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CHAPTER I

INTRODUCTICN
The Purpose of the Study

The purpose of this thesis was two-fold: +to show that
there was a need for musical experiences for the non-performer,
and to recommend activities available to the students.

The activities were placed in two categories. The first
category involved the structured music classes of general
music and music appreciation which are assigned to the music
specialist. The second type was an interrelating of music
and other academic disciplines when deemed appropriate by
the joint efforts of the teachers. The proposed correlations

were in English, history, art, geogranhy and dance.

Justification of the Problem

In the secondary schools of Fort Worth, music education
has in many instances excluvded the vast majority of our stu-~
dent population. Approximately eighty-five percent do not
participate in the instrumental and vocal performance groups
and therefore receive few or no musical experiences.

Charles E. Gold has accurately described the need for
this study in the following manner.

When it is estimated that about eleven per- .
cent of the adult population earns all or part of

their living through some avocation with music,

1
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we should consider very carefully the opportuni-
ties available in public schools to meet the needs
0f these peovle. When perhaps a large percentage
of both adults and youth come into daily contact
with music either as performers or as listeners,
then 1t again seems to be knowledgeable in this
area. Music educators must not be so concerned
with select performing groups that the general
student is forgotten. It should not be a matter
of onc or the other approaches, but an ideal cur-
riculum which would make experiences available to
all pupils.l

Performance oriented groups often overshadow the basic
for musical expression of non-performers.

Floyd T. Christian states: "Perhaps we are spending so
time on the band and the chorus, all good and necessary,

we are missing the rest of our students."?

Limitation of the Study
This study is designed for secondary schools. The activi-
are not set to time specifications. The course outlines

include singing, listening, music appreciation and rela-

tionships that are approved through the joint efforts of the

music specialist and related subject teachers.

lcharles E. Gold, “"Music in the Curriculum,” School

Musicians, Vol. 44, (1973) p. 45.

2
“Floyd T. Christian, "Let's Take A Look At School Music,”

Music Educator's Journal, Vol. 53, No. 8 (1967) p. 99,




W

Plan of Organization

Chapter I presents the Introduction.

Chapter II canvasses the available literature on the
subject.

Chapter III suggests activities that are to serve as a
basis for the structured courses of general music, music ap-
preciation, and for the interrelated disciplines,

.Chapter IV gives a summary of the thesis and implications

for further activitilies.

Procedures
The procedure of this study begzn with the collection of
data on the lack of halance in music education, general music,
music appreciation, and the interrelation of disciplines. As
a means of implementation of the study, activities and pro-

cedures were suggested from which conclusions and implications

for further study might be drawn.



CHAPTER II

REVIEW OF LITERATURE
In 1969, in a joint study by Avicella and Giampa, con-
cerning the balance of musical attention given to the
performer versus that given to the non-performer, the follow-
ing stetements from the Rockefeller Report on the Performing
Arts were made:

While the performing arts have traditionally been
a part of the school curricvlum, the development of

choruses =~-- renresehting a relatively small segment
of the total population of the school has generally
been stressed,

Only ninor attention has been given to culti-
vating the artistic tastes of the large mass of
students not engaged in performing organizations.

« « « The AmePbivan sSchool, in general, should
show greater imagination, initiative, and respon-
sibility than it has }n bringing art to the child
and the child to art.

Also in 1969, VYayne Jipson commented further on the ine-
quities stating:

We know it is possible to build a fine choir, or-

chestra, or band with fifteen percent of the student

body of any high school of four hundred students2
but what of , « . The Other Eighty-Five Percent.

