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CHAPTER I 

STATEI1ENT OF THE PROBLEM 

The problem involved in this study was to construct a 

band curriculum guide designed to achieve ~ertain behavioral 

objectives with seventh and eigth grade band students. It 

was hoped that comprehension of the elements of music would 

be strengthened while an over-emphasis on performance tech

niques would be avoided. The writer's hypothesis was that 

this approach might provide a more balanced course of study 

for the students to prepare them for high school band and 

for a lifetime of musical discrimination and enjoyment. 

With the above purpose in mind, the author sought to 

promote better attitudes and give students an understanding 

of the following elements of music: Rhythm, Melody, Harmony, 

and Form. Also, literature from various periods of music 

history was utilized to help students realize how music has 

developed and to provide them with a better background in 

different musical styles. 

Since public school band programs have become a vital 

and growing part of many school curricula, the band director 

has an obligation to give students more meaningful knowledge 

of and experiences with music. Therefore, there is a definite 

need to teach more about music than just the technical aspects 

1 
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of playing a musical instrument. Victor Bordo, band director 

at Ann Arbor Michigan, states: 

"Surely all instrumental directors have demon
strated form and style while preparing works 
for concerts or festivals. All of us have at 
one time or another presented our groups with 
biographical sketches of composers. We should 
do more of this and on an organized basis be
cause in many schools, band or orchestra is the 
only music clasy of which some students can be 
a participant." . 

Teaching the students not just the 11 how to•s 11 of music but 

tt1e 11 why' s" helps them to gain greater perspective which 

in turn promotes musically educated students instead of just 

proficient ones. The following statement supports this theory~ 

"Significant as is the development of technical 
skill, of even greater importance is the growth 
of musical perception involving melody, harmony, 
rhythm, musical design or form, tonal beauty, and 
interpretation, in c~ltivating the musical sensi
tivity of students." 

'ro provide a comprehensive band program, the director 

must then teach the students to play their instruments 

(technical skills), present and explain the elements of music 

within each composition, and expose students to a wide range 

of available literature. 

1Victor Borda, "Music History Thru Band Literature, 11 

Music Journal (December 1969): J6. 
2charles Francis Schuller and William Raymond Sur, 

Music Education for Teenagers 2nd ed., ed John Guy Fowles, 
(~ew York: Harper and Row, Publishers, 1966): 224. 



According to Schuller and Sur: 

"Emphasizing the study of music literature as 
part of both the general education and musical 
education of children during these years pro
vides one key to raising the cultur31 level of 
both the school and the community." 
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Since today's music educators are striving to educate the 

general public musically and not just· a select few, this 

statement has much merit. For this reason the band director 

should include commentary and/or program notes as a part of 

public performance. 

Since time and lack of extensive band arrangements are 

both factors in this study, certain limitations will prevail. 

The band class at Grapevine Middle School meets daily 

for approximately fifty minute periods. Since preparation 

for concerts, contests, etc. must be done during this time 

also, the guide will be utilized during the second semester 

after football season, All-Region Band try-outs, and Christmas 

concerts are over. The time period for using the guide will 

be five months from January through May; 

Music used in the guide has been purchased from the 

school budget, and there are limited funds for this purpose. 

Thus, only five examples of four periods of music history 

will be presented with the hope that if the study proves to 

be valuable, more examples can be added each year. 

3rbid., 223. 
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The four periods presented will be as follows: Baroque, 

Classical, Romantic, and Contemporary. Pre-Baroque music 

will be omitted because of lack of available literature. 

The Rococo period will also be omitted as it is not considered 

a major part of the overall development of musical style. 

For simplicity, the Impressionistic period"will be included 

with the Contemporary period but with clarification in a 

discussion concerning Debussy. 

· i-·Ihile there are several excellent manuals for band dir

ectors which describe in detail how to teach each of the 

instruments, there are few organized guides available for 

use for a more comprehensive approach to teaching music 

within the context of a band rehearsal. Probably the best 

sources of such guides are the public school systems which 

usually have their ovm guides available for band directors 

within their own districts. ~jany books and catalogues have 

repertoire lists for band, but do not present the musical 

values inherent in each composition. The following is a 

list of sources which could be used in creating a curriculum 

guide. 

Repertoire lists: 

Th E d I ,. . ,, . d 4 e .... an •1us1c ,Jul e 
UIL Prescribed ~--usic List.5 
"A Guide For Selection of6r1usic for 
Junior High School Bands" 

4Linda McGee, ed., The Band Music Guide, 4th ed., Instru
mentalist, the Company (Evanston, Illinois: 1975). 

5uIL Prescribed Music List, State of Texas: 1975. 

6charles Allen Lintz, "A Guide for Selection of i1usic 
for junior High School Bands" (l'-l. A. thesis: Southern 
Methodist University, 1955). 
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Books: 

The Hind Band? 
De~elon~nf Indiv;dual ~kills For 

1.he }:1g.1 .':)Chool Band 9 
The Complete School Band Program 

The following paragraphs constitute a review of related 

lj_terature which serves as a frame of reference for developing 

band curriculum guides. Although the author was advised to 

include a DATRIX list of related studies, due to extenuating 

circumstances permission was given to pursue an alternative 

route of research. However, the DATRIX research system is 

quite thorough, and the author highly recommends the system 

to investigators. 

J.E. White's study entitled "A Graphic System For 

Studying Concert Band Music" presents selected music from 

the UIL Prescribed Music List with an organized system whereby 

the director can identify technical problems to be encountered. 

Al though \·Jhi te does not include a unit on music history and 

style, he does point out that "each period of history has 

particular elements of. performance which are common to that 

particular time. 1110 

?Richard Franko Goldman, The Wind Band (New York: Rine
Hart and Co., Inc., 1962). 

8Richard Weerts, Developing Individual Skills For The 
High School Band (New York: farker Publishing Co., Inc., 
1969) • 

9
williarn C. Robinson et al., The Complete School Band 

Program (New York: Parker Publishing Co., Inc., 1975). 
10 

J.E. White, "A Graphic System For Studying Concert 
Band Music" (M.A. thesis: North Texas State University, 
1966): 95. 



Page 6 

"A Rehearsal Method For Presenting Historical And Theoret

ical Aspects of Selected Works For Concert Band" bys. M. 

Hansuld is a study which includes six works from four periods 

of music history. Hansuld contends that elements of music 

history and theory can be taught through these six works. A 

variety of forms are presented and comprehension of music is 

emphasized. Each period and composition is presented within 

the following structure: Introduction, Performance, Applica

tion, and Synthesis. 11 Hansuld 1 s study provides much valuable 

information which may be used by band directors at all levels 

of instruction. 

William Anderson's thesis, 11 Contemporary Nusic Studies 

For The Concert Band, 11 is limited to twentieth century reper

toire. He presents compositional techniques found in contem

porary band literature and covers the following musical elements: 

rhythm, melody, and harmony. The music included is to be used 

as warm-up and teaching material - not for public performance. 12 

As in Hansuld's study, all levels of band students can benefit 

from the materials presented. 

At the present time, if one wishes to plan a curriculum 

for band, he should refer to the sources mentioned above and, 

using all of them, compile a thorough band curriculum. When 

11s. M. Hansuld, "A Rehearsal Method For Presenting His
torical And Theoretical Aspects Of Selected Works For Concert 
Band" (r11. A. thesis: North Texas State University, 1968). 

12William Ralph Anderson, "Contemporary Music Studies For 
The Concert Band 11 (M. A. thesis: North 'rexas State University, 
1970). 
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writing the guide, the director should also carefully consider 

the expectations and demands of his own school district and 

the community. 

