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Foreword

Music Appreciation for High School has been designed to mezt the
needs of students in the senior high schoals. It contains subject matter
of considerable scope, including the music of various cultures, bibli.
ographies, sample Jesson plans, a section of audio-visual materials, and
other pertinent instructional aids. Because of the broad, comp:chensive
naturc of the course of study, it should be used flexibly by different
schools to suit their purposes. The variety of approaches to instruction
and the extensive utilization of audio-visual aids should be particularly
challenging to schcols which are introducing innovaticns into the
matrix of the music anpreciation program.

SEELIG LESTER
Deputy Superintendent of Schools
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Introduction

This syllubus outlines the course in Music Appreciation and can best
be administered when that course is given for a full term, five periods
a week. Schools observing any other type of schedule may adjust the
cousse by reducing the number of unit: covered and the time allotted
for cach unit. The syllabus is divided into seventeen units, arranged to
provide articulation with lower levels, use of student-preferred ma-
terial, increasing order of complexity, and coverage of the most
essential aspects of instruction. The units are not necessarily arranged
in the order of importance so that the sequence of u.its may be shifted
to suit the prefcrences of the depactment or of the tcacher.

With regard to articulation with the lower levels, it seems advisable
to utilize the knowledge and skitl already present ac the very begin-
ning of he course. Since singing is the primary activity in the earlier
grades, it is emphasized in the arrangement of the first six units.

This arrangement of units i also based on the prefc. nce of stu-
dents. After the Unit on Patriotic Song, the student-preferred units on
Folk Song and Music of the Theater are presented. (The Unit on
VYoice Types is, hovever, introduced before the Unit on Music of the
Theater because it is a preparation for the latter unit.) Then, begin-
ning with Unit 7, the instrumental phase of the syllabus becomes para.
tnount and increuses in complexity through Unit 10.

For those favoring a chronological approach to the entire syllabus,
Units 14, 9, 10, 7, 17, 8, 12 may be studicd in that order and the others
ad libituss. In this syllabus, the chronological method has been used
only in limited circumstances, thac is in Unies 11, 12, and 4.

The syllabus is an expansion of Music for Grades 13-12 (Curriculum
Bulletin No. 6, 1955-56 Secries) and follows its ideological approach.
It is also a continuation of a new syllabus for the intermediate schools,
now undergoing field testing. In fact, most unit titles are similar to
those in the intermediate syllabus, but instruction is carried on from a
different perspective. Many of the subject areas in the recent New

1
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York State pamphlet “Teaching General Music” are likewise covered,
but it is feft that the techniques of instruction recommended in this
syllabus are particularly suited to the high schools of New Yock City,

Time allotment for each unit Js based on estimated importance.
Since, at best, even a full term of Music Appreciation will scarcely
suffice to cover this syllabus, it is possible to discuss only the high
points in accord with the objectives lisced above. Flexibility in time
allotment for each unit based on local conditinus is recommended;
where there is insufficient time, units may be eliminated or condensed
at the discretion of the department. Class time may be divided be-
eween singing and listening and their related activities. Although it
preseats certain problems in modern times, the singing experience still
rem:ins the most active torm of class participation and should be en-
couraged. By the same token, the listening experience sheuld be ener
gized by means of a wide variety of correlated activities

Much reference is made in this bulletin to material in the Nev’ York
State and New York City intermediate school syllabi. However, in
view of the limited time available in Music Appreciation and iLe fact
that high school represents terminal education for many, the | vevail-
ing point of view in this syllabus is to emphasize the emotional and
psychological aspects of music ratt»r thau the technical and profes-
sional; the latter are introduced only to enhance appreciation.

With the growing variety and abundance of audio-visual devices
and materials and with the increased visual-mindedness of our pupils,
it is strongly recommended thar teachers use every opportunity to
present subject natter th,ongh audio-visoal aids such as recordings,
tapes, transparencies for overhead projector, illustrative material for
opaque projector, filmstrips, and films. References 1o bibliographical
srd audio-visual sources within each unit are given, and a nm.ore sub-
stantial listing may be found in the Appendix. However, it is a pri-
maty responsibility of each department and teacher to seek out and
usc the menv additional sources of materials avaifable today.

Each unit will include a sample lesson plan, generally covering the
frst or an eacly lesson within the unir. The lesson plan, while more
specific and dectailed than the unit outlines, nevertheless is no. de-
tailed enough to be considered a riinute-by-minute working plan; to

)
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establish the latter, the teacher must develop the plan by adding
working details. The teacher musct also detecmine the tirac allotment
for each activity as well as the sequence of activities in thi plan. For
those who have the opportunity to indulge in wider activities, a
General Music Ynit Planning Form of expanded scope is given in
Appendix E. This is the form used in General Music for !stermediate
Schools and Junior High Schools, the recently develosed syllabus
mentioned above.

Although most units have onl’ one lessor plan, at lezst five units
have alternate plans. If these do not suffice, the teacher inay devise
another kiod of lesson that will cover the material and mece: the needs
of the class. Since there is great variance among schools with respect
to pupils, physical facilities and materials, this syllabus is not to be
regarded as a prescription for all, but rather as a guide pointing to
possible alternatives. However, to establish a degree of uni‘ormity, it is
recommended that the subject matter of at least ten units be taught.

Titles have been selected according to the frequency with which a
pirticular piece is so designated; thus, Afternoon of a Fatn instead of
L’Apres-widi ('une faune, but Die Fledermaus instead of 1'be Bat.

The fundamental aims of the course of study include the develop-
ment of desirable musical interests and attendant skills, ard the culi-
vation of a lasting regard for good music in daily living anl in leisure-
time activiti¢s. Developing purposeful listening technique: spplicable
10 all musical experiences and nurturing the ability to work with
others in group activities are additional purposes of this syltabus. The
cernaining aims are cultivation of the spiritual, emotional, ¢nd social
values inherent in good music; the discovery, encouragenicnt, and
development of musical talent in high school students; th: apprecia-
tion of other cultures through acquaintance with their music; and the
stimulation of intecest in American music through study  i:s origins
and development.

Teaching Procedures

Notebooks
Suitable provision for wotk in clas: should be mede. Sone teachers
require separate notebooks, but most permit the use of a Jisignated

sectio:« of any notebook for music notes. (Music notebooks vrith staves
may be used in selected classes.)

10
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The tcacher must provide help aad direction in maintaining the
notebook. (For useful practices see Section entitled At the Beginning
of che Period, pp. 6-7.}

An index oz outline of the term’s work disstibuted at the opening
session is a gcod way to start the notebook.

A workbock in the siyle of Rensia’s Basic Course in Music will be
found very useful; such a workbook may be drawn up locally.

Rexographed or mimeographed work sheets may also be used and
provision shou'd be made for preservation of this material.

Pupil Inventory

This form may be filled out early in the term after the register is
complete. Pupils should be encouraged to feel that it has a serivus,
constructive purpose. I¢ may even be desirable to precede che question-
naire with a discussion of music in the conmunity, home, or school.

GEITING TO KNOW Yeu

Name.— . ... HemeRm.. .. _Age_. __ - JHS. ____._
Do you liketo sing? . . ____ .  Whete' - . . . .
W.uld you like to sing in our school chonvs? . .
Have you song in & chorus previously? . ___ . . ...
Do you play a musical instrument? .__ ... Which one? ____ _ _
Have you ever taken lessons? _ . _ . . .
At school? . .. _ _ What grades? . . ___. Private Lessons? . _
Docs anyone st home Flay sn instrument? - . .
Were you 8 member of an All-Boro grouwp? - .
Chorvs? . ____ ._ Voice Part? _ . __ .. Band? ____ .. Orchestes? - ___
Have you evsr been to 8 concert, operta, of play at Lincoln Crnter? . _ .
Have you ever scen a traveling company from Lincoln Centeer __ _ . __
Describe the performance, . _ o -
Which radio o T.V. r vgrams do you lik> best? - ——— . .

1f you need more room to snswer, use other side.

4 .
11



Information gained from the questionnairz may be useful in plan-
ning lessons and in locating potential recruits for elective music
groups.

Each music department may develop its own inventory form to
obtain indications of individual interests as well as the general char-
acteristics of the class. A sample form is provided as a guide. The
questionnaire may also be used at the end of the term to measure
growth.

Performers Rezognition Vest

If you recognize any of the feliowing names, write the word that
best describes the activity (singer, actor, writer, etc.) of the person

named.
Dave Rrubeck oovnotn Aaroa Coplacd ,...... Dick Van Dyke . ...
Shirley Verrete ....... James Baldwin ..... . Joan Sutherland ...
Barbra Streisand ... ... Cann, 1ball Adderley ..  Jascha Heifetz .....
Atthur Fiedler ....... Bob Dyfan .......... Dick Gregory .....
Peter Ustinov ........ Carol Chasaing ...... Jimmy O'N-l ... ..
Leonaed Bernstein ...  Skitch Henderson .. ...

How Well Do You Listen?

Teacher plays about 50 seconds of the sccond movement of Sym-
phony no. 9§ (Surprise) by Haydn, TWICE.

First Hearing: Listen and check the p-oper s2ntence.

................ The music begins with a simp'e melody played at a mod-
erate speed.

................ The music begins with an exciting, fast melody.

Second Hearing

................ String instruments have the most important part.

............... 1¢ is Jifficuit to select one outstanding melody.

Teacher plays about 50 seconds of the first movement of Symphony
1.0. 3 by Beethoven TWICE,

First Hearing: 1isten and check the proper sentence.

............... A loud chord, repeated rwice, begins the movement.
............ ..A graceful raclody played at moderate speed is heard at
the very beginning.

O
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Second Hearing

................ The movement continues fast and brilliantly.
................ This is restful music, melodious and singable.

Teacher plays about 50 seconds of the second movement of Sym-
phony n0. 9 (New World) by Dvorak, TWICE.

{érst Hearin; - - 20 and check tke proper sentence.

verse. The first melody is heard almost alone, with a solid ac-
compaaiment.
................ In place of a principal melody, a series of chords is heard.

Second Hear...g

................ It is exciting music, military in style.
................ A calm, bcautiful nielody is heard.

(Note: This sample inventory is Grawn from material u.ed in various
schools. Parts of ¥ may be extracted as the department sees fit. Be sure
to provide the pupil with a clearly printed copy, allowing plenty of
room for written answers.)

At the Beginning of the Period

In a nnaaker of schools, recorded music of high quality is played as
the class assembles, ¢.g., the Adagio for Strings (Barber) or the 2nd
movement of Symphony No. 7 (Beeihoven). This is done for the
pu°pose of settling the class or of establishing a serious mood. Ques-
tic. s based en -his music may be placed on the board prior to the
playing to help accomplish this purpose.

In snitable classes, records may be played with (he theme(s} shown
01 the board or charted but with the titlss kept secret for two or
three days (mystery tunes).

Records or tapes on such subject as The Sounds (EAV catalog, 3TF

o 686) or Humor in Music, Bernstein, (EAV catalog, 378-10) may be

E lC played to introduce subjects which will be discussed later in the
6

19



O

ERIC

Aruitoxt provided by Eic:

period. The device must be employed with discretion since it may
interfere with the usual procedures for settling the class; it is also
subject to criticism because there is no advance preparation or design
for listening to such selcctions.

Another way of beginning is to project a prepared transparency or
slide on a screen with the understanding that this material is to be
copied in notebooks; attendance is checked while the class is so occu-
pied. An example of such muaterial with sentences to be completed is
given here:

INSTRUMENTS OF THE ORCHESTRA TRUMPET

The Hebrews used a _ . _ , & trumpet-type of instrument
made froma . . . _ . . _ _

The trumpet was only a ___ . tqie until the beginning of
the .. __ . _ .. _ . centuty.
It was not until . __ —__.._ _ .. that the piston valve, like that used

on the present-day trumpet, was invented by . _ . __

L Teumpet tone can be desceibed 2s - - _ .,

This type of note-taking insuzes uniformity of format and aids
spelling.

Another plan involves the use of prepared material based on beck-
ground information associated with # particular record. For example,
Invitation to Music, Siegmeister (Folkways FT 3603), provides pro-
gram notes to be used as the basis for class lessous. Thrse notes may
be duplicated on 8% x 11 paper, one column to a page, leaving suffi-
cient room for note-taking in class. Such material may be used in
whole or jn part to suit a given situation, providing the pupil with
reference notes while the music is being played.

Excerprs from opera libretti i the original language and in trans-
latior may be duplicated and dJistributed to the class for inclusion in
notebooks; pertinent notes about the opera, composer, and the cast
may also be issued. The pupil may thereby be incell- - ually prepared
to listen to the record, whether it is in the original language or in
tranciation.

14
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Activilies in @ Music Appreciation Class
Singing

Class singing in most rases should constitute one of the major activi-
ties in Music Appreciation because it is a highly satisfactory experi-
ence which permits smooth articulation with music programs in ele-
mentary and intermediate schools and is the most direct route to ap-
preciation of vocal music. The selection of songs and choice of keys
should b2 made very carefully since a judiciovs combination of the
two constitutes the main ingredient for success in singing. In this
connection, pupils’ present interest in foll. song, folk-rock song, and
popular music in general may be the starting poiuc for a campaign to
involve every pupil in vocal activity.

Types of Song

Descauts, rounds, and antiphcnal songs of a simple nature should be
employed to make old, faniiliar songs interesting, to enhance repeti-
tion, to further the harmonic sense, to develop part-independence, and
to promote reading readiness.

Familiar snngs often lend themselves to descant versions. These need
not always be in a high register {such as the customary soprano des-
cant for "America, the Beautiful); a step-wize lass line with good
melodic appeal may be created.

Rounds are ar. elementary form of part-singing. As such they re-
quire good intonation, balance, rhyth.nic precision, tone quality, and
awareness of the other part(s}, thereby constituting an important step
in the development of reading ability.

Antiphonal songs may be of the variety in which a soloist and
chorus respond to each other, or in which two or more ¢horus sections
are the respordents.

Chording may be done by humming or chanting the 1 and V chords
as background to a melody sung by a soloist or a small group. Finger
signals may be used o indicate chord changes.

A basic song list is provided later in this book. The list inclues
songs in several different categories, ated it is assumed that a cepre-
sentative sefection from each citegory will be made. Most of the songs
may be used in the average classroom, and the teacher should decide
which songs to present based on class composition and preference,
but always with -esthetic and pedagogical considerstions in mind.

8
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Because of the fack of unanimity among schools in selecting texts and
because most texts have a short life span, the specific source for each
song is not given. However, these songs have appeared on preferred
lists in various educational publications and are therefore probably
available.

Certain songs have traditionally held a place in American life and
shovld be parc of each pupil’s general knowledge. But traditions are
changing, snd the teacher must use his own discretion with regard to
the suitabiiity of such songs. In any case those that have proven to be
worthwhile sbould be emphasized and even memorized. This can be
accomplished more readily if such songs are mimecographed and bound
to form a school songbook.

{nstrumental Activities

Instruments may be used 10 support and emlellish singing in several
ways: in chordng, instcumental interludes, imitation of sounds in
nature, and regular instrumental accompaniments. Amoog the instru-
ments tha’ may be used in this fashion are the piano, accordion, auto-
harp, guitar, ukulele, recorder, resonator bells, drums, claves, in.racas,
tambourines, and other melody and percussion instcuments. From time
to time, player> from the orchestra or band may be bcought in to
accompany -inging or for purposes of demonstration.

Instrumental chording may accompany singing, in some cases by
using only the I and V chords. With one or ¢wo players at the piano
keyboard, one or two at autoharps, several at percussion instruments,
one at a string bass of which the opzn strings (played pizzicato) are
tuned to the prime and fifth of the scale, such songs as the following
may be enfivened:

Alouette Hokey, Pokey

Chopsticks La Cucacacha

Clemeatine Mexican Hat Dance

Down in the Valley Oh Dear, What Can the Matter Be
Hail, Hail, the Gang’s All Here Swing Low, Swcct Chariot

Of course, adding the IV chord will make many more songs avail.
able
Listening Activities

Listening activities must constitute an important portion of every

normal lesson. Where singing is essential to the lessun as in the fiest

9
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six units, listening must be considered as important as singing. In
Units 7-10 and 13, units of a predominantly instrumental nature,
listening probably would become the main feature of the lesson.

As much care and effort should be put into the choice of records
and tapes for listening as in choasing songs foc s.ngirg; the right
music can insure the success of the lesson. In addition, steps should
be taken to ensure that the music is well reproduced whether played
on the piano, phonograph, or tape recorder.

Because of the relatively passive nature of the listening process.
various procedures muse be employed to stimulate pupils and to acti-
vate the lesscn. These may be summarized as follows:

Attention should always be directed toward elemenis in the music
that are significant for the lesson. Often, questions, lists, and facts
relevant to the music should be placed on the board or in notebooks
in order to fccus attention on key points. There should be appropriate
follow-up class discussion.

Visual aids should be used whercver indicated to enhance listening.
Films, filmstcips, pictures, and any other materials that add another
dimension to tistening should be used. (See discussion about proper
use of audio-visual aids on pp. 161.170.) When concentration on the
music alone is desired, visual aids will of course be omitted.

In many instances the music chosen will be too long for class use.
It is generally advisable to play as much as is needed to make the poir*
intended. When possible, complete pieces may be played. For lessons
which require several excerpts, the tape recorder should be used. In
fact, the problems of place-finding, timing, excerpting, and discussing
music seriatim probably render the tape recorder the instrument of
choice for the classroom.

All kinds of activities may be associated with listening: providing
background information; telling a s*oty; reciting poetry or prose;
acting out a scene; dancing; engaging in rhythmic activity; using
current musicals, historical and other events, tu provoke thought;
relating music to art, science, mathematics, and other subjects; etc.
As will be seen later in connection with the lesson plans, most lessons
are motivated by problems: comparing one form of music with an-
other; tracing the derivation of one form of music from another,
musically and historically; comparing musical styles with coyles in art,
literature, and dancing; relating music to the interests of pupils, etc.

10

17



O

ERIC

+

Rhythmic Activities

Rhythmic activities {n a Music Appreciation class may take the form
of clapping, beating, walking, dancing, conducting, recognizing rhyth-
mic patterns (with or without notes), and using rhythm instruments
in conjunction with singing or listening. While they are of limited
application, these activities do have a place in some lessons, as indi
cated from time to time in the lesson plans.

Current Events

Even though Current Events is not a separate unit, it is well to in-
clude current events in almost every lesson. The fact that significent
musical events like the summer performances of opera and symphony
are taking place with more and more frequency makes it imperative
that the teacher prepare the way [or proper appreciation of these pei-
formances. Television shows also feature serious artists; these should
be publicized and supported.

Due to the proliferation of inferior music and performers in much
of the muss entertainment media, it becomes the duty of the teacher 10
try to establish and maintain sr>ndards in every way possible. The
threatened submergence of the art of music by profiteers who feed
upon the youth and gullibility of our public presents a very serious
challenge to the teacher and one that can be met only by sincere and
untiring effort.

Basic Song Lists

The following lists contain songs which are classified s types rang-
ing from light recreatic 1al songs to art songs. The lists have been
derived from many sources — earlier syllabi, lists provided by the
New York State Department of Education and the Music Educators
National Conference, and current textbooks. Naturally, these lists do
not include all worthwhile songs, and the teacher is free to add any
song he has found useful to the repertoire. This is particularly apropos
in the case of current “hits" which are musical and which appeal
strongly to pupils.

For reasons given in the section on Activities in a Music Apprecia-
tion Class, sperific sources for each song are not provided, but songs in
the Tocal school text which are similar to those on the lists are worth
teaching.

18
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Basic Song List

Palriotic and Service Songs

Air Cotps Song

America (stanzas I, 4)

America, the Beautiful

Anchors Aweigh

Caisson Song

Marines” Hymn

Semper Paratus

Star-Spangled Banner, The
(stanzas 1, 4)

Our National Heritage

Battle Hymn of the Republic

God Biess America

God of Our Fathess

Hail to the Chief

Navy Hymn (Eternal Father)

Taps

This Land Is Your Land

This Is My Country

You'tc 2 Grand Old Flag

When Johnny Conies Marching
Home

Yankee Doodle
American Folk Sengs and Ballads

Aloha Oe

Billy Boy

Blow the Man Down
Blue Tail Fly

Cindy

Clementine

Down in the Valley
Drill, Ye Tarriers, Drill
Erie Canal

Home on the Range
Joun Henry

O Susanna

Old Chisholm Trail
Red River Valley
Shenandoah

Turkey in the Straw

$pirituals

Dry Bones
Go Down, Moses

He's Get the Whole World in His

Hands
It's Me, O Lord
Joshua [it the Battle of Jericho

Lil' David, Play on Your Harp

Listen to the Lambs

Nobody Knows the Trouble I've
Seen

One More River

Sometimes 1 Feel Like a Mothes-
less Child

Swing Low, Sweet Chariot

When the Svints Go Marching In

Songs and Ballads from Other Lands

O Matie

All Through the Night

Annie Laurie

Ay, Ay, Ay

Believe iMe, [¥ All Those Endear-
ing Young Charms

Chiapanccas

Cielito Lindo

Ciribiribin

Come Back to Sorrento

Coming Through the Rye

Danny Boy

Drink to Me Only with Thine
Eyes

Flow Gently, Sweet Afton

Funiculi, Funicula ¢ A Merry Life)

Grecnslecves

How Can I Leave Thee?

I'll Take You Home Again,
Kathleun

Jnanita

Kerry Dances

La Cucaracha

Loch Lomond

Marching to Pretoria

Marianina

Men of taslech

O No, john

O Sole Mio

Santa Lucia

Zum Gali Gali

Songs of Brotherhood

Give Me Your Tized, Yout Poor

House I Live In, The

Hymn for the Nations
{Beethoven)

Hymn of Brotherhood (Brahms)

No Man Is an Island

QOone World

ERIC 12
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Songs for Recreational or Community
Singing

Band Played On, The
Bicycle Built for Two, A
(Daisy Bell)
Hail, Hail, the Gang’s All Here
In the Evenin, by the Mocnligh:
I've Been Working on the
Railroad
Let Me Call You Sweetkeart
Tell Me Why
Vive L'Amour

Standard Popular Songs

Bells of St. Mary's, The
Beyond the Blue Horizon
Count Your Blessings

Give My Regasds to Broadway
Happy Wanderer, The

He

I Believe

Through the Years
When Day Is Done

With a Song in My Heart

$.ngs from Opereitas and Musleals

Climb Every Mountain (The
Sound f Music)

Do Re Mi (The Sound of Music)

Donkey Serenade, The (The
Firefly)

Gypsy Love Song (The Foriune
Teller)

MHello, Young Lovers (Tke King
end 1)

1f I Loved You (Caroused)

I Tatk to the Trees (Paint Your
Wagon)

I \Xhistle a Happy Tune (The
King and 1)

It’s & Grand Night for Singing
(State Fairj

Oh, What a Beautiful Morning
(Oklshome)

June 1s Busting Out All Over
(Carousel)

My Hero (The Chocolate Soldier}

Oklahoma (Okleboma)

Only a Rose (Vega’:nd King)

Over the Rainbow (The Wizard
of 0z1)

Policeman’s Chorus (Piretes of
Penzance)

RIC

Aruitoxt provided by Eic:

Somewhere (West Side Story)

Stout-Hearted Men (New Moon)

Summestime (Porgy an ' Bess)

Tonight (West Side Story)

We Sail the Oceanr Blue (HMS
Pinafore)

Whiszle While You Work
(Snow Whitej

Witkout a Song (Great Day)

You'll Never Walk Alone
(Carousel)

Seasonal Songs

Auld Lang Syne

Deck the Halls

Easter Parade

1 Wish You a Merry Christmas
Jingle Bells

Prayer of Thanksgiving

Kook of Ages (Chanukah)
Twelve Days of Christmas, The

Sacred Songs

Biess This House

Dona Nobis Pacem (round)

For the Beauty of the Farth

Heavene Are Telling, The
*Beethoven)

Lotd’s Prayer, The

Mighty Fortress Is Our God, A

Old Hundred

One God

Setd Out Thy Light

Thou Wilt Keep Him in Perfect
Peace

Art Songs, Familior Seriovs $args, ond
Songs by Gravt Comporen

Barcarolle (Tales of Hoffrran —
Offenbach)

Calm (Still) as the Night
(Bochm)

Finlandia (Sibelius) — several
voca] verdions

Home Road, The (Carpenter)

Land of Hope and Gloty (Elgas)

Lost Chord, The (Sullivan)

Lizbestraum (Liszt)

Linden Tree, The (Schubert)

Lullaby (Brahms)

May Song (Schumann)

Ode Triumphant (Brahms)

Onward Ye People (Sibelius)

On Wings of Song (Meadelssohn)

O Rest in the Lotd (Elijeh —
Mendelssohn)

13
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Panis Angelicus (Franck)

Prayer Perfect (Speaks)

Pilgeim’s Chorus (Tannhaz:er —
Wagner)

Recessional (DeKoven)

Soldiers’ Chorus (Faust—-
Gounod)

Sylvia (Speaks)

Toreador Song (Carmen — Bizet)

Trees (Rasbach)

Whete'er You Walk (Semele —
Haadel)

Game Songs and Rounds

Alouette

Frere Jacques (Are You
Sleeping?)

Hey, Ho! Nobody at Home

Hokey Pokey

Mexican Hac Dance

Oh How Lovely Is the Evening

Orchestra Song

Row Your Boat

14
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She'll Be Coming 'Round the
Mountaia

Skip to My Lou

Sumer Is Icumen In

What Did Delaware, Boys?

Sentimento! Songs

Beautiful Dreamer

Green Cathedral, The

Home, Sweet Home

1 Love You Truly

In the Gloaming

Jeannie With the Light Brown
Hair

Love'’s Old Sweet Song

May the Good Lced Bless and
Keep You

Now Is the Hour

Perfect Day, A

Sweet and Low

Veya Con Dios

W hispering Hope
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Patriotic and School Songs

‘{0 begin the term in an area familiar to pupils, patriotic ad schoo.
sorgs are presented first. Several should be learned and meirorized.
Ev:n though later unir plans make no reference to these soyy;s, it is
un lerstood that they are to be presented or reviewed coutinually.
Those which are always being sung at assemblies or at oth:r <" 1
fuinctions shoutd constitute an important part of the reperto. -

To help with the memorization of songs, the following frocedure
is suggested.

The words are projected on a screen via transparencies cr slides
(usually the tune is faniliar). The class sings the en'ite song.

Next time around, the light on the screen j, darkenid in the
middlk .. 1" song, but the class coatinues to sing.

With cach repetition the sceeen is derkened earlier unti the song
is memorized.

As a final step in memorization, a prepared chart which ists all of
the songs is displayed (see next page). When a song is sur g compe-
tently from memory, that fact is recorded for this ¢lass and cthers to
sce — and compare. Class pride is generated.

Using the above procedures and stimuli, a class should be able to
build a basic cepertory in good time without requiring ilrill. Test
questions giving the individual lines of songs and requiring corre-
sponding titles provide an effective meihod for measuring :he cumu.
lative success of this approach.

At about this time the school song(s) may be introducd. If pos.
sible, a record or tape of the sorg(s) sung by the schixl chorus

15
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should be used, and the class may then sing along, following words on
the screen or in the school handbook

BASIC SONGS — CHECK-OFF CHART
Basic BASIC SONGS TO BE MEMORIZED
Song ,
Titles Music Classes
pd. 1 pd. 2 pd. 3
nced| almost | mem. [| need|almost|mem. || nced| alniost|mem.
help help help
America
vl Y Y Y
Ar:ler(l'ca v V v
Star-Sp. ’ ’
Baaner v. 1 ' ¥ v
Auldlang ’ 1 /_
S)m‘ 1 ' —-‘—’ "
List extended to incluce all patriotic sangs on the basic lists,

Aims and Objectives

To encourage Jove and respect for patriotic and school songs.
To teace the origins of our national anthem.
To give pupils an understanding of the nature of patriotic songs.

Vocabutory

1nthem ty pes — eulogistic, narrative
national anthem
patriotic song

Suggested Lesson Topics

Our National Anthems (See Sample Lesson Plan, pp. 18-19.)

National Anitems and School Sorgs (memorization )

National Anthemn: of Other Coantries ("God Save the Queen,”
“la Marseillaise,” "O Ca .ada,” "Bundeshymne,” and "Hatikvoh.")

16
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Alternate Lesson Topics

Other National and Patriotic Songs (See Basic Song List.)
Other School and Service Songs

Procedures

Relate origins of “The Star-Spangled Banner” and “"America.” Trace
their ascendancy to the status of national anthems.

Compate the original vcrsions of the anthems with present versions.

Present other anthems and songs in terms of their historical back-
grounds or reasons for being.

Summary Concepls

All nations have patriotic songs.

Patriotic songs serve to unify the nation, to promote the spirit of
patrictism, and to lend dignity to gatheritgs.

Many of these sor,s have interesting historical nnd artistic erigins.

The songs are of different types — some dramatic, some nasgative,
some eulogistic, some descriptive.

References

(For complete bibliographic information, sce pp. 173-179.)
Griffith, E. National Antheins, pp. 11-15, 24-29, 36-51.
Grote's Dictionary, article on national songs.
Netl, P. National Anthems, pp. 1-51, 67-78, 138-139.
New York State Education Depastment. Teaching General Music.

Shaw, M., and Colema, H., eds. National Anthems of the World, pp.
51, 136, 1.7, 368.
Sonncck, O. G. The Stur-Spangled Banner.

Audio-Yisval Moterials

Amtbems of All Nations (Folkways FP 8.1).

Nalional Anthems A sund the World (Metcury MG 1 205).
La Marsertlafse (Vic. 430.123).

National Anthems Latin Ame, . ra (Vic, AVL 3271).
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Sample Lesson Plan

Topic: OUR NATIONAL ANTHEMS
Aims
To encourzge appreciation of our national anthems.
To «ruve the origins and development of our national anthems.

Objectives
Te show how “The Star-Spangled Banner” and “"America” were
derived from foreign sources.
To show how they became the national ar..bems.
To point out changes in the original tunes in keeping with the
current poems.