1 . -
Anthony J. Apicella and Attilio J. Giamvz, "The General
Truth About General Music," NMusic Educators Journal, Vol. 56,

(1969) p. 55,

2
Wayne Jivpson, "The Other Eighty-Five Percent,” Music
Eduecators Journal, Vol. 55 (1969) p. 35.

L




WsCs Greckel has stated:
There is a distorted sense of priorities in
music education -~ lack of balance., In our
high schools especially, all the eggs are put
in one basket -- the performance basket. . .
Too often the entire faculty, the budget, all
the facilities and all of the equinment are de-
voted to a small minority of the student body -~
members of performing grouns, while the majority
of the stu%ents are for all practical purposes
forgottens

Jipson has advised music educators that: "We are as
foolish to ignore the majority of our student body, teaching
only the most talented, as General lMotors would be to build
only Cadillacs."u

As a means of correcting the lack of balance, classes
of both a structured nature and classes of an interrelated
nature have been instituted.

The first of these classes will be the general music class.
Ira Singleton defines this term in the following words: "Ceneral
nusic 1s used by many educators to designate music courses of
many kinds within the school programs."5 Joseph Leeder and

William Haynie have offered the following statements concern-

ing general music. They stated that:
t is a class that needs to be espescially well
planned and that those plans should be followed

Sv.c. Greckel, "Music Misses the Majority," Music Journal
Vol, 30, Pt. 2 (1972) p. 21,

qupson, Op, Cit.

5Ira Singleton, lusic In Secondary Schools, Allyn and
Bacon, Inc., ZBoston (1963) p. 39.




carefully. Every child has a right to a
musical experience and this right is most 6
often fulfilled in the general music class.

1. Every student has the right to explore
music, no matter how little background he has
in music or how little experience in the per-
formance skills he possesses. The value of
the individual may be measured by the degree
that his enjoyment of music is increased.

2 Music will often help students feel a conrade-
ship for their peers and understand the hopes
and aspirations of other pupils.’

The type of general music class that is found in most sec-
ondary school incorporates a bit of singing, listening, theory,
history, and nusic appreciation in general terms.

Singleton states that:

Through singing it gives pupils close personal
contact with nusic, explores music literature, and
teaches music knowledge and skills, naving the way
for cgntinued varticipation in music during later
life.,

Irving Cooper and Karl 0. Kuerstiener have stated:

Singirg should be the core of the Jjunior high

school general music nrogram. Vocal exdression

is man's instinctive medium of communication. 1In
moments of exultation, hapniness, unhanriness,
sorrow, anguish, or any moment of stirring emotional
experience, personal feelings are reflected in vocal
expression. Deep personal emotion can on occasion

1=
j=e
W)

m S. Haynie, Music Educators

6
Joseph A, Leeder and ¥
y Inc., Englewood CLiffs, New

Tn Hicgh Schools, Prentice-Ha
Jersey (1966) o. 26.

o
= =

"Tvid. , o, 26.

——=t

8Singleton, Opn. Cit.,n. 39.




transcend the immediate environment so completely
that mere viords are inadequate for communication,
but through music a more satisfying expression of
the emotion becomes possible.?

Glenn, l"cBride and Wilson have written concerning the
general music class that singing enables students to re-
ceive a better understanding of music as an art form and
literature. In as much as singing was a vital part of the

elementary music program, this element should continue in

the secondary school.lo

A second important phase of the general music class 1is a
listening lesson. Harry Robert Wilson stated in 1941:

Much listening in music is desirable. The vhono-
graph is an invaluable adjunct, but it is only one
means of bringing music to the listening ear. The
radio, attendance at concerts, and listening to
performances by groups within the schools, such as
orchestras, bands and choruses, shauld all be a

part of the general music course. The general

music course should naturally involve the considera-
tion of music in units of study. Haphazard and
unorganized selection of compositions in unrelated
csequence will naturally fail in the purposes of

such a class. In such uni%ts of study as may be
chosen, every possible variety of experience should
be sought. Singing of choruses by the class, listen-
ing to music in all of its different possibilities;
composing music that will carry out the idea of the
unit, reading about composers, historical matters,
both of music and. of general history and about
sources of insviration from which ccmpositions have
sprung ~- all contribute to a larger appreciation.