The procedure followed in developing the study was: 

1. To list preconcepts and concepts to be 
taught within each of these elements of 
music: Rhythm, Nelody, Harmony, and 
Form; 

2. To examine pieces by major composers 
from each of these periods of music 
history: . Baroque, Classical, Romantic, 
and Contemporary; 

3. To choose five compositions from each 
period which contain the concepts to 
be taught; · 

4. To take each composition separately 
and develop lesson plans which include 
the following: Concept, Behavioral 
Objective, Materials, Presentation, 
and Supplementary materials when desir
able; 

5. To utilize the book The Enjoyment of 
Music to find specific forms to be pre
sented ~s follows: Bach's harEsichord 
suite, 1 so£~ta allegro form, 1 and 
rondo form. ) 

6. To write a sli~1tly modified outline
1
~ased on 

Victor Bordo's music history outlihe to be 
presented prior to the teaching 1mits in the 
guide. (Information presented can be found 
in the Machlis book mentioned or other music 
history texts.) 

13Joseph Machlis, The Enjoyment of Music Jrd ed. (New York: 
W. W. Nor ton, and Co. , Inc. , 197 O) : 2 9 5. 

14 b.d 1 9 I 1 ., 9. 
15 

Ibid., 203. 
16 

Victor Bardo, "Music History Thru Band Literature," 
r1:usic ,Journal (December 1969): J6. 
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The probable values to be gained by the students are: 

1. improved skills; ·2. a better attitude toward music; 

and J. increased understanding of music. The probable 

values to be gained by the teachers are: 1. improved 

public performances and contests; 2. a greater feeling of 

pride and self-satisfaction in the organization; and J. im

proved standing in both the professional and public communities. 

The study was organized by chapter as follows: Chapter 1 -

Statement of the Problem, Chapter 2 - Review of Sources, 

Chapter 3 - Curriculum Guide, and Chapter 4 - Summary and 

Conclusions. 



CHAPTER II · 

REVIEH OF SOURCES 

In teaching band today, the director will find many 

theories which can prove useful in creating a thorough 

curriculum. Authorities in the field of band are dis

covering that band directors, like classroom music teachers, 

can and should present more in-depth musical concepts at 

2nrlier ages to prevent musical deficiencies which have 

been prevalent among some freshman music majors in college. 

Hilliam C. Robinson states: "There is no reason to wait for 

technical and tonal maturity before learning to play musi

cally.1117 But how does one learn to play musically? Before 

this can be accomplished, the student must be able to identify 

the difference between a musical performance and a non-musical 

one. This kind of discrimination can occur only when the 

student understands and reacts to what he hears. Carl 

Seashore believes that "the aesthetic experience comes from 

the meaning it conveys to the listener, be it a feeling, 

. d t. . . h . . t. "18 1 ea ion, craving, w1s , or 1nsp1ra ion. Thus, it would 

seem that understanding promotes feeling which in time, 

through maturity, promotes increased musicianship. 

17william C. Robinson, et al., The Comnlete School Band 
Program, (Parker Publishing Co., Inc., 1975) 94. 

18 Carl E. Seashore, Psychology of Music (New York: 
KcGraw - Hill Book Co., 19J8) 58. 

9 



Robert Lundin states this as follows: 

"There is a relationship between this 
response and training in music, indicating 
that an affective reaction is built up 
during the life history of the individual. 
It is more prominent in musically trained 
subjects than

1
in those who are musically 

indifferent." "l 
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It seems then that band directors must teaeh music as well 

as direct the band in order to promote a truly musical or

ganization. The next question which arises is: What 

musical information should be taught? According to Charles 

Hoffer: 

"First, the information given the students 
must be useful •.. The criterion should 
be: Does the factual learning contribute 
to the students' understanding of the music 
being performed? 11 i::O 

However, useful facts about music are often forgotten if 

they are not presented in a logical manner: Hoffer states: 

" ••• the learnings must be integrated in 
an imaginative way .•. When useful learn-
ings about theory and literature are dravn1 
from and organized around the music being 
performed, ~rarning is more meaningful and 
permanent. 11 

19Hobert W. Lundin, An Ob'ective Psvcholo. of Viusic 
2nd ed. (New York: 'The Ronald Fress Company, 19o7 1 o. 

20 . 
Charles R. Hoffer, 11 ·reaching Useful Knowledge in 

Rehearsal, 11 Husic Sducators J·ournal (April - Hay 1966): 
90. 

21
Ibid. 
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So it becomes evident that educators feel that practical 

information is important, especially when presented with 

or about the music to be performed. Regarding specific 

areas to be taught, William Hartshorn says: 11 ••• we 

need more study of the history of music, the theory of music, 

and the literature of music. 1122 This study focuses speci

fically on the above areas with the additional dimension of 

actual performance of the music. 

1..:he next question to be answered is: hfba t composers 

should be included in the study to give the students ex

periences with appropriate literature? Richard Colwell 

states: 

"A variety of types of music is more satis
fying than a steady diet of one kind, and 
can teach the student to judge between vary
ing qualities ..• as long as it broadens 
the students• appreciation, it is good music 
and should be used. 11 1-3 

The guide includes a wide variety of music, most of which 

is considered to be of excellent quality. 

For each period,· the author has tried to include 

major composers and some of the most significant works in 

22William c. Hartshorn, "The Study of Nusic as an 
Academic Discipline," Music Educators Journal (January 
1963): 26. 

23Richard J. Colwell, The Teachin~ of Instrumental 
T<usic, ed William R. Sur, (New York: heredith Corpora
tion, 1969) 40. 
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varied styles. The four periods which will be included in 

the guide are Baroque, Classical, Romantic, and Contemporary. 

Concerning the Baroque composers, Joseph Machlis says: 

"Scarlatti's sonatas are written in an epigrammatic style 

of great vivacity. 1124 He remarks about Purcell: "His in

strumental music rahks with the finest achievements of the 

middle Baroque. 1125 Concerning Corelli, Machlis states: 

11 He vms . • • able to lay a foundation on which his pupils 

ancl successors built an Italian school of instrumental mu

sic that remains one of the glories of the Baroque. 1126 The 

occassional Suite by Handel comes from one of his oratorios. 

Again quoting Machlis: "The Handelian oratorio emerged as 

England's national art form soon after the master's death. 1127 

Ferguson remarks of Couperin: 11 But the charming work of 

s1.lch i-:;,rench clavencinis tes as Couperin • . • was a very direct 

contribution to the later fixed suite form. 1128 

The following are quotes supportive of some of the 

Classical composers• works. nachlis says of Hozart's famous 

Symphony No. 40: 1ir11he G-minor symphony represents that 

24 
Joseph Machlis, The Enjoyment of Music (New York: 

W.W. Norton and Company Inc., 1963) 305. 
25 . 

Ibid., 304. 
26

Ibid. ,
1 

305. 
27 I bid. , 3 28. 
28 

Donald N. Ferguson, A Short History Of Music (New 
York, N. Y.: F. s. Crofts and Co., 1943) 151. 
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aspect of Hozart•s art which pointed to a new expressive 

goal in rnusic. 1129 Machlis remarks about Beethoven's 

Fifth Symphony as follows: "It embodies in supreme degree 

the basic principle of symphonic thinking ••• 1130 Of 

Haydn, Machlis says that: 11 • for the next hundred 

years he was represented in popular manuals as the "Father 

of the Symphony" ••• 11 31 Bauer and Peyser write of 

Billings: "The time was ripe for more advanced songs, 

and Gillings sensed "it, and freed colonial music from 

some of its stodginess. 11 32 

fvioving into the Romantic era, Bauer and Peyser have 

said of Mussorgsky's Pictures At An Exhibition: "It 

is one of the most important Russian piano works of the 

19th century and has had definite influence on 20th cen

tury music. u33 They refer to Sousa's Stars and Stripes · 

Forever as being: "Among his world famous marches ••• 1134 

29Ibid., 235. 

JOibid., 249. 

31 Ibid., 224. 

J~Iarion Bauer and Ethel R. Peyser, Music Through Th~ 
Age~, (New York and London: G. P. Putnam's Sons, 19J2) 397. 

33Ibid., 362. 