Motivation
Singing or p'aying 'The Star-Spanglzd Banner” and "America” in
the.r original forms vvith different words should creaie interest.
The ersuing discussion, based partly on pupil experience, should
bring out the variety of forces and events that shaped the prosent
versions of the anthems.

Presentation

The reacher sings or plays (piano or tape} the original version of
"To Anacreon in Heaven” (p. 174), followed by an account of its
metamorphosis into “The Star-Spangled Banner.” A similar procedure
may be used for “America.” Words of all songs may be projected on
a screen or issucd in mimeographed form.

Activities

18

Singing

Teacher and,or class may sing
"To Anacreon in Heaven" and
"The Star-Spanglcd Banner.”
This is also done with "God
Save the Queen™ and "America.”

Playing

Teacher wiay accompany the
singing on the piano or on tape

Questions

1. Are there any melodic dif-
ferences between the British
tunes and our present-d:y
American anthems?

2. Are our anthems ol the same
type as their predecessors?

3, What are the historical ori.
gins of our anthems?
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Activities Que<tions

(a tape may be used for the 4. Does a borrowed anthem lose

sung versions of “To Anacreon in emotional impact? Ex-
in Heaven” and “God Save the plain.
Qucen").

5. What are the purposes of na-
Liste 1ing tio 1al anthems?
As in the section above, a tape 6
recording of "To Anacreon in
Heaven” and “God Save the
Queen” may be used; if neces.
sary, a tape or pionogiaph re. 7. Wkat role have our anthems
cording of “The Star-Spangled played in British-American

. Which of our anthems are
sung by the military in war-
time?

Banner” and "Ameri.a” may be relations?
used to demonstrate good sing- .
ing & 8 g What are the characteristics
’ of a good national anthem?
Summary

Discuss questiuns 3-8,

Alternate Lesson Plan
Topic: OUR NATIONAL ANTHEM*®
Aim

To encourage love and respect for patriotic songs.

Objectives
To improve classcoom and assembly performances of "The Star-

Spangled Banner” and other standard patriotic and school songs.
To encourage full class participation in singing activities.

Motitation

The teachet may play recordings of Tl Star-Spangled Banner” by
diffccent singers, asking students to point ouc strengths and weak-
nesses of the different versions.

The teacher may ask the stodents to criticize the assembly per.
formances of the National Anthem in their schooi.

26
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Presentation

The teacher leads the class in singing ""The Star-Spangled Banner,”
using the standard assembly routine. The students are asked to suggest
ways in which the singing may be improved. (Starting and stopping
together, pronouncing words correctly, breathing at proper places.)

The teacher points cut that singing quality is improved if the words
are pronounced clearly and emphatically. Difficulties cavsed by the
high range of the middle phrase ("And the rockets’ red glare,” etc.)
are reduced by emphatic pronunciation of the explosive censo-
nants, keeping the chin down when reaching for high notes, and
singing with energy.

The teacher may demonstrate the conductor's beat for the attack,
fermata, and release, so that the class may have practice in starting
and stopping together.

Activities Questions
Singing [. *¥hat are some of the diffi-
The National Arthem culties in singing "The Star.
.o Spangled Banner”?
Listening

Recorded versions of the Na-
tional Anthem

Rbythmic Resposnse

Studenis may practice the con-
ductor’s beat for attack and re-
lease.

Notcbaok

List ways in which school per-
formances of the National An-
them may be improved.

Summary

20

2. What musical qualities should
a satisfactory performance of
"The Star-Spangled Banner”
have?

To iraprove school performances of “The Star-Spangled Banner':

Follow the conductor for starts and seops.

Sing with energy.
Pronounce words clearly.

2



Sample Worksheet

Qur National Anthem

How can we improve the singing of "The Star-Spangled Banner” in the
assembly? List your suggestions.

What three things must be kept in mind when you follcw « conductor?

Do you feel that “The Star-Spangled Banner” should be sung by the crowd
at ball games and cther public occasions? Give reasons for your answer,

ERIC 28 g
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Folk Songs
of America and Other Lands

Folk song may be defined as a type of song of either known or
unknown origin which has caught popular fancy for various reasons
and has been widely sung. Thus the song may stem from the skilled
pens of composers like Schubert or Foster or from the momentary
inspiration of a nameless worker or minstrel. Whatever che source —
if the song satisfies the needs of a large number of people over a sub-
stantial period of time — jt may be called a folk song. This definition
of course conflicts with that of the purists vvho would hono. with the
cognomen “fclk song” only those that were not written down and
were sung freely. But there is so much overlapping between the com-
posed (or recorded) folk song and the “free” type that che distinction
no longear scems valid,

Particularly characteristic of folk song are its variety and spon-
taneity based on many phenomena in the lives of a people: rom:.ace,
tragedy, games, lullabies, and even nonsense rhymes. There are also
songs about many different coccupations which serve to make work iess
tedious and to pass the time more quickly. In this category are the
plantatiun songs, railroad sonys, sea shanties, cowboy songs, and
marching songs of armies.

In the United States, currest interest in folk music has result>d in
the spotlighting of areas where traditional sungs have survived — the
South and Southwest. Although folk songs, c<pecially work songs, are
popular in other sectinns of the country and have considerable Icn-
gevity, .t is in the Southern Appalachian Mountains that the influence
of ous early settless is most strorgly seflected. Some of the songs are
sti:l sung much as ther were in the British Isles hundreds of years ago.

2
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Songs of the South and Southwest

TYPE TITLE
Answering Song Deaf Woman's Courtship
Ballad Batbara Allen
Dance Song Skip to My Lou
Humorous Song 0!d )oe Clark
fomantic Snng Down in the Valley

Qne of the most abundant -ources of folk song in this country and
one that is exerting considerable influence on music today is the music
of the Afro American. It is a highly personal form of expression cor-
vincingly portraying the meaning of the text, Syncopation is common,
as are the pentatonic scale and the flatting of the third and seventh
tones of the scale—as in "blues” music. As indicated by the Tall-
madge time charc on pp. 100-101, African and Semitic influences are
strong.

Songs of Afro-Americans

TYPE OR CHARACTERISTIC TITLE
Blues St. Louis Blues
Freedom Song We Shall Overcome
Lining Out Go Down, Moses
Pentatonic Scale Swing Low, Sweet Chariot
Syncopation Evety Time [ Fecl the Spirit
Spititual My Lotd, What a Morning
Work Song Water Boy

Other examples of Afro-American music illustrating both genres
and technical features may be found in later units on American and
African music.

When some of the inhabitants of the Appalaciian region went west
in the nineteenth century, they twok thei: music with them, and many
cowboy songs are paraphrases of, or bear strong resemblance to, the
songs of the mountaincers,

Songs of Appalochie

TYPE TITLE
Ballad Tne Ballad of Jesse James
The Cowboy’s Lament
Dance Song Cindy
Work Song Night Heeding Song

Old Chisholm Trail

23
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Of the countless folk songs from foreign sources, Galy a few can be
included here, cnough to show the universality of fuIb. song genesis.
Though they may have been influenced by geographic conditions,
nationalistic traits, and musical tendencies, the songs show kindred
maaifestations of feeling associated with romance, tragedy, work,
sorcow, and joy.

COUNTRY OF COUNTRY OF
ORIGIN FoOLKSONG ORWGIN FOLKSONG
France Au clair de la lune Ttaly Comr Back to Sorreato
Frere Jacques O Marie
Germany Die Lorelei Santa Lucia
How Can I Leave Mexico Carmen, Carmela
Thee? Cielito Lindo

Great Britain La Cucaracha

Englana Deink to Me Only Russia Darlk Eyes
with Thine Eyes Pedlar, The
Greensleeves Volga Boatman
Scotland Annie Luutie South America
Auld Lang Syne Brazil T4 tw, Maramba
Loch Lomond Chile Rio, Pio
Wales All Theough the Night | Sp.in 1~ Palama
Deck the Halls
Ireland Bendu.ucer's Stream

Lendonderry Air

—_—

Folk song has always exerted an ‘nfluence on the work of profes.
sional ~omposers, even on thoss & dealt with the most complicared
«nd refined forms of composition. Below is a partial [ist of compose..
and works in which {olk song plays a significant role:

CorMPOSER TiTLE OF COMPOSITION
Beethoven String Quartet op. 59 no. 2, 3rd miiement
Brahms Academic Festival Overture
Hungarian Dances
Copland Appalachian Spring

El Salon Mexico
A Lincoln Portrait

Cowcll 01d American Country Sct
Dohnanyi Variations on & Nursery Tune
Dubensky Variations on “"Pop Goes the Weascl”

O
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COMPOSER
Gardner
Gould

Harris

Ives

Liszt

Moore
Moussorgsky
Mozart
Powell
Siegemuister
Stili
Tchaikowsky
Thomson

e

TiTLE OF COMPOSITION

From the Canebrake

Ametican Salute

Cowbey Rhapsody

Lincoln Lcgend

When Johnny Comes Marching Home
Symphony no. 2

Hungarian Rhapsedies

The Devil and Danicl Webster

Botis Godunov

Vatiations on "Dirai-je maman”
Negro Rhapsody

Ozark Sct

Afro-American Symphony

Symphony no. 4, 2nd movement, 4th movement
The Plow Th:t %eoke the Plains

Aims and Objectives

To develop an awareness of the role of folk music in the cultural
life of America and other countrics.
To develop an awarcness of the contributions to folk music by

immigrants.

To reveal the naturt and scope of folk music by samplings from
different sections of this country and from other countrics.
To show how music history and composition are involved with folk

music.

To build a repertoire of songs useful for group singing.
To satisfy the spiritual, emoticnal, and acsthetic needs of pupils
through the singing of the finest types of folk song.

Vocobulery

answering song
ballad
Improsisa.ion
lining c. t
minstrel

religious folk song tune
secular folk song work song
spiritual

*yncopation

rext
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Content

The literature of folk song is so enormous that it would be wasteful
to attempt a compilation here. Teachers should simply provide erough
variety in choosing the songs so that all of the categories listed in the
introduction io this unit are represented. Ad¢'stional selections may be
made from the list of basic songs beginning on p. 12; from pp. 47, 51,
55, 58, and 67 of the New York State Syllabus; from Unit II, Sec. I
of General Music for Intermediate Schools and junior High Schools,
Level I; and from any school text. (See References, pp. 171-172.)

Suggested Lesson Tapics

Folk Ballads (Sce Sample Lesson Plan, pp. 28-29.)

Famous Folk Singars

Forms in Folk Song (strophic, strophic with refrain, three.part song,
etc.)

tHlumor in Tolk Song

Folk Songs in the Concert Hall (composers who have based com-
positions on fotk song)

Alternate Lesson Topics

The Composed Folk Song (Schubert. Brahms, Foster)

Contrasts in Folk Songs "Erie Canal” and "'Volga Boatman"; various
versions of "Barbara Allen”

Comparison of the Folk Song and the Art Song (Sce Unit 6.)

Comparison of the Folk Song and the Popular Song

Procedures

Find pairs of songs which are rclated in style or melody, c.g., "Bar-
bara Allen” and "The Ballad of Jesse James,” "Vilikins and His
Dicah” and “Sweet Datsy from Pike.” (See pp. 28-29.)

Sing them or have the class sing them (a recording may also be
used), and draw comparisons between them. With “Barbara Allen,”
for example, it may be shown that the song came from Britain to the
Appalachians and that the ballad formn was used later in the West.
The tune of “Vilikins and His Dinah™ was used later for "Sweet
Bztsy from Pike.”

206
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Zomparisons among songs may likewise be made with regard to
ca egory (work song, dance song, etc.); historical oi sociological moti-
va ton ("Battle Hymn of the Republic” and “We Shall Overcome™),
ac thetic values (lyrics, musical seiting of text), and relative merit of
so1gs of known and unknown composers.

Summaiy Concepts

olk songs have varied emotional, his:orical, and aesthetic origins.

Many folk songs have crorsed politicil boundaries and have been
us:d by difterent notions in csponse to need or appeal; many others
have been adapted for purposes different from those of the original.

Folk sorgs may be written by a known composer or they may be
handed down by word of mouth, but they all share the distinction of
having been found worthwhile by many people over a considerable
period of time.

They all have merit and appeal du= to one or more of the following
factors: text, melody, chythm, style, or the purpose which they serve,

References

Board of Education, City of New York. General Muzic for Tutermedi-
ate Schuols and Juuior High Schuals, Level 1, Unit 11, Sec. HI,
List of recordings, Unit II, p. 3.

Lomax, A. The Folk Songs of Nentl Amicrica, pp. 597-600.

New York Stote Education Department. Feaching General Music,
pp. 5351, Lists of audio.visual materials, pp. 49, 54, 57, 60, 141-
167.

Audio-Visval Materials

Foli Ballids Vie. LPV 513
Blowe the Man Doun Vic, LM 2551
Gallows Sung Lyr. LLGG
Yoba FHenry Vie, LOU 6006
Shew.ondual Vie. LPM 2307
Strects of Fairedo Vie, CAL 674
Fudte of Honey., o Cap. 8T 239
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Sample Lesson Plun
Topic: FOLK SoNGs
Alms
To promote understanding and appreciation of folk sungs.

'T'o encourage understanding of foreign cultures through their folk
songs.

Objectives
To show the charatter and deriv:tion of three folk songs.
Ta prove that the folk song has inberenc aesthetic value.
To show the traditional and international character of the folk
song by demonstrating the relationship between "Vilikins and
His Dinah™! and "Sweet Betsy from Pike."?

Mnotivation

A r.cord of "A Taste of Honey” (old English song) sung by the
Beatles is played.

Discussion of its merits and appeal follows.

Precentation

Following the playing of “A Taste of Honey,” “Vilikins and His
Dinah” and “Sweet Betsy from Pike™ are prosented and compared.
The trail of the latter is traced from the West back ta the Appa-
lachians and finally o Fngland.

Actititics Questinns
Singing 1. How does it happen that a
All three songs nwntioned above centuries ofd song like “A

may be sung. Taste of Honey™ has reconily
been revived?

Playing 2. Do you know any other songs
Accompaniment can be provided derived from old melodics?
hy teacher or pupils (piang, N

. . Where are the oldest folk
autobarp, guitar, bass, ctc.)

sangs in the United States?
Have you ever heard them?

' .‘u—p. 17"
S, McConathy oo 1l Mudo the Uniteral funguage (Now York: Sifver
Burdete, 1958 p. 175 Record, Col 122636,
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Aciivities

Listening
“A Taste of Honey” may be
played using che Beatle record.

The other songs may be pl yed
— but playing should be con-
fined to a few verscs.

Rbythmic Response

Rhythm instruments or clapping
may be used in accompaniment
to "Vitikins” and "Sweet Betsy.”

Creative Response

After pointing out the nature of
the folk song, the teacher may
encourage the clasi to compose

Questions

4, How did “Sweet Betsy” get
to the Wes?

5. A:: «nere any diff~rences be-
tween "'Viliking” and "Sweet
Betsy'?

5. Why is no composer's narie
given for either song?

7. Does the tune fit the words?
How and why?

8, List the attribues « * a folk
song that enable it to survive.

9. What were the fircumstances
that brought abcut the crea-

such a song — tune, lyrics, or tion of the three tongs in this
both. lesson?
Summary

Discuss questions 3-9.

Y J

Alternate Lesson Plan
Topic: FOUK BaLLADS
Aims

To proniote understanding and appreciation of folk songs.

To encourage understanding of foreign cultures through their fotk
SOrgs.

Objectives
To become acquainted with typical folk batlads.
To recognize various forms of (olk ballads.

Motivation
The teacher sings or plays recordings of the opening stanzas of
sevcral folk ballads, asking students to discover ways in which these
songs a-¢ alike. (All are folk ballads. i.c, folk songs that tell a story.)
29
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Presev.alion

The teacher presents at least one example of each ot he following
three types of folk ballad:

1) Ballads which use the same music and basically the same words
for cach stanza:

Everybody's Welcome

Farmer in the Deil

Fiddle-I-Fee (I Bought Me a Cat)
*Hangman's Tree (Hangin' Trce or Hangsman)
Paper of Pins (Madam, Will You Weik?)

Pay Me My Money Down

Peg ar’ Awl
3She'll Be Comin® "Round “he Mounuin

2) Ballads which use the same inusic with different words forz
cach stanza:

Barbara Alle.. {Barberry Ellen’
Billy the Kid

*Joha Henry

Lord Randall

~Strects of Larcdo (Dying Cowlhoy)

3) Ballads which have a refrain or phrase which recurs at regular
intervals

Blow the Man Down
Cape Cod Girls
Duvil's Nine Questions
Quaker's Couruhip
Rio Grande
*Shenandoah

Three Young ladies
Two Sisters

Activities Questions
Singing 1. Do maost folk baliads have
Examples from the song lists, happy endings? Why?
ucing full class or student solo- 2. What sort of characters are
ists, folk ballads about?

B S\;;;md for class singing.
O
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Activities Questions

Playing 3. Does the music of a folk bal-
Most ballads <an be harmonized lad change its character to fit
on piano, autoharp, guitar, etc., the words as the story pro-
with a few basic chords. gresses?

Listening 4. Why are folk ballads a popu-
Recordings or teacher petform- lar type of folk song in al-
ances of songs from above lists. most all countrics?

Summary

Mention three types of folk ballads, with examples of each.

Sample Worksheet

Folk Ballads

What is a folk ballad?

How do folk songs and folk hallads differ?

Can You namv some historical charactees that appeir in fol% ballads?

Give an example of a folk ballad in which the singer repeats the same music

snd basically the same words for cach stanza of the song.

Give an example of a folk ballad in which diffcrent words ate used for every

stanza, although the music remaine the same.

Give an (vample of 4 folk batlad which has a rdfrain of chorus thas recurs at

regutar intervals,

31
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3
Types of Voices

Although the nominal purpose of this unit is to demonstrate differ-
ences among voice types, a major effort should be mada o inculcate
£20d singing habits through the presentation of outstanding voices.
At or.ce the most expressive and easily perverted instrument, the voice
still represents the shortest route to the furthering of musical and
aesthetic values and to an understanding of the vocal repertory. At a
time when singing in large groups such as assemblics and public
gatherings scems to be at an ebb, it is niore importint than ever to
show pupils the beauty and expressiveness inherent in the human
voice and 10 check the tide of indifference to guod singing. Too, the
growing admiration for careless vocalization in much rock-and-roll
singing should be countered by demonstrations of highly trained

singing.

In order to give the teacher Iatitude in choosing recordings for the
lessons that follow, a list of the nine principal voice types is provided.

1. Coloroluia Soprone

Mad Scvne tLucia di Lammcrmoor)
Rujoice Greatly (Messinh)

2. lyric Soprano

I Love Thee (Gticg)
Mi chiamano Mimi (1a Bobcme,

3. Dramatic Soprano
Abschealicher, wo cilst du bia? (Fidelio)
Brannhitde's Battte Cry (Die Walkurc)

4 Merro-Sopranc

Hahanora (Carmen)
1le Shatl Food His Flock £Meseal)



5. Contralty or Alto
G Rost in the Lord (Elijeh)
Stride la vampa (1! Trutatore)
6. Llyric Tenor

Che gelida manina (La Bobenre)
Flower Song (Carmen)
La donna € mobilc (Rigaletto)

7. Dramatic Tenor

O Paradiso {L’Africaine)
Prize Song (Die Meistersinger)

8. Baritone

Largo al factotum (The Barber of Seville)
Torcadot Song (Carmien)

9. Baoss

in These Sacred Halls ('The Magic Flute)
Mephista’s Serenade (Haust)

Aims and Objectives

To teach appreciation and understanding of vocal music along with
the presentation of voice types.

To enable pupils 1o recognize voice types on the basis of timbre,
range, and expressive quality.

To present outstanding examples of the main vocal types and of
their characteristic uses in vocal works.

To familiarize supils with some of the geeat names in singing.

Vocabulary
alto mezzo-50prano tenor (lyric)
baritone range timbre
bass soprano (dramatic)
coloratura soprano (lyric)
contralto tenor {dramatic)

Suggested Lesson Topics
A Compaiison of Trained and Untrained Voices (See Sanple Lesson
Pl.a, pp. 35-36.)
Types of Female Voices
Types of Male Voices
Q
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Alfernate Lesson Topics

Great Contemporary Singers
A Comparison of Singers: Folk, Popular, Musical Comedy, Opera.

Procedures

Present songs or arias after describing their backgrounds; choose
recordings of grear artists.

Presenc pupils’ voices live or on tape; compare with each other or
with arists’.

Explore relationship of vaice types to the music being sung regard-
ing expressive character.

Explain essentiais of good vocal production and demonstrate with
recordings. Compare vocal types of populcr vocalists with those of
classical artists. Note differences in vocal styles for popular songs, folk
songs, and opera.

Summary Concepts

Each voice type has different timbre and emotional impact.

It is possible to express every emotion within each voice ¢ype.

Trained voices are capable of producing beautiful toxe, of under-
lining the meaning and emotion of words, and of mecting any tech-
njcal demands made by the music.

Legitimate singing as exemplified by the artists in the recordings is
aesthetic, expressive, technically iuteresting, aad varied.

References

Board of Education, City of New York. General Music for Interme-
diate and Junior High Schools, Level 1, Unit Vi, p. 4. List of
recordings.

Kagen, S. Music for Voice. Lists of suongs for each voice type.

Music Educators National Confercnce. Music Education Materials, pp.
G2-63, 66-47.

SO S
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Sample Lesson Plan

Topic: A COMPARISON OF TRAINED AND UNTRAINED VOICES

Aim

To teach appreciation and understanding of vocal music in con-
junction with the presentation of voice types.

Objectives
To teach pupils 1o distinguish between male and female voices with
respect to tinibre, range, 2nd expressive qualitics.
‘To enahle pupils to identify their own voice types.
To present examples of artistic singing for purposes of imitation.
To compare and contrast professional and amateur singing.
To ez appreciation of one or two songs.

Motivation

Record pupils’ voices and compate them to professional voices.

Presentation

A list of the nine voice types included earlier in the unit is piaced
on the board or on a screea.

The class sings "Down in the Valley”! ur another song of similar
appeal and brevity (fur taping).

One recouding or pest of a recording by a professicnal female
voci list and one by a professionil rale vocalist are played, preferably
of the samc <ongs sung by the class; the class is asked to identify the
voice types.

The same songs are sung by a female and a male pupil, and the
voice types are identified by the class.

Comparisons are made among the presentatior.s with respect to voice
quality, enunctation, and other vocal relinements.

The teacher resolves questions of voice tynes of pupils by pointing
out the characteristics and final development of the changing voice.

1"Pown in the Vally” — Muie the Unitcrsal Tanguige, p. 9 rccord —
Rithaed TharBonrctt on his owmn label, Othet examples of profescional sing.
ing arc: londan 5920 (Fdecn Fareell-—Songs .‘merica Lotes) and London
55003 {Robueet Mcrriil — Americans).
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Activities

Singing
“Down in the Valley” and/or
another song.

Playing

Pupil(s) or teachet may accon-
pany the song(s) —on piano,
autoharp, etc.

Listening
Phonograph and tape recordings

are used as described under
Presentation opposite.

Surimary

36

Questions 2, 3,5, 7, 8.

Questions

L

Identify ¢he voice types on
records.

. Do ycu notice any differences

between  orofessional and
pupil voices?

. How do you accoun: for

these differences?

4. What is your own voice type?

~d

. What are some things pro-

fessionals do to produce ar-
tistic singing?

. What will bccome of your

voice when you grow up?

. Is one voice 1ype better than

2nother? Why?

. What must you do to develop

a particular voice type?

List voice types according to register, together with characteristic
qualities and music for each type.
Play recordings and Lave pupils identify the voice types. Discuss.
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4

Music of the Theater

Musicals, Ballet, Broadcasts,
Films, Operetta, Opera

By music of the theater is meant music that accompanies any type
of theatrical demonsiration involving the drama, dancing, and other
mimctic forms of art. {The term drama is used to encompass a wide
variety of stage presentations, such as opera, operctta, the musical,
ballet, and the play or screen showing with in-idental music.) What
is common to all of these is a story sine or unifying idea that or-
ganizcs the work and gives it breadth and substance. Also present is a
certain arount of movement and action that render the work fheat-
rical as contrasted with the immobility of presentations such as the
oratorio or poctry readings with background music; for this reason
the latter, although following a plot or idea and imbued with con-
siderable dramatic fervor in its realization, are excluded from this unit.

Very ¢ rly i man's history music was used in .sociation with a
story or dance to help emotionalize its meaning. Primitive forms
of opera and ballet undoubtedly existed in the earliest civilizations as
they exist in the most primitive tribal socictics today. With the begin-
nings of recorded history we find clear evidence of such manifestations,
for example, Miriant's dancing in the Bible and the dramma per musica
of the Greeks.

It was the attempt to revive the latter art form that led Peri and
Rinuccini of the Florentine Camerata to produce the first fully notated
opera, Furidice (c. 1600}, Based on the assumption that the Greek
drama employed musical declamation to enliven the text in the manner

37
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of ancient c-ators, the Camerata developed monody in a way that led
to ariosi {Monteverdi) and arie — the keys to the future of opera.
The acceptance of opera in this and succeeding centuries was sure
testimony to the validity of the new art form and stimulated com-
pusers throughout Europe to write in the genre.

The next century saw the development of the bel canto manner of
singing, the efforts of Gluck to reclaim opera as a dramatic vehicle,
and the creation of the Handelian and Mozartean masterpicces.

In the 19th century, a veritable boom in opera brought Weber,
Rossini, Bellini, Donizetti, Meyerleer, Bizet, Gounod, Verdi, and
Wagner to the fore. As a reaction to the lalian tendeacy to subor-
dinate the plot to the music, Wagner set about creating a Gesarm!-
Eunstuerk in which all elements peculiar to opera would have equal
status; unconsciously, however, he had the orchestra play so dominat-
ing a role tl.ar it has become an extremely important, if not the most
important, feature of opera ever since,

In our own century, the names of Strauss, Stravinsky, Berg, and
Britten stand out, and in American opera, those of Gershwin, Moore,
Barber, and Mcnotti. But, because of the difficulty experienced by
modern composers in reconciling Jdramatic realism with cuphonious,
rounded song, and because the opera-going public is reluctant to
forego melody, very few modern works have held the stage; much of
the effort herctufure expended on opera has gone into the making of
less demanding, less involved creations. This has enabled the scrious
musical — a cross between opera and the flighty operetta of the early
1900's — to make great headway in the theater. Works like The KNing
and | and Suith Pacific outnumber new operas by far.

Whatever the direction of the future, opera, as one of the two miost
highly developed musical forms (¢he symphony being the other),
should he enthusiastically presented. Rather easy to sell to pupils by
virtue of its stories and its multi-faceted 2ppeal, opera should con-
stitute the greatest single scgment of this unit. Indecd, the growing
possibility of seeing live performances of opera, thanks to the flower-
ing of summer festivals, opera workshops, and touring companijes,
makes it imperatise that the teacher inculcate in pupils greater appre-
ciation and desire for opera,

To assist the teachee in selecting materjal for this unit, the follow-
ing list is offcred:
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Opera 1*with balle

*Aida Madane Butterfly
*Amahl and the Night Visitors Marriage of Figaro, The
Ballid of Baby Dcoe, The Meistersinger, Die

Bo.'s Godunov Orello

*Carmen Porgy and Bess

Don Giovanni *Tannhauscr

Down in the Valley Theee-Penay Opera, The
*Faust

Jperretla

Descrt Song, The
Fledermaus, Die

Mikado, The

Merry Widow, The
Orpheus in the Underworld

Serious M sicals

hrigadoon
Carouscl
Golden Boy
King and J, The
iy Fair Lady

Light Musicals

Fidd ¢r on the Roof
Flewer Drum Song
Guys and Dolls

Paticnce

IIM.S, Pinafore
Red Mill, The
Rosemarie

Oklahoma

Sound of Music, The
South Pacific

West Side Story

Hello Dolly
Music Man, Toe
Pajama Game:

Ballets I? inditates in musicalt

Appalachian Spring
Billy the Kid
Coppelia

Dagphnis and Chloe
Fancy Tree
Firchird, The

In-idental Music

Bourgeois Gentilhorinie, Te
1’Arlesicnne Suite
Mid«wummcr Night's Dream

Nucweracker, The
*On the Town

Rite of Spring, The
Rodeo

Sleuping Beauty, The

Por Gync Saite

School for Scandal, The

Music from Maolien Pidtures

Alcandar Nuovshy

Greatest Story Ever T0W, The

Hnry V

Plow T hat Broke the Plaing,
The

River, The
So wild
Victory at Saa
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Aims and Objectives

To teach appreciation and understanding of al} types of music of
the theater — opera, operetta, balle,, the musical, and the play
with music.

To acqusint pupils with the workings of the musical theater, its
purpose, structure, and development.

To introduce significant works of the theater and their composers.

To trace the development of trends and movements in the theater.

To inform pupils about current developments in the musical thearer
to make them potertial theater-goers.

Vocabulary
aria leitmotiv prnia donna
ballet libretio prologue
bel canto music drama prompter
choreographer overture recitative
chorus prelude realism {verismo)
conductor prima ballerina score

Suggested Lesson Topics
Introduction to Music of the Theater (Sce Sample Lesson Plans,
pp. 43-48.)
Music and the Dance (Batlet)
Incidental Music for the Drama, TV, and Radio
Music and the Motion Picture (Sce Sample Lesson Plan, pp. 45-46.)
Operetta (Offeabach, J. Strauss, Herbert)
Giibere and Sullivan (1)
Gilbere and Sultivan (I1)
The Modern Light Musical
The Modern Serious Musical
Verdi
Wayner
Mozart
Puccini
Bizet
An American Opera
Historical Origins of Opera

Q {0
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Alternate Topics

Scene from an Opera (reciwative, aria, ensemble, chorus, ballet,
orchestra)

Ballad Opera (Beggair's Opera)

Opera Overtures

Other Ope.atic Compesers

Frocedures

Have the class sing a song or two {rom the most recent school Sing
or musical; if not applicable, choose a song from a curreat Broadway
musical.

Show how the elements of singing, dancing, instrumental and
choral music, plot development, costumes, and scenery all play a part
and interact.