9Irving Cooper and Karl O. Kuerstiener, Teaching Junior
High School Music, Allyn and Bacon, Inc., Boston (1969) p. 1l.

lONeal E. Glenn, William McBride, George W. Wilson,
Secondarv Scheol Music Philosophy, Theorwv and Practice,
Prentice-Hall, Englewood Cliffs, New Jersey (1970 p. 109.




The listening program should offer a2 rich and
closely related group of compositions and it is
in this connection that the_nse of the phono-

graph records is essential.ll

James A. Standifer comments on listening in this manner:

Of all the activities in a general nusic
class, only listening offers each student an
equal apportunity to investigate new worlds of
sound. The listening lesson adequately carried
out and reinforced by appropriate activities
(singing), creative dancing, and discussion makes
available to the students ways of developing
musical sensitivity that are not entirely possible
through other means. Through listening, the stu-
dent 1s exposed to expressive nusical_content at
all levels of musical sophistication.t?

The arca of theory is taught in general terms. An example
of the teaching of harmony may be seen while singing and using
the I, IV, V and V7 chords as accompaniment. An explanation
of the construction of these chords should appear with this
activity.

lMlost of the history in secondary schools is generally ex-
plored in the music apnreciation classes unless it is
incorporated into a listening lesson in a general rusic class.

According to Glddings, who wrote in the 1930°'s:

Music Appreciation, or the understanding and enjoy-

ment of good music¢ is the aim of music education in

the schools . . « There are certaln attributes and

aspects of music that must be treated as fundamental

in th2 successful presentation of a course in music

appreciation.

These may be briefly enumerated as follows:

llHarry Rohert Wilson, [Music In The High School, Silver
Burdett, New York (1941) pp. 62-63.

12James A. Standifer, "Listening Is An Equal Opportunity
Art," lMusic Bduecators Journal, Vol. 57 (1970) p. 97.




I. Rhythm VII. Compvosers

IT. Melody A. Characteristics and
ITI. Harmony Style
IV. Form B. Biographies

V. Program Music

VI. The Orchestra  VITI. Cultural Effectstd
A. Instruments
B. Choirs

The background of the student in a music appreciation
class in the area of English, history and fine arts can de-
termine the acceleration of many phases of the course content.

Hoffer has said in a music appreciation class:

There are at least two difficulties in deciding
on course content and order of vpresentation.

One is the need to introduce musical forms and
techniques, while at the same time vrogressing
somewhat chronologically by composer and period.
+ o« « The second difficult matter is that of
deciding just where and how to begin.

llany times the b2ginning of a music appre-
ciation class does not start with the chronological
chart. The teacher may decide to begin with a
familiar type of music such as folk music and theéen
progress to composed music. The forms in nusic
arec not always introduced in the chronological
period from which they evolve. DMany times it is
necessary to go back and give an explanation of
an earlier example or a particular form that is
being discussed in a later period. A very prime
example of this situation may occur in the study
of the opera. Iany teachers choose to introduce
the opera in the Romantic period and for reasons
of clarity and understanding return to discuss Ehe
Mozart opera which occured at an earlier date.l

lBThaddeus Giddings, Will Earhart, Ralph_Baldwin and
Elbridgze Newton, Music Appreciation in the School Room, Ginn
and Company, Boston (1930) DPe 35

Lhcharies Hoffer, Teaching Music In The Secondarv Schools,
Wadsworth Publishing Company, Belmont California (1964) p. 37.
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The trend of interrelating music with other disciplines
is not a new one, however its use is hecoming greater in the

secondary schoolse:

The authors, Leeder and Andrews, have chosen to correlate
music, English and history in this fashions

A unit of songs was being studied concerning the
arrival of tha Pilarims, As a group project, the
teachers of fnglish reinforced this unit with the
reading of "The Cour,shlp of Miles Standish", "The
Legend of Sleepy Hollow", and "Rip Van Wlnkle".

