No 31
(Horn Signal)

1756-1791 Owrtures to The
Magic Flute. The
Marriage of
Figaro, Clannet
Concerto in AA'

Major

1770-1827 Symphony Nos
1-9

Frail/ SCHUBERT 1707-1828 Unfinished
Symphony

Cad M von WEBER 1786-1826 Clannet Concerto
No 2 (3rd Mov )

Felix B
MENDELSSOHN 18M-1847 Reformation

Symphony

Content

Organ

Chorus

Consort

Strings
Consort

Soloist and
Chorus

Consort

Keyboard

Trumpet and
Orchestra

Trumpet and
Orchestra

Orchestra

Orchestra

Orchestra

Clarinet and
Orchestra

Orchestra

235



Composer

Robert SCHUMANN

Fredenc CHOPIN

( ;I, whim) ROSSINI

Vaicenzo BELLINI

(;iu.,eppe VERDI

(1iacorn( PUCCINI

Dates

D410-1856

18111-1M4q

1792 1868

1801-1835

18(19-1850

1858 1924

lift hard WA( iN I- R 1813 1883

how LISZT

Title Content

Traumerei

Piano Prelude
No 15

Semiramide (Art
of the Pnma
1)onna)

Norma

A idu

Tosca

Madama Butterfk

Tristan mid Isolde

The Hong
Dutchmun

1811 1886 Liebestraum

1- lector BERLIOZ 1803-180

'Johannes BRAHMS 1833 1877

( ;0 ages BIZET 1838 1875

Modest P
M011880R( ;SKY 1839 1881

Pctor IIK h
I ( 1 IAIKOVSKY 1840 1893

Antonin DVORAK

1 dvard GRIEG
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1841 1904

1843 1907

Nuits clEte
(Summer Nights)

Variations on a
Theme be
Handel

Cain (c-i

Bons Godounoff

Phut() Con( co)

1812 Ovei tare
with cannons

Cello Concerto
(3rd Mov )

Pian) Concerto

Plan( 1

Piano

Voice and
Orchestra

Voice and
Orchestra

Voice and
Orchestra

Voice and
Orchestra

Voice and
Orchestra

Extension of
triad VI , &

Chrornahc
alteration3

Overture

Plano

Sop &
Orchestra

Orchestra

Voice and
Orchestra

Voice and
Orchestra

Piano and
Orchestra
Orchestra

Cello and
Orchestra

Piano and
Orchestra



Composer Dates Title Content

Richard STRAUSS 1 S64- 1 9 Death and Extreme
Trartsfiiuration chnimancism

Gustav MAHLER 1 SW 1 9 1 1 Symphony No ') Orchestia

Claude >EBUSSY 1 Sti2 1 9 1 Afternoon Of Impressyinisrn
WhOle t011eA Num
scale

Maurice RAVEL 187r) 1937 Lenfonte One act opera
impressionism

Francois POULENC 1 899- 1 963 Le.s Btches Orchestra

()anus MILHAUf 1 892 ( 'ream )ti of tile Sax solo,
World brass

Albat i BE.R( 1 885 1 9,3T) Viohn Concerto 1 2 tone n
1935) l Filch

includes 4
triads and a

)1(.! tUnt'

extremely
nnantic.

gentle, lyric
Landler Folk
Melody. Bach
Clu rale

_nut )N( 1 924 /nem an Italian
Serialism

Karlhetilz
S FOCK1 1Al N 1 928 Kontropunkte German

(early
electronic
c( Pulp( iset

I Ii nine?) Clu Hrs

generan ffs
musique
c oncrete

M, fluent(' Igo-0 SI ip chi( at.
1 3

instruments

Pierre B( II J 1 92-> Le Marteou
SW Is Maitre

2.,

French ,atlY
clot mic
«Anposerl
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Composer

Edgar VARESE

Dates

1885-1965

Title

Hyperpnsni
(1924)

Octandre
(1924)

Content

2 wmd ens.
and large
perC

Chamber
orch

Integrates
(1926)