Trace the development of the production through the early stages
to the performance itself, bringing out the problems encountered and
their resolution,

Recount the story of any of the perdinent picces on the lisc of works
for this unit and show how music and dancing serve to highlight
variots episodes in the story.

Proceed from the simple musicals in the early lessons of this unit
to more complicated works like operas. Apportion the time so that
opera is well represented.,

Use the filmstrip projector liberally s7 ice a considerable number of
musicals and ~eras have been put on ilmstrips. If the filmstrips do
not have prepared scripts which synchronize with the music, prepare
a seript and put the music vn tape 10 syncnronize it with the film.

Summary Concepts

Music or the theater is music that is written for works that have a
story line and which intolve motion and action.

Music serves the purpose of intensifying and highlighting various
episodes in the story; not all episodes are suitable for musical sctting
(crgo tecitative and the spokan portions of the Singspicl).

Dancing is an incegral pare of the musical theater, and some of the
fincst myusic has been written for rhe ballct; however, some hallet
music has bren written without a story.
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Ditizrent emotional situations call for « variety of means of expres-
sion; -1l resources of poetry, vocalization, orchestration, melody, har-
mony, acting, dancing, sceaery, costuming, and lighting (stage effects)
may be used in the service of expression.

There is a distinction betwern lighter forms of musical theater as
represented by the musical and opcretta and more serious forms as
represented hy opera; the distinction is mure one of omplexizy and
workmaaship than of procedures.

A further uistinction is made between Broadway musicals — somie
serious and some light. This is based on the moral or “message” to be
gotten from the show.

There s a long-standing conflict between the dvocates of realism
in the theater and those who would subordinate action to the music;
this hatdle is now being fought in operatic circles and will continve
to be 1ought for many years to come.

Reference.-

Fducational Audio-Visual, Inc. AmfioVisual Teaching Matciials:
Musie. Eilmstrips and recordings, pp. 2.5, 7-9.

Grove's Dictinnary. A-ticle on Opera. (Backgrov ad)

New York State Education Department. Teaching General Music.
Lists of recordings, pp. 77-78, 81. Selected references, pp. 147-167,

Wilson, Growing with Music, Rook 7.

Audio-Visual Materiols

Anvil Chorus Vic. LM 1986
Carmcen Jonucs Dec. 9021

Habancra Vic, LM 1749
La donna e maobile Vic. LM 110§
Un bel ds Vic. LM 2491

William Tell Ovarrierc MS 6743
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Sample Lesson Plan
Topic: INTRODUCTION TO MUSIC OF THE THEATER (])*

Afms

Yo teach appreciation and understanding of music of the theater in
most of its artistic manifestations.

To show the role, organization, and development of Jdifferent forms
of musical theater.

Objectites

By means of familiar material, to show how a musical (e.g., a school
Sing, school musical, or current Broadway musical) is put to-
gether.

To teach the function, mode of composition, and effect of the com:
ponents of a musical — plot, music, dancing, staging, scenery, etc.

To involve pupils in the performance of part of a musical.

To indicate the family relationship of musical, operetta, and opera.

Motivation

The class sings and cr the teacher plays a song from the latest
school Sing ar musical o from a familiar Broadway musical.

The plot is related in bBricf, and the function of the song vis-a-vis
the plot is explained; likewise, the function of the other components
is brietly explained.

Yarious devices, involving melody, harmony, rhythm. and o-ches.
tration, used by composers to illustrate the text (libresto) are ex-
plained and discussed. A second song, preferably of a different type,
may be presented and its raisoun d'cre elucidated.

Actitsties Qircstions
Siiging 1. Why are the words of a pas.
Cne or two songs from a Sing sage sung rather than spoken?
or musical.

) 2. What hagpeas to the action
Playing while the song is being sung?
Sorgs mav be accompanied on
the piano, on tapc. or by instru- 3. What purpose docs dancing
nicnts. serve in a musical?

* Pecause of the wide «ope of this unit, (mo sample 1:son plans as well as
an alteenate plan are providad.
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Activities Questions

Listening 4. How does the composer illus-

Songs chosen for presentation trate the text melodically?

may be played on records or un Harmonically? Rhythmically?

tape. Through instrumental color-
ing?

5. Do you fee! that music and
dancing improve a story?

Why?
Creative Response 6. Do all stories lend themselves
The class may be asked to devise to musical treatment? Why
a story, lyrics, and music for a or why not?
musical. 7. Name some plays and novels

that have been converted into
musicals or operas.

8. Write a story that would be
suitable fo. musical setting.

Summary
Discuss questions 2, 5-8.

List the most important elements of an opcra or musical and the
funceion of each.

Sample lesson Plan
Topic: INTRODUCTION TO MUSIC OF THE THEATER (1)

Aitns
To teach appreciation and understanding of music of the theater
in most of its aitistic manifest. tions.
To show the role, organization, aad development of different forms
of musical theater.
O
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Objectives
To show how music is used to support a story; in this instacce, the
movie So Wild with music by Cepland.
‘To explain a composer’s motivation, his metho:d, and the means used
to carry out his intention.

To demonstrate how background music for a story can be made into
instrumenta) music for listening.

To indicate that the supportin, .oic of music is more emotional
than pictorial.

Synopsis of the story of Su Wild:

The story concetns two persons who live in a squalid scction of
Manhactan, a young gitl from our of town and a native New Yorker
whe can't find himself Although he has saved her from conumitting
suicide ared has tahen Ler 1o Line with him, he cannot got the type of
joh that will lift thent out of the slum, He drinks heavily. During one
of his deunken bouts, she blinds him in one eye as he attacks her.
Thereafter, she stays with aim more out of pity than love. Eventually
they are marricd, and theee is a child. Bur they are never able to quit
the cnvizonment, and the picture ¢nds on a note of resignation.

The score Dy Copland accompanics parts of the movie. but the suite
which he partially entracted from the score Mudic for o Great City
(CBS 32 11 00001) has n..thing to do with the human aspects of the
story. Rather it concerns itself with feur aspects of the city and with
the feclings assoriated with these aspects. (See record jachet for the
composcr’s ¢xplanation,)

Motitatinn

An outline of the plot of the film is narrarrd. Alio, a problen: in
musical identification is posed.

Presentation

The teacher issues mimcographed shcc(s‘li‘s:ing the scencs involved
(or lists titles of the scenes on the board) in random order.

The class is told that Music for 4 Great City (suite by Conland,
based partly on So Wild) describes four of the scencs listed previously.

The teacher plays a portion of each movement of the suite, and the
class is asked to selece the scene or title in the order played.

Class choices are then listed on the baard and discussed.

After revealing the inteations and techniques of the composer in
cach scene, the reacher xanounces the corrcct orde:.

Similar instances of musicai portraiture on the movie or television
screen may be elicited,

45

opi
Do



O

ERIC

Aruitoxt provided by Eic:

Activities Questions

Singing 1. Why did the composer choose
One or two songs previously to illustrare only four scenes
learned in this unit are sung. from the movie in his suite?
Playing 2. Why did he choose these par-

i ?
The teacher may play selected ticular scenes?

passages from the score. 3. What are some of the devices
{melodic, harmonic, rhyth-
mic, instrumental) wused in
Portions of each movement of these scenes?

the suite are played; (if taped,

they neced not be in the same 4. Arc these devices standard
order as the record). practice for other composers

as well? Give examples.

Listening

Creatiie Response .
’ Could music have been used

Pupils may be asked to write in other situations or scenes?
mood music (with the teacher's
assistance) based on the techni- 6. List the musical devices used

N

cal means mentioned in question to create emotion and the
6. effect of each.
Surnniarj

Discuss questions i, 2, 3, 6.

Alternate Lesson Plan
Topic: INTRODUCTION TO MUSIC OF THE THEATER (OPER*})
Aims
To introduce opera as a form of music for the theater.
To introduce the operativ voice as a vocal type.
Obfectives

To show students that vperatic nrusic is a familiar and appealing
part of the exeryday world of music,

To cite familiar examples of operas and their composers
To introduce the operatic voice in familiar music.

6
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Motivatjon

The teacher briefly explains the word-association test as a type of
psychological tusting: an individual responds with the first word he
thinks of after hearing the test word, and an analysis of his responses
gives information about his thought processes. The teacher then asks
students 10 respond with the firse word that « anes to mind when they
hear the word opera.

Presentation

Student responses are listed and (n tura analyzed to show which are
and which are not based on misconceptions, (E.g., opera is sung by a
“screaming” soprano, is exciting, is in a foreign language, is “long-
haired” music, is beautifal music, is hard to sing.)

The teacher makes sure that the students know exactly what an
opera is: a drama in which the actors sing their roles,

The teacher asks students to cite examples of operatic rusic. Some
students will not respond. Proceed frorn student suggestions to the
most familiar examples of operatic melodies ("Un bel di," "Ha-
banera,” "Toreador Song,” "Anvil Chorus,” "La donna e mobile,”
etc.) and to populac songs based on opera (sce pp. 148.153) as well
as current opera themes used in television commercials. End with the
finale to the W’illiam Tell Overture, which many students do not
associate with opera.

Actitities Questions

Singing I. What is an opcra?

Carmer Jones vession of the 5 What is the diflerence be-
Toreador Song. tween the way an opera tells

L a story and the way a folk
Listoning ballad tells a siory?
Recordings or tapes of Miss
America singing "Un bel ui” as
well as other recordings by pro-
fessional singers and orchestras

3. Why do you think opera has
become one of the most pop-
ular forms of serious music?

of music cited abose. 4. When a drama is curned into
an opcra, what conttibution
Rlatheiic Response docs the music make?
Improvise sound cffects for the 5. Why are operas {requently
“Anvil Chorus.” sung in a foreign language?
)
¥ 17
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Sunmary

The teacher points out that today's lesson has demonstrated that
every student in this class is familiar with music from opera even
though he has not always been aware of the origin of the music.
Examples of pupils’ experiences of opera should be listed,

Sample Worksheet

Opera

As the class discussion for todiy’s lesson progresses. list the names of operas
which contain music that you are familiar with. Place a check mark to indicate
any music listed which you are familiar with, but which you did not know
came from opera.

What is an opcra?

How is an opera like a folk ballad?

How dous an opera diffcr from a folk ballad?

O
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Choral Music

The unit on choral music 2ims to acquaint punils with the great
mastespieces of the choral art. However, with the introduction of more
difficult and highly complex choral music, there will be a distinction
between that music which can be sung and that which will only be
listened to. Since it is difficult to sing the latter, the singing portion
of lessons in Music Appreciation muit be confined to simple two-part
and chree-part songs, whereas the listening portion may be escalated to
the level of the mass or oratorio.

At first the teacher may presenc choral renditions of simple songs in
order to establish a sympathc. < reaction to the choral medium. There-
after, in the listening portion, he m:y proceed to the masterpieces.

Where there is any doubt about the mcaning of the text either
because of wnfamiliarity, poor enunciation, or contrapuncat syllable.
crossing, every effort must be made to clarify the text so that the ron
poser's srill in the sctting will be apparent, This aspect of choral
writing must consiantly be kept in the forcground on the premise
that the very existence of choral music is based upon its power to
intensify the text beyond declamation and, in certain respects, ¢ven
beyond the solo song.

As far as the history of choral music is concerned, it is sufficient to
point cut that the choral idiom cxisted in ancient times, but that its
first verifiable presence occurred in the nunuscripe writings of the
ninth and tenth centuries (also the carlicst po of that intervals other
than the octave were used). 1le expansivn of two-pare writing to
three and four parts should be indic «d. as well as tie developmient

44
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ot small forms into the huge polyphonic choral forms of the Renais-
sance and subsequent periods. Finally, some mention of the relation-
ship of opera, oratorio, and liturgical music after 1600, as wel as the
relationship between vocal and instrumental music, should ke made.

The lists of two-part and three-part songs below are intended for
use in singing, whereas the lists of “"Small Choral Works” and “Large
Choral Works™ are intended for listening. Whenever a recurd may be
used to help support class singing, it should be used even if it is not
on the listening list. (See Lesson Plan, pp. 56-57, List of Basic Record-
ings, pp. 171:172, and Schwann Long Playing Record Catalog.)

Most of the songs on the two-part and three-parct lists are arrange-
ments of solo songs, arrangements which can be found in school texts,
or which can be made easily by the teacher. (Since many arrange-
ments are in four parts, it is often possible tc reduce these to three
or even swo parts by changing a few notes in the alto part — without
significant loss of the harmonic cffect.)

Lists of Part-Songs

Two-Port

All Around the Mountain Johany's My Boy (counier-
Auvpres de ma Blonde (French) mefody )
Amcrica, the Beautiful (descant) Kanon (Mozart)
Artsa Alinu (Hebrew) Larcdo
Balmy in Gilead Loncsome Road
Bonnie Poon Man oa the Flying Trapeze
Boll Weevil, The Marys a Grand O1d Name
Buflale Gals Mec Gustan Tedas (Spanish)
Clementine Memarial Day
Come Bock to Sorrento Mctronome, The
Down jn the Valley Nellie B,
Frie Canal O Angelique
Esery Night When the Sun O1d Butteemitk Sky

Goes In O No, Jolin (artiphonal)
Give My Regards ta Broadw ay QOn Tep of OId Smohy
Hand Me Down My Walking Q Wondeou Light (round)

Cane Putiin® on the Sole
Hentivtea’s Daugher Red River
ey, Look Me Oher Sany Anno
Home on the Range Say Au Ravoir
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Semper Paratus Tell Me Why

Sentimental Journey There's Music in the Air
Serenade (Schubert) Turkey in the Straw
Shepherd, The Wade in the Water
Song of the Sea Wait till the Sun Shines, Nellie
So Long While Strolling in the Park
Strike Up the Band When Johnny Comes Marching
“tout-Hearted Men N Home
Sweet Betsy from Pike Yankee Doodle (descant)
Sylvie
Three-Part

Arc You Sleeping (round) Juanita
At the Fountain Kitty Magee
Ay, Ay, Ay Marines” Hymn
The Bell Doth Toll (round) Merry Life, A
Blow the Man Down Merry Bells of Homburg (round)
Caissons Go Rolling Nobodv Knows the Trouble I've
Camptown Races Scen
Carmen Carmela O Susanna
Christmas Is Coming Old Man Noah
Cowboy's Lament On Wings of Song
Dcar Love, Now I Must Leave Spanish Guitar

Thee Spin, Spin, Spin
Go Down, Moses Swing Low, Swect Chariot
In the Gloaming Three Blind Mice {(round)

In the Good Old Summertime

Choral Arrcngements (For Listening)

Barbershop 5ongs
Barkershop Ballads (Mills Brothers)

Celypso Songs
Calypso Songs (Belafonte Singers)

Carols

Here We Come A-Caroling (Ray Conniff Singers)
Joy t0 the World (Columbus Boys Choir)

College Sonys
College Memories (Fred Waring)
College Spirit (Univ. of Michigan Men's Glee Club)
Whiffenpoof Song (De Pauw Infantry Chorus)

Devetione! Sergs
Beloved Charuses (Mormoa Tabernacle Choir)
Concert (Vieana Hoys Choir)
Great Sacred Choruses (Robert Shaw Cherale)
Itouse of the Lord (Robert Wagner Chorale)
Songs of Devotion (Fred Waring)
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Folk Songs
American

America the Bezutiful (Robert Shaw Chorale)

Songs of the Nr.rth ard South {Mocmon Tabecrnacle Choir)
Soags of the Sruth (Norman Luboff Choir)

Songs of the West (Norman Luboff Choir)

Song of America (Fred Waring)

‘L his Land Is Your Land (Mormon Tabernacle Choir)
Traditional Music ar Newport 1964

Voices of the South (Robert Wagner Chorale)

Foreign

Lvering of Folk Songs (Trapp Family Singers)
Falk Songs of the Oid World (Robert Wagner Chorale)
Soags of the World (Norman Luboff Choir}

Latin-American

Latin-American Songs (Robcerr Wagner Chorale)
Songs of the Caribbean (Norman Luboff Choir)
fastrumental Songs

Bach's Greatest Hits (Sviingle Singers)

Madrigals

Elizabethan and Jacobean Ayres, Madrigals, and Dances
(N.Y. Pro Musica Antiqua)

Populor Songs
Great 11its (Mills Brothers)
Say It with Music (Ray Conniff and His Singers)
Today {New Christy Minstrels)

Sea Songs

Sca Shantics (Robert Shaw Chorale)
Sca Shantics ¢ Robert Wagner Chorale)

Service Songs

Long Gray Line (W est Point Glee Club)

Songs of Nalure

In the Evening (Charles Ray Singers)
Summertime (Charles Ray Singers)

Songs of Sentiment
Love's Old Swect Song (Ames Brotherss)
Sing Along with Mitch (Mitch Miller
With Love from a Chorus (Robert Shaw Chorale)

Spirituals
Deep River (Robert Shaw Chorale)
Golden Chatiot (Golden Gate Quarstet)
Negro Spirituals (‘Tuskegee fnstitute Choir)
Q Spirituals (Fisk Jubilce Singers)

ERIC 52

Aruitoxt provided by Eic:



Small Choral Works

Composu“

PTM: Composer | Title
Adoramus Te Palestrina Harvest Home Chorales,
Adoramus Te, Christe Lasso Three ives
Adoramus Te, Christe Mozart | iloliday Song Schuman
Alletuia Thompson | Hospodi Pomilui Lvovsky
Angel and the Shepherds Kodaly | Hungarian Duets
As Dew in Aprille Britten (two part songs) Kodaly
As Torrents in Summer Elgar Hunter, The Brahms
Ave Maria Victora I Am the R £ Sh Billings
Ave Ve 1 C 0 M t the os¢ O aron 1Hhng
ve Yeruri Lorpus Hlozas 1 Bought Me a Cat Copland
Ballad of Brothetnood  J. Wagner { In the Beginning Copland
Balulalo.s Britien Listen to the Lambs Dett
Cherubim Song Borniansky Lo How a Rose E'er .,
Cherubim Song Tchaikovsky 13Il(LoTn1ng ) . Practorius
Choral arrangements Bactok and | 1! abh My Sweet Little d
of folk songs Kodaly Baby Byr
Choral celections Brahms
. " s Lost
Crucifixus Lot l\[.a(s‘i:tme Mas Lost Her Mozart
Dco Gracias Britten | Magnificat . Byrd
David's Lamentation Billings M:luona, Lovely Maiden L"‘”O-
Death of General French | Miserere Allegri
Di:g:’}‘o"r‘g;‘;?(; The Holst | & Maupt voll Biut
Vetcrans, A und Wunden Bach
ttext b ’ Whitman) O Magnum Mysterium Victoria
¥ Nnward Ye Peoples Sibelius
Psalm 150 Bruckner
Exultate Dco Hassler Psalm 150 Franck
Fair Phyllis I Saw Farmer Ps‘g;:hfj,] Sposalm 100, Ives
Flora Gave Me Fairest
Flowers Wilbye | Song of Joy, A Gretchaninofl
General William Booth Tan Ta Ra Crics Mars Weelkes
[ir::c;:s bi;t{)rag‘ceal\'en and Jalrnv:: Vere languores Nostros Lotti
Lindsay) When David Heard That
Absalom Was Stain Tompkins
Geographical Fugue Toch | Wolcum Yole Britten

Note: A good source of recordings of smzall choral works is Victor
LM 7043, First International University Choral Festival (Lincoln

Center).
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Large Choral Works

Title Composer | Title Composer
B-Minor Mass Bach Coronation Mass Mozart
St. Matthes Passion Requiem Mass

e ; Man’ .
JLSSLS‘I-’::,;QII;:S Carmina Burana Orff

Cantata no. 147) Missa Brevis Palestrina
Mass in D Beethoven Tovel
Last Movement of Alexander Nevsky Prokofieff

Choral Symphony Mass in G Poulenc
Ceremony of Carols Britten The Bells Rachmaninoff
War Requiem

ar Gesang der Geister Schubert
Isracl in Egypt Handel uber den Wassern
Judas Maccabeus Mass in A-flat
Messiah Psalm XXIII
The Crearion Haydn | Abraham and [saac Stravinsky
The Secasons Symphony of Psalms
Psalawus Hungaricus Kodaly Threni

i English Folk Songs Vaughn.
Psalm XHI Lisze Serenade to Music Williams
Elijah Mendelssohn | Requiem Mass Verdi
Madrigals Monteverdi | Belshazzar's Feast Walton
S .

Aims and Objectives

To develop an awareness and app-eciation of choral literature,

To develop understanding of the mechanics of part-singing and
some skill in performaace,

To show the interdependence of text and music and the composer’s
skill in setting the texc,

To familiarize pupils with important choral works, their relation-
ship to the composer’s total outpus, and their place in musical

history.
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Vocabulary

a cappella part-singing
antiphonal reqi.iem mass

cantata round

canon sacred

contrapuntal secular

homophonic standard arrangements
madrigal (SSA, SAB, SA1B,
mass T1BB)

oratorio unison

Suggested Lesson Topics
Introduction to Choral Problems (Sce Sample Lesson Plan, pp.
56-57.)
Experience in Part-Singing
Characteristics of Good Choral Singing
Handel's Choral Music
Bach's Choral Music
Other Great Choral Music

Alternate Topics

Early Choral Music (organum, coaductus, gymel, fauxbourdon)

Choral Music in the Renaissance

Elizabethan Madrigat

Modern Choral Music (Steavinsky, Orff, Poulenc, Britten, Kodaly)

Great American Choruses { Mormon Tabernacle Choir, Robert Shaw

Chorale, Robert Wagner Chorale, Tuskegee Institute Choir)

For the singing portion of the lesson, several songs from the lists of
part songs may be chosen; for the listening portion, records corre-
sponding to the songs, sung, or selections from the lists of "Small

Chorat Works" and “'Large Choral Works” (pp. 53-54). At least one
of the fatter should be presented.

Procedures

A unison song both familiar and appealing to the class is sung; this
is followed by a choral record of the same song.

The class is asked to compare the solo and choral versions for char-
acteristics and emotional impact.

ERIC 6 »
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Where feasible, part-singing is acempted and compared to profes.
siona!l renditions of the same music, until the nacure and demands of
the choral idiom are well explored.

Summary Concepts

Choral music is universal and p. »bably constitutes the greatest single
body of composed music.

Ic fulfills certain functions, both sacred and secular,

The requirement of singing in parts poses many prohlems for both
chorus and conductor,

Choral music exerts an appeal not transcended by any other form.

References

Educational Media Council, The Fducational Media Index, vol. 3,
pp. 187, 190-194, 197, 204, 213, (Films.)

Music Educators National Conference. Music Education Materials, pp.
43-63, 66, 67, 123-126, 134-139.

New York State Education Department. Teaching General Music,
pp. 141-167.

Sample Lesson Plan
Topic: INTRODUCTION TO CHORAL PROBLEMS
Aim
To develop aj preciation and understanding of choral music through
the presentation of some outstanding works.
Objectives
To teach pupils some of the skills invoived in part-singing.
To present the song “Juanita” in unison and in two parts,1
To indicate the role played by the conductor of a chorus.

1 “Juanita,” Twice 55 Brown Beok (Evanston, Ill.: Summy-Birchard, 1957,
p- 34); RCA Victor IM 1815,
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Motivation

The teacher makes a comparison of unison and choral singing and
elicits interest in achieving competence in part-singing.
Presentation

The class sings "Juanita” in unison; the singing is taped.

A record of the songs sung by a choral group is played. Comparisons
of the unison and choral versions are made.

The class learas “Juanita” in two parts,

Activities Questions

Singing

“Juanita” in unison and in parts.

1.

List some of the problems en-
counteed when singing in
harmony.

Playing 2. Is uaison or choral singing
Texch 4 of better? Why?
o ay’ -
cacher Of PuPll Piays aC 3 yup.: part does the conductor

companiment (piano, autoharp,
erc.).

Listening

Tape recording of class singing;
choral record.

Creative Response

The class may select appropriate
chords for harmonizing follow-
ing advice by the teacher (I, 1V,
V chords).

Summary

Sing "Juanita” in two parts.
Answer questions 1, 2, 7.

play in teaching a chorus?

- What part does the accoin-

paniment play in choral sing-
ing?

Is two-part harmony just a
succession of thirds? What is
a third?

. Is the harmony used in popu-

lar music like the harmony of
this song?

. List the solutions to the prob-

lems mentioned in question 1.
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The Art Sony

As used in contemporary dialogue, the term art song is generally
considered to mean “a song of serious artistic intent written by a
teained composer™ and independent of a larger work. Its leading prac-
titioners were Schubert, Schumann, Brahms, Franz, and Wolf. With
these men the art of setting a text became so highly refined and vari-
cgated that che art song established itself as on=of the leading branches
of music, perhaps comparable in importance to the string quartet,
One of the refinements leading to this elevation of the art song was
the accompaniment, which in the hands of the aforementioned com.
posers attained particular significance.

Some might object to the inclusion of minor songs on the list of
arc songs, but if the definition of the art rong given above is found
acceptable, all of the songs on the list would qualify. A further com-
plication ensues when songs like the “"Hedge Rose” of Schubert,
which have the currency and style of folk songs (Volkslieder) are
also placed on the list. Bue it is fele thac simplicity of seruccure should
not disqualify a song from being called an art song.

To assist the teacher in choosing songs for use in class, the list of
art songs has been graded A, B, C fzom the least to the mose difficuls.
Norm illy it is desirable to present the same songs for both singing
and listening except where a difficult or highly sophisticated song
is chosen for listening by the teacher in order to show something of
the ultimate reaches of the art song.
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An aspece of the ace song worthy of particular note is its text. Par-
ticularly beautiful passages from Shakespeare, Goethe, Heine, have
inspired composers to try their hand at composing music to match the
beauty of the poctey. When this is successful, a new dimension is
added to both poem and music. Indeed, it is sometimes impossible
thereafter to remember one without the other. When the name of
the author is known and the text is outstanding. his name has been
included in the list of art songs below.

Art Songs*

Level of Author of Composer

Difficu! Title lext of Music
B Agnus Dei Bizet
B All Soul's Eve Strauss
B At Dawning Cadman
C At Parting Rogers
B Ave Maria Schubert
C Ganjo Song, A Homer
B Bird of the Wildeeness Horspran
C Blacksmith, The Brabwns
C  [*Blow, Blow Thou Winter Shakespeare Quilter

Wind

A Brown 3ird Singing, A tood
A By the Bend of the River Edwards
A By the Watces of Minnctonka Lieurance
B Calm (Still) as the Night Boehm
C Cargoes Dobson
B Cato’s Advice Hubn
B Cradle Song Schrubert
C Cradles, The Faure
A *Crossing the Bar Tennyson Buck
B [*Danny Dcever Kipling Damrosch
B Dance, The Rossini
B Decath and the Maiden Schubert
B Dedication Franz

* Selections starred are suggested for use in lesson topic, The Union of Great

Poctry
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and Music, p. 62.
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6/

Level of Author of Compaser
Difticulty| Title Text of Music
C  [Erl King: The Goethe Schubert
C Farewell to the Forest Mendelssobn
C Farewell, The Beethoven
C For Music Franz
C From the Land of Sky-Blue Cadman
Water
C  [*Gretchen's Spinning Song Goethe Schubert
C  [*Hark, Hark the Latk Shakespeare Schubert
A Hedge Rose, The Schubert
A Homing Del Riego
B [I'll Not Complain Heine Sehumann
C [¥I Hear an Army James Joyce Barber
3 I Love Life Mana-Zucca
A I Love Thee Grieg
C I Love You Beethoten
C In the Boat Grieg
B Plavictus Henley Hubn
A Linden Tree, The Schubert
C Longing for Spring Mozart
B Lord’s Prayer, The Malotte
B Lost Chord, The Sullivan
B FLove's Philosophy Shelley Quilter
A Lullaby Brabms
B Luliaty Mozart
B Mattinata Leoncavallo
C May Night Brabms
C  PMignon's Song Goethe Beethoven, Liszt,
Schubert,
Schumann, Wolf
B My Love in Song Would Victor Hugo Habn
Be Flying
B Morning Speaks
C Nightingale and the Rose, Rinsky-Korsakoff
The
C [Negro Speaks of Rivers, The | Langston Hughes| Swanson
C [Nonc But the Lonely Heart Goothe Tehaikoviky
C | O Lovely Night Ronald
C Open Your Heart Bt
B PFOn the Road to Mandalay Kipling Speaks
L - . —



Lavel of ' Author of Composar
Ditficulid Title Text of Music /_J
B On Wings of Song Meudelsschn
C One Tone Cornelins
C [*Orpheus with His Lute Shakesg ecare Schumann,
Sullivan,
Vaughn\Villiams
B |¥Pecrfect Hour, The Verlaiae Hahn
C Philonel Mendelssakn
C [|*Precty Ring Time Shakespeare Warlock
B [*R'ug Cut, Wild Bells Tennyson Gounoa
A Rosary, The Nevin
A [*S-lly Gardens, The Yeats Britten
C S:a, Th- MacDou ell
[0} S22 Crim Schubert
C |*S:a Fever Masef.eld Ireland
B §prenade Schubert
C *Skot Noon Rossenti Vaughn-W illiams
C ¢.gh No More, Ladies Sullivan
B &leigh, The Kountz
C §luraber Song Gretzhavireff
C [¥$slveig's Song Ibsen Gricg
C fong of the Flea Moussor s by
C fong of the Pilgrim Tehaikoosizy
B ‘ongs My Mother Taught Me Drverak
C ! pring Grieg
C fylvia Speaks
A 'There 1s No Death O’'Hara
A *:'hou Art So Like a Flower Heine Schumann
A | ‘o a Wild Rose MacDou oIl
B o Music Schubert
A ¥ (rees Ki'mer Rasbach
B Crout, The Schubert
B [|*I'wo Grenaliers, ‘The Heine Schumann
R, Wagr.er
C Velvet Shocs Thompscn
. C Violet, The Mozart
C \Wandetirg in the Woo's Grieg
A #Whither Must T Wander Shakespeare Veughn' ’illiams
B [*Who Is S;lvia? Shakespcare Schubert
C ]*With M. raing’s First G1 v ' Pushkin Prokofief
C  |*Year's at the Spring, Tke Browning Beach
L C Yung-Yang Bantock
)
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Aims and Oblectives
To develop appreciation of the art song and of its role in the history
of music.