34Ibid., 420. 
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~uoting from Machlis, we read of Schubert's symphonies: 

"They rank with the finest since Beethoven. 11 35 From the 

same author a quote reads: 11 In England Mendelssohn was. 

admired as no composer had been since Handel and H.aya.n. 1136 

The author has attempted to include twentieth cen-

tury music of good quality. These compositions will have 

to meet the test of time to prove their worth, but most of 

them are pieces which are either on contest lists or are 

being performed by such quality groups as All-B.egion bands. 

However, some twentieth century composers are already being 

recognized as making contributions to the literature. The 

following are some statements reflective of this. Marshall 

Stearnes states: " •.. Dave Brubeck ••. added a mind 

full of classical elements (to jazz music) which he used 

extemporaneously with exhilarating effect ••. 1137 Charles 

Claghorn tells us that Scott Joplin is: "Known as the 

'King of Ragtime' A statement by Otto Deri 

concerning Morton Gould reads as follows: II • composers 

who, in most of their works, remained close to a conscious 

35Joseph Machlis, The Enjoyment of l'iusic (New York: 
W.W. Norton and Company, Inc., 1963) 83. 

36rbid., 104. 

37Marshall W. Stearnes, The Story of Jazz, 2nd ed. 
(London - Oxford - New York: Oxford university Press, 
1958) 235. 

38charles Eugene Claghorn, BiograDhical Dictionary of 
American tusic (West Nyack, i·-iew York: l'arker 1,ublishing 
Company, Inc., 1973) 245. 
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American style include ..• Morton Gould .,39 Of Arnold 

Schoenberg (included in the Music History Outline), Deri 

says: "There is no composer of Schoenb~rg's rank in the 

history of music who achieved such mastery ·without the guiding 

hand of a teacher ••• 1140 

The guide, (Chapter 3), organized to contain listening 

experiences, theory lessons, and performance of the composi

tions, will be utilized to give students a more thorough 

m1;_sic education through their band class. It has been stated 

by the National Education Association: 

"If the method of investigation is to be 
consistent with the nature of the thing 
investigated (music), it must involve 
listening, for the distinguishing charac
teristic of music is tone, and tone must 
be perceived aurally. The concept requires 
also that the listening be focused upon 
the structure of each of the constituent 
elements (melody, rhythm, harmony, texture, 
tempo, dynamics, and tone color) that com
prise the "organic unity, 11 and upon the 41 interrelationships that exist among them." 

rl1he curriculum guide will reflect this idea and serve to 

organize the musical experiences of the students to achieve 

these goals. 

39otto Deri, Ex lorin~ Twentieth-Centur 
York: Holt, Rinehart and Winston, Inc., l9bo 

40
Ibid. , 271. 

(New 

41National Education Association, Project on Instruc
tion, "The Scholars Look at the Schools," Report of the 
Disciplines Seminar. (Washington D. C.: the Association, 
1962). 
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I. OVERVIEW 

The purpose of this guide is to achieve certain behavioral 

objectives with seventh and eigth grade band students by giving 

them experiences and understandings of the following elements 

of music: Rhythm, Melody, Harmony, and Form. Since all of 

the students have had three years of general music and at 

least one year of band, the basic levels of these musical ele

ments have already been taught. Therefore, the guide will be 

designed to start at an intermediate level of achievement and 

progress to a more advanced level designed to prepare the 

students for high school band. 

In order to teach the musical elements, I will utilize 

five examples from these periods of music history: Baroque, 

Classical, Romantic, and Contemporary. The pieces used will 

not necessarily be in chronological order, rather they will 

be taught in a logical order from simple to complex according 

to which elements are being presented. Also, at the beginning 

of the year a unit of music history will be taught on each of 

the four periods emphasizing the elements of music. Major 

composers of each period will be presented. 

The elements of music will be abbreviated as follows: 

Rhythm - R 
Melody - M 
Harmony - H 
Form - F 

and concepts will be called by the work 11 Step 11 followed by a 

number so that each concept will appear as follows: 

Title of Composition - Composer 
R step 1 



Music History Outline 

I. The Seventeenth Century 

The Baroque Era 

1. The Function of Music 
, 

a. Court entertainment 

b. Church programs 

c. University groups (collegium musicum) 

2. Characteristics of Style 

a. Unflagging rhythm 

b. Terraced dynamics 

c. Continuous melody 

d. Harmonic counterpoint 

3. Medla 

a. KAyboard instruments: Organ, Harpsichord, 
anci Clavichord 

b. Orchestra 

c. Voice 

4. Significant Developments 

a. Use of thorough-bass 

b. Emergence of major-minor scales 

c. Equal temperament 

Page 18 
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5. Polyphonic Forms 

a. Sinfonia 

b. Prelude and Fugue 

c. Bourree 

d. Air 

e. Gigue 

f. Gavotte 

I' Homophonic Forms o. 

a. Aria 

b. Sarabande 

c. Minuet 

7. Composers of Note 

a. Purcell 

b. Handel 

c. Corelli 

d. Couperin 

e. Scarlatti 

f. Vivaldi 

~. Bach 

I I .. The Eighteenth Century 

The Age of Classicism 

1. The Function of Music 

a. Aristocratic patronage 

b. Church music 
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2. Characteristics of Style 

a. Opposition of keys 

b. Crescendo and Decrescendo 

c. Abstract musical ideas 

J. Media 

a. Piano 

b. Orchestra 

c. Voice 

4. Significant Developments 

a. 1ne Rise of the Symphony Orchestra 

b. Importance of the Comic Opera (opera buffa) 

5. Symphonic Forms 

a. Sonata Allegro (minuet and rondo) 

b. Concerto 

6. Composers of Note 

a. Viozart 

b. Beethoven 

c. Haydn 

d. Billings 

e. Gluck 

f. Clementi 

III. The Nineteenth Century 

The Romantic Era 

1. Influence on Music 

a. French Revolution 

b. Free enterprise 



Page 21 

2. Function of Music 

a. Patriotic uses (nationalism) 

b. Individual expression of emotions 

3. Characteristics of Music 

a. Lyrical melodies 

b. Harmonic experimentation 

c. Colorful orchestration 

d. Chromaticism 

4. Media 

a. Larger orchestras 

b. French horn 

c. Woodwinds 

d. Voice 

5. Forms 

a. Romantic Symphony 

b. Concerto 

6. Significant Developments 

a. The Rise of the Concert Band 

b. The Emergence of the March 

c. The Virtuoso Conductor 

7. Composers of Note 

a. Sousa 

b. Mussorgsky 
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c. Mendelssohn 

d. Schubert 

e. Brahms 

f. Chopin 

g. Wagner 

h. Tschafkowsky 

IV. The Twentieth Century 

The Age of Modernism 

1. Influence on Music 

a. Youth's interest in music 

b. Machines (electronics) 

c. Objectivism 

2. The Function of Music 

a. Entertainment 

b. Individual protest 

c. Experimentation 

3. Media 

a. Electronic instruments 

b. Saxophone 

c. Rock groups 

d. Orchestra 

e. Concert band 

f. Voice 
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4. Characteristics of Style 

a. Atonality 

b. Free form 

c. Dissonance 

d. Odd meters 

e. Syncopation 

5. Significant Developments 

a. The Emergence of the Symphony Band 

b. Twelve-tone system 

c. Invention of the synthesizer 

6. Forms 

a. Twelve-bar blues 

b. Aleatoric forms 

7. Composers of Note 

a. Brubeck 

b. Joplin 

c. Grundman 

d. Kabalevsky 

e. Gould 

f. Cacavas 

g. Schoenberg 

h. Stravinsky 

i. Nelhybel 

j. ·nebussy 

k. Copland 

1. Cage 
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II. Freconcepts 

1. The student understands whole, half, and quarter note 

relationships and time signatures. 

2. The student understands the interval pattern of a major 

scale. 

3. The student is able to play the Concert F, B flat, E flat, 

and A flat scales by memory. 

4. The student understands major triads. 

5. The student understands the following articulation., 

staccato, legato, and marcato. 

6. The student can determine his key when given the Concert 

key. 