Large
orchestra

Density 21 5 Flute
(1936) (platinum)

Ionisation
(1931)

37 percussion
instruments

Poeme
Electronique
(1968)

Sop , instr. .
gens tape
manipulation

John CAGE 1912- Fontana Mix Prepared tape
(1958) (mixed)

Luciano BER1O 1925- Thema to James
Joyce (1958)

Sop . tape
manipulation

Visage (1961) Sop and
gens

Arnold SCHOENBERG 1874 1951 Transfigured Stnng sextet.
Night (19(X)) Cnromaticism

in the style of
Wagner

Pierrot Sprechstimme
Lunaire
(1912)

(Spokensong)
atonal

Serenade Op First ordered
24 (1923) 12 'ones

Piano Suite
Op 25 (1924)

Waltz first 12
tone row

String Quartot
No 3 (1927)

12 tone row
used in all 4
parts

Stnng Quartet
No 4 (1936)

Strict 12 tone
rules apply

Concerto for
Violin and

Extremely
mathematical

Orchestra 12 tone
writing
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Composer Dates Title

Anton WEBERN 1883-1945

Alban BERG

MIMAROG1_11

Murray SCHAFER

Five Pieces
For Orchestra
Op 10 (1911-13)

Symphony
Op 21 (1928)

Cantata No 1.
Op 29 (1939)

1885-1935 Wozzeck.

Opera in three
acts (1920)

PENOERECKI 1933-

Lyric Suite
(1925-26)

Prelude
96b)

Threnody
(196("s)

ln Memory
(Hiroshima)
(1960)

Content

Architectural
interval
Proportion-
pointillisme.
Atonal

Single-note
texture
brevity: tone
sparseness
individual
tone colour

7 minutes
total duration
symmetrical
tone row

Atonal. Act I.
Classical
Suite. Act II.
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)

Dates

1900-

1923-

Title
-

Creation
Prologue (1961)

Stereo E M
No 1 (1961)

Gargoyles
(1962)

Requiem
(1960's)

Dona (1973)

Bicycle
Built For
Two (1964)

Serge PROKOFIEV 1891-1953 Lt Kite

Piano Concerto
(1921)

Alexander
Neusky (1936)
(original film
score)

Battle
or) Ice

Fteld of
the Dead

Dimitn 1906-1975 Symphonies

SHOS'l AK( )VICH (No 5, 1937)

Aaron COPLAND 1900-

240

Outdoor
Overture (1938)

)1,

Content

Choir & gens

All generators

Synthesizer
and violin

Voices, organ.
orch . tone
clusters

Buchla Box.
Moog
(Slaughterhouse
Flue)

Computer
7090
Digital-
Analogue-
Sound
Transducer
I B M Cards

Russian (1933)

Busy music

Orchestra

Orchestra

Contralto and
Orchestra

Russian folk.
heavy bass
brass. busy

American folk
tunes, open
fourths &
fifths



Composer

Charles IVES

Dates

1874-1954

Title

Symphonies
(No 4. 1)16)

Content

Orch , 4
bands, organ,
choirs.
American folk

Henry COWELL 1S97 1965 Banshee Tone clusters
(1920's)

Aeolian Ham Played inside
piano

Arthur HONE(;GER 1S92 1955 Pacific 231
(P)23)

Orch .

glorifying the
locomotive

Ralph VAl.1( ;HAN
WILIJAMS 1872 195M Lnghsh Folk

Song Suite
Trad folk
tunes

(Orchestrated by
Gordon Jacob)

Bonarnin MI I I EN 1913 197() War Requien1
11%1)

Orch . choirs.
soloists
veiled triads.
superimposed
thirds

Paul rii 1St/5 1903 Mathis der Symphoi ty
Mahler (1)34) Mov I & Ill
Sly Chansons (

( 1940) "Les Biches'',
"Un Cygne-

Nohilissirna
Visione (1937)

Symphony.
originally
ballet Score

Sonata for Piano
Plano Four
Hands (193S)

Sonata in C Violin and
( 1936) Piano

SPC Chansons Mixed Chorus
(1940)