The art teacher immediately received a re-
sponse from the students exnressing a desire to 15
create pictures on "The Landing of the Pilgrim

Harry E. lMoses said:

Music when used in general edﬂhatlon, can help
dents to see the interdependency of subject matter
which until recently has been pizeon-~holed and
isolated in the curriculum. Using rusic in 2 pro-
gran of genecral eduvucation can make ghe entire
education process more meaningful.

Music can be related to various academic areas through a
variety of teaching strategies. IMoses states:

Iusic and science teachers, for example, can work

out a course of study which leads to an understand-

ing of the dual hasis for mU31c -- that of sound
as a science and sound as an art.

"5mrahces Andrews and Joseph Leeder, Guiding Junior High
School Punils' Mnsic Exneriences, Prentice-Hall, Englewood
Cliffs, MNew Jersey (1953) pp. 117-118.

léHﬂrry E. lioses, Developing and Admlhlstering A Comnre-
hensive HMusic Progran, Parler Publishing Comp2ny,
liew York (1970) p. 120.

1
7Ihid . p' 1210




11

A concise analogy is given by Moses by a play as it dif=-
fers from an opera. The play, "0Othello", by Shakespeare was
compared with the overa, "Otello"”, by Verdi. The explana-
tion was given to the students that for dramatic purposes,

a composer may drop some of the words and let the nmusic it-
self serve as an accompaniment for the action on the stage.

Moses supplied this chart showing the many literary

. . . 18
works that inspired great musical works:

LITERARY WORK AUTHOR COMPOSER
Peer CGynt Isben Grieg
Midsurmer Night's Dream Shakesneare llendelssohn,

Britten

Prelude~-Afternoon of a
Faun liallarme Debussy
Pelleas and lielisande Materlinck Debussy
0de to Joy (Ninth Symphony) Schiller Beethoven

It is also possible to correlate music with dance, English,

and art. Dance is a very expressive medium of communication.
The rhythm and flow of the music often can stimulate responses
that are expressed through dance. In many cultures music is
used solely as an accompaniment +to dance rather .than as an

equal.

18
Ibid., p. 363.
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The various literary works that have been written have
inspired musical countermarts. The immortal Shakespeare
provided the texts for several musical masterworkse.

The periods of music can bz basically equated with the
periods in art. The impressionistic style gave the compari-
son and correlation that appealed to this auvthor. The
reflection of light and color in the paintings of this period
can be felt in the timbre of the music of the composers of
this period.s

In summation, singing, listening and theory are important
elements in the general music class.,

The selection of song literature must be given careful
consideration. This class 1s generally taught to students
who are at an age level to which they find it difficult to
adjust. It is therefore most imperative that the adjustment
of these students be considered when making a singing selec-
tion. Boys at this age especially believe that singing is
for anybody but them, and this requires an additional amount
of consideration in selection of repertoire.

Listening 1s a facet of the general music class, if ap-
proached incorrectly can result in failure.

The selections for beginning lessons should be short
and programmatic if possible. When it is. possible for students
to follow the intent of the composer, 1t enhances the listening

experience.
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Theory perhaps is dealt with in most general terms. The
use of the autoharp provides an excellent ovrortunity to ex-
plore harmony. The construction of the basic chords used for
accompaniment should be explored at this point. Those chords

are I, IV, V and V7.

The music appreciation class gives the student an oppor-
tunity to survey the periods and styles of musical compositions.

Each veriod brought with its time span innovative tech-

nigues and new musical forms. Several periods comnletely

cjected techniques of the previous period. Other neriod

5

composers chosc to employ techniques used by earlier composers
and improvise musical tastes that reflected their desire.
usic is said to be the universal lansuvage and this
perhaps should be related in this context. It 1s not only
understood by every culture of the world, btut it generally

touches every vhase of life on any continent of the world.