?. The student understands dynamic markings and tempo mark

ings. 



1. 

2. 

J. 

. 4. 

.5. 

6. 

7. 
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III. Rhythmic Concepts 

The student understands whole, half, and quarter notes 

and rests. 

The student understands subdivided rhythms. 

The student understands dotted quarter notes followed 

by eighth notes. 

The student understands syncopation • 

The student understands triplets. 

The student understands changing meter. 

The student understands 4, time. 
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Themes from Pictures at an Exhibition - Mussorgsky 
R step 1 

Concept: 

Behavioral objective: 

Materials: 

Presentation: 

Supplementary: 

The student understands whole, half, 
and quarter notes, and rests. 

A. 1rhe student is able to count whole, 
half, and quarter note and rest 
patterns in cut time. 

B. The student is able to play the 
above rhythms within a composition. 

Band transcription of Themes from Pic
tures at an Exhibition 

1. The teacher reviews the meaning of 
cut time and values of whole, half, 
and quarter notes and rests. 

2. The teacher writes the following· di~,, Jjt;tf, J~ /~~ r,t,: d JL // 

t o I o I d J-' / ~ cl II 
and asks two students to put the 
proper counting w1der the rhythms. 

J. The teacher asks the class to clap 
and count the rhythm patterns aloud. 

4. The teacher has each section find 
these rhythms within the composi
tion. 

5. The teacher asks the students to 
study the piece silently, and then 
the class sight reads the entire 
composition. 

The teacher tells the class that many 
rock groups are changing orchestral 
music through various devices. The 
teacher plays Emerson, Lake, and Pal
mer's recording of the composition. 
A discussion of electronics, synco
pation, and other techniques follows. 



Concept: 

Two German Dances - Mozart 
R step 2 
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The student understands eighth notes. 

Behavioral objective: A. The student is able to count eighth 
notes in4 3 and 2 time. 

Materials: 

.Presentation: 

4 4 4 

B. The student is able to play eighth 
notes within a scale and a compo
sition. 

Band transcription of Two German Dances 

1. The teacher reviews the meanings of 
the three time signatures. 

2. The teacher tells the class that 
eighth notes get half a count in 
each of the time signatures. 
Therefore, two ei6hth notes are 
counted and played on each beat 
as follows: 1 & 2 & etc. 

J. The teacher places the following 
rhythm patterns on the board. r. j 

l n ,,o .o ,,lJ:111 n J;TJ;J:111, .r;J ,_i: 
'Y 1 .J ~ ~ 8 rt .t./t. l / f/.. ~.,,,, J + I CJ! ,,_~ 

4. The teacher has the class clap and 
count aloud each of the above pat
terns. 

5. The teacher then has the class play 
the Concert B flat scale playing 
a full measure of each time signa
ture on each note (the scale is 
played three times). 

6. The teacher then has the class find 
the rhythm patterns within the com
position. 

7. These measures are played by the 
representative sections. 

8. The teacher has the class study 'the 
piece silently and then sight read 
the entire composition. 
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Stars and Stripes Forever - Sousa 
R step 2 

Concept:. 

Behavioral objective: 

M8.terials: 

Presentation: 

The student understands subdivided 
rhythms in cut time. 

A. The student is able to count and 
play quarter notes and rests in 
cut time. 

B. The student is able to count and 
play Bighth notes and rests in. 
cut time.-

101 Rhythmic Rest Patterns 
Band arrangement of Stars and Stripes 
Forever. 

1. The teacher reviews the meaning of 
cut time and discusses with the 
class the values of quarter and 
eighth notes and rests. 

2. The teacher has the class clap 
and count aloud appropriate 
exercises that are in the 
101 Rhythmic Rest Patterns book. 
The class plays these exercises. 

J. The teacher points out the same 
rhythms in the composition and 
has representative sections play 
the measures. 

4. The class plays the composition 
at a slow tempo, and after pro
per execution of the rhythms, the 
tempo is increased. 



Concept: 

Air and Alleluia - Mozart 
R step 3 
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The student understands dotted quarter 
notes followed by eighth notes. 

Behavioral objective: A. The student is able to cow1t and 
play dotted quarter notes followed 
by eighth notes in J time. 

~iaterials: 

Presentation: 

4 

B. The student is able to count and 
play dotted quarter notes followed 
by eighth notes in 2 time. 

4 

Band transcription of Air and Alleluia 
Tinus for Band book 

1. The teacher reviews the fact that 
a dot adds half the value of a 
note to a note. 

2. The teacher places the following 
rhythm patterns on the board. 

J. The teacher picks a student to put 
the proper counting under the rhy
thm patterns. 

4. The teacher checks for correct 
response and then helps the student 
if needed. 

5. The teacher asks the class to clap 
and count aloud the measure in 
three-four time. 

6. The teacher asks the clarinets and 
cornets to find this rhythm pattern 
in the Air. 

7. The class then follows the above 
procedure on the two-four measure. 

8. The class plays the complete compo
sition. 

9. If the class has difficulty with the 
dotted rhythms, the teacher has them 
play 11 

.. ~merica 11 from the Tipps for 
Band book and then play Air and Alle
luia again. 



Concept: 

Take Five - Brubeck 
R step 4 
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The student understands syncopation. 

Behavioral objective: A. The student is able to identify 
syncopated rhythm patterns within 
a composition. 

Materials: 

Presentation: 

B. The student is able to clap and 
count syncopated rhythm patterns. 

Transparency of melodic line of Take Five 
Recording of Take Five 

1. The teacher explains that synco
pation is a shifting of accents 
from strong to weak beats. 

2. The teacher asks students to find 
syncopated rhythms in the melodic 
line. 

J. The teacher has students clap and 
count syncopated rhythm patterns 
in the melodic line. 

4. The teacher plays the recording 
for the students and asks them to 
watch the melodic line. 

5. The students tell which beats of 
the measures sound accented and 
compare this to the measures they 
identified. 



Concept: 

The Entertainer - Joplin 
R step 4 
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The student understands syncopation. 

Behavioral objective: A. The student is able to count 
selected syncopated rhythm pat
terns. 

I-Iaterials: 

Presentation: 

B. The student is able to play syn
copated rhythms within a composi
tion. 

Band arrangement of The Entertainer 

1. The teacher places the following 
rhythm patterns with explanation 
that in two-four time, sixteenth 
notes get one fourth of a beat 
and are counted 1 e & al 2 e & a. 
~ _F_,3 _r::f:J J .1 .r;, .. l~ :l 
~ r,::; ~ /~ 6 ';;l;J·/1 
If. tJI) ,.-J ., •• ._','/di .... ✓~· 

2. The teacher asks two students to 
put the counting under the mea
sures, and helps if needed. 

J. The teacher checks the counting 
and then claps and counts aloud 
both patterns. 

4. The teacher asks the class if they 
feel that the accents occur on the 
down beat or the up beat. 

5. The teacher asks the class what type 
of rhythms these are. 

6. The teacher asks the class to clap 
and count aloud both of the patterns. 

7. The teacher has them find these pat
terns within the composition. 

8. Each section plays examples of the 
rhythms from their part. 

9. The teacher asks the class to study 
the piece silently, and then the 
class sight reads the composition. 
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War March of the Priets - Mendelssohn 
R step 5 

Concept: 

Behavioral objective: 

Presentation: 

The student understands triplets. 

A. The student is able to count triplets 
in 4 time. 

4 

B. The student is able to play triplets 
within a composition in 4 time. 

4 

Tipps for Band book 
Banu ~ranscr1ption of War March of the 
Priests 

1. The teacher explains that triplets 
are three eighth notes grouped to
gether to be counted and played on 
one beat of four-four time. 

2. The teacher writes one repeated 
measure of four-four time (with 
triplets on each beat) on the board 
with counting underneath. 

J. The teacher has the students count 
aloud and clap the pattern several 
times. 

4. The teacher has the students play 
the measure several times on the 
pitch Concert B flat. 

5. The students turn to the rhythm 
section of the Tinns for Band book 
and play the triplet sec·tion on the 
pitch Concert B flat. 