Sinfiniietta Symphony
E (1949)

I he Harmoln, Svinph(
4" the'

Universe ( Pr;11

241
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Characteristics of Paul Hindemith

free use di the 12 tones resuh fron- a counterpoint of chord against chord
(instead of note against note) and creates polyharrnony

chordal tension and relaxahon through contrary motion of melodic and
harmonic force

adheres to tonality (not atonality as in the Schoenbergian school)

harmony can be dry, dissonant, chromatic and modal however, simpk?
triads 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 un the
overtone system

Composer Dates Title

Bela BARTOK 1881-1945 Six String
Quartets (No 4,
1928)

Two Rhap-
sodies for
Violin and
Piano (1921)

Music for
Strings.
Percussion
and Celesta
(1936)

Concerto for
Orchestra
(1944)

Two Sonatas
for Violin
and Piano
(1921-22)

Mikrokostrio5
(1926-37)

..-
t

Sonata for
Two Pianos
and Percussion
(1938)

Content

String Quartet

5 Movs

Violin and
Piano

Strings.
Percussion
and Celesta

Oichestra

Violin and
Piano

153 pieces
ranging from
simplest grade
to virtuoso
level for the
piano

Piano and
Percussion



Characteristics of Bela Bartok

Bartok explored the music of the Hungartan peasant class, and he made
their Folk melodies and rhythms become part of the main currents in 20th
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 circling about a single note, tone
clusters resulted

-7- intervals of the second, fourth and seventh were preceded by a melodic
pentatonic stale-wise line

rnotivic cells (3-6 note germs) were used

percussive dissonance and driving Folk rhythms created a new rhythmic
imagination (pounding. stabbing. elemental force and tension)

repetition of single notes, combining triple and duple, or groups of five
against three produced polyrhythms

fugal. imitative dissonant counterpoint, glissandos, tnlls, tremolos and
harmonics in string wntmg, percussive treatment of the piano colour for
the Hungarian Folk Melodies

Composer Dates
-

_ _
Title Content

Igor STRAVINSKY 1882-1971 The Firebird Influence of
(1910) teacher R

Korsakoff.
Ballet suite

Petroushka Orchestra
(1911)

Rite of Spring Created riot
(1913) in Paris

Symphony in Neo-classicism
C (1940) (BCG

Theme)

Symphony in Jazz influence
Three
Movements
(1945)

Symphony Typical
of Psalms Stravinsky
(1954) syncopabon

243
I ) .
4. i .)



Composer Dates

STRAVINSKY (continued)

244
I)
4.s. 41)

Title

Cantata on
hhzabethan
Lvncs (1952)

Three Songs
from
Shakespeare

In Memonam
Dylan Thomas
(1954)

Canncum (1956)

Agon (1957)

Thrent (1958)

Content

Stravinsky's
first 12 tone
Septet (1935)
atonal, for
piano. string.
and wind
instruments

Mezzo, Fl .

VIII . CI

Tenor. String
Qt . & 4
tmbs

Chorus and
Orchestra
12 tone
procedures &
16th C
polyphony

Ballet
Dodecaphonic
(12 tone
music)
strict
symmetncal
rows

Derives from
hturgical
polyphony
and the works
of Webern



Teacher References
Petfomiance Recordings
ABC Choral Art Senes Holt, Reinhart and Winston

Adventures in Music for Secondary Schools RCR 528
Albert Ay/er Spiritual Unity ESP DISK 1002

Art Blakey --- A Night at Bird land Vols I Se 2 Blue Note BST 81521-2
(2 LP set)

The Bach Album Educational Record Sales

Bach's Greatest Hits Educational Record Sales

Benny Goodman ---- Carnegie Hall Jazz Concert Vo is 1-3
Columbia 814-6

The Best of Herbie Hancock Blue Note 89907
Bill Evans The Village Vanguard Sessions Milestone M47002

The Boc Boderbecke Ston; Vol 2 Bix and Trani Columbia 845
Cecil Taylor Silent Tongues Arista AL 1005