To promote understanding of the subtleties inherent i the compo-
sition of an art song.

To show the interrelationship of text, molody, harmony, rhythm,
instrumental Jdey ices, and accompaniment.

To present art songs of different types — stropnic, through-com-
posed, narrative, representational, etc.

To develop a degree of skill in singing art songs.

Vocabulary
accompaniment song cycle
art fong strophic setting
chanson text
lied/lieder thrcugh-coraposed

Suggested Lesson Topics

Appreciation of the Art Song (See Sample Lesson Plan, pp. 64-66.)

The Union of Great Poetry and Music (See IHote, p. 59.)

Great Singers of the Ar: Song (Fischer.Dieskau, Schwarzkopf, For-
rester)

Alternate Lesso: Topics

The Sung Cycle: 3chubert, Die Schone Mullerin; Schumann,
Dichterliebe

A Comparison of the Art Scng with the Operatic Aria

A Comparison of the Art Song with the Popular Song

A Comparison of the Narrative Art Song (e.g.,, "The Erl King”)

with the Folk Ballad (e.g., “The Strects of Laredo,” "Barbara
Allen™)

Procedures

The stories, of “The Erl King” and “The Two Grenadiers” may be
narrated or dramatized in English by pupils coached in advance; the
music follows.

Under direction of the teacher, pupils should list all elemeni. com-
bined in the creation of an art song; chis may serve as a guide to
original composition of a song by the class.

O

ERIC @

69



O

ERIC

Aruitoxt provided by Eic:

Criteria for judging the merits of a song may be developed jointly
by the teacher and class through discussion; these may he uced o
derermine the relative merits of two settings of the same pocm or cf
original class compasitions.

The composer’s skill in using technical Jevices to illustrate key
words of the text should be demonstrated, as should the singet’s role
in porteaying the meaning of the text.

Summary Concepts

The art song combines the resources of both poet ind composer.

Not all poems are suitable for musical setting. Generally speaking,
chose of a lyrical nature or those with strong emotional associations
are preferable.

Many devices — melodic, harmonic, thythmic, coloristic — are avail-
able to the composer, and the skill with which he uses them will detcr-
mine th2 artistic level of the song.

Singing an art song genzrally requires more professional teaining on
<he part of both singer and accompanist than singing folk songs or
comnuinity songs.

References

Educational Media Conuncil, The Educational Media Index, vol. 3.
Lists of filns, pp. 187, 195, 217.

Grove's Dictionary. Articles on Brahms, Franz, Schubert, Schumann,
Wolf.

Music Educators National Conference. Music Edveation Materials, pp.
62.-65, 80-88, 92-95,

New York State Education Depastment. Teaching General Music, pp.
141.167.

Avdio-Visual Matetials

Death and the Maiden. Ang. COLH 131.

Erl King, The. Vic. LM 2781. Design for Understanding Music by
Wilson (text, themas). Making Music Your Oun, Book 7, by
L. Eisman, et al,, O.P. Growing with Mus.c, by Wilson, Book 7.

Ich grolle uichs. Lon. 4261,

Lost Chord, T'he. Vic. LM 2760. Awmerican Siuger, Book 8, by W. C.
Bridgman, O.P.

Two Grenadiers, The. Vic. LM 2781, Growing with Music, Book 7,
by Witson.
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Sample Lesson Plan
Tof#?:: APFTECIATION OF THE ART SONG

Aim

To develop appreciation and understanding of the art song, its
underlying principles, and the techniques of composition involved.

Objectives

To develcp uppreciation »nd understanding of a fine exampl: of the
art song, Schubert’s “The Erl King.”

To show how the composer uses melody, harmony, rhythm, tempo,
dynamics, timbre, register, and other devices to accentuate the
nasrative.

To compare and contrast the art song and the folk song.

Motivation

The swery of “The Erl King” is read dramuucally either by the
teacher or by a pupil coached in ad--aiice; or it may be dramatized by
having different pupils play the three leading roles. Another possi-
bility is to present the harest outline of the story and have the class
fill in imaginary details.

Presertation

After this performance of the music, a list of the technical elements
alrzady mertivned and the way the compo.er uses them to intensify
the story are discussed.

Activities Questions
Singine 1. List all of the devices where-
. ri hel
Mav be attemnted in usbove- ls)t); muric cen help o tell 2
average class with different sec. ia

tions singing diflerent roles. 2. What kind of poetry is best
suited to the arc song?

Playing 3. Can the accompanimen: be
Teacher or pupil demonstrates used to develop the story?
various fine points in the corc. How?

position — melody, harmony, 4. How is backgiound music
thythm, ecc. used today?
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Activities Questions

Listening 5. In what way does each of the
devices listed in question 1

R N od; episodes i
ccording is played; epis " further the purposes of ¢he

story may be outlined and pupils

made aware of progress of the art song?

story. 6. Compare this type of song
with a simple folk sung in

Creative Response regard o form, musical re-

sources, musical prirposzs, and

Another dramatic poem may be the accompaniment,

selected and pupils encouraged

. . . 7. ic of
to provide a musical setting. Does the music the arc

$Ong represeént nature rea'is-
tical;y?

Summary

Questions 5, G, and 7 may be written on the board. One or two of
these questions should be answered by pupils in their notcbooks as
the music is replayed.

Alternate Lasson Pian

Topic: APPRECIATION OF THE ART SONG
Aim
To develop appreciation and understanding cof the art song, its
underlying principles and techniques of composition,
Objectives
To introduce the art song as a type of vocal music.
To show how the art song differs from the folk song or popular
song in purpose or technique,
Motivation
With the question, “Are these songs alike?” the teacher presents
brief excerpts of a popular song, a fo'k song, and an art song. The
students discuss the differences they hear.
Presentation

Using comparison chart and worksheet (see p. 68), the class
reviews the characteristics of the words and music of a typical popular
song.
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In a similar manner, the class reviews the characteristics of the
words and music of a typical folk song.

The characteristics of the art song are presented and discussed:
musical sophistication, -~wide range of artistic expression, text fre-
quently based on great poems, harmonic and melodic inventiveness,
artistic accompaniment. The pre:entation indicates that the music in
many art songs is progressively changed to express the meaning of

tle text,
Examples: “Death and the Maiden” and "“The Erl King” — Schubers
“Ich grolle nicht” and “The Two Grenadiers' — Schumann
“The Lost Chord” — Suliivan
Activities Questions
Singing 1. Which type of song makes

Su

66

A typical popular song in ABA
form, a folk song which may be
selected from Unit 2, and an art
song as indicated above.

Listening

Record2d performances of rep-
resenta“ive art songs, The stu-
dents shculd have a copy of the
text,

Notebook

Preparation of Comparison

Chart, (See p. 67.)
Creative Response

Choose a text for an art song and
describe the kind of music
which should be used in is
setting.

nimary

Sce Comparison Chart, p. 67.

73

ihe biggest demands on the
hearer? Why?

2. What are important differ-
ences between an art song
that tells a story and a folk
song (bailed) that tells a
story?

3. In which type of song is the
accom paniment of most musi-
cal importance? What does
the accompaniment contrib-
use?

4. In a folk song, which is more
important: text or music?
Why? In a popular srag? In
an art song?
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Sample Worksheet

Art Songs — A Study Outline

Populor Song
What is the basic purpose of popular music? (Why do we have popalar songs?)

Is popular music primarily fo. listening?

Give reasons for your answer. _

Why do composers of popular songs usually choose contemporary dy.ics for
their texts?

What is rock poetry?
What does ABA form mean?

Folk Song

Generally speaking, is the folk song more important to the person who sings it
or to th.e person who hears it sung?

Give a reason for your answer. _
What is the diffetence between a folk ballad and a popular hallad?

What is meant when the words of a folk song are described as idiomatic?

What does str-pbic mean?

Besides folk songs, what other type of song is frequently strophic?

Art Song
What does aesthetic mean?

Why ate $hme it songs immediately acceptable to teen-agers? What is the
advantage to the <~ n-sger in making an effort to understand rhe more difficult
art songs?

What does through-composed form mesn? ..

Name a famous poct whose words have been used in an art song.

Name a famous composer of art songs.
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Instruments
of the Band and Orchestra

The history of music has Leen largely conditioned by instrumental
music from the seventeenth century on. At that time a great expansion
in the number and variety of instruments breught about a vase in-
crease in the volome of music written for those instruments. Indeed,
it is safe to say that instruinental music has heen on a par with vecal
music ever since.

Because of its sice, infinite variety of tone color, and ability to
express any emotional state, the orchestra has come to appeal to all
listencrs, trained and untrained. Even the uninitiated who do not
respond 1o the refinements of great orchestral music generally react to
the cender stimuli of instrumental timbres (as manifested Ly the
impact of electronic effects on our youngstess). This may also account
for the fact that this unit i; probably one of the two most popular
units — the other Leing the unit on folk song —in cousses of study.

With the proliferation of instrurienss and orchesiras, large bands
also came into being. Given considerable impetus by the introduction
of near-Eastern percussion instruments toward the beginning of the
nineteenth century, bands in th: West grew in siz> until they assumed
the proportions of the gigantic bands of today. As a result of chis
mtensified band movement, composers have been writing more band
music both for marching rad concert purposes than ever befure.

Aims and Objectives

To teach purils to recognize instruments of the band and orchestra
by sight and sound and to understand their functions in music.
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To enable pupils to understand the manner of tone production.

To teach understanding of the distinctive qualities of different
instruments.

To show the relationship between instruments and voices with
regard to their employment in composition.

Vocabulary
Families of instruments
Names of instruments
Positioning of performers

Strings Woodwinds Brass Percussion
arco bell bell mallet
bow embouchuze mouthpiece roll
bridge key mute rudiments
mute recds—single overtones sticks

peg double tubing

pizzicato valve

tuning

Suggested Lesson Topics

Inteoduction to Instruments by Sight and Sound

History and Characteristics of the Strings

History and Characteristics of the Woodwinds

History and Characteristics of the Brasses

History and Characteristics of Percussion Instruments

Compeosition of the Band and Orchestra (See Lesson Plan, pp. 72.75.)
Electronic Instruments, the Fifth Family

Alternate Topics

Folk Instruments (guitar, banjo, recorder, harmonica, mandohn,
etc.)

Keyboard Instruments (piano, harpsichord, organ)

The Conductor of the Band (Orchestra)

A Comparison of the Orchestra (Band) and the Soloist, e.g., in

Pictures at an Exhibition
O
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COMPARISON OF INSTRUMENTAL AND VOCAL SCORING

Procedures

Demonstrations of at least one instrument in each family (strings,
woodwinds, brass, percussion) may be given by teacher or pupil.

Records of instruments in ezch family may be played.

Records of each family grouping (all strings, all Lrass, etc.}) may
be played.

Two or three songs relating to instruments (e.g., the “Orchestra
Song” or “J'ai perdu le do sur ma clarinette”1) may be sung.

Audio-visual materials should be used (charts, posters, filmstrips,
etc.)

The role of the conductor should be discussed.

Summary Concepts

Each instrument has its own peculiar tone quality; each instru-
mental family likewise has an individual quality.

The orchestra and band have certain similarities and certain dif-
ferenices.

The phenomenon of a vibrating body underlies all tone production,
vocal and instrumental; tone is produced in a different manaer on
different instrumems.

Composers have taken advantage of different tone qualities of instru-
ments to produce a tremendous variety of emotional and ideational
effects.

References

Emporia State Research Scudics A Comparison of the Effectiveness of
Two Methods of Teaching General Music in the Junior High
School. Lists of recordings, pp. 18, 19.

Edncational Media Council. The FEducational Media Index, vol. ).
Lists of films_ pp. 210, 211, 214, 218, 224,

Music Educators National Coaference. Music Education Materials,

1 Birchard Music Series, Bk. 7 (Evanston, 11l.: Summary-Birchard, 1959), p. 134,
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Sample Lesson Plan

Topic: COMPOSITION OF THE BAND AND ORCHESTRA
Aim

To arquaint pupils with the characteristics and manner of employ-
ment of instruments of the band and occhestra.

Objecisves

To compare band and orchestral music for instrumentation.

To show the similarities and differences between band and orchestra
with regard to timbre, emotional etfect, and usage.

Motivation

Class sings attractive "Orchestra Song.”1

Sclzcted tapes from recordings of the Light Cavalry Orerture?
played by a band and then by an orchastra are presented. The teacher
has previously listed five or six questions involving the recordings,
which the class is expected to answer. Among these might be; Which
instruments stand out most? Which instruments are found in the band
and not in the orchestra? Which organization is more suitable for
performing this music? Which makes a greater emotional impact?
How are the instruments ased vis-a-vis the “Orchestra Song”? Etc.

Presentation

As indicated above, the class sings the “Orchestra Song.”

Band and orchestra records of the Light Cavalry QOverture ate
played in part.

The questions listed by the teacher are placed on the board or the
screen, and answers are supplied after the music has been played.

Class discussion ensues, and answers are placed on the board.

Activities Questions

Singing 1. Which instruments did you
hear most on the band rec

Orchestra Song ord? On the orchestra record?

1"Qrchestra Song” (trad.), i!ew York: G. Schirmer, 1943.

2Light Cavalry Overture (orchesca version); RCA Victor IM 2439; (band
version) — RCA Victor FPM 105,
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Actitities Questions

Playing 2. Which instruments did you

Teacher demonstrates various
points in the Jesson-— theme,
register, tone color, otc.

Listenin~

Recordings of the Light Cavalry
Ocertire,

hear on the band 1ecord that
you did not hear o1 the other
record?

. Which instruments did you

hear on the orcheit:a record
that you did not !ear on the
band record?

. Which record wai more ex-

citing?

. Do you think the band was

more appropriat¢ for this
type of music? 'Why?

6. Which record did you prefer?

7. Did you notice whether any

Sumirary

instrurients were ns2d as they
are in the “"O:cheitra Song'?
Where?

. “7hat jis che outstauding dif-

ference in overall effect be-
tween the band ind the or-
chestra?

Listing of the questions and answers on che board.

Re-hezrings of portions of the music if necessary,

Alternate Lesson Plan

Topi:: COMPOSITION Oy THE BAND AND ORCHESTRA

Aim

To acquaint pupils with the characteristics and man»ner »f employ-
nent of instrumeats of the band and orchestra.

Obje:tives

T¢ heae music which demonstrates expressive qualities of orchestral
‘nscruments, siogly and iu related families.
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A I

To review the identification of instruments by sight and sound.

To hear a concert composition in theme-and-variations form with
concluding fugue.

Motivation

The title of the selection to e heard is written on the board: The
Younug Person'’s Guide to the Orcheitra (variations and fugue on a
therre of Purcell) by Benjamin Britten,! Problems: to identify instru-
menats as they are heard (on instrument charts) and to learn the
meaning of the terras theme, variation. fugue.

Presentaiion

The teacher plays a recording of the first section of The Young
Person’s Guide to tire Orchestra in which the Puscell theme is played
by the full orchestra and by each family of instruments. Class discus-
sion underlines the change in the expressive quality of the music as
it is played by different instrumentation (heaviness, peacefulness,
smoothness, bombast, et<.)

The class is asked to discover the meaning of variation in music as
the teacher plays the second section of The Young Person'’s Guide.
The ensuing discussion again stresses the expressive qualities of the
individval instruments for which the variations were composed.

The concluding fugue is then played. The students are asked to
point out what happens in a fugue, Compariscn with familiar rounds
like "Row, Row, Row Your Boat” and "“Are You Sleeping?” ("Frere
Jacques”) may be made.

Activities Questions

Playing 1. What determines which in-
strument the composer will
use for any section of his com-
position?

Listening 2, What nappens to the charac-
ter of a musical phrase if it is
played first by strings and
then by brass? By wood-
winds?

Teacher and/or pupils demon-
strate various instruments.

The Young Perion’s Guide is
played in two versions: (a) with
narration; (b) without oarra-
tion,

]Toung Person's Guide 10 1he Orchessra, Col. ML 5768, Vic. LM 2977,
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Questions

3. Can all instruments play all
kinds of music? If not, why
not?

4, What instruments are not in-
cluded in the Britten compo-
sition? Why do you think
they are omitted?

Summary
As the fugue is replayed, indicate the instruments in the order in
which they appear.

Sample: Worksheet

Composition of the Bund and Orchestra

The Young Person's Guide to the Orchesira was composed by Benjamin Britten
in the form of tariations and fugue on a theme by Heary Furcell.

In music what is meant by theme? - _

In music what is meant by varsation. —

How is a fugue like the round “Row, Row, Row Your Boat” or “Are You
Sleeping” (Frere Jacques)?

Fill in the blank lines below with the names of the instruments.

String Weodwind

. Bros: Percussion

edc -
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Program Music

Program music is music that tells a story or describes some natural
scene of hvman emotion or experience. As music is not literally de-
scriprive, the teacher should supply as much background .:atesial as
possible to explain this type of music. Sometimes an analogy o ort
or an explanation of how the artist selects ceitain elements to express
a particular mood or situation is helpful. Although program music
existed to some degree prior to the 19th century, this study will be
confined tu the period of its flowering in the 19th and 20th ceaturies.

It will be seen in the listing of p-ogram music that four major cate-
gories are present — programmatic pieces, the programmatic overture
(nut associated with opera), programmatic symphony, and progran:.
matic suite. In the first category are included pieces with fairly explicit
stories (Strauss's Don Quixote) as well as those with only faint out-
lines of a story (Sibelius’ Finlandia), the latter type ge.rerally out-
numbering the first. In the second category are found pieces which
riepict moods rather than events.

. The programmatic symphony again is a sequence of mocds, rather
than a literal base for a story, but the modera suite varies from spe-
cific musical desciiption as in the Carnival of Animals to vague tone
painting as in Scheberazade. The tcachet must always remember that
the true power of music is not representationa! as manifested by the
inscription Beethoven wrote at the beginning of the Pastorale Sym-
phoay, "More the expressicn of feeling than -inting.”

A few selections in this unit were otiginally written for piano but
have been so successful in orchestral traascription that they may be
Q considered full-fledged pieces for orchestra, e.g., Pictures ot an Exhi-
s
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bition. Also, some of the music in this unit, e.g., the Arlesienne Suite
and the Peer Gynt Suite have been included because they are played
more frequent! in concect than as ccompaniment to the theatrical
works for whica they were originally written.

Because most of this music is to be played as recordings, teachers
must use it judicio-sly. A work like La Mer should not be played in
toto for mose classcs, but rather only at sufficient length to show how
Debussy represeated some aspects of the sea in music. Put another way,
any movement exceeding four or five minutes in length should be so
attractive musically or programmatic>lly that ihe average class will
not be taxed — even assuming that the listening lLas been directed.

Fin-lly, to assist the teacher in selecting music suitable to different
hearing levels, each composition listed in this unit has been designated
A, B, cr C according to the degren of Jifficulty in comprehension with
A the least difficult.

Lists of Progrom Music

Programmatic Pieces

TITLE COMPOSER TITLE COMPOSER
B Night on Bald C Nocturnes Debussy
Mcuntain Moussorgsky A On the Steppes of
B Au Clair de Ja Lune  Debuasy Central Asia Ippolite. .
A Danse Macabre Saint-Saens Inanow
A Don Quixote Strauss A Pacific 231 Honegger
C Enigma Variations Elgar C Pleasure Dome of
B Fetes Debussy Kubla Khan, The Griffes
A Fintandia " Sibetius C Prelude to the After-
A Flight of the ncon of 3 Faun Debussy
Bumb'e Bee Rimsky- A Sorceier's Apprentice,
KorsakoE The Dukas
. A Funerasl March of A Spanish Caprice Rimsky-
. & Marionette Gounod Kotsakoff
A Iovitation to the B Sinl.en Cathedml,
Dance Weber The Debussy
B Isle cf the Dead Rachmaninoff B Swan of Tuonela Sibelius
A Iialian Captrice Tchaikowsky A Till Eulenspiegel Serauss
C La Mer Debussy B Valse Triste Sibelius
C  Los Preludes Lisat C  White Peacock, The Grifies
A Molday, The Sretana
—_—

O
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Qvertures (Prog-ammatic}

TITLE COMPOSER TITLE COMPOSER
B Overture to B Overture to
Coriolanus Beethoven Francesca da
B Oveiture to Egmont Beethoven Rimini Tchaikowsky
B Fingal's Cave A Vverture: 1512 Tchaikowsky
Overture Mendelsschn B Romeo and Julict
Overture Tchaikowsky
Symphanies (Programmatic)
—_—
TITLE COMPOSEKR TITLE COMPOSER
C Harold in Italy Rerlioz 3 Symphonie
B Rustic Wedding Fantastique Berlioz
Symphony Goldmark C A Faust Symphony Lisz¢
Modern Suites (Programmalic)
TITLE COMPOSER TITLE COMPOSER
A Carnival of the A Peer Gynt Suites
Animals Saint-Saens L 11 Grieg
A Caucasian Sketches  Ippolitow: A Pictures at an
Ivanov Exhibition Moussorgsky
B Iadian Suite MacDoweli A Scheherazade Rimsky-
A L’Arlesienne Korsakoff
Suites I, Il Bizet B The Birds Respighi
D Ma "ere L'Ose Rave!
A Nutcracker Suite,
The Tchaikowsky

Aims and Obljeciives

To foster uppreciation and understanding of program music.

To jrresent outstanding program music of the (9ch and 20th cen-

turies,

To clarify the nature of music associated with a program, text, or

scene.
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Vocabulary

concert overture (programmatic) symphonic poein
descriptive music text illustration by music
modern suite {programmatic) tone pairnting

program music rone poem

Suggested Lesson Topics

What Is Program Music? (See Sample Lesson P'lan, pn. 80-82.)
The Tone Poem (Symphonic Poem)

Program Music Based on Literature (drama, poetry)

Descriptions of Nature in Music

Historical Fvents in Program Music (See Unit 17.)

Programmat, . Overture (not from opera, e.g., Fingal’s Cave Over-
ture)

Liszt, the Man Who Invented the Tone Porm
Ric'ard Strauss, Giant of Orchestral 2rogram Music

Alternate Topics

Characteristics of 19th-Century Romanticism as Exemplified in Pro-
gram Music

A Different Approach to Program Music (teaching program works
such as Les Freludes or Romeo and Juliet through thematic de-
velopment and emotional quality without specific reference to a
program)

Procedures

Tre procedure used in the foliowing lesson plan outline on Picrures
at an Exhibition may be used with &\l program music that is divisible
into episodes or subtitles.

In some cases, a bare ortline of the story mnay be given and the class
asked to fill in the details upon hearing the 1ausic, e.g., Till Eulen-
spiegel. With pieces like the Enigma Variatious cr the Carnival of
the Animals they may be asked to identify the characteristics of the
persons or aniraals involved.

Much of this music lends itself to correlation with art, literature,
history, and the dance, and activities involving these areas should be

/9
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mentioned in the music class (see suggestion for art correlation in
Sample Lesson Plan pp. 80-82,. When a particular poem, story, ides,
painting, or sccne is the source of the music, it should, of course, be
introduced.

Sumriary Concepts

Program music derives from extra-musical sources — ar, literacure,
the dance, ideas, nature, history.
" The composer resorts to a host of musical devices to achieve the
effects required by the program.

Program music forms a Jarge part of the tusical output of the 19th
and 20th centuries, sometimes as concert music which originated in
the theater.

References

Music Educators National Conference. Music Fducation Materials, pp.
80-85, 90.95, 134-139. Lists of recordings, py. 104.108, 110-112.

New York State Fducation Department. Teaching General Music pp.
147.155, 157-167, Lists of recordings, pp. 93.94.

Sample Lesson Plan
Topic: WHAT Is PROGRAM Music?
Aim

To inspire appreciation and understanding of program music.

Objectives

To teach the meaning of program rausic through Moussorgsky's
suite, Pictures at an Exbhib ion (orchestral transcription by
Rawel)

To reveal some of the techniques used by the composer in tone-
painting.

80
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Motivation

Titles of the ten pictures in the suite are placed on the board out of
order and copied in pupils’ notebooks. (The art depattment may be
asked to make up pictures corresponding to the titles since the orig-
inals have been icst.)

Pupils are asked to list the titles in the order in which they appear
on the record.

Presentation

The teacher relates the history of the composition a~d gives a short
description of earh “picture” in the order on the board.

The cless is told that the pictures on tae record appear in a different
order from that on the board and that as the record is played, they
are to list the correct order in notebooks.

Activities Questions
Singing 1. Lisc the titles of each picture
. being played in th on
Cociinuation of song material ing play e order
tke record.

from previous units.
2. For each picture listed, men-

Playing tion two or three devices used
. by the composer to illustrate
Teacher or pupil plays themes the subject of the picture.

from the suite after the record is
plared; the “"promenade” theme
may be played in uavance.

3. How does the composer u.e
instruments to desciibe the
nature of each picture? Give

Listening at least one example {or eack

picture.

Perhars five of the “pictures” 4

are played, the rest, the next day. - Do you feel that chis version

is superior to the piano ver.
sion? Why? (Piano version
on Vic. LM 2357.)

Pupils may be asked to sketch 5 11.¢ (he composer adequately

pictures as the music is played, desceibzd each pictuce through
using the titles on the board. music? Explait.

Creative Response

6. Are some pictures more skill-
fully realized than others?

81
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Activities Questions

Note-Reading 7. Which pictures are more real-
istically represented than the

Reading from score in Music in
others?

Our Heritage.
Interesting notational and ex- 8. Can you think of any pictures

pressive features pointed out by you know that might fit the
teacber. music of the suite?
Summary

List picture titles elicited from che class in the order played on the
record.
State reasons for choosing this particu’ 1t order.

o 82
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Form
The Architecture of Music

Form is an aspect of music usually manifested by a certain regu-
larity of structure. This regularity consists of the statcment of a theme
or themes and their repetition, along with the bridge or connecting
passages linking them together. An undestanding of the structure
and interplay of themes facilitates understanding and appreciation
of composition, especially of large and complex works.

However, themes, like great monologues in a play, chould not be
glamorized to the point where other aspects of a work — emotional
characteristics, for instance — are neglected. The method of teaching
appreciation by having members of the class raise their hands every
time a theme appears has some validity but also Limitations. It must
nnt be forgotten that form in its present guise, i.e., largely theme-
criented, did not appear until the second third of the nineteenth
cenrrury, or after Mowart and Beethoven tad passed on.

It will not be possible within the limitations of this unit to dis-
cuss all of the forms developed during the course of musical history.
Theiefoze, only forms in ‘which many important compositions or
parts of compositions were clothed will Le introduced here.

Finally, it should be mentioned that the unit on form ippears at
this poit because it is essential to an understanding of the unit on
absolute rausic that follows.

Aims ana Objectives

To show that works or movements of works generally follow certain
patterns of organization which may be designated by using letters.

To show that the letters may be used to designate both small units
of a movement like phrases in a melody and larger nits 1ike a
Minuet and Trio or €. a a full-fledged sonata.allegro movement.

To indicate, Ly using examples from various genres of compoesition
and at all levels of complexity, that form is a factor in all West-
ern music.

ERIC 8’
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Vocabulary

A (A")YBA fugue sona-a-allegro form
answer imitation song form

binary motive stretto

contrast period subject
counterpoint phrase ternary
countersubject recapitulation theme
development repetition variations
exposition rondo

Suggested Lesson Topics

Three-Parc Song Form (See Sample Lesson Plan, pp. 86-87.)
Theme and Variations

Fugue

Sonata-Allegro Form

Rondo

Alternate Topics

The Four-Movement Symphuny: Sonata for Orchestra (Compare
Unit 10.)

The Sonata
The Concerto: Sonata for Solo Irstrument(s) and Orchestra

Examples of each of the above forms follow:

A (A or A') BA form: “Home on the Range,” “Blue Skies,”
"Dinah,” "I Dream of Jeannie,” 'O, Susanna.”

ABA form (instrumental): Minuet from Don Giovanni, Bocche-
rini Minuet.

Theme and Variations: Haydn’s Emperor Quar et (2nd move-
ment), Haydn's Surprise Symphony (2nd movemeant), “Pop Goes
the Weasel.”

Fugue: “Fugue for Tinhorns” from Guys and Dolls; Bach’s
Fugue in G minor, the Greater.

Rendo: Beethoven's Pathetigue Sonata (last movement), Haydn's
Surprise Symphony (lasc movement).

Sonata-Allegre. Form: Beethoven's First Symphony (l1st move-

\ ment), Mozart's Piano Sonata, K. 545 (1st movement),
LS
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Procedures
Beginning with the most common song form, A(A)BA, the class
is shown the function of regeticion and contrast in mwusic.

The basic ABA form has been extended to encompass entire se¢ jons
and movements.

The them: and variations, fugue, rondo, and sonata-allegro fornis in
their broadest aspects are introduced. (They will be taken u) in
greater detail in the unit on Absolute Music.)

Summary tloncepts
The use 0" certain regular patterns in music stems from the need for

variety and tepetition.

Several developments in music such as the period, the ABA fim,
and the rondo may be ctraced back to poetic sources; regularity in
music also st 2ms from che dance.

The literal patterns apply to both short passages and to large sec-
tions — the 1inderlying principle is the same.

Use of formal designs to categorize music may ve regarded as just
another way of analyzing m.sic and should not become the predomi-
nant approach to listening; emotional, spiritual, and musical vilaes
should preva 1.

Referer ¢os
Ab ahan. ¢ Design in Music. Background.

Educ.tional  Audio-Visual, Inc. Audio-Visual Teaching Mateviuls,
Mafc. Lists of recordings, pp. 12,17, 17.

Hodeir, A. 7/e Forrcs in Music, pp. 27, 36, 43, 83, 88, 93, 94, 118, 40,

Music Educators National Conference. ‘usic Education Mate izls,
p. 100

Wilson, L. L'¢sign for Understanding, p. 100.

Audio.Visval Muterials

Boccherini Minuet Turn, 4094
(from Quintet in E)
Home on the Range Vic, L®M 1130

85

92



ERIC

Aruitoxt provided by Eic:

Sample Lesson Plan

Topic: THREE-PART SONG FORM
Aim

To show that certain regular patterns which may be designated by
letters constitute important o-ganizing factars in music.