6. The students study the composition 
and identify measures with triplets. 

?. The class plays the piece paying 
close attention to triplets. 



Concept: 

Two Moods - Grundman 
R step 6 

The student understands changing 
meter. 
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Behavioral objective: The student is able to count and 
play a composition using changing 
meter. 

Materials: 

Presentation: 

Band arrangement of Two Moods 

1. The teacher asks each stu-
dent to study his part silently. · 

2. The teacher discusses the en
tire composition pointing out 
the meter change (and tempo 
change) and reviewing both 
three-four and four-four time. 

3. The class sight reads the com
position. 

4. The teacher leads the class in 
a discussion of how the title 
relates to the changing meters 
and tempos. 

5. The teacher asks the students 
to give some descriptive adjec
tives to fit each of the 11 two 
moods". (Articulation and rhy
thms should also be discussed 
~s compositional devices to 
achieve two different moods.) 



Concept: 

Take Five - Erubeck 
R step 7 

5 
The student understands 4 time. 
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Behavioral objective: A. The student is able to identify 
duple-triple division of measures 
as opposed to triple-duple divi
sion. 

Materials: 

Presentation: 

B. The student is able to cou..Dt and 
clap rhythm patterns in five
four time. 

Transparency of melodic line of 
Take Five 

1. The teacher explains that in five
four time the measures are normally 
divided into two beats plus three 
beats or three beats plus two 
beats. 

2. The teacher explains that this 
is like putting together two
four and three-four or three
four and two-four time. 

J. The teacher has different stu
dents go to the blackboard and 
write five-four measures repre
sentative of each type of divi
sion. 

4. The teacher checks the examples. 

5. The students clap and count aloud 
each of the measures. 

6. The teacher asks the class which 
type of division is used in Take 
Five. 

7. The teacher asks different stu
dents to tell where the measures 
should be divided in the melodic 
line. 



IV. Melodic Concepts 

1. The student understands the difference between melodic 

steps and skips. 

2. The student understands the term countermelody • . 

J. The student understands arpeggios. 

4. The student understands the terms chromatic and 

diatonic. 

5. The student understands melodic phrases. 
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Salute to Beethoven - arr. Kinyon 
M step 1 

Concept: 

Behavioral objective: 

Viaterials: 

Presentation: 

The student understands the difference 
between melodic steps and skips. 

A. The student is able to identify 
intervals. 

B. The student is able to identify 
steps and skips within a composi
tion. 

Band arrangement of Salute to Beethoven 

1. The teacher places the C scale on 
the board and explains that in
tervals, the distance between two 
notes, are given numbers by count
ing the lines and spaces from one 
note to another. 

2. The teacher then points out that 
from C to Eis three lines and 
spaces and is therefore called 
a third. 

J. The teacher then asks students to 
identify other intervals by num
ber and puts these intervals on 
the board. 

4. The teacher explains that another 
name for a second is a step, and 
an interval of more than a step is 
called a skip. 

5. The teacher asks the students to 
look at their parts on Salute to 
Eeethoven and then asks if steps 
and skips can move both up and down. 

6. The teacher then has various stu
dents point out steps and identi
fy intervals within their parts. 



Page 37 

Salute to Beethoven - arr. Kinyon 
M step 2 

Concept: 

Behavioral objective: 

Materials: 

Presentation: 

The student understands the term coun
termelody. 

The student is able to pick out a counter
melody within a composition. 

Band arrangement of Salute to Beethoven 
Recording of National Emblem March 

-1. The teacher asks the class to study 
their parts silently on Salute to 
Beethoven. 

2. The teacher discusses the composi
tion with the students to prepare 
them for sight reading. 

J. The class sight reads the composi
tion •. 

4. The teacher asks the class to pick 
out the melody in each section. 

5. After the students correctly identi-. 
fy the melodies, the teacher has them 
play the Allegretto section again 
and tells them to listen carefully 
to all of the parts. 

6. The teacher then asks if there is 
another part at letter E that 
sounds very melodic. 

?. The teacher checks for a correct 
response and then explains that this 
is the countermelody. 

8. The teacher tells the class that a 
countermelody is a secondary melody 
that is played at the same time as 
the main melody. 

9. The teacher plays a recording of 
National Emblem harch and asks the 
class to raise their hands when they 
hear a countermelody. 

10. The teacher asks the class which 
instruments are playing the counter
melody. 
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War March of the Priests - Mendelssohn 
M step 3 

Concept: 

Behavioral objective: 

Materials: 

Fresenta tion·: 

The student understands arpeggios. 

A. The student is able to play ar
peggios in Concert B flat. 

B. The student is able to identify 
arpeggios within a composition. 

Tipps for Band book 
Band Transcription of War March of 
the Priests 

1. rhe teacher reviews the defini
tion of a chord and places each 
of the chords in the key of Con
cert B flat on the blackboard. 

2. The teacher tells the class that 
an arpeggio is a chord broken 
and played one note at a time. 

J. The teacher has the class play 
arpeggios (one section at a 
time) in quarter notes on each 
note in the key of B flat from 
the board. 

4. The teacher has the class turn to 
the Concert B flat section in the 
Tipps for Band book, and they play 
the arpeggio exercise. 

5. The teacher has the woodwinds and 
cornets play the first section of 
the \Jar Harch of the Priests. 

6. The teacher asks the rest of the 
class to listen and raise their 
hands when they hear an arpeggio. 

?. The class sight reads the composi
tion. 

8. The class is then asked to tell in 
which measures they play arpeggios. 
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Stars and Stripes Forever - Sousa 
Iv1 step 4 

Concept: 

Behavioral objective: 

Materials: 

Presentation: 

The student understands the terms 
chromatic and diatonic. 

A. The student can explain the dif
ference between diatonic and chro
matic. 

B. The student is able to 1dentify 
chromatic passages. 

Band arrangement of Stars and Stripes 
Forever 

1. The teacher asks the class to ver
bally give the whole and half step 
pattern of a major scale and places 
it on the board. 

2. The teacher explains that another 
name for a major scale is diatonic 
scale. 

On board: W W H W W W H 
Major scale - Diatonic 

J. The teacher also puts the C major 
scale on the board and the C chro
matic scale u .. Ylder it. 

4. The teacher asks what the difference 
is between the two scales. 

5. When the students respond that one 
is comprised only of half steps, 
the teacher writes the word chroma
tic under the scale. 

6. The teacher asks what the new term 
is for a major scale, and then she 
writes diatonic under the major 
scale. 

?. The teacher then asks the students 
to find every measure in the compo
sition that moves chromatically. 



Concept: 

Largo and Menuetto - Haydn 
Vi step 5 
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The student understands melodic 
phrases. 

Behavioral objective: The student is able to identify melo
dic phrases within a composition. 

Materials: 

Presentation: 

Band arrangement.of Largo and Vienuetto
Transparency of the first Cornet part. 

1. The· teacher asks each student to 
study his part then discusses the 
Largo section with the class. 

2. The class sight reads the Largo 
section. 

J. The teacher reviews the meaning 
of the word 11 phrase 11 • 

4. The teacher has the class play 
the Largo section again and then 
asks them to mark each of the · 
phrases with phrase markings (the 
teacher puts an example on the 
board). 

5. The teacher asks different stu
dents to tell where each phrase 
ends. 

6. The teacher asks the students to 
look over the Nenuetto and has 
various students mark the phrases 
on the transparency. 

?. The class sight reads the Menuetto 
and then changes any markings that 
they feel are incorrect. 

8. The teacher asks different students 
to tell where each phrase ends and 
corrects the markings on the trans
parency. 

9. The· teacher has each student cor
rect his mistakes and helps those 
students who are having trouble. 
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V. Harmonic Concepts 

1. The student understands two-part and three-part harmony. 

2. The student understands a I - V - I chord progression. 

3. The student understands the terms monophonic, polyphonic, 

and homophonic. 