Chant Gregonan Ace of Diamonds SDD2183

Charles Christopher Parker. Jr Bird The Savoy Recordings Savoy 2201
(2 LP set)

Charles Mingus Better Git It In Your Soul Columbia CG 30628
Chick Corea Blue Note LA ;i95

A Chora/ Tapestry Arnbrosian Singers Murbo 6007
Clifford Brown The Quintet Vol 2 Emarcy 403. Vol 2, Emarcy 407
(2 LP sot)

Count Baste The Best of Count Basle RCA 4050
Dave Brubeck The Fantasy Years Atlantic SD2-317
Delius and ligar Part Songs Lows Halsey Singers Agro ZK 23
Dizzy Gillespie In the Beginning Prestige 24030

Famous Mudngals -- Monteverdi Choir. Hamburg Telefunken SWAT
9462 B

The Genius of Bud Powell 1949-51 Verve 2506

Gerri; Mulligan With Tenteue Capitol M 11029

The Hehocentnc Worlds of Sun Ra Vols 1 & 2 ESP DISK 1014 & 1017
History of Jazz on Records Folkways Records 2801-2911 (Set of 11
a!bums)

History of Music in Sound. Ancient and Oriental CA Victor LM 6057
History of Music in Sound. Renaissance RCA Victor LM 6058
John C7oltrane Giant Steps Atlantic 1311
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John Coltrane Interstellar Space Impulse ASD 9277

John Coltrane Live at Bird land 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 Festival Singers of Canada. Polydor 2917009

Miles Davis The Complete Birth of the Cool Capitol M11026

Miles Davis Kind of Blue Columbia PC 8163

Miles Davis Live Evil

Miles Davis Sorcerer.

Columbia CG 30954

Columbia PC 9532

Music. Adventures in Listening Grosset & Dunlap

Omette Coleman The Shape of Jazz to 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 4ore Prestige 24050

Stan Kenton New Concepts of Artistry in Rhythm Creative World
ST 1002

Thelonious Monk Complete Genius Blue Note LA 579

This Is Duke Ellington RCA VPM 6042.

Virtuoso Roger Wagner Chorale. Columbia PC 31352

Weather Report I Sing the Body Electric Columbia PC 31352

Woody Herman's Greatest Hits Columbia CS 9291
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Teacher References
Composition Recordings
AREL Stereo Electronic Music No 1 (1964),

BABBITT Composition for Synthesizer (1%4),
DAVIDOVSKY Electronic Study No 1 (1964),
EL-DABH Le iyla and the Poet (1%2).
LUENING Gargoyles (1962).
USSACHEVSKY Creation Prologue (1%2)
Columbia-Princeton Electronic Music Center Col
MS-6566

BABBITT See AREL (Col Pnnceton Elec )
BABBITT Ensembles for Synthesizer: CAGE Variations 11

(1961 Tudor. POUSSEUR Trois visages de
Liege (1%1) Col MS-7051

BARBER Adagio for Stnngs Odyssey Stereo X349 (Col
Y33230)

BEATLES Magical Mystery Tour Capitol SMAL 2835
BEATLES Sgt Pepper's Lonely Hearts Club Band Capitol

SMAS 2653

BERIO MIMARJIU. BER1O. CAGE Electronic Music
Turnabout TV 34046S

BERIO BERIO AND MIMAROGLU Electronic Music 111
Turnabout SMLP 4033

CAGE See BERIO (Electronic Music)

CAGE Preludes and Interludes Ace

CAGE Variations II (See BABBITT)

CARLOS BACH Suite No 2 in B. "Sheep Mav Safel!
Graze'', Brandenburg Con No 5, etc Carlos
MOOG Col M-32659

CARLOS Clockwork Orange Col KC-31480

CARLOS SWITCHED ON BACH J S BACH.
Brandenburg Con No 3. "Jesu, Joy of Man's
Desiring-. etc Carlos. MOOG MS-7194

CARLOS Well-Tempered Synthesizer Col MS-7286

DAVIDOVSKY See AREL (Col Princeton Elec )

DSY A la memoire des victimes d' Hiroshoma Philips
S-839 260

EL-DABH See AREL (Col Princeton Elec )

247



GLEESON Beyond the Sun (Hoist "Planets-) Mer 80000

LEEDY Themes from "Slaughterhouse Five-
Ang S-36876.