Objectives
To show the similarity of melodic structure between classical and
popular music and between vocal and instrumental music.
To demonstrate how the principles of variety and repetition are
basic to all types of compasition.

To show how, within ceitain forms, composers are able to achieve
great originality and productivity.

Motivation

Singing a familiar song like "Home on the Range” and a popular
song like the recent "My Love Is Blue.”

Posing a problem in the form of a structural-formal comparison
Detween songs and instrumental music.

Prescu! tion

Aft t the class has sung both songs, the teacher elicits from the
class the fact hat both follow the pattern A(A)YB A with A' substi-
tuting for A ac times.

The teacher asks the class to name other songs with similar structure.

An instrumental reco ., of the Minuet from Don Giotanni is
played, and the class is a:ked to notice the resemblance to the songs.

A minuet and trio in ABA form (1n augmentation), e.g., the Minuet
from the String Quintet in E by Eoccherini, is played; the kinship of
the ABA and AABA forms and the use of the ABA form in instru-
mental music in large dimensions aze es plained.

Activities Questions

Singing I. In what way are the melodies
of "Home on the Range' nd

As indicated under Motivation.  \goy e 15 Blue” alike?
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Activities
Playing

Accompaniments and demonstra-
t.on passages by teacher or pu-

pil.

Listening

An instruinental piece in ABA
form (see F.esenta‘ion),

Minuet and Trio in ABA form
(see Presentation).

Creative Response

Composing a song in AABA
form.

Summary
Discuss questions 3-7.

Questions

2.

How do they resemble the
Minuet from Don Giovanni
ia structure?

. What is the musical or psy-

chological explanaticn for
this type of writing?

. In the Boccherini Minuet,

how would you describe the
operation of form?

. Are the principles of repeti-

tion and variety used in arts
other thin music? What is
their purpose?

. How is form expressed in

poetry? In dancing? In paint-
ing? In sculpture?

. How has form in poetry and

in the dance affected form in
music?
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10
At olute Music

The term "absolute music”" refers to a type of music that is theo-
retically devoid of imagery ¢r narrative content. It may be said to
possess a program of sorts in that it is usually invested with dramatic
and lyrical qualities that in another context misht serve to embellish
a text, scene, or action. In teaching this music, therefore, it is of the
utmost importance that its affective content be thoronghly exploited,
and that the composer’s skill in establishing and changing moods, in
building climaxes, and in using instrumental color for these purposes,

be highlighted.

In other words, a certain regularity in construction may make abso-
lute music a perfect medium for explanation in terms of fornr, but the
main emphasis shoold always be on emotionz] effect, on what it does
to and for the listen=r,

Thus the archerypes of absolute inusic, the symphony and the sonata,
should be expounded against a background stressing effects like
sforzati, erescendi, discords. and sudden changes >f mood. The type of
explanation based on the repetition, alternation, and development of
themes is also valid, and in fact, is the approach used in the first lesson
of this unit, but it should normally be thought of as a secondary way
of presenting absclute musiz. Because of its importa .ce as a separate
genre, chamter music, which is essentially absolute music, is given a
separate unit.

Because it does not contain programs to help sustain interest, the
music chosen (or the list below should be carefully screened for me-
lodic ztd rhythmic appeal. (The A, B, or C label for each work
indicating progressive difficulty in comprehension is intended as a
guide rather thaa & fina) qualification; in general, even with bright
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classes, only part of a work or movement should be played at a

given time.)

In addition, devices that may be used to hold atteation in lieu of a
program are: providing background information about the composer
and the music; mentioning artistic and expressive touches in melody,
harmony, cthythin, and orchestration; pointing out themes and the-
matic developme 't; and describing the operation of principles of

form.

tinally, since very litde song material can be correlated with this
unit, it may be presented mainly through listening lessons.

Aims and Ollactives

To develop appreciation and understarling of absolute music for
the purpose of rraining future patrons nnd practitioners,

To promote familiarity with the masterpieces of absolute music of
the Baroque, Classical, Romantic, and post-Romantic periods.

To dv.monstrate the skill exercised by the great composers in com-
posing absolute music, in particular by pointing out felicitous
touches in melody, harmony, orchestration, etc.

'I'o teach some of the principles upon which absolute music is based,

including principles of {orm.

To emphasize the significance of ahsolate music in total musical

culture.

Vocabulary

brass

corcerto

dance movenent
development section
form

fugue
instrumentation
movement

overture

percussion

co

rrcapitulation

sonata (piano, violin}
strings

suite

symphony

theme

thematic develop.nent
tone color

woodv. inds
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Suggested Lesson Topics

Some Aspects of Form in the Symphony (See Szmple Lesson Flan,
pp. 93-94.)

The Fast Movement in a Symphony — Expressive Aspects

The 3low Movement in # Symphony — Expressive Aspects

Instrumental Music and the Dance (mazurka, waltz, polonaise,
abstract ballet, gavorte, etc.)

Cla-sical, Romantic, and Modern Styles in the Symphony

The folo Sonata (Compre Unic 9.)

The Concerto (Compare Unit 9.)

Alternate Topics

The Baroque Instrumeatal Suite
Devices Used by Composers to Create Emotional Effects

Pracedures

The first lesson involving the first movement of Becthoven’s Fifth
Symphony offers an outstanding example of the use of a thematic
fragmenc to build an entire movement; for this reason, thematic de-
velopment is mrade the central feature of the lesson. The teacher points
ou' use of the fragment for the entire “¢st tirerte, part of the sccond
theme. the bridge passages, and the development section; the teucher
also shows how it is sounded in different regisers and by diff<rent
instruments.

The variety of music in this unit invites a variety of modes of
presentation, from pupil-played selections at the fiano to ciass read-
ing of line scores (e.g., Music in Our Heritage) or film presentations
of the orchestra (Young Peoples Concerts of the New York Phil-
harmonic).

In the first and subsequent lessons in this unit, the emotional aspect
of music in this genre could be brought out by analysis according to
the character of eich passage. Key words descriptive of emotional
states (calm, joyful, agitated, violent, playful, etc.) are placed on the
board, and the class is asked to identify each passage in order (only
part of « movement nced be dene at one time). Then the teacher elicits
from the class the manner in which the composcr and performer have
created the emotion, This involves discussion of volume, accentuation,
uausual harmony, and anything else that contributes to the result.
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Absolute Music

LEVEL OF
DIFFICULTY COMPOSER TITLE OF WORK

B Bach B Minor Suite for flute and strings
B D Major Suite for trumpets and strings
c T'occata and Fugue in D Minor

A Beethcven Moanlight Sonata

B Sonata Pathetique
A-B Symphonies n2s. 1, 3,5,7,8,9

(selected movements)

B Bizet Symphony

B Brahms Academic Festival Overture

A Hungarian Dance no. 5

B Variations on a Therae by Hayda

B Chopin Etude Op. 10, no. 3

A Minute Waltz

B Raindrop Prelude

B Revolutionary Etude

A Dvorak New Warld Symphony

C Franck Symphony (2nd movement)

B Handel Water Music (selected movements)
A Haydn Clock Symphony (2nd movement)
A Surprise Symphony (2nd movement)
A Mendelssohn Halian Symphony

B Violin Concerto

A Mozart Overtutre to The Marriage of Figaro
L Piano Concerto in A, K. 488

A Piano Sonata in C, K. 545

B Symphony no. 40 in G Minor, K. 550
B Prokofief Classical Symphony

A Rossini Ovcertures to The Barber of Seville, The

Ualian in Algiers, The Thieving idagpie

A Schubert Usifinished Symphony

B Shostakovitch Symphony no. 9

A Tchaikowsky Piano Concerto in B-flat Minor
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In this and later lessons, the designs studied in the unit on Form
may be used t2 assist in understanding the symphony, sopata, voc-
certo, suita, fugue, etc.

Instrumental timbre and the characteristic use of instcuments may
be reviewed here (compare Unit 7) in connection with their functions
in absolute music.

Summary Concepts

Absolute music, in spite of the character implied by th2 name, mus:
always be played or listened to with the emotional elements pre-
dominant.

The great skill of composers in providing coctiruous eraotional
tiriflation via many musical devices should be demonscrated.

The symphony (sonata) as the most highly developed form in
absolute music follows certain designs both within the movements
themselves and in the interrefationships of movements.

The symphouy underwent continuous developraenit which we inli-
cate by the terms classical, romantic, post-romantic, and modern;
each period has choracteristics traceable to previous periods and also
some which set it off from the others,

The furms of absolute music were developed over many hundreds of
years, and there was much borrowing from one by another: the sym-
phony borrowed from the classical suite, the Italian and French over-
tuces, the sonata and concerto, and even from vocal forms like the aria.

Thematic recognition is an important aspect of appreciation, bue it
should not become the be-all and end-all of absofute music. Thematic
development is equally important.

References
Educational Media Council, The Educational Media Index, vol. 3.
Lists of films, pp. 210, 211, 214, 218, 224.

Educational Audio-Visual, Inc. Awdio-Visual Teaching Materials:
Music. Lists of filmstcips and recordings, pp. 3.7, 8-19, 22.26.

McKinney, H. D., and Anderson, WW. R. Discovering Music, pp.
544.546.

Music Educators National Conference. Music Education Materials, pp
8-88, 90-95. 98-100, 102-117, 120-122, 123-128, 129-131, 134-139.

New York State Education Department. Teaching General Music,
pp. 140-170.
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Avdio-Visual Materials

Fi!ms of Young Peoples’ Concerts of the New York Pbilharmonic
and o*hers, available from Ford Motor Co., 16 East 52 Street,
New York, N.Y. 10022; New York Telephone Co., 140 West
Street, Nevs York, N.Y. 10007.

Sumple Lesson Plan
Topic: SOME ASPECTS OF FORM IN THE SYMPHONY

Aim
To develop greater understanding and appreciation of absolute
music.

Objectives

To foster appreciation and understanding of one of the master-
pieces of the symphonic literature, Beethoven’s Fifth Symphony.

By presenting the first movement of this symphony, to show how
the sonata-allegro form is realized.

To show the process of thematic development.

Motivation
The teacher relates how the first movif of the movement became the
BBC call during WW II and that it corresponds to the Morse code
VY (victory).
The reference to fate knocking at the door may also be mentioned —-
even if it is of doubtful authenticity.

Presentation

The teacher plays the first and second themes either on the piano
or on a record (tape). (The first theme may be considered to include
measures 1-33 and the second theme measares 59-94.) He el tells
the class to listen to the exposition, noting huw many tunes the first
and second themes appear, and the character of the themes. These
points are discussed briefly.

The teacher then repeats the exposition, askin , the class to note the
number of times the first motif of four notes is repeated both me-
lodically and rhythmically. The omnipresence of the motif and its
transformations is pointed out.
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The developme:.t section is played, and the class is asked to observe

pbow the four-note motif is transforined.

The recapituiation is played (m. 248-

346) together with the expo-

sition (m. 1-94), and the class is invited to note similaritie; and

differences.

The teacher summarizes form of the movement based on repetition
of the themes and thematic development throughout the movement.

Actitities Questions

Playing 1.

Teacher or pupil plays themes
or portions of the movement as
required to illustcate a point. 2.

Listening

As in Presentation.
Various teaching points are put 3.
< 1 tape and played at the right

moment. 4
5.
6
7
8.
Summary

Sce final paragraph of Presentation.
94

101

How is the first theme of this
movement constructed? The
second theme?

What do we mean by the-
matic repetition in the so-
nata.allegro movement of a
symphony?

What is meant by thematic
development?

. What are some musical de-

vices used in thematic devel-
opment?

Do you know of any other
composition in which a few
notes are used recurrently
throughout an entire move-
ment?

. How docs Beethoven provide

varicty and contrast in <his
movement?

. Do you consider the themes

beautiful? Why does Bee-
thoven use such themes?
Why has the symphony prov-
en to be the most popular of
all time?
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Music in America
A Survey of Our Heritage

Development of music as an American product parallels the rise of
the United States to world leadership. Up to the time of the Spanish-
Ame.ican War, America was 2 musical depeadency of Evcope; not
unt’l the works of Edward MacDowell were heard abroad fc. 1890)
was a serious American musician accepted internationally.

World War I brought many political and artistic changes; the
United States became a world power. In the 1920's, a bumper crop of
writers and musicians appeared, some at home and some in the cor-
genial a:tistic climate of Paris. In this postwar group may be listed
such coraposers as Copland, Gershwin, Harris, Moore, Ives, Thomson,
Sessions, Piston, Hanson, and Cowell.! They wrote in all styles and
genres of composition; neo-classic, neoromantic, programmatic, ab-
stract, nationalistic, experimental, etc.

Following them <ame a very active group, a "younger" generation,
consisting of men like Barber, Menotti, Bernstein, Schuman, Mennin,
Creston, Dello Joio, and Persichetti. As witl' their predecessors, they
composed for the most part with due regard for to:ality or tonal
centers, bu* their use of scales, chords, rhythms, and foreign tones
provided sufficient tension to satisfy even advanced listeners.

All of the above-mentioned composers worked with serious forms,
but at least three -— Gershwin, Copland, and Berastein — found so
much that was en;aging in jazz that they incorporated jazz elements
into serious composition.

1 Tl?hgukh outstanding composers like Stravinsky, Schoenberg, and Milhaud
became Ametican citizens, they are not included he.. because their work is
rooted in the European tradition. They ate teprescnted in the units on Music

of the Theater, Program Music, Absolute Music, and Music of the 20th
Century,
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Jaxz is the one branch of music reputed to be uniquely American.
Whaile it has borrowed most of its components from earlier sources —
spirituals, blues, “classical” harmony — it is in performance, in its
improvisatory style that a real distinction can be made. In this area the
contribution of the American Negro is of inestimable importance.

When jazz departed from its prime function as dance music, it
became more cerebral and esoteric, moving into the concert hall in
the torm of sophisticated arrangements for big bands and so-called
“progressive” jazz. It also moved in the other direction, toward
extreme simplification of harmony and rhythmic accompaniment
(melody remained somewhat complex due to its jazz rhythm and
“through-composed” form), the “rock-and-roll” period. This move-
ment is now undergoing a "‘baroque” era as trained composers intro-
duce variety and complication.

Although there is interlocking jurisdiction between this unit and
the units on Folk Song and Music of the Theater, this may be a good
place 1o highlight folk music again, especially since some of its ele-
ments have been combined with rock-and-rofl elements to account for
a substantial amount of popular music being written today — "folk-
rock” music. Some material from the unit on Music of the Theater
may also be re-introduced here cither for reinforcement or to provide
a balanced estimate of the nature and importance of the American
contribution,

In any case, neither folk song nor jazz should be allowed to domi-
nate the unit to the exclusion of serious composition. Sincz most
music written in the lightcr vein has only transient importance, the
statu f serious music as still representing the best hope for immor-
tality should be upheld ard cven promoted.

On the Tallmadge Ckronplogical Chart following (pp. 100-101), ten
musical manifestations having much influence on American musical
history may be seen: psalms aud hymns (17th cent.}; Irish-Scotch reels
and jigs (17th cent.); English ballads (17th cent.); spirituals—South-
ern (c. 1800); the minstrel show — Stephen Foster (c. 1840); the
blues (c. 1870); ragtime-jazz (c. 1900); popular songs and .nusicals;
the band movement (c. 1900); and serious composition — McDowell
(c. 1880). The dates given are approximate starting dates of each
manifestation.
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One of ‘he most striking aspects of the chart is the high degree of
interrelationship among the many developments in American music,
e.g., amo~g psalms, hymns, ballads, spirituals, blues, ragtime, and
jazz. It is as if the seeds sown by the first three types listed in the
preceding paragraph sprouted in ever-widening circles until the orig-
inals are tardly visible in their modern manifestations; bue the rela-
tionships : re there and can be traced through actual music.

The ten musical developments do not encompass all of the musical
phenomen.i in our history. For example, they do not include the early
attempts a: serious composition by the newly emancipated citizens of
the republic, nor do they include the thousands upon thousands of
dances, topical songs, and other “popular” songs of the [9th century,
but they cover a major portion of the American musical effort, and
they account for mosc of the American music being performed today.

The contents of this unit should therefore include samplings of
music in each of the ten categories listed below. Time does not permit
much more than the presentation of one example in each category,
but additional emphasis should be given to jazz, musical comedy {and
its modern progeny, the serious musical), and sericus American music.

American Heritage Songs

1. Psalms 24nd Hymns

Netherlands Hymn
O!ld Hundred
Windsor?

2. Mrish.Scotch Reels and Jigs

Irish Washerwoman (English "Dargason”)?
Turkey in the Straw
Weating of the Green, The

3. English Ballads

Barbaza Allzn
Gallows Trce, The
Papcr of Pins, A
Swcece Betsy from Pike

’_(T(’:h_a-w. America's Music (New York: McGraw-Hill, 1966), Chap. 1.
2C. Sharp. Englith Fotk Songr {London: Mecthucn, 1954), p. 61
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4. Spiritvals
Deep River
Go Down, Moses
11e’s Got the Whole World in []js Hands
Roll, Jordan, Roll

5. The Minstre! Show

Camptown Races

Carry Me Back to Ole Virginny
My 0O!d Kentucky Home

Oh, Susanna

Old Folks at Home

6. The Blues

Joe Turner
Memphis Blues

St. James Infirmary
St. Louis Blues

7. Rogtime-lort

Alexander's Ragtime Band
Blue Moon

China Boy

Honeysuckle Rose

In the Mood

Let's Dance

Mood Indigo

Rhapsody in Blue
Somebedy Stole My Gal
Stardust

Tiger Rag

8, Populor Songs and Songs from Musicals
As Time Goues By
Beyond the Blue Hori.on
1 Can’t Give You Anything ‘Jut Love
Little White Lies
Love Walked In
Moonlight Becomes You
Stars Fell On Alabama
Tenderly

Songs from Muiicals
1890 — O Promise Me (Robin Hood)
. 190§ — Give My Regards wo Broadway (Little Jobuny Jones)
1995 — Kiss Me Again (M!'e, Maodiste}
1910 — Ah, Sweet Mysiery of Life (Nawghty Marictta)
1918 — Oh, How | ilate 1o Get Up in the Morning
(Yip., Yiép, Yaphank)
1924 — Rose-Maric, 1 Love You (Rosc-Maric)
1927 - Ole Man River ¢(Share Boat)
— Only Make Believe (Show Boat)

1929 — Without a Song (Ne, No, Naweltc)
1930 — Strike Up the Band (Strike Up the Band)

. 1932 — Nicht and Vay (The Gay Ditarcee)

¢
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1943 — Oh, What a Beautiful Mornirg (Oklzhema)

1945 — 1{ 1 Loved You (Carousel)

1946 — They Say It's Wonderful (Awnie Get Your Gun)

1949 — Some Enchanted Evening (South Pacific)

1951 — Getting to Know You (The King and 1)
—-Hello, Young Lovers (The King and 1)

1954 — Mack the Knife {Three-Penny Qp:ra)

1957 — Till There Was You (T'he Music Mav)

1959 — Do-Re-Mi (The Sound of Music)

1960 — A Lot of Livin' to Do (Bye, Bye, Birdie)

1964 — 1lello, Dolly (Helo, Dolly)

Songs from the Movie<

Anniversary Song (The Jolson Story)

Bahy, It's Cold Outside (Nepture's Daughtcr)

Don't Fence Me In (Hollytwood Cartcen)

Do Not Forsahe Me (High Noowu)

Love and Marriage (the TV production of Gr Town)
More (Mondo Cane)

My Foolish Heart (My Toolish Heart)

Ole Buttermilk Sky (Canyon Passage)

Pocketful of Miracles (Pocketful of Miracles)

Three Coins in the vountain (Three Coins in the Fountain)

Zip-a-Dee-Do-Da (Sung of the South)

. The Bepd Movement

Stars and Stripes Forever, The
Washington Post March, The

. Compositions in Clossical Forms

Barber — Adagio for Steings (1936)
Bernstein — Jeremiad Symphony (1943)

Chichester Psalms (196%)
Copland — Fl Salon Mevico (1936)

Billy the Kid (1938)

Lincola Portrait, A (19412)

Appalachian Spring (1944)
Griflies — White Peacock, The (1917)

Pleasure Dome of Kubla Khan, The (1919)
Ives — Symphony no. 2 (1897-1902)
MacDowcll — Piano Concetto in 1D Minor (1890)
Woaodland Shetches (1896)

Mcnotti — Amahl and the Night Visitors (1951)
Moore — Ballad of Baby Do¢, The (1956)
Schunian — Amcrican Festival Overture, An (1939)
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Aims and Objectives
To develop appreciation and understanding of the American musical
heritage aad of the factors contributing to its growth,
To develop awareness of our widespread creative activity and im-
portant contributions to the musical world of today.
To trace the evolution of modera jazz through the spiritual, blues,
ragtime, and Dixieland.

To promote the cause of serious music through emphasis on the
background and productivity of serious American composers.

Vocabulary
ad lib progressive jazz
blues thapsody
counterpoint (linecar) suite
improvise swing
jazz syncopation
polychythmic tone cluster

Suggested Lesson Topics
From Hymn to Spiritual to Jazz (See Sample Lesson Plan, pp 105.
106.)
Music of Colonial America
The American Spiritual
Stephen Foster
Jazz and the Blues
Ragtime, Dixieland, and Early Jazz
Development of the Amcrican Musical Theater (Compare Unit 4.)
John Philip Sousa
Contemporary Anicrican Composers (1)
Contemporary American Composers (1)

Popular Music in the 20th Century (swing, boogie, progressive,
rock-and-roll, etc.}

Alternate Topics

Jazz in the Concere Hall
Folk Music in Contemporary Composition
Historical Development of the Modern Musical (Sce Unit 4.)
O
EMC 102
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American Opera (Yee Unit 4.)
Contributions by Emigre Composers
Music by Minority Composers

Procedures

Two possible opproaches may be adopted: the first, a chronological-
horizontal approach in which a certain time-period in American musi-
cal history is selected, and a'l of the musical phenomena wicthin that
period are treated; the second, a chronological-vertical approach in
which one particular facet of musical history, e.g., psalms and hymns,
is selected and developed from its beginnings to the present day.

Both approaches should emphasize interrelationships among the
rmany manifestations of American music.

The vertical approach is preferred here. It makes it possible to show
how strongly rooted in the past is our contemporary music and how
seemingly diverse clements like hymns and jazz are related through
the spiritual.

The lessen plan outline following will demonstrate a procedure that
may be followed in most lessons of this unit; for this purpose the
Tallmadge time-chart (pp. 100-101) may be found useful.

Summary Concepls

American musical history, like that of all nations, shows a degree
of interdependence of all its clements that demonstrates the mutual
impact of nation upon nation, the past upon the present, town upon
country, and vice versa.

Most American music js derived from foreign sources, although
some of this music may be said to have taken an American "turn,” as
is the case with square dance music; perhaps the only truly native
music, as mentioned in the Introduction to this unit, is jazz and its
derivative branches. Be that as it may, Amcrican music has progressed
on many fronts to the point where it cun be favorably compared in
quality, variety, and volume to that of any other nation.

Even though our composers have made great sirides forward in
serious compos;tion, the lack of an avdience for this music is a
threat to its future. When composers become tired of public indif-
ference to their produr. and cannot subsist on its market value, they
may turn to more lucrative but less artistic forms of composition with
consequent loss to our status in the world.
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All current developments in musie, including rock-and-roll music,
are based upon previous phenomena and can be traced in logical terms.

The special role played by Afro-Americans in the history of Ameri-
can music should be emphasized, especially in the fields of the spiritual
and jazz.

References

Brown, F. C. Collection of North Carolina Folklore, vol. /.
Chase, G. America’s Music.

Educational Media Council, The Educational Media Index, vol. 3.
Lists of films, pp. 202, 206, 211.

Ewen, D. The Story of America’s Musical Theater.
Howard, J.T. Our American Music. Ch. 1, 4, 8, 12, 15, 16.
Jackson, G.P. White end Negro Spirituals. (Music)
Landeck, B. Folk Songs of the Americas. (Music)

Lang, P.H., ed. One Hundred Years of Music in Americe, pp. 25-35,
128-139, 146-170.

Lomax, A. Folk Sougs of North America, pp. 238:250, 448-595.
Moettfeld, J. Variety, Music Cavalcade.

McGchee, T., and Nelson, A.D. People and Music, pp. 375-405. Re-
cordings, pp. 398-402.

McKinney, H.D., and Anderson, W.R. Discorering Music, Ch. 27.

New York State Education Depariment. Teaching General Music,
Recordings, pp. 49, 54, 57, 60, 64, 109, 110, 137, 138.

Sharp, C. Englizh Folk Songs.

———— English Folk Songs from the Southern Appalachian
Moeuntains.
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Sample Lesson Plan
Topic: FRoM HYMN TO SPIRITUAL TO JAzz

Aim

To increase appreciation and understanding of American music.

Objectives
To show how a refrain in the hymn “The OId Ship of Zion” led to
the spiritual “When the Saints Go Marching In” and ukiniutely
to a Dixieland version of the fatter.
'k » show how the Afro-American transformed familiar material into
a special style involving African and home-grown elements and
thus evolved a native idiom.

Motivation

The reacher (or pupit) sings “The O!d Ship of Zion” and “When
the Saints Go Marching In.” The class is asked to note simifarities
between the former (and its namesake "She’ll Be Comin’ 'Round the
Mouatain”) and the lattec — a similarity in principle raiher than in
words or melody.!

The teacher points out that “The O!ld Ship of Zion" appeared in
hymn form as carly as the 1830’s? and that it became the model for a
“family” of hymns and spirituals.

Presentation

See Motivation.

After the songs have been sung, the teacher explains how a hymn
or spiritual atypically became a marching song.3

A Dixicland version of "When the Szints Go Marching In” is
played, and the class is invited to co. :ment on the differences between
this rendition and the sung versicn. (For Dixieland version, use Vic.
LPM 2097.)

The teacher may taen compare (or ask the class to compare) Dixie-
land jazz with swing ot with rock-and-roll.

L For comments on the transformation of the "Old Ship of Zion” sce A. Lomax,
Folk Songs of North America, {Gatden City: Doubleday, 1960) p. 449;
B. Landeck, Folk Songs of the Americas (New York, Frank, 1964) p. 45.
?For the first statement, sec Brown, Collcction of North Carolinae Folklore,
{Durham, N.C.: Duke, 1962), p. 659. For the sccond, sce Lomax, op. cit,

p. 454,

3 Sce Landeck, op. cit, p. 45.
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Activities

Singiug

See Mativation.

Playing

As required for demonstration.

May play jazz (boogie-woogie)

arrangement as in Felk Songs of

the Americas.

Summary

106

Questions

1.

111

In what ways are “The Old
Ship of Zion” and “When the
Saints Go Marching In”
alike?

. How did a hymn become a

spiritual?

. What changes were made by

Afro-Americans when they
sang traditiona! hymns?

. Were any of the changes

mentioned in question 3 due
to African influences? Ex-
plain. (See footnote ! p. 105
and Tallmadge's quotations,
pp. 132-133.

. Describe the custom of using

funeral bands among Afro-
Americans.

. What is the relationship of

these “funeral” bands to the
Drixizland band?

. Compare Dixieland, jazz, rag-

time, and swing.

Describe tlie transformation of the hymn into spiritual into jazz,
giving approximate dates for each step of the process.
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12
Music of the Twentieth Century

This unit will deal with music written in the 20th century. The
style of much of this music is new, but some of it, post.romantic
music, reverts back to the 19th century. The new movements may be
listed as impressioni.m, expressionism, and neo-classicism. In addition,
such new compositional techniques as atonality and new effects
derived from electronics gave music an entirely new sound. The
enormous social and economic changes resulting from two World
Wars and the resulting revolt against sentimentality :nd romanticism
was naturally reflected in the arts.

In discussing impressionism, cxpressionism, and neo-classicism, care
must be exercised not to define them in terms of narrow Principles of
composition. Impressionism is more than the blurring of melody
and harmony, and expressionism is more than the reflection of the
subconscious. Almost all composers in the "new” movements were
brought up in <lder schools, and much of their music reflects this.
Also, it must bu remembered chat the terms “impressionism” and
“expressionism” were borrowed from art criticism and that torre-
spondences between music and art are not exact; nevertheless, these
terms are useful because they describe a set of conditions prevalent
in the music and thereby help to characterize it. In any event, music
of the 20ch century represents the effort of composers to find means
of expression suitable to artistic and social currents of the age.

Within the movernents, new or re-created techniques of composition
were developed: atonality, polytonality, linear counterpoint, chords in
inervals other than third., dodecaphony (serialism), and electronic
and aleatory techniques. These techniques should not be confused with
the "movemen s” of which they are a part buc should be thought of as
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helping to establish their character. Thus the “neo-classical” move-
ment, whicth reflects classicism more in (exture, instcrumencation, .nd
length than in any other respect, may feature linear counterpoint,
atonality, and serial technique simultaneously.

Certain composers are generally cre’’ted with the inavguration of
the new movements: Debussy with impressionism (Preiude to the
Afternoon of a Faun -~ 1894); Schonberg wich expressionism (Erwar-
tung — 1909 or Pierrot Lunaire —1912); and Stravinsky with neo-
classicism (Octet for Wind Instruments — 1923). These vsorks should
be singled out, along with other significant works by these composers
and their followers.

Not all 20th century experiments in music are being considered
here (e.g., computerized music and music for the prepated piano),
and not all of those mentionec above should be assigned equal impor-
tance, but at least one example of each should br: presented. Music of
great complexity should be presented in simple form (major themes)
and usually in excerpts.

Finally, since American composers have alrcady been discussed in
the units ca Music of the Th-ater and Music in Americ, they will
not be included in this unit.