4. The student understands related major and minor keys. 

5. The student understands minor scales. 

6. The student understands modulation. 



Concept: 

Chester - Billings 
H step 1 
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The student understands two-part 
and three-part harmony. 

Behavioral objective: A. The student is able to identify 
unisonal passages within a com
position. 

Presentation: 

B. The student is able to identify 
two and three-part harmonies 
within a composition. 

Ba~d arrangement of Chester 

1. The teachers asks the .class to 
study their parts on Chester. 

2. The teacher points out key changes, 
rhythmic problems, dynamics, and 
articulations, but is careful not 
to mention harmonic structure. 

J. The class sight reads the first 
sixteen measures. 

4. The teacher stops the class and 
reviews the meanings of unison 
and harmony and asks if part is 
in unison. 

5. The teacher says that the class 
will play the sectioTI again, and 
the students that are not playing 
will raise their hands \·;hen they 
hear harmony. 

6. The class plays the section again 
and stops when ha."Ylds are raised. 

7. The teacher asks the class how 
many pitches they heard. 

8. The teacher explains that when two 
pitches are played together it is 
called two part harmony. When 
three pitches are played, it is 
three part harmony. 

9. The teacher asks the class to play 
the section again and the drummers 
to raise their har1ds when they hear 
three parts. 



Page 43 

10. The class plays the section 
again~ 

11. The teacher tells the class 
that they will play the en
tire piece listening very 
carefully for unison, two 
and three-part harmony. 



Concept: 

Trumpet Voluntary - Purcell 
H step 2 
F step 2 

The student recognizes a 
I - V - I chord progression 
and rondo form. 
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Behavioral objective: A. The student is able to 
identify a I - V - I 
chord progression by 
listening to a piece. 

Materials: 

Presentation: 

B. The student is able to 
identify the chord pro
gression from the score 
of a piece. 

c. The student is able to 
identify rondo form 
through listening to a 
piece,,and watching a part. 

Band transcription of Trum
pet Voluntary 

Transparency of the score 
arid cornet part of Trumpet Voluntary 

1. The teacher tells the 
class that each chord 
within a key is assigned 
a Roman numeral. 

2. The teacher puts all of 
the chords in the key 
of b-flat on the board 
with the proper numeral 
ur1de r each one • 

J. The teacher explains 
that the most frequently 
used chords in a key are 
usually the I, the IV, 
and the V chords. 

4. The teacher explains 
that in Trumpet Voluntary 
the I and V chords occur 
many times and asks the 
students to find these 
chords from the score. 



Supplementary: 
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5. The teacher then plays the C 
section of the piece, calling 
out the chord numbers. 

6. The teacher tells the class that 
she will play the section, and 
that they will call out the chord 
numbers. 

7. The teacher plays different 
sections of the piece and has 
individual students raise their 
hands when they hear the I chord 
or the V chord. 

8. The teacher tells the class that 
the piece will be played again, 
and the class is instructed to do 
a mental form analysis.from the cornet 

part. 
9. The teacher asks the class to 

tell what form they heard~and saw. 

10. When the correct response is 
given, the teacher explains that 
this is called rondo form. 

11. The teacher puts the following 
on the board: ABC A 

Rondo form 

12. The class plays the composition, 
paying attention to the form and 
the chord · progressions. 

The teacher could bring in any simple 
rock record and play it for the class. 
The students would be asked to identi
fy all I and V chords. (Also, the use 
of the IV chords could be presented.) 
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An Occasional Suite - Handel 
H step 3 

Concept: 

Behavioral objective: 

Na terials: -· 

Presentation: 

The student understands the terms 
monophonic, polyphonic, and homophonic. 

A. The student is able to identify 
monophonic aurally. 

B. The student is able to identify 
polyphonic and homophonic music 
from a printed score. 

c. The student is able to play a 
polyphonic composition. 

Transparencies of the score of An 
Occasional Suite 
Band transcription of An Occasional 
Suite 

1. The teacher gives the definition 
of monophonic as follows: a 
single melody without accompa..rii
ment, like ancient vocal chants. 

2. The teacher then tells the class 
that two arrangements of a piece 
will be played on the piano, and 
they are to tell which one is 
monophonic. (The teacher plays 
Three Blind Mice alone and then 
with chordal accompaniment.) 

3. The teacher explains that there 
are two other terms which the stu
dent will be able to see in the 
transparencies: 
polyphonic: two or more melodic 

lines combined 
homophonic: single melody with · 

chordal accompaniment. 

4. The teacher then has students tell 
which parts in the score are homo
phonic and which are polyphonic. 

5. The teacher helps the class study 
the polyphonic section and the 
class sight reads that section. 
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Sarabanda and Gavotta - Corelli 
H step 4 

Concept: 

Behavioral objective: 

Materials: 

Presentation: 

The student understands related 
major and minor keys. 

A. The student is able to name rela
tive major m:id minor keys. 

B. The student will play a composi
tion which goes from minor to 
its related major key. 

Band transcription of Sarabanda and 
Gavotta 

1. The teacher asks the class to look 
at the key signatures of the Sara
banda and Gavotta. 

2. The teacher then has the class 
play the first four measures of 
each section. 

3. The teacher asks if the students 
think that both pieces are in 
Concert E flat. 

4. The teacher points out that the 
Sarabanda ends on a C chord, and 
the Gavotta ends on an E flat chord. 

5. The teacher asks the class which 
piece creates a happier mood. 

6. Through other questions the teacher 
leads the class to say that one sec
tion is major and one minor. 

?. The teacher tells the class that 
each major key has a minor key 
with the same key signature a-11.d 
that these are called related keys. 

8. The teacher then explains how to 
find each major key's related 
minor key. 

9. The teacher has individuals name 
relative minor keys for each major 
one a::1.d Nrites these on the board. 

10, The class plays the composition. 
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Suite in Minor Node - Kabalevsky 
H step 5 

Concept: 

Behavioral objective: 

Presentation: 

The student understands minor scales. 

A. The student is able to name the 
minor keys used within a compo
sition. 

B. The student is able to write the 
minor scales used in the composi
tion when given the key signature. 

C. The student is able to play a com
position in the keys of c, d, and 
g minor. 

Band arrangement of Suite in IHnor I·!oc.e 

1. The teacher reviews related keys 
and then asks students to name the 
minor keys within the composition. 

2. The teacher has three students come 
to the board and, using the key 
signatures, write the c, d, and 
g minor scales. 

J. The teacher has three more students 
come to the board and, write the in
terval patteFns under the scales. 

4. The teacher puts the C, D, and G 
major scales on the board, and the 
class discusses the differences in 
the interval patterns. 

5. The teacher plays each major and 
corresponding minor scale and tells 
the class to listen to the differ
ences in the sounds of the interval 
patterns. 

6. The teacher asks each section to give 
the name of their minor scales in the 
piece. 

7. Each student is asked to study his 
part and then the class sight reads 
the composition. 



Concept: 

Chester - Billings 
H step 6 
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The student understands modulation. 

Behavioral objective: A. The student is able to hear a 
change of key. 

Materials: 

Presentation: 

B. The student recogDizes basic modu
lation techniques. 

Band arrangement of Chester 

1. The teacher asks the class to leave 
their parts face down on the stand 
as they are passed out. 0 

2. The teacher plays the melody line on 
the piano through letter A. 

J. The teacher plays the first four 
measures and then stops and plays 
the first four measures of letter A. 

4. The teacher asks the class if the 
melody sounds like it starts on the 
same pitch at the beginning as at 
letter A. 

5. The teacher tells the class to turn 
their parts over and look at the 
beginning and at letter A. 

6. The teacher asks why the melody 
starts on a different pitch at 
letter A. 

?. fhe teacher then says that changing 
keys within a piece is called modu
lation. 