LIGETI 2001 A Space Odyssey (Ligeti Atmospheres. Lux
Aetema, Requiem) MGM SIE-13ST

LUENING See AREL (Col Princeton Elec ).

MATHEWS Music From Mathematics Decca DL79103

MAXFIEI.D Pastoral Symphony (1960): Bacchanale 1963,
Piano Concerto For David Tudor (1%1): Amazing
Grace (1960) Adv S-8

MIMAROGLU See BERIO (Eleironic Music III)

MIMAROGLU Face the Windmills. Turn Left (Agony. Le
Tombeau dEdgar Poe: Bowery Bum. Intermezzo.
8 Preludes for Magnetic Tapf.e) Fin 9012

MIMAROGLU To Kill a Sunnse. La Ruche-Wiederkehr, Merlet.
Joste Folk 33951

MIMAROGLU Wings of the Delirious Demon & Other Electronic
Works Fin 9001

MIMARJIU See BERIO (Electronic Music)

PERRY-KINGSLEY The In Sounds From Way Out Vanguard
VSD 79222

PINK FLOYD Dark Side of the Moon Capitol ST 11163

PINK FLOYD No Title Capitol ST-6279

POUSSEUR Trois visages de Liege (See BABBITT)

RILEY A Rainbow In Curved Air Col MS-7315

RILEY in C Col MS-7178.

SCHAFER Electronic Music By Canadian Composers
Melbourne SMLP4024

SCHAFER Electronic Music By Canadian Composers
Melbourne SMLP4027

SCHAFER Trenody Melbourne SMLP4017

STOCKHAUSEN Momente None H-71157

SUBOTNICK 4 Butterflies Col M-32741

SUBOTNICK Silver Apples None 71174

TOMITA Firebird (Moussorgsky. Debussy. Stravinsky)
RCA ARLI-1919

TOMITA Kosmos RCA ARLI-1312

TOMITA Pictures at an Exhibition (Mussorgsky) RCA
ARLI-0838

TOMITA Planets (Hoist) RCA ARLI-1919
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TOMITA Snowflakes are Dancing (Music of Debussy) RCA
ARLI-40SS

TRUAX Hectronw and Computer Music Mdbourne
SMI.P4033

USSACHEVSKY See AREL (Col Pnnceton Elec I

VARESE I.dqar Varese Col MS-6140

VAREsI /Agar Varese Col MS4302

WAKI.MAN dournev to the Centre of the Earth AM SP 3621

WAKEMAN rhe SR Wwes (4 Henry VIII AM SP-4361

WHO. HIE ftmuny AM SP 99001
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Teacher References
Filmstrips, Films, Videotapes
Filmstrips
And All That Jazz Scott Educational Division, Prentice Hall
The Amencan Musical Theatre School Services AORF 0099

An Audu) Visual History of dazz School Services A5RF 875

Bach Transmognfied Young Peopk's Concert Series. McGrakk-Hill Ryerson.
b %.A., 101034-3

The Ballad Traditum School Services 99RF 0510

Baroque Art and Music School Services 99RF 0455
Basic Elements of Mustc School Services AEVRF 022

The Blues Educational Audio Visual

he Conductor Educational Audio Visual

Elements of Music Rhythm School Services A7AK 0400
18th Century Art and Music School Services 97RF 0042
1 I( iw a Recording is Made Educational Audio Visual
flow to Make Electronic Music School Services 99RF 0157
lrnpressionism in Art and Music School Services 97RF 0042
Introduction to Musical Notation School Services AE VRF 022