Music of the 20th Century

*LEVEL OF

Disficulry | COMPOSER TITLE 0 Music

Bartok ‘Wikrokosmos
Roumanian Dances

Berg Lyric Suite
Selections from Wozzeck
Suite from Iylu

Baulez Improvisations sur Mallarme

Britten Ceremony of Carols, A

Simple Symphony for Steings

Young Persons’ Guide to the Orchestra, A
Debussy Au Clair de ta Lunc

Childzen’s Corner

Fetes

La Mer

Prelude to the Afternoosn of @ Faun

oEE»>> T O OO >0

* ABC classification, with A th: lcast difficult for most pupils ‘0 appreciate,
Note: (20th century opera has been included in the unit on Mutic of the

Q Theater.)
ERIC
108

113



O

ERIC

Aruitoxt provided by Eic:

*LEVEL OF

Saint-Saens

Schonberg

Caraival of the Animals
Algerian Sujte

Erwartung
Pierrot Lunaite

DIFFICULTY COMPOSER TITLE OF Music
A Dukas Sorcerer's Apprentice, The
C Feldman Out of Last Picces - leatory)
C Hindemith Mathis der Mal-r (sympbony)
A Honneg=r Pachic 231
A Karchaturian Gayne: Ballet Suite
RY Masquerade: Ballet Suite
B Maren ty2tural Pipes (Musigue Concrete)
b Milhaud La Creation du Monde
A Prokofieff Classical Sympnony
A March from The Love of Three Oranges
A Peter and the Wolf
B Rachmaninoff Isle ©f the Dead
A Piano Concetto no. 2
A Preludes in C# Minor and G Minot
A Ravel Eolero
B La Valse
B Mother Goose Suite
A Respighi The Birds
A
A
C
B
C

-3

>

Wy > >

Schuller

Shostakoviten

Sibelius

Stockhausen
Strauss, R,

Stravinsky

Ussachevsky
Yarese

Vaughn Williams
Webern

Concertino for Jazz Quartet & Orch.
(third stream)

Polka from The Age of Gold
Symphoaies nos. 5, 7, 9 (selected
movements )

Finlandia
Symphony no. 2
Kontakte (electronic)

Der Rosenkavalier {€xcerpts)
Don Quixote
Tiil Eulenspiegel

Firebird, The
Octet far Wind Insicuments
Rite of Spring, The

Piece for Tape Recorder and Orchestra
Ionization

Fantasia on Greensleeres

Five Pieces for Orchestra (pointillism)
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Aims and Obijectives

To present the music of the 20th century as an expression of our
times.

To show that 20th century music is an outgrowth of music of the
19th century.

To show the influence of Debussy, Schonberg, and Stravinsky on
music of the 20th century.

To develop an awarcness of the techniques currently employed in
music and of the reasons therefor.

Vocabulory
aleatory music neo-classicism
atonality polytonality
bitonality post-romanticism
dodecaphony (twelve-tone) romanticism
electronic music serial techaiques
expressionism (pointillism) third stream music
impressionism tonality
musique concrete tone row

Suggested Lesson Topics

A Comparison of Classical, Impressionistic, and Fxpressionistic
Styles in Music and Art (See Sample Lesson Plan, pp. 113-114.)

Dcbussy: Impressionism

Schouberg: Expressionism

Stravinsky, Man of Many Styles

Modern Conservatives (Post-Romantic)

Twentieth Century Approaches to Opera

Modern Experiments ir Music (aleatory, electroaic, pouutillistic,
thicd stream)

Altesnate Topics

Twelve-Tone Composition
Third Stream Music (Schuller, Bernstein)
Pointsilism {(\Webern)
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Procedures

The first "esson will attempt to show the transition from the clas-
sical idiom :0 the impressionistic and expressionistic idioms in music
through coriparison with art works bearing similar chrenology and
features.

For the followirg lessons emphasis will be placed upon leaders in
the development »f modern styles and the nature of those styles.

The four' pieces named in the Introduction as sta: ting points for the
new moverients and at least one example illustrating each of the
terms in th: Vocabulary section should be played (in part). Some of
the outstarding composicions of the 20th century which should be
gone into in some depth are:

Betg — Selections from Wozzeck (included here to show 20th century
trends in opera)

Deuussy -~ Prelude to the Afternoon of a Faun (1894)

Prohofiefi — Classical Symphony

Rachmaninoff — Piano Concerto no, 2

Schonbetg — Erwariung and Picrrof Lunaire

Shostakovitch — Symiphony no. 7, Symphony no. 9

Stravinsky — The Rite of Spring and Octel for Wind Instruments

While the first lesson in this unit relies heavily on che correlation
berween music and art, succeeding lessons should not overemphasize
this relaticnship; explanations in the light of expressive nceds are
adequate.

A few fpieces like the Symphony no. 7 of Shostakovitch may be
related to tistorical events.

In geneia), the teacher should not go into too great desail about
technical natters but should touch upon them to the extent required
to iilumina-e a given movement or picce.

Summary Concepts

The preseat eca constitutes a coavergence of different musical
streanmis, some going back to the 19th century, some derived from the
immediate past, and some attempting to develop new forms of
expression,

Debussy, Schonberg, and Stravinsky were pioneers in the develop-
ment of new forms and techniques of composition, and a great deal
of modern music can be ascribed to their infuence.
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Avant.garde composers are experimenting with new sources of
sound and expression; among these are the tape recorder, the com-
puter, and distorted instrumental and vocal effects.

Attempts are being made to synthesize all musical elements re-
quired to produce recognizable music by electronic means—so far
with rudimentary results.

Much serious modern music attempts to break down traditionally
accepted methods of composition involving melody, harmony, rhythm,
orchestration, ard form.

References

Educational Media Council, The Educational Media Index, vol. 3,
pp. 210, 222.

Fducational Audio-Visual. Awudio-Visual Teaching Materials. Film-
strips and recordings, pp. 35, 11-13, 15, 17, 19, 22.25.

McGehee, T, and Nelson, A. D. People and Music. Lists of recordings,
pp- 369-373.

Music Educators National Conference. Music Education Materials,
pp. 80-95, 134-139,

New York State Education Department. Teaching General Music,
pp. 147-152, 157-167.

Oestreicher, Catalogue of Art Prints, p. 59.

Audio-Visual Materials

Andante Cantabile Waest. 19111

112

117



O

ERIC

Aruitoxt provided by Eic:

Sample Lesson Plan

Topic: A COM?ARISON OF CLASSICAL, IMPRESSIONISTIC, AND EXPRES-
SIONISTIC STYLES IN MUSIC AND ART

Aim
To present the music of the 20th century as an expression of our
times.

Objectives
To present modern music as mainly an outgrowth of earlier periods.
To show parallel forms of expression in music and art in keeping
with che spirit of the times.

Motivation

Three paintings are displayed — one classical (Ingres' Madame
Riviere}, one impressionistic (Monet’'s Walter Lilies), and one ex-
pressionistic (Kandinsky's Improvisation). Similar worls are of
course acceptable,

Music from each period is played (Haydn's Andante Cantabile,
Debussy's Afternoon of a Faun, and Stravinsky’s The Rite of Spring).

Presentation

After the paintings are shown, the class is asked to macch cach
musical selection with its counterpart in art,

The teacher will then point out correspondences between the music
and the paintings.

It should then be explained that music of the 20th century has
many facets and that come of those faceis are related to artistic cur-
rents and some to history.

Activities Questions

Playing 1. What made you choose a
given painting in connection

Appropriate passages to illus- A . !
with a given piece?

trate points.
2. In what areas may music and

Listening arc be compared?

Portions of the selections listed 3. Can good musicians paint or

above, good painters write music?
113
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Activities Questions

Score Reading 1.

Line score of parc of The Rite

of Spring in Music in Our Heri-
tage. (See Bibliography p. 173. 5.
Although the Rite of Spring

is not universally considered ex-
pressionistic, it is presented here
because its emotionalism borders

on exprzssionism and because it

is historically significant.)

Sunmary

Which modern movements
came first, chose in art or
chose in music?

How did the terms impres-
sionism and expressionism
originate?

. How much of this new music

is the result of extra-musical
influence and how much to
musica! development per se?

Who are some acknowledged
figures in the movement called
impressionism? In  expres-
sionism?

Name outstanding works of
both movements in music and
art.

. Why were these movements

relatizely short-lived, ac leasc
as far as most composers are
concerned?

The class lists in notebooks the periods involved, characteristics of

these periods, and the relationship to

O
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Chamber Music

Chamber music may be defined as music written for small combi-
nations of instruments. It is a particularly grateful form of music
both for playing and listening because it highlights individual per-
formance at the same time that it stresses ensemble playing. Although
lacking the brilliance and power of symphonic music, chamber music
general’y follows symphonic style while often expressing the most
intimate and refined thoughts of the composer.

In view of the fact that chamber music will be an unknown quan-
tity to many students, music chosen for this unit should be carefully
examined. The li-t below represents an effort to do this, featuring
music that is attractiv. melodically and rhythmically I¢ also represents
an effort to choose a variety of types of chamber music as well as
music for different combinations of instrumcnts. (In this connection,
the designation of string orchestra music and the violin sonata as
chamber music runs contrary to their sometime designation as
orchestra and solo music respectively.)

Chomber Music

LeveEL | COMFPOSER | TiTae or WORK
C* Bach Brandenhurg Concerto no. 3 (strings)
- Becthoven Cello Sonata op. 69
C Sepict op. 20
C String Quartets op. 18, nos. 1. 2, 4
B Violin Sonata op. 24 (Spring}

Q * A, B, C, clawification, with A least dificule for most pupils to appreciate.

ERIC s
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116

LEVEL | COMPOSER TITLE OF WORK
A Borodin String Quartet in D (Nocturne)
C Brahms Clarinet Sonata op. 120, no. 1
Piano Quartet op. 25
Corelli Christmas Concerto
C Dvorak Piano Quintet op. 81
String Quartet op. 96 (Asmerican)
B Gabrieli Canzoni for Brass Choirs
A Haydn String Quartet op. 3, no. 5 (Serep2-a)
A " " op. 33, no. 2 (The Birds)
A " " op. 76, no. 3 (Emperor)
v " op.77,no.1
B Handel Concerti Grossi op. 6, nos. 1, 5,6
B Concerto in G Minor for Gboe and Strings
A Mozar: Clarinet Quintet K. 581
A Divertimento K. 136
B Divestimento K. 370 (winds)
A Serenade K, 320 (posthorn)
A Scerenade {from Eine kleine Nachimusik)
B Sonata in E Minor for violin and piano
B String Quartets K. 387 and 458
B Mendelssohn Octet op. 20 (scherzo)
B Trio in D Minor
B Schubert String Quartets D. 804 and 810 Death and the
B Maiden
B String Quintet D. 667
String Trio D. 898
B Schumann Piano Quintet
B Schoenberg Picrrot Lunaire (voice and chamber ensemble)
C Verklarte Nacht (sextet ot string orchestra)
A Smetana Aus meinem Leben (From My Life) Stricg Quartet
in E Minor
B Scravinsky L'Histoire du snldat
A Tchaikowsky Screnade for Strings
A String Quartct op. 11 (Ardante Cantabile)
A Vivaldi The# Four Scasons
B Wagner Sicgfricd 1y}
L B Wolf ltalian Screnade
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Aims and Objectives

To develop appreciation and understanding of chamber music.

To teach aural and visual recognition of the standard chamber
music groupings.

To promote familiarity sith the literature of chamber music.

To show the similarity in composition between chamber music and
other forms of composition.

To teach the role and importance of chamber music in the total
musical picture.

Vocabulary
chamber orchestra quartet
corcerto grosso quintet
duec sonata
ensemble trio

Suggested Lesson Topics

The String Quartet (See Sample Lesson Plan, pp. 119-120.)
The Concerto Grosso
Tt.e Solo Sonata (Refer to Unit 10.)

Alternate Topics

The Chamber Qrchestra
Small Instrumental Ensembles (trios, quintets)

1
Protedures

From time to time quotations from the chamber music literature
are heard on television, e.g., part of the Haydn Serenade from op. 3,
no. 5 was played on the Dutch Masters and Breakstone Yogurt com-
mercials; these quotations may be plaved for the class without prior
identification, and recogniticn will follow instantly.

The teacher may then proceed to play the ¢ntire movement, alert-
ing the class to listen for thematic repetition, thematic development,
and changes of mood, climaxes, etc.

In some instances, as with Eine kleine Nachtmusik, the clux con-
nection between the chamber orchestra, string quartet, and the sym-
phony in such matters as form and style may be pointed out.
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The adaptabilicy of chamber music to a program as in Pierrot
Lunaive or I'Histoire du soldat may be demonstrated; characteristic
uses of instcuments may be emphasized. Compariscus in style between
these | cces and earlier examples of chamber music mav be drawn.

I possible, a chamber group from the school should be used for
demonstration, to illustrate the soloist-within-ensemble quality of
chamber music,

Summary Concepts

Chamber music has many forms and is played by many different
combinations; it differs from orchestr:.] nmusic in its smaller dimen-
sions, greater intimacy, (generally) greater independence and refine-
ment of parts, and (ts soloistic-ensemble character.

Some of the finest produces of the great composers have been works
of chamber music.

Chamber muric js essentially written like other forms in symphonic
style, so that principles of form, thematic development, and emo-
tional design are similar.

References

Educational Media Council, The Fducational Media Index, vol. 3.
Film, p. 192,

Ferguson, D. Inage and Structure in Chamber Music.
King, H. Chanmiber Music.
Ulrich, H. Chamber Musie.

Avudio-Visual Materiols

Fine kleine Nachtorsik Col. MS G127 (quintet)
West, 18942 (str. orch.)

Quartet in L Minor Vox 10190 (quartet)
Epic SC 6015 (orch.)
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Sumple Lesson Plan

Topic: THE STRING QUARTET

Aim

To develop appreciation and understanding of chamber music and
of its place in musical culture.

Objectives

To show che difference in texture, instrumentation, and emotional
impact between chamber music, as represented by the string
quartet version of Smetana’s Aus meinerz Leben and its orchestral
counterpart — as orchestrated by George Szell. (A similar com-
parison could be made between the Monzart Serenade Efne kleine
Nachtmusik as played by a steing quintet and by a chamber
orchestra.}

To demonstrate the more personal character of the string quartet
as against the less individual character of the orchestra.

To show that chamber music follows the same basic principles of
composition that apply to orchestral music or soloistic music —
with tcgard to form, melody, harmony, and dynamic structure.

Motrvation

The teacher presents a sct of questions (sce below) to be answered
by the class after hearing parc of the string quartet and orchestral
versions of the Smetana Quartet in E Minor (first movement).

Presentation

Questions 1-4 below are placed on the blackboard or on a screen.
Part of a movement of cach version of the music is played.

The class is asked the questions, and the consensus of opinion is
written on che board.

The teacher ¢ )mments on the choices.

The remaining questions — which may Involve continuation of the
records — are then discussed.

Activities Questions
Playing 1. Which version of the music

. ) . 5
Teacher or pupil plays themes is louder?

or portions of music for demon- 2. Which version is more emo-
stration. tional? Why?
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Activities
Listening

Part of the first movment of each
version is played.

Srmmary

Questions
3. Name some instruments in
the acchestral version not in

the quartet version.

4. In which version are the parts

heard more distinctly?

5. Which iaostrumental solos

(other than violin} did you
hear in the quartet rendi-
tion? Which in che orches-
cral readition?

6. What role is played by the

wind instcuments in the or-
chestral version?

7. Which was the original ver-

sion? How do yon know?

8. What made the orchestrator

decide to enlarge the orig-
inal?

Answers to the questions as supplied by the class and listed on the

board.

o 120
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14

Music Before 1750
A Survey

This unit presents an overview of a few outstanding developmeuts
in the history of music. Events crucia! to the development of Western
music are placed in historical perspective and shown to follow more
or less logical lines of growth. For example, the history of notation
discloses a rational process beginning with symbols or neumes, con-
tinuing with a one-line stafl, branching out into a four-line scaff, and
then proceeding to rhythmic notation. Logical devclopment can also
be postulated for polyphonic and homophonic style and for modern
methods of composing music. It is hoped that greater insight into
that history will provide greater appreciation for the many forms of
musical expression.

Only cultures which have made a substantial contribution to West-
ern music have been included here. Thus, the Egyptians have a place
since their harps, lyres, lutes, obocs, and flutes were well developed,
and these and kindred instruments formed an important part of the
instrumental inventorics of the Mediterranean region. The Heb-cuws
are mentionad because of the importance they attached to music for
ceremonial purposes and verse-setting, for frequent allusions to music
in the Bible, and for the method of cantillation that has persevered 10
the present and which was borrowed by the early Christian church for
its services.

The Greeks made important contributions: scale construction by
means of mathematical principles and aural observation (the mono-
chord); ethical attributions to 1nusic; insertion of music in the aca-
demic curriculum; development of musico-verse forms like the
dithyramb and the elegy; use of music in the drama; and general
recognition of the wcrth of music in national affairs.
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Some mention of e body of music known as Gregorian Chant
should be made since this music was performed so widely throughout
the Middle Ages and the Renaissance, both in its simple form as
plain chant and in its contrapuntal adaptation as organum, diaphony,
conductus, fauxbourdon, and motet. Also, its continuance into modern
times in the rites of the Catholic Church should be pointed out.

The period in time known as the Renaissance (. 1400-1600) may be
said to have its counterpart in musical history, although music has
its own laws of development. Musical output in this period was
important, involving the development of many forms which led ro
opera, fugue, chamber music, etc.

About 1500, certain currents of musical activity which subsequently
became known as Baroque were set in motion. This outstanding era,
which saw the beginning and development of major musical forms
like the opera, concerto, and symphony, xnd whose composers were
the earliest to hold the concerc st=ge until the present, should be given
a major portion of attention in this unit. (The Classical, Romantic,
and Modern periods have already been discussed.)

Since much of this history can only be treated briefly, care must be
exercised so thac easy generalizations do not distort the facts. The
musical contribution of the Greeks should not be over-emphasized (we
have only eleven musical monuments, not very significant by them-
selves), nor the preoccupation of the Middle Ages with harmony
(many texts dealt more with rhythm than with harmony). Scholar-
ship reveals much overlapping of stylistic tendencies from one period
to another — the very terms Kenafssance and Baroque have been bor-
rowed from literary or art historians, and are ofte.s stretched to
make a point for the music historian. It js therefore more with the
intention of presenting commonly accepted points of view in order to
communicate intelligibly than of exact characterization of a period
that this survey has been attempted.

Aims and Objectives

To present an overview of the historical development of Western
music through discussion of major contributions of some cul-
tures and periods.

122

1277



O

ERIC

Aruitoxt provided by Eic:

To mention briefly the contributions of antiquity, the Middle Ages,
the Renaissance, the Baroque to cur music.

To trace the rational, cumulative development of such zreas as
notation, meledy, harmony, rhythm, form, and instrumentation
from ancient times to the end of the Barogue.

To demonstrate that musical development has been the joint effort
of many nations in time.

Vocabulary
antiquity monochord
Baroque notation
cantiliation neumes
Gregorian Chant :polyphony
Middle Ages Renaissance

Suggested Lesson Topics
Music in Early Civilizations: Egyptian, Hebrew, Greek (See Samaple
Lesson Flan, pp. 125-126.)
Gregorian Chant and the Beginnings of Notation
Music of the Renaissance
Music of ¢he Baroque

Alternate Topics

Origins of Counterpoint and Polyphony

Secular Music of the Middle Ages

Growth of Instrumental Forms in the Barogue

Growth of Vocal Forms in the Baroque

Among the subjects which the teacher may wish to discuss are:

Middle Ages — notation (pitch and rhythm); secular music (chan.
son, chass, madrigal, musical play); sacred music (mass, mo:tet,
mystery play); polyphony, harmony, rhythm, and e modes.

Renaissance — development of earlier forins; development of vocal
and instrumental resources; Renaissance madrigal and other types
of secular song; canzona, ricercar, and other precursors of the
fugue; madrigal-comedy and other forerunners of opera.

Baroque — opera, oratorjo, fugue, cantata, instrumenral Jance suite,
solo concerto, concerto grosso, and passion.
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Procedures

The contributions of ancient civilizations (in chronolcgical order)
may be illustrated: Egypt by the study of carvings on bas reliefs;
Israel through reading quotations from the Bible and studying ¢xam-
ples of Biblical cantillation; Greece by playing one or rore of the
fragments in Sachs’ Tte Rise of Music in the Ancient World, East and
West, and by referring to quotations on music in Plato.

Still in chronological order, the above may be followed by descrip-
tions of Gregorian Chant, the beginnings of notation and polyphony,
the development of sacred and secular musical forms (and their inter-
action), the beginnings of mensural notation and of the modal (scale)
system.

A similar procedure should be followed for music of the Renais-
sance and the Baroque, merely touching upon the highlights and
furnishing examples of each (in general, procedure following the
pattern laid out in McKinney ard Anderson's Discovering Music,
Chapter 38), is effective.

Summary Concepls

Music as it is known today s the cumulative result of the contri-
butions of many civilizatioas through many periods ir time.

Specific features of music today can be traced back to distant sources
in geography and cime.

All areas of music (melody, harmony, rhythm, instrumensation,
etc.) can be ¢raced to their origins and shown to follow logical lines
of development, i.e,, musical lines of development.

Music is influenced by political and social history, and by other
forms of art, but only in a tangencial manner; basically, it pursues its
own course, with musical coasiderations uppermost.

References
Bukofzer, M. L. Music iu the Barogue Era. (Bibliography)
Educational Audio-Visual. Awdio-Visual Teachiizg Materials: Music.
Filmstrips and recordings, pp. 7, 11-14, 16-.9.
Kinsky, G. A Histery of Music in Pictures, pp. 1-269.
Reese, G. Music iu the Middle Ages. (Bibliography)
- Music in the Renaissance. (Bibliography)
Sachs, C. 'The Rise of Music in the Ancient World, East and W est.
Schwann, W. Leng-Playing Record Catalog. (Applicable recordings)
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Audio-Visual Materials

Egyptian Bas-relief. People and Music, by McGehee and Nelson, p. 61

Greek Song. Foik. 3700. Rise of Music in the Ancient World, East and
West, edited by Sachs, p. 245

Gregorian Chant. Folk. 3700. Making Music Y our Own, Book 7, O.P.

Hebrew Music. Folk, 3700.

Sample Lesson Plan

Topic: Music IN EARLY CIVILIZATIONS
Aim
To further understanding and appreciation of music of the past and

present by means of a historical survey that shows the logical
development of musical phenomena from the past to the prosent.

Objectives

To show the contributions to present.-day music of the Egyptians,
Hebrews and Greeks, the influence of Gregorian Chant, and
pitch and rhythm notation. Gregorian Chant and notation may be
begun in the first lesson if desired.

To demonstrate that music as we know it is a comparatively recent
phenomenon.

Motivation

Cn a chare, screen, ¢t on mimeographed sheets will be one example
of an Fgyptian bas-relief, of a passage from the Bible involving music,
of a melodic fragment of Greek music (after Sachs), of Gregorian
Chant (from the Liber Usualis), and of pitch and rhythm notation
(example of one-tine staff and carly longa-breve).

Freseniation

Pupils are asked to identify each of the above-listed examples.
They are then asked to describe the relationship between cach of
the examples and present-day music.
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The teacher clarifies the nature of the development from the early
specimens to the present,

Examples of Hebrew and mnusic, Gregorian Chant, and music
of the 11th and 12¢th centurie.  .strating pitch and chythm notation
are played.

Activities Questions
Singing 1. What are the differences be-

tween the instruments shown
on the Egyptian bas.relicfs
and those we have today?

Teacher or pupil may sing He-
braic or Gregorian chant.

Pliying 2. Is Hebrew cantillation today
the same as that practiced in

Any or all of the music in the
Biblical times?

Presentation above,
3. Does the ancient Greek music
Listening we have today bear out the

Any or all of the above. great tributes to that music
in Greek literature?

4. What other contributions to

the prescnt were made by the
Greeks?

5. How is Gregorian Chant re-
lated to Hebraic cantillation?

6. How did Gregorian Chant re-
ceive its name?

7. What caused composers to in-
vent the musical staff?

8. How did Guido d’Arezz0 im-
prove musical notatit.a?

9. Describe the earliest attempts
at notation of rhythm and the
reasons therefor.

Summary
Outline to be copied in notebooks listing the contriputions to music
of the historical periods or civilizat'ons mentioned above — in chrono-
logical order.
O
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15

African Music
and Its Influence on the West

Interest in African music has been greatly stimulated in recent times
by the emergence of many African nations and by the awakening of
pride in their African heritage on the part of Afro-Americans. The
incernational tovis of African folk singers, musicians, and dancers
have also done much to call attention to cultures which deserve
serious Western attention. Musically, the African elements which may
be found intriguing are chythm (perhaps the most sophisticated in
the world), instrumentation (ranging from the most bewitdering
variety of percussion instruments to a wide variety of melody instru-
ments), scales or modes, styles of performance, and the gensral cir-
cumstances under which performances take place. Interesting though
African rausic is, it is chiefly jts impact on Western music that we
emphasize. Having already discussed this matter in genecral terms in
Units 11 and X[, we now attempt to pinpoint the exact nature of the
African contribution and to show its specific effect on American music.
The chart entitled "'Afro-American Music” on pp. 100-101 proves just
how vital that eflect is.

Since there js such great varlety in this music, it is possible within
the time limit of this cousse of study to present only the high spots
and especially those that bear upon important American developments
like the spiritual and jazz. The three sessions recommeaded for this
unit will therefore be confined to the main aspects of this music as
mentioned in the preceding paragraph. Where additional time for the
unit is indicated, it may be provided by reducing or eliminating other
units.,
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Aims and Objectives

To teach appreciation of the musical cultures of African nations.

To demonstrate the great variety in thythm, instrumentation, modes,
manner of performance, and rationale of this music.

To show how elements in African music have heen introduced irto
the music of the United States and Latin America and how they
have affected Western music.

Vocabulary
antiphonal singing raodes
claves polyrhythm
gourd scales
marimba xylophone

Suggested Lesson Topics

African Elements in American Music (I) (See Sample iesson Plan,
pp- 50-51.)

African Elements in American Music (11)
African Elements in the Music of Latin America

Alternate Topics

Current African Musical Practices
A Comparison of African and Asian Music

For the first two lessons, in order ta show the influence of African
elements in American music, a comparison of four sources may be
made: records illustrating various aspects of African music (FW 8852
(1939} and FE 4506 and 4507 [1951]); two books entitled Slave Songs
of the United States (1867) " and .4fro-Americun Folk Songs (1914) 2;
and the vocal score of Porgy and Bess (written c. 1933 but based on
an earlier period in the culture of the Sea Islands off the Georgia
coast). We are assuming that African musical culture as represented
on the records is very much as it was a hundred or more years ago and
that the books and the score deal with musical characteristics old
enough to reflect genuine vestiges of the African influence, (The
slave trade was outlawed in 1808 in the United States and though

1 W. Allen, C. Ware, and L. Garrison, eds. Slace Songs of the United Stales,
reprint (New York: Peter Smith, 1929).
2 H. E. Krehbiel. Afro-American Folk Somgs (New Yotrk: Ungae, 1962).
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some slaves were sinuggled in thereafter, the African trade largely
terminated with the dead'ine set by the Constituiion.) Be that as it
may, exact borrowing of African influences is difficult to determine
and even in 1867 the authors of “Slave Songs” bemoaned the disap-
pearance of African elements in Negro music.

The question of how much and what kind of harmony was preva-
lent in Africa has heen debated for a long time, but that harmony
existed is beyond doubt. Its influence in this country is felt in the
Negroes' habit of singing in parts, contrapuntally or harmonically.

Eleven items, among others, have been selected for purposes of com-
parison of sources, and the incidence of these items is indicated in the
accompanying table. It is possible to compare other items also, for

Afro-American Music

SLAVE AF¥RO- PORGY
Musicat RECORD SONGS | AMERICAN AND
CHARACTER;STICS ) OF THE Fulk BEs
us SONGS €38
Syncopation FW 8852 #87,93 p.G1 pp. 190,
(Secret Society Drums) 447,497
Pentatonic Scale | FW 8852 (Lullaby) #1R,45 p. 61 p. 155
FE 4507 (ltuti Pygmies)
Antiphonal FW 8852 (Matriage #12 pp. 100, pp. 108,
Singing Song, Ceremonial 101 166, 191,
Songs for Oba’s Wives) 285
Metric FE 4506 (Zululand} #10,29 pp. 235,
Fluctuation 281
Polychythm F\W 8852 (Secret p. 61 pp. 89,180
Society Drums) (Vocal)
277
(Instru-
mental)
Modal Scales #45,32,| pp.S2,
92,93b 53,54
Flat Third #72,77 pp. 191,
279
Flat Seventh #89,93 p.78 p. 497
Recitative FW 8852 (Wrestling p. 100 pp. 195,
Matrk Song, War Song) 334
Harmony- FW 8852 (A Song for pp. 61,82
Chief)
Chanting or FW 83852 {Herding
Cantillation Scng)
_— —
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example, the use of the raised sixth in the minor or the "snap”
rhythm. But the above are sufficient to establish the fact of the African
influence on Negro music in this country, and even more so in tle
West Indies where African customs survived into the twentieth
century.

Finally, it must be remembered that music played an intimate role
in daily living in Africa and that the musicalization of daily routines
in musical comedy and drama is a carryover from the African heritage
(e.g., as in Porgy and Bess).

Procedvures

The teacher may read one or both of the quotations in the first
lesson attempting to establish the African origin of certain elements
in Afro-American music. The teacher will then proceed to make cora-
parisons by presenting actual music (or quotations) from the four
sources mentioned above. (If the sources are unavailable, parallel
sources should not be too haed to find.)

Having posed the question of the nature and extent of the African
contribution to American music, the teacher may ask if students are
acquainted with examples of original African music. The class may or
may not be familiar with this type of music and its origins. For the
third lesson, the teacher may present African elements in the music of
Tatin America,

Summary Concepts

African music past and present has left its mark on American music
in the following ateas: thythm, scales or modes, antiphonal singing,
manner of song delivery, intimate relationship of music to daily living,
adaptation of music to diflerent purposes {ceremonial, dance, wuork,
etc.), and iastrumentation {xylophone, percussion instruments).

The music principally discussed is that of black Africa— music in
the north of Africa stems from the Istamic tradition. However, there is
undoubtedly cross-fertilization of the Islainic and African styles.

Afro-Americans adapted whatever usical materials were at hand
and developed their own form of expression. Whether their ¢ ontribu-
tion is derivative or original has been debated for a long time, but in
those areas in which thcy excelled — the spiritual, “blues”, various
forms of jazz — they undouhbtedly created music and developed per-
formance practices of a highly original nature, Although the bulk of
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this unit refers to African influence upon American music, there is a
body of African music which has not been absorbed by us and which
deserves a hearing. In chis category zre many instrumeats and per.
formance practices which we do not use and scales and rhychms which
we do not as yet apprehend.