CHAPTER TII

UNITS OF STUDY FOR CLASSES IN GENERAL MUSIC,
MUSIC APPRECIATION, AND RELATED ARTS
This chapter contains units of study for three broad

areas. These areas are general music, music history/

0

apprecization, and three related zrts units,

The general music unit 1is basically intended for a
seventh rcrade student, btut may be used in grade nine. The
subject areas of this unit include the elements of nmusic,
melody, rhythm, harmony and form.

The second area, nmusic appreciation, is a survey of
the development of musical forms, vocal and instrumental
from the lMiddle Ages through the early part of the twentieth
century.

The related arts units are music correlated with history,
with emphasis on the Civil VWar; music correlated with the
humanities, depicting the early twenties in the fields of
tlack literature and music; and Impressionism serving as 4 .-

unifying factor of music and art.

14
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A UNIT FOR THE SEVENTH GRADE GERERAL MUSIC CLASS
RHAYTHM, HELODY, HARNMOINY, AND FORINM
Materials to be used in this unit:
A. Piano
B. Chalkboard
C. Autoharp
D. Opague projector
E. Staff
F. Portable piano keyboards

G. Book: Basic Nusic - An Avpnroach to Functional

Miscianship by Robert E. Nye and Bjornar Bergethon

I. OBJECTIVE - To introduce rhythm in ﬁ tine.

A, NMethod

l. First sing familiar song, Love Somebody, p. l.

4D :
- TSRS A, (— /A —— ——' S— .
*‘Qﬂ,._ i W = S y B—

& - -
L‘OYQ Some Loc(-] 7’65, :l: Jo, love some ‘mlj YCS,.L JO
e i _

o et P S ' B W
LOVC. some bbi‘] 135‘, _L AO Lo\(e Some bel. 7 but
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2. Next sing Deaf Woman's Courtshiv.
, b .
The Deaf Woman’s Courtship
‘ Traditional
Humorously
fC C G’ C
- S A A G e &
"Man:
1. Old wom-an, old wom-an, Are you fond of «card - ing?:
C C i | * 3
SEp— —r= 7
- € © o ' ' o <
Woman:

Speak a lit - tle loud-er, sir, I'm ver-y hard of hear - 1ng.

3.
L,

Clap rhythm of each song.

Explain to students that emphasis is on the count

of one.

B. Activities

1.

L"O

As pupils songs, Love Somebodv and Dez2f Woman's

Counrishiv, play the chords on autoharp along

with piano.
Have students clap rhythm of each song and observe
for difference in rhythmic patterns.

Then draw on board pattern of Dearl Yoman's Court-

ship for the purpose of studying accent:

0l1d wo-man, old wo-man are you fond of spin-ning.

> > > =
1 2 1 2. 1 2 1 2 -
Then allow students to conduct: 2



.I,. 7;\.

Love some-bady yes I do.
4 b
1 2 1 -2

5. Conduct this above line

IT., OBJECTIVE - To observe how rhythm is connected with
‘melody and the valuation of notes in i time.,
A. Method
1. Alert students to change in tempo but not in rhythm.
2., Have students follow rhythm of melody through
dotted liness
3. State to students that the rhythm of the melody
is quite different from the rhythm of the beat
in that melody rhythm corresponds with word-rhythm.
L, Explain value of notes in i time.

B. Activities

1. Sing song, Co Tell Aunt Rhody and allow students

to play chord with autoharp as teacher plays piano

Pe 3.
)
qudg ) : | -— ™~
{MA_ =
~1£:LL—~1’—f‘L79P 2 —dL - ‘J o -
Go tell Aunt  Kho- 41 e tell Aunt Fho - 47;5
) = — %
Fe el |
4 s —r— -

. 7 K = o o
oJ P tell Aunt _Qho-d.l +‘-,e- el j“dj ‘goo% s c;fd-d.:
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2. From chalkhoard have students clap out this rhythm
while counting one-two.
3. Have students come to board and divide word dashes

into beats of one-two.