Learning About Music Educational Record Sales

Learning to Play the Bassoon Imperial Educational Resources. Inc
Learning to Play the Cello Imperial Educational Resources, Inc
Learning to Play the Clarinet Imperial Educational Resources. Inc
Learning to Play the Double Bass Impenal-Educational Resources. Inc
Learning to Play the Flute Impenal Educational Resources. Inc
Learning to Play the Guitar r-rIperial Educational Resources. Inc

Learning to Play the Oboe IMpenal Educational Resources, Inc
Learning to Play the Violin Imperial Educational Resources. Inc

Listening to Jam School Services 98RF 0309

Music arid Culture School Services 97RF 0039

rhe National Folk Festitial Silver Burdett 74 19454

The Origins of Jazz Educational Audio Visual

Pathways to Music Jazz Nick Rossi. Keyboard Publications

Pathways to Music Hock Nick Rossi. Keyboard Publications

Pop Music of the Twentieth Cermet' Educational Audio Visual
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Hobert Starer Composer Silver Burdett 74-174-52

Rock School Services kORI: 0079

Romanticism in Art and Music School Services 91RF 0292

The World (4 Popular Music -- Rock Follett Publishers 4603

The World (4 Popular Music Afro Follett Pubhshers 4608

The Worki of Popular Music Folk and Country FoHett Pubhshers 4623

The World of Popular Music Jae/ Follett Pubhshers

Films and Videotapes
Films hsted bdow are available on a free loan basis through each school s

PEMC representative from The Provincial Educational Media Centre. 7351
Elmbndge Way. Richmond B C VbX 1V8

Videotapes are available for purchase from the Provincial Educational
Media Centre through each districts PEMC liaison person

Title PEMC code I. -mber

SYNCIIROMY LI;V:S HORIZONTAL LINES
VERTICAL
Diree films from the Nanonal Hrn Board
present Norin,:i McLaren on a single reel
Sochromv employs novd optical techniques to
comp()se the piano rhythms of the sound track
These are rnoved in multicolour Onto the picture
area of the screen so that. in effect. yc Jee what
you hear LInes Horizontal and Lines Vertical are
experiments in pure design by film artists Norman
McLaren and Evelyn Lambart Lines. rukd directly
on filrn TIV NC with precision and grace against a
background of changing colours in response to
music specially composed for the films Lines
Vemcal is accompanied by composer Maunce
Blackburn on the electronic piano and Lines
Iuni( ntal by American folk musician Pete Seeger
in wind and string instruments :nese films can be

best used to cl)mplement the MUslt Composition
Pr( igrain

PLN POINT PI RCUSSION DOTS LOOPS
i hree fihns fr., n the Nani 'nal Film 13( ord
present NI q111,rn MclAren on a single reel In
Pen P(nnt PCIllIssIon McLaren explains how he
makes synthetic sound on filin With an
)s( ()pc he first (lemonstrates what famihar

'14 Aind, )I( like on the screen, next how sound
shapes up on a film s sound track. and then tk hat

4

't , )

Film-Mu-363
Vidt>o-N A

Film Mu 364
Video N A
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Title PEMC code number

synthetic sounds sound like when draw,1 tiredly
on film This technique is seen in Dots and Loops
These films can be best used to con piement the
Music Composition Program

DISCOVERING ELECTRONIC MUSIC
In an age of technology it is not surprising that
music is being strongly influenced by electronics
This film shows us something of the physical basis
of music and how it can be created and altered by
electronic means We see the sound synthesizer
and learn of its capacity to create, envelope and
filter 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
FAarnines many of the new expenments in music
Includes examples of electronic music and
improvisation on recently invented Instruments

WHY MAN CREATES
A series of explorations. episodes and comments
on creativity The sections are (a) an animated
history of the world thibhuman race has built on
ideas. (b) illustrations of how ideas can begin. (c)
the young creator struggles to dominate matenal
that resists, fights and develops a life of its own. (d)
souety makes its contribution. (e) the fate of an
unaverage bouncing ball throws some light on the
creat(ds place in the world. (f) a statement about
the possible relationship between ideas and
institutions. (g) a senous view of the patient process
by which scientists develop neik ideas, (h) the
question of why human beings cteate is explored