8. The teacher then points out that 
the last note before letter A is the 
same as the first pitch at A. 

9. The teacher explains that this is 
called a common tone because it is 
common to both keys or scales. 



Page 50 

10. The teacher then asks the students 
to find another key change and 
asks if a common tone is used. 
The teacher tells the class that 
a common chord is used to modu
late before letter D and explains 
the term. 

11. The teacher asks the flutes to play 
the two measures before the next 
key change. 

12. The teacher asks the flutes how 
their part moves into this sec
tion (chromatically). 

IJ. The teacher says that we can also 
use chromaticism to modulate. 

14. Th~ teacher then asks members of 
the class to define modulation. 

15. The teacher asks class members to 
name three types of modulation: 

1. common tone 
2. common chord 
J. chromaticism 
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VI. Form Concepts 

1. The student recognizes AB A (ternary) form. 

2. The student understands rondo form. 

J. The student understands Baroque suite form. 

4. The student understands sonata allegro form. 

5. The student understands march form. 



Take 

Concept: 

Behavioral objective: 

Materials: 

Presentation: 
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Five - Brubeck 
F step 1 

The student recognizes AB A form. 

A. The student is able to identify 
A B A form within a printed melody. 

B. The student •is able to identify 
AB A form in a musical co~position 
through an aural experience. 

Transparency of the melodic line of 
Take Five 
Recording of Deck the Halls 
Recording of Take Five 

1. The teacher plays the record with 
the transparency of Take Five visi
ble and asks students to divide the 
piece into three melodic sections. 

2. The teacher has the class assign 
letter names to these sections. 

3. The teacher plays the recording of 
Deck the Halls and asks if the form 
is the same. 

4. The teacher has the students raise 
their hands as they hear each sec
tion. 

5. The teacher tells that both pieces 
are in AB A or ternary form. 



Concept: 

Mini Suite - Gould 
F step 3 
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The students understand Baroque Suite 
form. 

Behavioral objective: A. The student is able to contrast 
and compare a contemporary suite 
to a traditional Baroque suite 
form. 

Materials: 

Presentation: 

B. The student is able to play a con
temporary suite. 

Band arrangement of I·~ini Suite 

1. The teacher has the following on 
the board: 
Baroque Suite - a series of dance 
movements in the same key. 

Bach's harpsichord suite: 

First Movement 
Type: allemande 
heter: duple 
Tempo: moderate 

Second Movement 
courante 
triple 
moderate 

Third Movement 
sarabande 
triple 
slow 

Fourth Ifiovement 
giE;Ue . 

6/8 or 6/4 
lively 

Gould's Mini Suite: 

First Movement 
rrype: 
Meter: 
'Iempo: 

Second Movement Third Movement Fourth Hovement 

2~. _ '11he teacher asks each stuclent to 
study his part and then with the 
teacher's help, fill in the blanks. 

J. Both similarities and differences 
are discussed. 

4. The teacher states that this piece 
demonstrates the influence of older 
musical forms on today's music. 

5. The class sight reads the composi
tion. 
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Allegretto from Symphony No. 3 - Schubert 
F step 4 

Concept: 

Behavioral objective: 

Eaterials:. 

Presentation: 

A 
Exposition 

First theme stated 
and expanded 

Bridge - modulates 
Second theme in a 

different key 

The student understands sonata allegro 
form. 

A. The student is able to identify 
sonata allegro form through study
ing the composition. 

B. The student is able to identify the 
three main sections of sonata 
allegro form through an aural ex
perience. 

Band transcription of Allegretto from 
Symphony No. 3 
Recording of the first movement of 
Mozart's Symphony No. 40 

1. The teacher introduces sonata 
allegro form by verbally compar
ing it to AB A form. 

2. The teacher explains the follow
ing outline which is on the board: 

B 
Development 

Frequent modula
tion to foreign 
keys 

Transition to 
home key 

A 
Recapitulation 

First theme and ex
pansion in origi
nal key 

Second theme and 
expansion in original 
key 

Coda - ending 

J. The teacher plays the recording of 
Symphony No. 40 and has class lis
ten and look at outline. 

4. The teacher plays the recording 
again and has class raise their 
hands when each section occurs. 

5. The teacher has the class look at 
their part of the Allegretto. 
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6. The teacher leads the class in a 
comparison between the Allegretto 
and Symphony No. 40 (bridge is left 
out, second theme does not appear 
in recapitulation). 

?. The class sight reads the compo
sition. 

\ 



Concept: 

Days of Glory - Cacavas 
F step 5 
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The student understands march form. 

Behavioral objective: A. The student is able to identify 
sections of a march. 

Materials: 

B. The student is able to compare 
basic march form to a concert 
march. 

Transparency of score and band arrange
ment of Lexington March 
Band arrangement of Days of Glory 

Presentation: 1. The teacher (using the following 
form analysis on the blackboard) 
explains the form of a march. 

/ I IY'rA'o () u c, rt o,.y.J/: / sr s IIP/llH rr--7// ~ //: :L ~, S11fAIIY r; :// 'l // 
'/ 1W EAS 1, l"JG.AS. ) ___ ✓, /t14AS • 

//: Ti?1o{SoF~ / 57 7i"1E _ J.ou4 )"0 I/Ml= ', :JI ,.,_ II 
3; ht~IIS. ( ;r~y e.HAl'l6c- A~() 2. The. teacher passes out parts to 

19 FJ.,rr of( LfJSG /I SHAlf& Lexington and asks each student 
to write in pencil the different 

3. 

4. 

5. 

sections. 

The teacher has each student check 
his work from the marked transpar
ency. 

The teacher leads the class in a 
comparison of the two marches and 
explains that concert marches gen
erally have a different form from 
regular marches. 

The class will write a form analy
sis of Days of Glory on their parts 
and sight reading will follow. 
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18th Century Trios 

In order that students may become more musically independent, 

three of these trios are assigned to three groups of students to 

be analyzed according to Rhythm, Melody, Harmony, and Form. The 

groups will perform the pieces for the class and will explain 

their analyses by means of transparencies. The class will par

ticipate by evaluating the performances and discussing the 

analyses. The teacher will serve in an advisory capacity only. 

The trios will be assigned as follows: 

Couperin - Gigue: Alto Saxophones 

Couperin - Gavotte: 

Scarlatti - Sonata: 

Flutes 

Clarinets 

Other musical characteristics such as dynamics, articulation, 

and style will be included. 



CHAPTER IV 

SUMMARY AND CONCLUSIONS 

There are several suggestions for using the guide 

which will contribute to the effectiveness of the teach-

ing unit. '11he Music History Outline which serves as an 

introduction to the guide should be presented at the 

beglnning of the unit. The teacher should cover the 

material carefully sc .that the students have a greater 

understanding of the periods and styles to be included 

in the guide. Also, when each piece is presented, the 

teacher should clarify which period the composition repre

sents and what characteristics of that period are present in 

that particular music. After the entire guide has been taught, 

the teacher should go back over the outline with the students 

to be sure they have a thorough Lmderstanding of the four 

periods. 

In order to make the Music History Outline more inter

esting and more meaningful, visual aids could be used. 

Four bulletin boards could be prepared, one for each of 

the periods with the time span of each period. As facts 

about the music and composers are taught, these would be 

added to the bulletin boards in pictures, charts, diagrams, etc. 

58 
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The students could also bring any materials that they find 

and add these to the bulletin boards. 

The order of pieces to be presented is very important. 

There are two methods of presentation which could be used: 

1. present the guide as it is organized, covering one area 

(in order of "steps") at a time; or 2. present the first 

"step" under each section then the second "step" under each 

section and so on. 

The first method, covering one area at a time, is a 

logical method because there is an orderly presentation of 

concepts from easy to difficult under each element. However, 

when using this method the director may find that the music 

gets difficult too fast. 

The second method, presenting the first "step" under each 

sce;t:i on, then the second 11 step 11 etc., is probably the better 

method because the music would not become difficult as quickly, 

2~~ also, the students could begin to see an overall picture 

of how all of the elements of music affect the compositions. 