Tilrslsa-li -7

ITI. OBJECTIVE -~ To study melody and form.
A, Methods
1. Have nupils listen for cadences in music and explain
that they mark the end of musical phrases.
2. Have pupils listen for phrases in the song.that
are alike and those phrases that are different
to observe musical form.
B. Activities
1. Sing The Swvian as students chord on a2utoharv. p. 5.

h
}-
Ed

Lt
A A A P4 =
Sweet- L, the swan Singe, Do- de ah c‘o’ )

1
I

S 5
" 49-;} —\ 49‘—];j:£l’—__‘1
do-de ah ‘3% de- de- &K fab.

2. Have students while singing listen for the two

phrases that are found in the song.
3. Have students select phrases that sound alike and

those that are different.
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I, Have them add letters beginning with A to each
phrase and add the next succeeding letter as a
new phrase occurs until its form has been described.

5. Review Go Tell Aunt Rhody to see if they can

identify its form. p. 5.

IV. OBJECTIVE - to inspect how melody flows and what effect
rhythm has on it.
A. l"ethods
1. Explain the design of the staff.
2. Explain that melodies move upward, downward, or
remain the same.
3. Explain that a melody is a succession of tones or
pitches in contour.'.

B. Activities

1. Have students sing Whistle, Daughter, Whistle

without meter sign or bar lines. p. 6.

* 9
— - mpater o © D— O o
-,
4 ] _ N
\"\2 y\ ¢
34 o < & o .

"\/\\His—:::aj:;k-ter; wkls—#e, and \/ou shal| have & cowd



Have pupils observe the motion of the melody.
Then add the meter sign and bar lines and have
pupils observe the difference

Draw staff on board and exnlain to students that
it is lettered from bottom upward and each pitch

has a letter name.

V. ORJECTIVE - To teach lines and spaces of both clefs.

A. IMethods

1.

Give traditional sentences for lines and spaces in

Treble Clef.

Zverv Good Boy Does Fine and spaces spell F A C E.

Give traditional sentences for lines and spaces

in Bass Clef:

Good Rovs Do Fine Always and All Cows Eat Grass

or A1}l Cars Eat Cas.

B. Activities

l.

Have students go to staff on board which shall
have liiddle C drawn on it and see if they can find
E.

Send students to board again and notate the letter
G in the bass cleff and see if lines and spaces
can be found from here.

\ . S




VI.

217

=

NO)
@ )
[\ A)
: G
,\)J ,
- @
—ﬁﬁy: e
2 LA
A N
A
2\ g
—K OX
/ (@)
.l [V

OBJECTIVE - To explore the octave above and below
lMiddle C.
A. llethods
1. Have students come to piano and find Kiddle C.
2..Show +the distribution of keys into blacks and
whites.
B. Activities
1. Come to the piano in groups of twos and find name
of piano.
2. Then observe the design of the piano in groups of
twos and threes.
3. Play thzs interval of a second or C to D, third c

to E, fourth C to E, fifth C tc G, sixth C to A



VII.

L.
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seventh C to B, octave C to C.

Play the second C to B, play the third down, C to

A, play the fourth down C to G, play the fifth

down C to F, play the sixth down C to E, play the
C

seventh C to D, play the octave down C to C.

OBJECTIVE -~ To learn the syllable names that corre-

spond

with the numbers.

A. Methods

1.
2.
3

Play C scale on piano.
Assign members to each degree of the scale..

VWirite syllable names on board

B. Activities

1.

Have student with portable keyboard go to piano
and hold it up, as partner plays number of scale
on piano, let partner press it on portable key-

board.

Then have teacher call out syllable name and stu-
dent on piano play note on piano while partner
plays it on portable keyboard.

Switch positions of students.