References
Allen, W.; Ware, C.; and Garrison, L.; eds. Slave Songs of the United
States.

Brande}, R. The Music of Central Africa. 'The Hague: Martinus Nij-
hoff, 1961.

Jones, A. M. Studies in African Music, vol. 1 (text); vol 11 (music).
Krehbiel, H. E. Afro-American Folk Songs.

Landeck, B. Folk Songs of she Americas.

Lomax, A, Folk Songs of North America.

Pactterson, L., ed. The Negro in Music and Art.

Sachs, C. 1b» Rise of Music in the Ancient World, East and West,
pp. 71-102, 279-291.

Audio-Visuol Materials

African Music (Folkways FP 8:1).
Music of the World’s Peoples (Folkways FE 4506, 4507).
Two Thousand Years of Music (Decca DL 9502 and 9503).

Also:  Col, KL 205
Cap. 320C 126,28
Folk. FE 4581
CS 9307 (drums)

————

Sample Lesson Plan
Topic: AFRICAN ELEMENTS IN AMERICAN Music (1)
Aim
To teach appreciation of the musical cultures of African nations and
to show how African tausic has affected our own.
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Objectives

"To show the great variety in rhythm, insccumentation, modes, man-
ner of performance, and racionale of African music.

To show how African music has affected American music in at least
eleven ways.

To determine the nature and extent of the Afro-American contribu-
tion to American music. -

Motivation

The teacher asks the class 10 determine the extent of the African
influence on American music based on the quotations following!:

African slaves brought to America a highly developed musical tradi-
tion. The elements of this tradition are listed on tha chart. This pure
tradition was immediately diluted by contact wiith European musical
forms which existed in America prior to the arrivel of the Africans.
Scotch and English reels, ballads, jigs, etc.,, were heard by the slaves and
soon modified in the African manner. By 1750, slaves in Southern states
were being taught psalms and hymns by itinerant missionsiies from the
North. Accounts of the period report that Negro slaves were so excited
by this rausic and the accomp>anying teligious instruction that after
working ali day in the fields they would gather and sing psalms and
hymns all night long.

About 1800 there occurred throughout the South great religious
revivals and camp mcetings. This religious wave generated an extraor-
dinary amount of emotional fervor—a fervor due in no small measure
to the participation of Negro slaves whose heritage of religious »orship
in Africa had included dancing. shouting, clapping, singing, and trance.
The slow psalm tunes end hymns of the previous period were not ade-
quate to this kind of religious experience, and so these congregations
titerally created their own hymnology. Religious liaes or couplets were
often made up on the spot, and set to lively secular cunes of English or
Scotch origin. These hymns and hymn tunes were immediately assimi-
lated by the Negro slaves and Africanized.

For fifty years slaves had been singing the old hymns and psalm
tunes; however, through the process of Africanization and the lack of
musical notation, both words and music were so altered as to scercely

1 Tallmadge. Afro-American Music, from wn article in the Music Educcors
) Journal, Septembet 19>7. (See chart, pp. 100-101.)
©
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tesemble the prototype. For all practical purposes these Negro spirituals
may be classified as an original contribution to Ameri:aa music, and
they are, without a doubt, one of the significant contribations to the
world ct art.

Negroes worked to spirituals, danced to spirituals, anl according to
many authorities, preserved the history of their race in :p tituals. Com-
bined with field calls, slow spirituals became the source of later blues.
After the Civil War, countcy and urben bands improvised upon the
spiritual tunes, and the livelier jubilees became the majus-ay of the New
O:leans Jazz band. The spiricuals, together with secular tuaes, were to
provide the dicect imperus to black face minstrelsy, the scn;s of Stephen
Fostet, songs of the gay nineties, and later popular vallads.

For more than two hundred years these two contrasting musical cul-
tures dwelt side Ly side in America in a state of continuilly stimulating
exchange and compctition. Scng material passed back aid. forth across
the racial line so that it becomes increasingly difficult to s1y which grovp
nas con*sibuted niost to a song. As in the \West Indics and parts of
South America, true Afro-European songs, and especially dances, devel-
oped, which gained continental, then world-wide popuiarity. Indeed it
seems very likely that one day all American music wil be cafe-au-lait
in colovr.t

Presentation

After reading che quotations above, (he teacher tells the class that
eleven elements of African music have been transplanted to this
country and that they are to judge whether those elements constitute
4 significant contributio to our music.

The first element, syacepation, is presented in its Africin form aand
then in its American version as indicated in this lesson. {In addition,
any jozz recording may be played to show the ultimate application of
syncopation in music.)

The other elements may likewis? be presented, preferatly by play-
ing the African original first and then the American adaptation; again,
wherever possible, good recordings that will appeal to the class should
be used to demonstrate a peint.

It may require two or more lessons to cover all of tie clements —
especially if comparisous are mude among all four soarces and jazz
also (rock-and-roll, folk-rock, the Nashville sound may be introduced
where applicable).

The summary may ctnsist of the actual listing of musical titles in
all four sources as wel as specific definition of the pivsical charac-
teristics involved.

1 Lomax. Fclk Songe of Noth Americe, xx,

133

138



O

ERIC

Aruitoxt provided by Eic:

e~

Activities

Singing
The teacher may select any song

from the song-bcoks or from
Porgy and Bess for singing.

Playing

Teuiiir or pupil may play songs
or other illustrative material of
the eleven elements discussed.

Listening

African music is compared to iis
American counterpart via cec-
ords.

Rbythmic Respense

The terms polyrhythm and syu-
copation may be illustrated by
teacher and/or pupil drumming.

Summary

Questions

1.

List the eleven elemeats
or charzacteristics of African
music imported to the West-
ern hemisphere.

. Which of those characteris-

tics have been adopted with-
out change in this country?
Which have been changed?

. Describe the process of trans-

muting hymns aad psalms
into spirituals.

. Where is African influence

still felt most strongly in the
West?

. In your estimation, what per-

ccatage of American music
bas been influenced by Af-
rican music?

. Which *raits in African music

do you expect will be con-
tinued in the foreseeable fu-
ture?

. Do you feel that African

music has played a significant
role in American music? The
reost significant role? Explain.

Summary as indicated in final sentence of Presentation. Discuss

questions 3, 6, 7.
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16

Asian Music
and Its Influence on the West

The subject of Asian music is so vast that, to do it justice, it wonld
have to be s:udied over a long pericd of tirae. W » have only atterapted
to consider those aspects of Asian music that have had an inttuence on
the West, and even here the choice has been severely limited to a few
examples from India, China, Indonesia. and Arabia. For example,
China’s contribution has been limited to the pentatcaic scale, to per-
cussion instruments, and to the frct, even though Chinese music is
probably the oldest on record and has affected most of Asia for thou-
sands of years.

High on the list of Asian influences on the West must be the use of
the sicar. An example is provided by che Beatles in such songs as “The
Inner Light,” “The Blue Jay Way" and “"Within You, Without You.”
Within a setting of Western melody and harmony, the instrument is
used mainly for purposes of cclor. Its unique tone and color corre-
sponds to a 1eed for “total environment” in certain modern concepts
of experience. It also reflects Western iuterest in Zen Ruddhism and
athe: Asian religions.

More in line with the natural orientation of the sitar is it use in
the famous duet of Shankar and Menuhin, with accompaniment. The
fact that millions of Americans were made aware of this instrument
and of Hindu music by these records made this a development of
importance. Differeat concepts of forra aad melody will always pro-
vide new possibilities for composers of opposite cultures. Of course
thete is also the possibility of a half-understood cultural patcern
having a baleful effect on the other culture, particularly perhaps of
Western music on Asian.
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Aims and Obijectives
To teach appreciation of the musical cultures ¢f some Asian nations.
To show the influence cf Asian music on rhe West in composition.
To show the influence of Asian instrrments o Western music

Vecabulory
cross-thythm
fret quarterone
gamelarn raga
peatatonic sitar

Suggested Lesson Topits
Eastern influences an Western music (See Sample Lesson Plan,
op. 138-139.)
Eastern insicumen.s and their effect on Western music.

Alternate Lesson Topics

Ravi Shankar
Modern Experiments with Percussion Ensembles

Among serious composers who have written music on Asiza sub-
jects and the titles of their works are:

Cowell — Homage to Iran, Ongaku

Debussy — Pagodes

Hovhaness — Fauntasy on Japanese Woodprints
Ippolituv-Ivanov — Caucasian Sketches

Ravel — Laide.onette, Empress of the Pagodas
Xenakis — Orient-Occident

Proced res

The first lesson opens with the playing of one ot the Beatle records
in which the sitar is prominent.

A discussion of the purposes of this instrument should lead to a
brief examination of the Hindn culture which produced it. This may
lead to a discvssion of other aspects of Hindu music — the raga, tala,
scales in quarter-tones, and drum rhythms.
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Chinese music is introduced mainly for its pentatonic scale and its
percussion instruments. It should be indicated that China's conserva-
tive tendencies have enahled very ancient music to be preserved.

Indonesia (Java) should be mentioned because of its gamelan
orchestras — which have affected Western composers and encouraged
imitation.

Arabian music, which features a scale of seven steps to the octave,* a
species of cantillation very close to the Hebraic type, and instruments
like the al’ ud and rebadb which led respectively to the lute and pos-
sibly the violin should likewise be mentioned.

In the foregoing procedures the lesson may be enhanced by playing
examples of each type mentioned and by showing pictures where
applicable. It may even be possible to sing a song or two as suggested
in People and Music, p. 57, ot in Literature and Music, pp. 441-446.

Summary Concepts

Asian nations have highly developed musical cultures for the most
part. In some areas (like scales) they are more highly refined than the
West.

Different nations excel in different areas — the Hindus in scale con-
struction and perception of minute intervals, the Chinese in percussion
instcuments, the Indonesians in percussion music and pesformance, the
Arabians in interval perception and in cantillation (cf. Note, p. 137).

All of ¢he Asian nations mentioned have in one way or another
influenced Western music.

The reception accorded Eastern music on the records of the Beatles
and of Ravi Shankar is a tribute to the universality of certain forms
of musical expression as is, in reverse, the adoption of Western music
by Japan.

Asian music in general, and especially that of China, does not favor
written notation and therefore tends to be consecvative. However, the
increasing level of communication between East and West undoubt-
edly is corrupting the older music and will probably lead to hybrid-
ization.

* C. Sachs states in The Rise of Music in the Ancient World, East and West

that "a wcale had seven stzps in the octave, no less, no more, as Al-Farabi
expressly states —terth centuty A.D.” (p. 279); further, that the sllcged
Arabian scale of seventeen thirds of tones “formed a set of elements, rot s
scafe” (y. 280).
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Sample Lesson Plan
Tepic: EASTERN INFLUENCES ON WESTERN MusIC
Aim
To teach appreciation of the musical cultures of India and China.

Objectives
To teach appreciation of two aspects of Hindu musical culture —
instruments and the raga.
To enlighten pupils about the musical contributions of China—
the pentatonic scale and percussion instruments.

Motivation
The teacher motivates the lesson by playing one or two excerpts

from Beatle records and asking pupils in advance to discover the pur-
pose behind the use of the sitar.

Presentation

After the lesson has been motivated, the duet between Shankar and
Menuhin is played (in part), and agein the question about the pur-
pose of the sicar is raised.

Subsequently other Hindu instruments, particularly drums, are men-
tioned, and the raga is briefly explained.
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The [eptatonic scale of the Chinese was borrowed by other cultures
and was paralleled in the West in such melodies as “Swing Low, Sweet
Chariot” or "Loch Lomond.” Also, Chinese preeminence from the
viewpoint of age should be stressed.

Chinese percussion instruments —and some stringed instruments
with frets — may be mentioned (People and Music, p. 39). Use of the
Chinese gong in Western music (last moverent of the Path:tigue
Symphony, etc.) may be likewise mentioned.

Activities Questions

Singing 1. Why do many people prefer

Hindu or Chinese songs (People
and Music); "Swing Low . . .”
or “Loch Lomond.”

Playing

As nccessary in connection with
the material presented.

Listening

Beatle records, Ravi Shaankar.
Hindu music, illustrating drums.
Chinese music, illustrating per-
cussion instruments. Music by
serious composers  (see list
on p. 136).

Rbythmic Response

Pupil may be invited to play
drum in Hindu cross-rhythmic
fashion along with Beatle or
Shankar records.

Western music to that of
India?

2. In the duet between Shankar
and Menuhin, which instru-
mentalist Jo you prefer?
Why?

3. How do the instruments dif-
fer?

4. Which Hindu and Chinese
instruments have been used
directly by the West and
which have been adapted?

5. Define raga and show its sim-
ilaritv 1o the scale.

6. How do you account for the
universality of the pentatonic
scale?

7. How tar back does Chinese
music go?

8. Chinese music has influenced
the West. Is the rcverse true?

Summary

List features of Hindu and Chinese music that are attractive to the
West. What has the West borrowed from Iodia? From China?

As we become more familiar with the music of the East, what fea-
tures might Western composers introduce into their music?
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17

Nationalism in Music

Nacionalism in music is an important expression of the spirit or
idiom of a nation. Fer small nations it is a means of obtaining idea-
tity and for all nations a source of strength and unity in crisis. How-
ever, it has negative aspects as well—as in situations where the com-
poser is told to compose in an “accepted” manner or works of certain
composers are banned because of prejudice.

Nationalism is strongest during a period of subjugation or in time
of war. Thus the German states and Russia developed strong national
consciousness during the Napoleonic Wars; Poland, Hungary, Finland,
and Bohemia felt strongly nationalistic while subject to other powers.
The nationalist spirit finds one important outle: in music, which often
expresses itself in subtle ways as well as in obvious pronoutcements.
The many instances of performances banned because of nationalistic
"messages” testify to the first, while the thousands of teiumphal utter-
ances are evidence of the second. Whatever the cause, much national-
istic music is of ¢\stinct musical merit and should be performed for
its own sake,

In music, nacionalism asserts itself in the efforts of composers to
incorpcrate specifically narional elements in their music — folk song,
myth, history, natural beauty, and mores. That is why the music in the
list below has been chosen — all of the selections have national char-
ecteristics that do not appear in other and perhaps better compositions
by the same composers.

The list leans heavily toward orchestral music although nationalism
may be equally well expressed vocally, as in Boris Godunor. However,
the list is not meant to be exclusive, and any insertion of nationalistic
music featuring the voice is acceptable. No grading of pieces on the
list is offered because they are sll attractive and may be presented in
any class — with the proper introduction.
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Nationalistic Music

COUNTRY COMPOSER COMPOSITON
Bohemia Dvorak Slavonic Darces

Smet:na Bartered Bride, The

Moldau, The

Weinberger Polka and Fugue ftom Schuanda
Finland Sibelius Finlandia
France Debussy Fireworks

delLisle La Marseillaise
Germany Weber Overture and excerpts from

Der Freischulz

Great Britain | Britten Courtly Dances from Gloriana

Vaughn-Williams

Four Sea Interludes from Peter Grimes

English Folk Song Suite
Fantasia on Greensleeves

Hungary Berliox Rakoczy March
Bratms Hungarian Dances
Tiszt Hungarian Rhapsodies
taly Respighi Fountains of Rome
Fines of Romie
Verdi A Masked Ball
Sicilian Vespers
Norway Grieg Peer Gynt Suite
Pofand Chopin Mazurkas in E Minor and in F
Polonaise Militaire
Russia Glinka A Life for the Tsar
Overcure t0 Russlan and Ludmills
Ippolitov-Ivanov On the Steppes of Central Asia
Moussorgsky Boris Godunov
Rimsky-Korsakoff | Russian Easter Overture
Tcheikowsky Overture 1812

Aims and Objeciives

To show both the virtues and faults of nationalism as expr..csed in
music.

To show how national mores and traditions have enriched musical
literature.

To reveal certain musical characteristics typical of certain nations
and to show how these characteristics are reflected in fine music.

To show that similar musical traits may sometimes appear in nations
otherwise far apart in customs.
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Vocabulary

folk song nationalism
mythology nationalistic music

Suggested Lesson Topics

History and Music (Sce Sample Lesson Plan, pp. 143-144.)
Folk Song and Dance in Music

Folk Legends in Music

National Heroes in Music

Musical Descriptions of Nature

Alternote Topics

Nationalistic Music by aliens (Debussy — Iberia, Rimsky-Korsakoff
— Spanish Caprice, Tchaikowsky — Itatian Caprice)
National Character and Music

Procedures

Questions may be addressed to the class concirning the historical
background of nationalism — particularly in the period during and
after the Napoleonic Wars.

It should be indicated that the nationalistic spirit asserts itself most
strongly in times of crisis and that the expression of this spirit takes
many forms.

Anecdotes in which music was used covertly to foster nationalism
may be told — Verdi’s 4 Masked Ball, Sibelius' Finlandia, etc.

The background of each piece played and its relationship to nation-
alism should be elucidated.

Summary Concepts

Nationalistic music may be written at a time of crisis to help unify
the people or at a time of celebration simply to glorify the nation;
sometimes it may be written for artistic reasons when a composer feels
the urge to use national idioms in u constructive way.

Over the centuries nations have developed different melodic and
rhythmic idioms due to relative isolation. As intercourse among them
increases, 8 more generalized type of music appears,
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Even though specific musical traits are developed within individual
nations, those traits are generally found to appeal to other nations of
the same cultural orientation, so that it may be said that groups of
nations have a musical common denominator.

References

Educational Audio-Visual, Audio-Visual Teaching Materials: Music.
Fil:astrips and recordings, pp. 4, 5, 11, 13.

Lang, P.H. Music in Western Civilization, vp. 938-944.

Leader, A.]. The Audio-Visual Approach to Teaching Music. Lists of
tecordings, pp. 61, 64.

McGehee, T.C., and Nelson, A.D. People and Music, pp. 310-315, 320,
Recordings, p. 321.

McKinney, H.D., and Anderson, W.R. Discovering Music, pp. 186-
201, 270-282.

Wilson. Growing with Music. Book 7. (for song texts)

—_

Sample Lesson Plan
Topic: HisTORY AND MusIC

Am

To describe the intersction of nationalism and music in certain
Western countries.

Objectives
To point out the influence of historical circumstances upon the
mus:c of Germany, Poland, and Russia.
To indicate the parallel effect of nationalism on arts and letters.

To discuss the virtues and defects of pationalism in the music it
generated.

Motisation

A brief account of the French Revolution, the Nepoleonic Wars,
and the liberating influences these conflicts set in motion in the first
half of the nineteenth century.

An indication of the way nationalism caused music to be written
and how the musical product ia turn helped nationalism.
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Presentation

The teacher relates the circumstances of the Barttle of the Nations
at Leipzig in 1813 and how all European countries after Waterloo felt
the impact of the nationalistic spirit. This was eminently true of

Germany, Poland, and Russia.

How nationalism manifests itself in various aspects of political and

cultural life is then discussed.

The relationship of the music of Germany, Poland, and Russia to
the prevailing conditions is brought out, and the musical character-
istics associated with nationalism are defined.

Activities
Singing )
“La Marseillaise” (Vic. 430.123)

Playing
As required to illustrate a point.

Listening

Overture to Der Freischutz,
Polonaise Militaire.
Overture 1812,

Correlation

Historical account of conditions
in Germany, Poland, and Russia
that fostered the above pieces.

Ssummary

Questions

1. Under what circumstances
does nationalism flourish?

2. How does music reflect the
spitit of nationalism?

3. Is such music’ always first-
rate? Discuss.

4, In what way is the national-
istic spirit being felt in the
world today? In our country?

5. Give an example of a com-
poser who used folk tunes to
create & characteristic national
music (Dvorak, Lisz¢). How?

6. Which composer would you
consider typically Russian,
British, Scandinavian?

7. Why do countries like to
bave their own music?

8. Is it easier to compose music
for one's own nation or to
copy that of another coua-
try?

9. Are there influences that tend
to counteract nationalism?

Pupils sumimarize in their notebooks the reasons for nationalism,
how nationalism affects music and vice versa.
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Popular Songs

The question of the use or non-use of popular songs in the class-
room is difficult to resolve. On the one hand we hear the argument
that there is always too little time to devote to the study of good
music and that popular music would make serious inroads into that
time. On the other hand comes the arguraent that pupils simply will
not sing or respond to classical music. This viewpoint asserts that by
giving pupils music at their own level in thr early stages they can be
won over gradually and eventually be taught to like n.ore serious
music.

There is no doubt that successes have teen achieved by teachers on
both sides of the fence, mostly because of the choice of music and the
competence of the teacher. In both cases, the problem of timing —
how long to stay with a given picce of music in order to promote
appreciation or to develop skill — takes on crucial importance. Those
who favor a classical approach must know the temper and make-up of
the class and plan the lesson in detail; there is no doubt “hat the great
majority of pupils, even those with high intelligence levels, favur the
music of the day — at the moment, rock and-roll music.

Those who favor a popular approach should use material that is
popular but has elements of good music ~-e.g., songs borrowed from
the classics, folk-rock songs, songs of protest, calypso songs, spirituals,
sot:gs from musicals or from movics, etc. This "third stream’ music,
a compromise between rock-and.roll songs and the offerings of the
masters, holds the greatest promise for the gradual uplifting of
musical taste. However, teachers who resort solely to popular music
and never make an effort to rise above ic are not fulfilling the uni-
versally accepted objective of music educition — the enjoyment and
appreciation of good music.

It is the belief hzre that the classical approach shovld be attempted
unless it has completely fatled. The fact that there is so lictle time to
explore all facets of this music and that s0 much of the music appeals
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to almost everybody — especiaily music of the theater — leads an
urgency to this approach. On the obverse side of the coin, the popu-
larists who start where the pupils are probably have their hands full
elevating taste and may find themselves without sufficient time *o
expose pupils even briefly to the great masterpieces. In other words,
the method whe:eby pupils are givea many samplings of popular
tausic at the beginning should be used with the greatest caution.

Still, as will be noted here and there in this course of study, refer-
ences to current taste should be made constantly. The use of "A Taste
of Honey” a folk song sung by the Beatles or, “A Lover's Con:
certo,” adapte.] from a Bach minuet, is eminently justifiable on the
grounds of apperceptive learning, When one examines the list of
popular songs below, it will be seen that at least ten songs based on
classical melodies have become "hit” soags and could be used by the
teacher to good pedegogical advantage, In the final analysis, all
popular material leading to appreciation of good music should be
worked into the lesson, but in a subordinate status rather than as the
primary focus of the fesson.

Popular Songs from the Classics™*

R

ORIGINAL COMPOSITION COMPOSER PoPULAR SONG
Addio Del Passato Verdi The Mask 1Is OF
Aida — Celeste Aida My Darlin’ Aida
Pos nte Ftha Why Ain't We Free?
Gloria al Egitio King Cotton
Su del Nilo Me and Lee
Afternoon of a Faun Debussy Afternoon Dream
The World Wis Made for You
Andantino in D-flat Leonare Moonlight and Roses
Dreaming of You
Amoureuse Berger So in Love
Andalucia Lecuona "he Breeze and I
Andante Cantabile Tchaikowsky Kiss Me Tonight
On the Isle of May
Atagonaise — Le Cid Massenet Raindrop Serenade
Artist's Life Strauss With All My Heart
Avant de Mourir Boulanger My Prayer

* Compiled by Robert Gorman of Teachers College
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ORIGINAL COMPOSITION B COMPOSER POPULAR SONG

Ballade /v Debussy A Ballad Is Botn

Barcarolle ; Otfenbach In Your Arms

Berceuse /,I/ Godard In the Moon Mist

& While the Angels Watch
Blue Danube | Strauss Blue Danube Waltz
Danube So Blue

Cara Nome { Verdi Here

El Chocle A Villoldo Kiss of Fite
Mendelssohn Las¢ Night in a Dream

Concertn for/ﬁ’iolin in
E Minor

Concerto no. 2 in C Minor

Concerto no. 1 i1 B-fla
Minor

Concerto in A Minor
Concerto in D Minot
Concerto in A Minor

Concerto for Violin

Concerto no. 2 in G
Minng

Chant San Paroles

La Comparsa

Come Back to Sorrento
Caprice Italienne

La Cumparsita

Danza Lucumi
Dedication

Dolores Waltz
Emperor Walez

T <hmaninoff

Tchaikowsky

Schumann
Wieniawski
Gt'eg

Tchaikowsky

Lecuona

Tchaikow.ky
Rodriquez
Lecuona
Schumann
Waldteufel

Strauss

Full Moon and Empty Arms
I Think of You

And Stil) the Volga Flows
I've Always Loved You
Ever and Forever

Toaight We Love
Concerto for Two
The Song Tchaikowsky Wrote

Love Story

Love Star

1 Look at Heaven

Love in the Moonlight

Secrets
Some Time We Will Meet
Again

Soft Whispcrs of the INight

Night Wind

§'il Vous Plait

When Romance Passes By
Ever Ttue, Evermore

For Want of a Star

Story of Sorrento

So Help Me

Strange Senstion

From One Love to Another
Dedicatinn

All My Love

Empecoi Waltz
I'm in Love with Vienna
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ORIGINAL COMPOSITION COMPOSER POPULAR SONG
Etude in E Major Chopin So Deep Is the Night

My Silent Mood

No Other Love

Tristesse Et:raelle

Just For Tonight
Fantasie Impromptu Chopin I'm Always Chasing Reinbuws
Firebird Suite Stravinsky Summer Moon
Fur Elise Beethoven Kiss Me Once
Gypsy Dance Bizet Beat Out Dat Rhythi» on 8

Drum

Habanera Dance of Destiny

Dat's Love
Humezesque Dvorak Humoresque

Pretty Butterdly

Msbel, Mabel
Hungarian Dance no. 4 Brahms As the Years Go By
Indiana Lecuona S0 It Goes
Je Dis Bizet My Joe
June Barcarolle Tchaikowsky My One Romance

Balzlaika Screnade
Largo Drorak Ain’'t No Us> Worryin®
Largo al Factotum Rassini The Bigger the Figure
Little Faicy ‘Waltz Streaberg Little Faicy Waltz
Malaguena Lecuona Malaguena

At the Crossroads
Mattinata Leocravallo You're Breaking My Heart
Meditation Massenet Whisper a Word of Love
Melodia Tchaikowsky The Things I Love
Midnight Bells Heuberger Suddenly

The Kiss in Your Eyes
Minuet in G Bach A Lover's Concerto
Moon!light Sonata Beethoven By the Moonlight
Musetta’s Waltz Puccini You
Aty Heart at Thy Swees Saint-Saens Mine and Mine Alone

Voice Go

When [ Write My Sorg
Naccissus Nevin Load of Hay
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ORISINAL COMFOSITION COMPOSER PCPULAR SONG
Nocturne in E-flat Chopin My Twilight Dream
None but the Looely Tchaikowsky For Every Lonely Heart
Heart

Notwegian Dance Grieg Freddy and His Fiddle
Nuit d’Ecoiles Debussy Donna Matia
Old Refrain Kreisler What Shall Remain
On Wings of Song Mendelssohn Till My Love Comes to Me
Over the Waves Rosas Kiss Me Goodnight
La Paloma Yradier Be Mine
Papirossen Yablokoff I Heard a Song
Pavanne Ravel The Lamp Is Low
Peter and the Wolf Prokofieff Dingbat, the Singing Cat
Plaisir d’Amour Muartini My Love Loves Me
Poeme Fibich My Monnlight Madonna
Poet #nd Peasant von Suppe Golden Years
Polovetzian Dances Borodin He's in Love

Stranger in Paradise
Polonaice, op. 53 Chopin Till the End of Time
Prelude no. 7 I Found You in the Rain
Prince Igor Borodin My Fantasy

Twilight
El Relicario Padilla Make with the Magic
Reverie Debussy My Reverie
Rigoletto quartet Verdi Little Daclin’, Little Angel

Romance
Romance

Romeo and Juliet
Roumanian Rhapsody

Scheherezade
Scherzo in E Minor

Serenade
Serensde

Rubinstein

Tchaikowsky

Enesco

Rimsky-
Korsakoff
Grieg
Borodin
Drigo

If You Are But 8 Dream
Since Fiest 1 Met Thee

Don't Ever Let Me Know
Always You

Out Love

Don’t You Worrty, Don’t You
Care

Shadows on the Sand
A Thousand snd One Nights
My First and Last Love

Midsummer's Eve
Night of My Nights
V¥ ay
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LR I P

Serenade for Strings
Sicilian Tarantella
Skater’s Walcz
Sleeping Beauty
Sonata in C, K, 545

Sonatr Pethetique
Song of India

Spring, Beautiful Spring
Symphony no. 3
Symphony no. 5

Symphony no. 6

Symphony no. 40
Tange in )
Tango of the Roses
To a Wild Rose
Toreador Song
Traviata

Tres Jolie
Traumerei

Under the Leaves
Valse Bleue

Vesti 12 Giubba

La Vitgen de la
Macarenas

Waltz Dream
Waltz in A-flac

Waltz in C.sharp Minot

Tchaikowsky

Watdceulel
Tchaikowsky
Mozart

Beethoven

Rimsky-
Korsakoff

Lincke
Brahms
Tchaikowsky

Tchaikowsky

Mozart
Albeniz
Schreir-Battero
MacDowell
Bizet

Verdi
Waldteufel
Schumanno
Thome
Margis
Leoncavallo

Monterde

O. Straus

Brahms

Chopin

ORIGINAL COMPOSITION COMPOSER POPULAR SONG
Serenade Schubert Serenade (from Blossom
Time)
Goodbye, My Dreams
Stars Never Cry
Serende Toselli My Tormented Heart

Waltz Serenade

Lucky, Lucky, Lucky Me
Winter Waltz

Once upon a Tims:

In an Eighteenth Century
Drawing Room

Rainbow's End
Enchanted Land

Chimes of Spring
The Song Angels Sing

Beloved Friend
Moonlove

Always Remembet
Now and Forever
Story of a Starey Night

YaYu Blu

Moonlight Masquerade
More Than Love
Wedding Day

Stan” Up and Fight
Since My Love Has Gone
Star of Hope

Fantasy

Knowing You

Mids ght W ez
Waltzing in 8 Dream
The Mrador's Prayer

Longing for You

Engagement Wala
Love Will Keep Us Young

Sole
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ORIGINAL COMPOSITION COMPOSER POPULAR SONG

Waves of the Danube Ivanovici Anniversary Song

Wedding Day in Grieg Strunge Music
Trollhagen

Wiener Blut Strauss When It's Love

Wild Horsenan Schumann wild Horses

William Tell Rossini Now That I'm in Love

Musicals and Movies Using Classics In Their Scores

My Darlin’ Aida
Song of Notway
Kismet

Blossom Time
The Great Waltz
Music in My Heart

Carmer: Jones
Emperor Waltz
Song of Love
Music in the Air
The King Steps Out

—

(9]
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Rudiments

The question of teaching rudiments is one of the thorniest to be
faced by the music teacher. Prevailing thought on rudiments ranges
from advocacy of an all-out approach heading deeply irco the realm
of sight-reading, to one dispensing with all technical iuformation in
favor of “pure” appreciation. In this course of study i¢ is felt that
technical details, if only due to time limitation, should be subordinated
to emotional and psychological approaches to music. However, where
insight into a piece of music or appreciation of a composer's skill
would be furthered by mention of particularly felicitovs tarns of
melody, harmony, or instrumental coloring, the teacher should spare
no effort to inject technical terminology into the lesson albeit at a
level the pupil can understand. Indeed, analysis of music on this level
should be one of the major emphases in the lesson.