( 'ANON
In its simplest form the canon is d musical -round-
in which each singer picks up the words and tune a
beat or1,0 after the preceding singer In this film
Norman McLaren and Grant Munro demonstrate
how a canon works by animation and live acti(ni

BOOR°
Ravel s Bolero perfi wined by the Los Angeles
Philharmonic with Zubin Mehta conducting The
film deals with musicians as people and with the
omplemnes and subtleties of the composition The
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Video VA-87

Video VA-88

Film-Mu 30)7
Video-N A

Film Mu 357
Video N A



Title

film provides excellent examples of phrasing by
some of the less familiar instruments of the

stra. e g , Enghsh horn, soprano sax, tenor
sax and bass clarinet

PEMC code number

MUSIC IS Senes

This `Ames is intended to intnKluce students to the concepts (,f music an(1
wide variety of music styles wz. pop. gospel. bluegrass. classical and
Gregorian Chant Thy narrator of these programs is the music director of the
New Haven Symphony Orchestra A teacher's guide is provided by PEMC
when the complete senes is ordered Pkase see separate listings hdow for
descnptions of the MUSIC IS programs

Availabk. on Video unit,

Music is the product of the deliberate Video-VA ih
or-gam/Anon of sounds

MUSIC IS ( i)MPOSLI)
Compi)sition is the pn)cess of organizing sound Video-VA-82

conlrillInIt Oh' musical ideas

NIIISIC '0,\DUCTED
I'h wnductor is the leader of a pet-fin-ming Video-VA-83

group ( f TrIUSICkII IS

MI LSI(' IS FORM
Form is the way the parts of music (IR! WyclIllIt'd VI(10 )-VA-S
to make whole compositions

MI %SI(' IS LARMONI
Harm( U. K CM'S flfl tv' ) or MM.(' Ill /It's Vide( VA it)
played t. sgether lose their -,eparateness

JSI( IMPROVISI.D
Impnmsation Is a performer s spontaneous Video VA-84
rnusa,il invention

JSI(' IS MI WI )I
WI( )(Iv N the produ, t ideas espressed by the Video VA 78
suund of a .,enes of tone.,

MUSI( LS RI

Rhythm is patterns of sounds WO slICIWCs Video VA 77
organized by strum] beats and weak b,,ats

MIN(' IS SM.!.
The style 4)f a piece of MUSK refers to the use of Vide() VA 87)
muskal elements that are chard, teristi« )f Ct
given ulture historical pen(xl or individual
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Title PEMC code number

MUSIC IS TONE COLOUR
Tone colour is the kind of sound made by a Video-VA-80
voice, an instrument, a group of voices or a
group of instruments -

DISCOVERING AMERICAN FOLK MUSIC
The musical traditions of Afnca and the British Isles
have greatly influenced Amencan folk music The
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 r, )ck

DISCOVERING AMERICAN INDIe LN MUSIC
The American Indian has a rich ar I varied musical
tradition In this film, we see the se ngs and dances
of tribes from vanous parts of the United States
performed in authentic costumes le learn of the
social and ceremonial functions of tt e music, and
also find out something of how nativo people live today

DISCOVERING COUNTRY AND
WESTERN MUSIC
Country and Western music has enioyei an
explosive growth in popularity not only in the
United 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 Southern United States to
its virtual merging with popular music in the work
of such singers as John Denver These changes are
shown through the recollechons and performances
of five people, ranging from a 77year-old
Kentuckian who was a pioneer in radio and
recording to a 16-ye'ar-old girl just starting her
career The impact of mass media as well as
Increasing urbdnizahon and industrialization are
clearly reflected in the music

DISCOVERING JAZZ
The history of Jazz is traced from tts roots in
19th century Black Amenca The Black American
added rhythmic and melodic freedom to the
harmony and structure of European music and
conmbuted such techniques as note bending and

9
)