‘On staff write syllable names and have another

group of two students play the indicated syllable.
Alternate between these two activities until all

nembers have participated in one of the two

activities.
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VIII. OBJECTIVE - To study the construction of the I, IV, V,

X,

7

and V'’ chords.
A, Methods
1. Explain the principle that a chord consists of a
root, a- third and fifth.
2. Have students construct these chords with letter
names without musical notation.
3. Have students add the musical notation to letter
names.
B. Activities
1. Have students write letter names on piece of paper
that will form root of chords I, IV, V and V7.
2., Have students count the steps between a root and
2 third and a fifth, and a seventh to see how to
construct the chords.

3. Sing Whistle, Daurhter, VWhistle and have students

accompany the song with chords on piano and autoharp.

OBJECTIVE - To introduce rhythmic vatterns of three and

conduct this pattern.

A, Methods

1., Explain the meter g.
2., BExplain the meter g
Be Activities
1. Have students write three measures of three four

using quarter notes, half notes, rests, or dotted

rhythm.
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2. Sing Du, Du Lieest IMir Im Herzen with English

text. (p. 22)

Du, du liegst mir im Herzen

(You/ You Live n My Hearf) German Folk Song
Waltz tempo
Au foharr: F c 4 -
Egljﬂ > 5
I\:;}V D‘,l“k & & 7 P — [0 7] 7 . Z—<
T T r T

German: Du, du liegst mir im Her - zen, Du, du liegst mir im Sinn,
Phon: Doo doo leegst mear eem Hare-tsen, Doo, doo leegst mear eem Zinn,

You, you live in my heart ,  You, you live in my  mind,
2 c F
0 | :
)’ SRR R 3 N
VAN SN v S 1 &
P o

GG NANa e RN,

Du, du machst mir viel Schmer -zen, Weisst nicht, wie gut ich dir bin
Doo, doo mahkst meer feel Schmahr-tsen, Veist nihkt vee goot ihk deer bihn____;
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You, you  make me feel sad . Do you not know I love you ;
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J Weisst nicht, wie gut ich dir bin !

~ Ja, ja, ja, ja, 1 Veist nihkt, vee goot ihk deer  bihn 1

l Do you not know I love you —

3. Then conduct in groups of three with the accent

ons
1 2 3 1 2 3 1 2 3 8

) L .
OBJECTIVE - To introduce the meter sign of ; and review,

A B A form.



A. lethods

1. Play A Cradle Hymn by J.S. Bach.

& A Cradle Hymn
WORDS BY ISAAC WATTS
A ! MUSIC BY JOHANN SEBASTIAN BACH
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= iy ‘; Heav'n-ly bless-ings with - out num - ber
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gen- tly fall - ing_ on thy_ head.
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2. Emphasize the first count wth less emphasis to
the third count to get the feel of four.
B. Activities
l. Sing A Cradle Hymn accompanied by piano and auto-
harpe.
2. Then ask students to listen to how many phrases
this song contains.

‘3. Then conduct A Crzadle Hymn in fourse.




The Middle Ages and the Musical Forms
That Surrounded It
Materials to be used in this unit:
A. Chalkboard
‘B., Piano
C. Record player

D. Recording - Alleluia: Dominus dixit - Record 1,

Side 1: DMNusic: An 4ppreciation by Roger Kamien

E. Mimeographed hand outs
F. Guitar

G. Recording - Halleujah Chorus from kessiah by

Handel, Record 1, Side 1, Music: An Avpreciation
by Roger Kamien
H. 16 mm. projector and film, Discoverinz the Music

of the Middle Ages (about 20 min.)

I. OBJECTIVE - To introduce and discuss the Gregorian
Chant and Church lModes.
A. Methods
1. Discuss the contributions of Pope Gregory to
music history.
2., Discuss the formation of church modes.
B. Activities
1. Play an example of an Aeolian mode.

2. Sing Y/hen Johnny Comes I'arching Home as repre-

sentative of this mode.,
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3. Play an example of Dorian Mode.

L, Sing What Shall We Do with the Drunken Sailor.

as representative of this mode.