Beyound that, rudiments should be scudied as a function of general
education. There ate thousands oi references to music in some form
or other in literature, and pupils shcuid be acquainted with the
meaning of those references, e.g., scale, key, orchestration, tone, coun-
terpoint, harmony, chord, discord, etc.

The foregoing is predicated on the degree of accomplishment of the
average class in the average high school. In places where the caliber
of student indicates more advanced goals, an approach like that advo-
cated in the Intermediate School Syllabus may be found practical
(see Outcline of Rudiments 1 p. 55 and pp. 156-157 on General
Music Unit Planning Form). The difficulty here is that while a
sequential plan leading to greater skill with rudiments and reading
should be followed, it must also be dovetailed with lesson content, and
the music should not be artificially manipulated to make a point in
technique,

The decision on how much tine to spend on developing skill and
how much 10 spend on appreciztion must be made in the light of the
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ultimate aim of General Music — to develop consumers of good music.
If the teacher feels that skill leading to sight-reading is realizable and
will return maximum dividends in terms of love of music, then cer-
tainly the effort should be made. If, on the other hard, such exertion
is beyond the power of the class and would steal valuable time from
fessons in appreciation, then the effort is not justified. On the basis of
today’s experience and again keeping time allotment in mind, it would
scem that emphasis on skill development would neither be feasible
nor productive for most classes.

Outline of Rudiments

Great staff, treble and bass clefs, middle C,
Names of lines and spaces in aforementioned clefs.
Note values and equivalent rests:

ow du J& 2y Fy

Meter: 4/4, 3/4, 2/4, 6/8.
Measure and combincd rhythm:

Jdd! dJJ|

Scales and solmization.

Accidentals and the establishment of tonality on the basis of key
signatures.

Aural difference between the major and minor tonality.

Recognition and simple construction of major and minor triads
(chords).

Recognition and construction of the I, 1V, V, I progression (cadence).
Tempo: largo, adagio, andante, moderato, allegretto, allegro, presio.
: Dynamics: pp, p, mp, mf, f, ff, crescendo, diminuendo.
) Sigos and abbreviations: D.S., D.C,, rit., accel.

bl » c ¢ <>
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Unit Planning Form

As indicated in Rudiments, p. 154, schools which feel the necessity
for deeper involvement in technical aspects of music leading to sight-
reading may coasult General Music for Intermediate Schools and
Juuior High Schools, Level 1 for a systematic approach to skill de-
velopment or may work out a less intensive approach but one which
will increase skill in reading. In any case, the planning form below
taken from the aforementioned syllabus may prove hetpful.

Unit Title
Aims (Concepts, Skills, Information, etc.)

Approach and Motivation (apperceptive, pivotal questions, discussion
of topics)

Activities Related to Unis:

Listening
Singing
Rhythmic Learnings:
|—Pattern Songs Recordings Instr, Activities

l/\—/\d\[[,’-\/——f\/“/’\t_\_,.M

Tonal Learnings:

Tone Group Songs Recordings Instr. Activities

L/L/__\,_—-——‘—%’Mr\————"’h\

Supplementary Audio-Visual Materials

Instrumental Activities
Wiiting (Reports, Notebooks, Terminology, etc.)
Readings
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General Singing Repertory
Summary and Culmination
Evaluation

Harnionic Learnings

Chord Songs Recordings Instr. Activité'
]

B i B

Miscellaneous (Texture, Tone Color, Acoustical Learnings, Current
Events, N.Y.C. Musical Facilities, etc.)

ERIC 161 -
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Sample Lesson Plan

Belcw will be found a sample lesson plan in discursive form and
with more detail than the sample lesson plans herctofore provided.
This plan may be found useful by beginning teachers.

Aim

The aim is written on the board — "“To develop appreciation and

understanding of program music.”
Objectives

To present an curtstanding example of program music in Beethoven's
Pastorale S,;mphony.

To show that music is capable of representing ra:ure bur that this
representation is usually not literal and is moie in the hear: than
in the eye of the beholder.

Motivation (problem) 4 minutes

The teacher has written key words on the board:

Emotional Sieaic
calm biook
cheerful me:dow
moody mountain
pensive tcrient
agitated clouds
worrowful san
violeat re it
playful th.under
forceful
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The class is instructed to copy the following in a notebook:
Movement 1 — P!
Movement 2 —

Movement 3 —
Movement 4 —
Movement 5 —

They are then asked to choose and to write, next to each movement
number, one or more key words from the lists on the board describing
the character of that movement.

Presentation and Develcpment 30 minutes
The beginnings of Mavements 1.5 are played on a tape rccorder
(about 40-60 seconds each except for the “Stormn” mevement which
requires a little more time for the full storm to develop).
Pupils are asked to furnish the key words fcr ecach movement —
placed on the board as follows:

Movement [ — cheerful, calin, meadow
Movement 2 — pensive, calm, brook, clouds
Movement 3 — playfc!, cheecful, forceful, sua
Movenient 4 -- agitated, rain, thunder
Movement 5 — calm, cheerful, sun, meadow

They are asked to reach a consensus of opinion by a show of hands
on the words most descriptive of each movement.

The titles of each movement as given by Beethoven are then read
by the teacher and compared to the class consensus.

These titles are then written into the netebooks next to each move.
ment number {medial summary).

A discussion then ersues about the reasons for the selection of the
key words. This involves mention of melody, harmony, rhythm,
dynamics, instn mentation, texture, and their chzracteristic uses to
produce an emotional result or depict a scene {to be written on the
board and in notebooks).

There will be time only for a discussion of ore or two movemen's.
Typical questions may be asked as follows:

What so:t of melody does Beethoven create to describe the cheerful

feeling of the first movement?

What does he do harmonically and rhythmically to reinforce this

feeling?

How docs the quiet opening help to =stablish the mood? Is it pos.

sible to read another mood into this opening?
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Which instruments ate used (o create the mood? How do they create
the mood? (Note: It may be necessary-to replay the opening meas-
ures to refresh the memory and to play the bird calls at the end of
the second mevement.)

Summary 2-4 minutes

It has been shown how Beethoven painted ccenes through music in
this symphony, an attribute which we usually associate with program
music. However, Beethoven wrote at the beginning of the symphony
the words “more the expression of feeling than painting" which would
indicate rhat he was more interested in an emotional than a pictorial
reaction. {The above paragraph may be read by the teacher.)

The class is requested to discuss the meaning of that quotation rrom
Beethoven. Whe should be brought out in the discussion, as the result
of questions by the teacher, is the fact that certain portions of the
symphony are attempts at literal description — the bird calls and the
storm scenz. Others — “joyful fecling upon arrival in the country” —
are affective rather than descriptive.

Evaluation of the Lesson

Yo be successful, the lesson should satisfy some or all of the follow-
ing criteria:

Is the aim clearly stated, and has it been pursued throughout the

lesson?

Is motivation based on a problem, quotati~~, or situation interesting

to the pupils and intrinsic to their backgrounds?

Is there significant pupil activity? Activity requiring thought and

perception?

Are the questions logical and thought-provcking? Addressed to all

pupils?

Does the [esson tie in with the past and look toward the future?

Does it call upon the apperceptive background of the pupils’

Has a satisfactory base for further exploration ¢f the subject been
established?

Has sufficient interest on the part of the pupils been engendered so
that they will be inclined to listen to program music further?
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Audio-Visual Aids

The term “audio-visual aids” as applied hereafter will be used in a
limited sense to include only the following media, machines, and
devices: pictures and charts, the phonograph, ...e tape recorder, the
overhead projector, the opaque projector, the film projector, the film-
strip and slide projector, radio, television, and programmed instruc-
tional devices. Although in the broadest sense such teaching aids as
the blackboard, voice, piano, 2nd cther instruments of demonstration
or accorapaniment may be considered audio-visual aids, only thore
listed nbove will be discussed nere.

Space limitations preclude a listing of all the material available for
the cen species of audio-visual aids, and only a list of composite
sources will be offered in the bibliography at the end of the intro-
duction. Aficrward, a brief discussion of the potentialities of each
device wiil be presented. It is Lioped that teachers will make as much
use of these aids as possible. Generally speaking, classes with poor
verbal and cultural backgrounds should be given heavy doscs of 1llus-
trative material, although average and above-average classes also bene-
fic richly from such material.

However, a word of caut.on is in order. In using matetial related to
the pictorial arts, care must be taken not to stretch purely musical
developmen.s into a fancied association with extrimusical phe-
nomena. For example, ite influence of the Komantic, Impressionistic,
and Expressionistic movements in art upon music should not be over-
emphasizod at the expense of the intrinsically rausical considerations
that were the mainsprings of musizal compesition. Although move-
ments i music were designated by the same titles as those in ait, the
relationship is a secondary one and involves mainly parallel social and
psychological currents rather than techniques of composition.

Nevertheless, works of art may corre’ate very well with music where
the former has been the inspiration for the latter, as is the case with
Fictures at an Exhibition (Unit €;; or where cert2in parallel con-
cepts occur in both arts (Unit 12). Music teachers have always
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developed a humanistic approach in the teaching of their subject.
Certainly, they should correlate and make reference to other subject
areas in order to stimuiate students to seek additional knowledge and
enrichment in the hurmanities.

References

Board of Education, City of New York. Instructional Films and Tapes,
1967.

- List of Approved Motion Picture Films, 1963. Also, see
supplemental lists of films, Almstrips, tapes, transparencie: flat
pictures, 1964.1966.

Educational Audio-Visual, Inc. Awdio-Visual Teaching Materials:
Music, 1965.
Educational Media Council, The Educational Medsa Index, vol. 3.
Leader, A. 1. The Audio-Vssual Approach to Teaching Music.
Music Educators National Conference. Journal of Research in Music
Education, Summer, 1965.
. Music Edzcation Materials, 1959.

Pictures and Charts

Pictures and charts are the time-honored visual aids. Pictures of
composers, artists, and instruments; notices of concerts and educa-
tional opportunities; charts of the piano keyboard and the key
picture are familiar accoutrements of the music room. All are im-
portant in establishing a congenial atmcsphere. However, not all
pictures and charts are hung; some may be found in books and
projected on a screen.

The listing belew indicates somc possibilities in this area.

History of Music

Besseler, H., and Schneider, M. Musikgeschichie in Bildern. Leipzig:
VEB, Deutches Ve:lag fur Musik, 1963.

Kinsky, G. A History of Music in Pictures. New York: Dover, 1951,

Jang, P, il. and Bettman, O. A Pictorsal History of Music. New
York: W.W. Norton, 1960.
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Musical “.-iraraphs (Qriginal Manuscripss)
Gerstenberg, W. Musikerbandschriften. Z xcich: Atlantis Verlag, 1960.

Winternitz, E. Musical Autographs. (Reprint.} New Yori: Dover,
1565.

Reproductions of Art Works

Catalog of Fine Ast Reproductions. New York: Shorewood, 1969.
Oestreicher Catalog. New York: Qestreichec’s, 1964,

Reproductions of Portvaits of Composers

Music publishers, music stores.

Pictures and Mock-ups of Unstruments

Music Educators National Conference, Music Education Materials,
p. 114.

Charis
Chronological
Singleton, 1. C., and Setposs, L. H. Music im Our Heritage, p. 122.

Piano Keyboard
Music publishers and music stores.

The Phonograph

The phonograph is undoubtedly the most widely used audio aid.
Because of its avaitability and ease of operation as well as the vast
library of records obtainable, it has become the teaching aid par
excellence. And, to add to its value, poblishers of song books and
other texts are supplying records to go along with the printed ma-
terial. (This of course does not relieve the teacher of the responsi-
bility for preparing the class in appropriate ways of listening to
tecords.)

However, there are two serious limitations of the phorograph that
may cause its eventual replacement by the tape recorder— 1. the
deterioration of records (especially microgroove records) with use;
and 2. the difficulty in starting and stopping at various places on the
record in connection with pedagogic requirements. In such cases, the
best procedure is to tape the music from the record and to work out
intesruptions and repeti*ions on the tape.
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A different surt of problem arises with regard to allotment of time
for the phonograph, as for any teaching aid. In classes vith a high
proportion of reluctant or mediocre singers, the temptation to use the
phonograph exclusively is great, but it must be kept i mind that even
with adequate presentation of the records, listening on the part of
pupils must be largely passive and may lead to difficulties in class
control. The indication here is that the listening portion of the lesson
should involve as much pupil activity as possible, consistent with
reasonable continuity in the presentation of the music itself.

Lastly arises the troublesome question of intensive versus extensive
presentation. The teacher may feel that the class will obtain deeper
insights into song, symphony, or opera if a record is played and
repeated for a lengthy period of time, and there is considerable evi-
dence to support this view. On the other hand, there is danger that
such an approach wi!l lead to excessive indoctrination in a few limited
areas in music at the expense of the total musical picture, Within
limitations of the course of study and receptivity of the class, teachers
sl.ould use discretion in the time allotment for listening, and where
important gains are expected as the result of frequent repetition,
should not hesitate to provide it.

References

Music Educators Nacional Conference. Music Education Materials,
pp- 104-106.

RCA Vicior. The Educational and Library Reccrd Catalogue. New
York: KCA Victor, annual.

Schwann, W. Long-Playing Record Catalog.

The Tape Recorder

Morse versatile than the phonograph and therefore morte suitable for
all-around service in the classroom is the tape recorder. Not only can
records be transferred to tape and the growing libraty of prerecorded
tapes utilized, but lessons involving pedagogic truncation and repeti-
tion can be prerecorded. And the teacher may record on-going actjvi-
ties as he sees fit. This aspect of instruction along with its possibilities
for variety and training would be sufficient to place the tape recorder
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high on the list of teaching aids. Combined with its other assets, it
must be decmed the instrument of choice for class use.

The one drawback in employmeat is the necessity for keeping track
of the starting points of the various segments to be played; for this
purpose, a written index of the tape counter should be maintained and
starting points readied prior to use, Furthermore, as a function of its
ability to start and stop, it may even be used for purposes of pro-
grammed instruction, as will be scen in the later section on that
subject.

Finally, the tape recorder inay be used to provide pre-taped accom-
paniments in situations in which the teacher finds it inadvisable or
impossible to play accompaniments live, A compary called Accom-
yaniments Unlimited in Grosse Point Woods, Michigan, has published
a catalog listing more than 3,000 piano accompaniments to instru-
mental and vocal solos on tape.

The Overhead Projector

This machine is very useful provided certain conditions are met.
It may be set up io a lighted room, but the material to be projected
should be sufficiently large, dark, and well-written or printed to be
visible. One way to do this is to have sets of prepared transparencies
which fulfill the above requirements. Eventually a library of trans-
parencies covering much of the lesson should be maintained.

Advance preparation of transparencies does not prevent on-the-spot
or extemporaneous use of transparent sheets b; the teacher to set down
immediate developments of the lcsson. Whereas in using prepared
transparencits it is generally advisable to uncover each portion of the
traasparency as the lesson unfolds, with unprepared sheets the teacher
may develop the lesson as he chooses or as the class dictates, and may
make erasures at will. And there is much to be said for the free
unfolding of a lusson.

Refurences

Educational Audio-Visual, Inc. Awdio-Visual Teaching Materials:
Music, p. 26.

Brochures of the Tecnifax Coep., 232 East 46 Street, New York, N.Y,
10017.
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The Opaque Projector

The same conditions that govern use of the overhead projector pre-
vail with the opaque projector: size of the room, brightness and size
of the image, ease of viewing of the pupils. When adequate precau-
tions are taken, the opaque projector becomes the most useful device
on the market for magnifying and illuminating all kinds of illus-
trative material — words, pictures, scores, and the like. For material
to be reproduced, see the bibliographies listed above and below.

The Sound-Film Projecior

Sound films are among the most difficule audio-visual aids to handle.
They are often too long or too short, and are almost always inoppor-
tune for some in the class. They frequently break down or have poor
syr.chronization of the picture and sound. Sometimes thie sound is poor.
Al in &ll, although the sound film theorecically is the best teaching
device from the viewpoint of impact upon the class, in actuality it
poses so many problems that its employment must be most carefully
organized.

It is very essential to establish proper conditions of presentation.
The sound film must be previewed and discussed with the class before
the regufar showing. If it is long, a break in the middle for purposes
of summary, review, or anticipation of the succeeding part may be in
order. If ic is short, it should be shown near the end of the lesson,
accompanied by background discussion and summarized. Above all,
the teacher must not consider the showing of a film as a change in
class routine, but rather as a climax for which there has been a suit-
able build-up.

References

Board of Education, City of New York. Catalogs of the Bureau of
Avdio-Visual Insiruction, 131 Livingston Street, Brooklyn, N.Y.
11201,

Educational Media Council, The Educational Media Index, vol. 3.

Music Educators National Cousncil. Music Education Materials, pp.
107-108.
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Audio-Visual Materials
Coronet Instructional Films, Chicago, HI. 60601. (1965 film series.)

Young People's Concerts and others sponsored by the Ford Motor Co.,
16 East 52 Street, New York, N.Y. 10022; the N. Y. Telephone
Co., 140 West Street, New York, N.Y. 10013; the McGraw-Hill
Book Co., 330 West 42 Street, New York, N.Y. 10036. (Films.)

The Filmstrip and Slide Projector

Filmstrips and slides require specialized use and are therefore being
considered under a separate heading. Due to their adaptability to
insteuction and the growing volume of material for them (especially
opera 2nd program music), much greater use of them may be antici-
pated in the future. They may be shown for instructional purposes,
i.e,, for teaching theory or instruments, or they may be used in con-
junction with records or tapes as visual aids to appreciation. In any
case, the same requirements for preparation and presentation as ob-
tained with the sound-film projector are de rigueur here.

One serious problem arises when filmstrips are shown. Many of
them are not properly synchronized with the music or do not have
adequate scripes to help explain the story. In both instances it is the
teacher’s duty to make full preparation. When synchronizatioa is poor,
the teacher should assemble portions of the record on tape to corre-
spond to the frames of the filmstrip, and when the script is absent or
inadequate, the teacher should provide a workable script.

References

Educational Audio-Visual, Inc. Awdio-Visual Teaching Materials:
Music, pp. 3-9 and passim.

Music Educators National Conference. Music Education Materials,
pp. 107-108.

Radio

Radio still remains an important resource for good music even
though it has been overshadowed by its younger and more appealing
offspring, television. An alert tezcher may find programs which tie in
with a particular unit being raught or which are attractive for their
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own sake. FM stations particularly offer a wide variety of the finest
music, and pupils should be strongly encouraged to listen to their
programs. WQXR offers, in addition to its outstanding classical pro-
grams, musicals, Gilberc and Sullivan operettas, light classical music,
and jazz. The Board of Educarion has a few broadcast periods for
music during school hours un WNYE. These are generally directed
toward the lower grades but some are ditected toward the high school.

References

Board of Education, City of New York. WN YB-FM Radio Manudl,
biennial.

Listings for television and radio in newspapers and magazines.

Municipal Broadcasting System. WNYC Masterwork Bulletin, bi-
monthly.

Television

That yreat "cultural wasteland,” celevision, literally has nothiny
musical to offer at present during the school day except for the ulera-
high frequency broadcasts by the Board of Education on Channel 25.
Nor dues television have much mcre to offer musically on prime
viewing time except The Bell Telephone Hour, the four Philhar-
monic Young Peoples' Concerts, the Casals and Heifecz master
classes, and a few others. Js it any wonder that our youngsters, re-
flexively conditioned to pupular music, show so little appreciation for
good music and in fact are trained to be hostile to it? Without doubt
television could be the greatest force for the cultivation of good music
ever devised, but the medium has chosen to follow the dictates of
commercial ratings.

There is a ray of hope for the future in the various schemes now
being proposed to improve educational television, but progress scems
slow and far off. At any rate, pupils shou!d be notified about the few
music programs relevised and should be questioned about them.

Programm™ed inshuctional Devices

Jemes C. Carlsen states that experiments clearly indicate the value of
programmed tape recorded material in teaching melodic dictation,
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and that "One of its potentials is as outside preparation material.”!
In this instance learning was accomplished by means of a program-
med book in melodic dictation and 2 tap2 recorder with at automatic
repeating action.

Alchongh ¢his type of learning activity is properly wichin the
province of classes in major music, che growing emphasis on obtaining
results in required music may bring about a day when pupils are
invited to participate in automated leaining evperiences, either to
develop skills or to brush up on fundam:ntals. Experimental work in
the areas of theory, literature, and even musical performance are being
carried out at the present and augur well for the future. The Carlsen
study quoted above and others involving the use of language labora-
toty procecures indicate that much of th: drudgery formerly asso-
ciated with learning musical skills may be alleviated by timely use of
programmed material.

Reterences

Barnes, R. A. Fundamentals of Music: A Program for Self-1nstruction.
Curlsen, ). C. Melodic Perception.

Clough, }. C. Scales, Intervals, Keys and Triads.

Audio-visual instruction has become an increasingly important
aspect of instruction in music. Due to the great variety of audio-visual
aids available and to the multi-faceted appeal of these aids to pupils,
this type of instruction has become almost indispensable in the class:
roort.

However, a certain amount of inactivity on the part of pupils in
audio-visual instruction as opposed to the maximum uctivity of class
singing is incvitable, and this places upon the teacher the burden of
organizing the lesson so that there will be no slip-ups in setting up
mechanical devices and in preparing sdequate class response. A lesson
which relies in whole or in part upon audio-visual equipment must
be tightly organized and timed.

A record may be too long; the image projected by an opaque pro-
jector may be indistinct. The class may react unfavorably to these

1James C. Carlsen, Journal of Rerearch in Music Educetion, Summer 1964,
p. 147,
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stimuli, and the lesson may falter. Consequently, in using audio-visual
aids, the teacher is faced wich greater difficulty in preparing che lesson
than when singing was the only activity, and he must make every
effort to provide for proper functioning of equipment, proper choice
of materials, and proper presentation of the lesson via advance
planning.

If these chings are done, the possibilities of improved classroom
instruction are immeasurable. Given a visual-minded audience and
constant expansion of audio-visual material, the teacher can become a
vital force in the propagation of good music. To mention just a few
of the devices that are being experimented with (as listed in the
Journal of Research in Music Edutation, Spring 1965, p. 67): use of
video-tape; coordination of score and music; overhead transparencies
and overlays to direct attention to selected problems in a score; use of
a proper lens system and techniques in television to note unique
aspects, such as correct finger placement on a string instrument and
correct embouchure for a wind instrument; film loops for phases of
instruction in theory, inusic literature, and niethodology which call
for repetition; packages of materials (tapes, motion pictures, film-
strips, and texts for teacher and pupil) for music history, literature,
methodology, theory, etc.

It may be said that we are just beginning to experiment with audio-
visual aids. Due to limited time, expenses, and facilitizs, we have been
slow to make a beginning, but now that this type of instruction has
proven itself, it will continue to grow and will occupy a central posi-
tion in teaching. Th~ gap between the present musical intercsts of our
pupils and what we think they should be is so great that we must
do all we can to close it—- by audio-visual force-fceding if ncces-
sary. Yet there is so much that is congenial and self-morivating in
this approach that such force-feeding could take on the charms of
adventure and entertainment. Pupils without a musical background or
musical interest may be introduced to sublime classical music in a
painless manner, and by repeated exposure may be led ¢o enjoy and
cultivate an interest in ¢hat music.
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Basic List of Recordings

This list provides a representative sample of virtually every type
of music mentioned in this Syllabus. Tt has been necessary in some
cases to substitute other titles for specific titles mentioned in the
lesson outlines; but, if necessary, the aims and objectives of each unit
can in almost every instance be achieved by using thete records alone.
Some records may be used for more than one unit, and it is hoped
thereby that the pumber of required records would be reduced to a
minimum and that eventually all schools will be able to buy the entire
list, or one adequate enough to provide for the needs of the Syllabus.

175

UNIT FOR
COMPOSER RECORD TITLE RECORD No. WHICH
REQUIRED
Beethoven Fifth Symphony Col. ML 5868 10
Wellington's Victory Merc. MGD 19 17
Berg Three Picces West. 9709 12
Britten Young Person’s Guide to the Col. ML 5183 7
Orch.
Copland El Salon Mexico Col. ML 5841 4
Debussy Afternoon of a Faun Col. ML 5841 8,12
First Internac'l University Vic. LM 7043 5
Choral Festival
Gershwin An American in Paris Col. CI 700 8,11
Concerto in F Cel. CL 700 11
Rhapsody in Blue Cel. CL 700 1
Gilberrand Songbook Vic. LPM 2116 4
Sullivan
Guide 10 Jazz Vic. LPM 1393 11,15
Hayln Symphony No. 101 Vic. LM 2535 10
Hcifetz, Concerts Vic. LD 6159 10,13
Piatigorsky
He's Got the Whole World Vic. LM 2592 2,11,15
o in His Hands ~
Mozart Symphony no. 40 Yic. LM 2535 %10
Music of the World's Folk. FE 4506, 2,15,16
Peoples £507
Newport Folk Festival 1965 Varg. 922% 2,11
Opcratic Choruses Vir. LM 2416 4
I'lzin<ong to Polyphony LEver. 6174 14
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[

| REQUIRED
COMPOSER REecorDp TiTLE RecoRrD No. WHICH
UNIT FOR
| — | - -
Schubert Quartet in D minor ¥Yic. LM 2378 6,13
Songs (also songs by Schu- Vic. LM 2712 6,9
mann, Brahms, Strauss,
Haydn)
Songs of the World Col. C 2113 %, 15,16
Strays: Till Eulenspiegel Col. ML 5841 8
Seravinsky Agon West. 9709 4
Tchaikowsky 1812 Overture Mese. MGD 19 17
Nutcracker Suite, The 4
Ten Great Siogers Vic. LM 6705 3,6
The American Musical Col. 32B50004 4
Theater
! Themes from Great Films Time 52078 4
2000 Years of Music Folk. 3700 14,1516
U.S. Marine Band Vic. L°M 2687 11
Webern Six Pieces West. 9709 12
What Is Jazz? Col. CL 919 11,15
172
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11th ard 12th Century Music

Mira lege, in two parts, from a manuscript in the Ribliotheque
nationale. Example of neumes and the one-line staff. 11th Century.
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Example of neumes and the one-line siaff. 12th Century.

PR

c
o ¥ A2 . A
-
m Judel erucifauwollant de (3 Cruce-
NS ~ -
_“F-:~A_"—*-‘1 -4 4 "AjLAI A
uo!'qu_t‘crlmrgrlllld'n{ fp.\‘t:lall glwm;DuIcc
:"‘A" "':--"LA"':‘ a .
7oA
Ldlgmv

melol g o lof dule higutt dule

¢ 4
__,T," 4 A A
ceedint meledia.

* Ernest David and Mathis Lussy, L'bistoire de 12 notation musicale, 1880, Paris,
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To Anacreon in Heavem
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The Star-Spangled Benner

Oh, say can you see And the rockets’ red glate
By the dawn's early light The bombs bursting in air
What so proudly we hailed Gave proof through the night

At the twilight's last gleaming, That our Rag was still there.
Whose broad stripes and bright Oh, say docs that star-spangled

stars Banner yet wave
Through the perilous fight O'er the land of the free
O'er the ramparts we watched And the home of the brasve?

Were so gallantly streaming?

1 After the otiginal in the British Muscum.
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First Edition of the Star-Spangled Banrner

Francis Scorr Key JORN STAFFORD SMITH
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* Various cditions of the Star-Spangled Banner have long been a poputae col-
lectors” itcm and the song has been most extensively researched.
O
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The Old Ship of Ziont

Although the title “The O!d Ship of Zion” appeared in print as
early as 1809, the version in which the chorus keeps repeating the
same line throughout seems to have appeared in the 1830°s. It is the
repetition of a single line that gave rise to a family of songs which
eventually included 'O Vhen the Saints.”

O When the Saints2

vith @ ryeh d.uc

0 when the s2ints__ go march-in' in,——— 0 when he saints go.march-in' in,

1 O when the saints go marchin’ in, 4 O when the stars have disap-
Lord, I want to be in that number peared; etc,
When the saints go marchin' in,

2 O when the sun reluse to shine, 5 O wken ey crown Him Lord

e, of all, etc.
3 O when the moon goes'down in 6 O when the day of judgment
blood, ete. comes, elc.

1 Frank C. Brown, Collection of North Caroling Folklore, Turham, Duke,
19G2. By permission.
2 Allan Lomax, Felk Sangs of North Americs, Doubleday Co. Inc., 1960.
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Vilikins and His Dinah?®

1 “From This Is Music, Book VI, by Wiilium R. Sur. Robert ¥. Nye. William
R. Fisher, and Mary R. Tolbert. Copy:ight (¢) 1962, 1967 by Allyn and
Bacon, Inc. Used by permission.”
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