Regardless of which method of presentation is used, the 

director should spend time stressing the periods and styles of 

the compositions so that more comprehensive learning will 

result. Since the author feels that the second method is best, 

the following is recommended as the order of presentation of the 

music. (Some pieces may appear several times as they may be 

used to teach more than one concept.) 
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1. Themes from Pictures at an Exhibition -
hussorgsky, B. step 1, page 23. 

2. Salute to Beethoven - Kinyon, M step 1, 
page J3. 
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3. Chester - Billings, H step 1, pages 39-40. 

4. Take Five - Brubeck, F step 1, page 48. 

5. Two German Dances - Mozart, R step 2, 
page 25. 

6. Salute to Beethoven 
page 34. 

Kinyon, M step 2, 

?. Trumpet Volw1tary - Purcell, H step 2 
and F step 2, page 41. 

8. Stars and Stripes Forever - Sousa, R 
step 2, page 25. 

9. War March of the Priests - Mendelssohn, 
M step 3, page 35. 

10. An Occasional Suite 
page 42. 

Handel, H step 3, 

11. 

12. 

13. 

14. 

15. 

16. 

17. 

18. 

19. 

Mini Suite - Gould, F step J, page 49. 

Air and Alleluia - Mozart, R step 3, 
page 26. 

Stars and Strioes Forever - Sousa, M step 4, 
page J6. 

Sarabanda and Gavotta - Corelli, H step 4, 
nacre 43 ... b • 

Allegretto from Symnhony No. 3 - Schubert, 
F step 4, pages 50-51. 

Take Five - Brubeck, R step 4, page 27. 

The Entertainer - Joplin, R step 4, page 28. 

Largo and I•Ienuetto - Haydn, M step 5, 
page 37. 

Suite in Minor Mode - Kabalevsky, H step 5, 
page 4L}. 

20. Days of Glory - Cacavas, F step 5, page 
52. 
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21. War March of the Priests - Mendelssohn, 
R step 5, page 29. 

22.· Chester - Billings, H step 6, pages 45-46. 

23. Two Moods - Grundman, R step 6, page JO. 

24. Take Five - Brubeck, R step?, page Jl. 

25. 18th Century Trios, page 53. 

As far as preparation of each composition is concerned, 

the guide states only that each piece will be sight read. 

In some of the pieces, this will be as much as will be done in 

the area of performance. Hovmver, many of the pieces will be 

developed further with emphasis on stylistic interpretation. 

Since UIL Concert Contest is during the spring, some of the 

pieces could actually be prepared for this event as they are 

on the contest list. Other compositions could be combined for 

a spring concert using selected works from each period. Other 

pieces could be taught in conjunction with such courses as 

llterature, art, and history for a humanities course. Thus, 

a concept or 11 step 11 could be taught during one class period 

and reviewed and practiced the next day as a new concept is 

presented. The third day a third concept would be presented, 

and the first two pieces would be reviewed and so on until 

each piece has been developed according to the purpose each 

composition is to serve. 

rrhe 18th Century Trios are ensembles to be analyzed, 

performed, and discussed by three groups of students. The 

director could assign ensembles to everyone in the class to 
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prepare at the same time as these three. Then each group 

would do an analysis and performance. This would be an excellent 

method for checking to see if the class understands periods and 

styles. Also, all of the students would be involved in this 

activity which would increase the interest level of each student. 

The above procedure suggests another important consideration 

in using the guide - evaluation. This is one area in which 

music educators are often accused of being careless or omitting 

entirely. ThusJ the following are some suggestions for evalua

tion. 

During the initial presentation of each piece, study 

sheets could be passed out to be filled in as facts are being 

presented. After the concept has been taught and the piece 

has been read, multiple choice work sheets could be passed 

out, answered, and checked with a period of questions, answers, 

and discussions following. These sheets would be kept in note

books for each student so that they could be consulted period

ically. Written matching exams could be given after every six 

pieces to check the students• recall and understanding of the 

material. After the entire guide has been taught, a compre

hensive matching and/or multiple choice exam would be given. 

By using matching and multiple choice exercises, the teacher 

will save much time in grading papers. Students can help with 

this type of grading. 

Aural exercises could be used for evaluation also. 

Selected recordings over various concepts could be played and 
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students would again mark answers from multiple choices on a 

work sheet. After the papers are checl{ed and corrected, the 

recording would be played again with instructions to listen 

carefully and watch the corrected papers. Such concepts as 

period identification, time signatures, fo·rm, and key changes 

could easily be presented ih this manner. 

Another excellent method of evaluation is performance. 

?reparation for iconcert and contests gives the teacher an 

obvious picture of whether or not the students understand 

certain musical concepts. Ensemble preparation, as mentioned 

previously, is an even more exacting check for the understanding 

of concepts through performance. Since the UIL Solo and Ensemble 

Contest also occurs during the spring, by carefully selectine 

the pieces the teacher will have a good method for evaluation. 

Also, since the students enjoy competition, they Will be more 

likely to perform carefully. 

I am sure that there are other good methods of evaluation 

that could be used, but the most important idea to remember is 

that some kind of evaluative measure should be used to check 

the effectiveness of the curriculum. This follow-up procedure, 

if neglected, can render an excellent lesson weak or totally 

useless. We, as music educators, must avoid this at all costs. 

A recommendation for further research would be to implement 

an experimental study using a pre-test and post-test to evaluate 

the effectiveness of the curriculum guide. 
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In conclusion, the author feels that the guide is simply 

a beginning to a more thorough approach to the teaching of band. 

However, this is a very important beginning which, when studied, 

used in class, and improved yearly can and should promote more 

musically educated band students. Improv~d skills, better 

attitudes, and greater understandings of music are the goals at 

which the curriculum guide is aimed. All band directors should 

strive to reach these goals through creating and using curriculum 

:sUides of this kind to constantly produce more musically educated 

as well as more musically proficient students. 



APPENDIX 

BAND MUSIC 

Cacavas, John. Days of Glory. Frank Music Corp. 1963. 

Corelli, Arcangelo. Sarabanda and. Gavotta. Rubank, 
Inc., 1962. 

Couperin, Francois. Gavotte from "Les Moisso:n_neurs 11 • 

Rubank, Inc., 1962. 

Couperin, Francois. Gigue from "La Babet". Ruban.ic, 
Inc •. , 1962. 

Gould, Morton. Mini Suite. G. and C. husic Corporation, 
1968. 

Grundman, Clare E. Two Moods (Overture). Hawkes and 
Son,_ 1947. 

Handel, ·G. F. An Occasional Suite. Ludwig Music Pub
lishing Co., 1958. 

Haydn, Joseph. Lar~o and Menuetto. () Bourne Inc., 1956. 

Hovey, Nila W. Tipps For Band. Belwin, Inc., 1959. 

Joplin, Scott. The Entertainer. Theodore Presser 
Co., 1974. 

Kabalevsky, Dmitri. Suite In Minor Mode. M. C. A. 
Music, 1968. 

Kinyon, John arr. Salute to Beethoven. Belwin Inc., 
1961. 

Mendelssohn, Felix. War March of 1:I1he Priests. Pro 
Art Publications, Inc., 1968. 

Mozart, w. A. Two German Dances. Pro Art Publications, 
Inc., 1967. 

Mozart, W. A. Air and Alleluia. Alfred Music Co., 
Inc., 1968. 



Page 66 

Mussorgsky, M. Pictures At An Exhibition. Staff Music 
Publishing Co., 1961. 

Purcell, Henry. Trumpet Voluntary. Staff Music Pub
lishing Co., 1955. 

Scarlatti, Domenico. Sonata No. 55 for Clavicembalo. 
Piedmont Music Company, Inc., 1956. 

Schubert, Franz. Allegretto from Symphony No. }. 
Shapiro, Bernstein and Co., Inc., 1958. 
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A. Kjos Music Co., 1953. 

Yaus, Grover C. 101 Rhythmic Rest Patterns. Belwin 
Inc., 1953. 
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