Film-Mu-3b8
Video-VA-89

Film-Mu-369
Video-VA-90

Film-Mu-370
Video-VA-91

Film-Mu-371
Video-VA.92



Title PEMC code number

c all (mu response Luz si)on became popular
throughout t! United States and HS form
pnvessed frc)ill Dixieland and blues through such
stc,les as swing bop cool Jazz. funky and free
imprimsanon

DISCOVERING Tt 1E MUSIC OF AFRICA
Malik, people feel that African music is priminve.
hut it has develope.d over many centunes. and, in
its Akfl v IS as con,plex as the music we hear m
cl nu( en halk M Robert Aynee. a master drummer

( ihana. and sevcral associates demonstrate the
belk rattk,s drid drums They descnbe how these

u'. i Africa both as musical
Istrurnents anif ni the case of drums. as means of

t ommunication

DIS( RING 1111. MUSIC OF
IA I /N AMI.RI(
I atm Amerwans have builtjheir music out of many
tradln()fl s In this colourful film these traditions are
illustrated through song and dance and by the
placing of classical. folk and pre C,olumblan
instruments We hear the dance r..0..ms that have
affected p pular musk throughout the world ond a
(urni-pra(nlbc, the famous Brazilian o)r'nposer
qo [..cbt)s

I )IS( )Vi.RING I I it MUSIC OF JAPAN
Japanese music hke Western music. has a kmg
trachni )11 In a lvautiful teahouse setting the three
maior ,lapanese instruments the koto SaMISVil
and shahnhat hi are shown Some historical

kground on the instruments IN given. and the
ccacs that thec fit into c urrent 'Japanese life is
explain.,d I raditional Japanese singing. dancing
and , pen, riziante by an ensemble of the three
In .tturnont, irnplete tt e filni

HIN( ; I I II Nil/SI( ()f:
Indian inusii has a ontinuous tradition that can he
tr,ii ...if Ho( k three 1( )ur thousand Years It Is
highlc r I atii I extremely sophisticated hi
this film the instruments of north and si)uth India
-41( h as !he sitar flute tahlii innclangam and
Limb, iurA u placied 1 be ( )/1(11)t )1 raga and t,ila
Are illusniteil I )ari( with its traclition(l ort
ihtilil gesture And fat expression IS explained

I

Film-Mu-372
Video-VA-93

Film-Mu-373
Video-VA-94

Film-Mu-374
Video-VA-95

Film Mu 375
VRl'u) VA 90
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DISCOVERING THE MUSIC OF
THE MIDDLE EAST
In this film the similanhes of much of the music of Film-Mu-376
the Middle East and Balkans are traced back to the Video-VA-97
spread of Mohammedanism Such instruments as
the oud, santur, ganun, cimbalum and dumbek are
introduced and played The concepts of highly
ornamental melodic hnes and asyrnmetncal
rhythms are demonstrated Finally. dance is
combined with the music in this bnlhantli
performed film

DISCOVERING RUSSIAN FOLK MUSIC
In this film we are exposed to some of the dements Film-Mu-377
that make Russian folk music so beauhful and Video-VA-98
distinctive ---- the powerful choruses, plaintive
songs, swirling dances atid magnificent costumes
We find out about the traditional uses of music in
Russian villages, aties and churches and how
modern Russian music is influenced by these
traditions

DISCOVERING THE MUSIC OF
THE MIDDLE AGES
Music was a necessity to the people of the Middle Film-Mu-378
Ages This film shows the importance of music in Video-VHI-150
church and castle, among clergy, nobles and
peasants The viewer learns not only :-.4 the growth
of polyphony but also of the dominance of the
church in medieval life, and of social stratification
as well as medieval instruments

THE SYMPHONY SOUND
The symphony orchestra is capable of expressing Film-Mu-379
an infinite spectrum of ideas, sentiments and Video-N/A
moods Mr Lewis conducts the Royal
Philharmonic Orchestra in examples from many
periods and composers

riH t ed and dek;1;:ned hv PEI\ i SERVICES ':1 i n i -,ter of ['ducat ion ,

Prov ince ot B.C. 00805 1980 01
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