OBJECTIVE - To discuss available instruments of period.
A. Methods
l. Discuss those instruments used for sacred music.
2. Discuss those instruments used for secular music.
B. Activities
l. Create a song that could have been sung by the
minstrels during this period and accompany this

melody on the guitar.

OBJECTIVE - To clearly define and discuss monophonic
nusic.
A. lethods

1. By discussion define monophonic texture.

2. Play piano example of Al ias min

from Music: An Avvoreciation by Roger Kamien.

(pp. 86-87)

3. After playing the recording of the above mentioned
piece, question students to see 1f they can still
observe the monophonic texture.

B, Activities

1. Play recording - Halleluiah Chorus as an example

of unison singing, an extension of monophonic

texture from recording.
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2. Play recording of Allelvia as true example of

monophonic texture.

OBJECTIVE - To clearly define polyphonic music and
distinguish it from monophonic music.
A+ Methods
1. Define organum.
2. Explain the use of the second melody above usually
at a2n interval of a fourth or fifth above.
B. Activities
1. On chalkboard write the C major scale. Ask stu-
dents to write a melody above this in ascending
order using first the interval of the fourth, then
the interval of the fifth.
2. Play on piano melodies created.
3. Then alter C major scale with ascending and descend-
ing skips and write melody using intervals of

fourths and fifths above it.

k. Play new melodies on piano.

OBJECTIVE ~ To define and explain cantus firmus, Mass
Ordinary, -and Ballade and summarize music of the Middle
Ages,
A. lMethods

1. Revicew discussion of terms:

a. llonophonic

b. Polvvhonic




c. Orcanum
d. Gregorian Chant

e. Church modes

2. Introduce and explain terms:
a. Ballade

b. Cantus firmus

c. liass Ordinary

B, Activities

l. Show film, Discoverings the Music of the Middle

Agzes for purpose of summarizing period.
2. Divide class into teams and play College Bowl
over terms and facts of this period. (This may

or may not be a recorded evaluvation.)

VI. OBJECTIVE - To define, discuss and explore through ex-
amples, the frottela, the madrigal, and the chanson.
A. lIiethods
1. Place definitions on chalkboard of the three forms.
2. Explain the characteristics that differ in each
form.
3. Play an exampls of each on piano that students
may observe the basic contrast to the motet.
B. Activities
l. If language becomes a barrier, have students sing

an example of each on a 100 or an o00.
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The Renaissance and Its llusic

Materials to be used in this unit:

I.

A.
B.
C.
D.
E.

Ge

Piano

Ovaque projector
Chalkboard

16 mm projector

Film - lusic in Art of Renaissance (duration about

20 minutes)
Record player and recording - Ave Laris Record 1,

Side 1, lusic: An Anvpreciation.

Rook = A History of Music and Musical Style.

OB3JECTIVE - To introduce the musical changes from

lilddle Ages to Renzissance through the works of

Okeghem.

A,

B.

Iiethods

1, Discuss briefly the climate of ZEurope at the
time of the Renaissance.

2, Show above named film,

3. Discuss film. -

L, Introduce works of the Flemish composers.. _

Activities

1, Spearhead group feelings on humeanism as con-
trasted with human worth during the Middle Ages.

2. Discuss the style of nusic of Okeghem.
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3. Show in contrast to earlier works that Okeghem's

polyphony is independent and not imitative.

(Show transparencies of Ave laria by Des Prez

page 103 of Music: An Appreciation as compared

to Okeghem's Missa-mi-mi, Credo, page 119 of

A History of lMusic and NMusical Style.

OBJECTIVE - To further explore Renaissance music

through the works of Josguin des Prez.

A. Methods

l. Set up chart to compare style with Okeghem and

des Prez.

2. Observe music to contrast.

B, Activities

l. Allow students to examine works to observe con-

trast in style

2. Use the following categories for comparison.

Okeghem

a. less=-smoothly flowing
web of contrapuntal
lines not derived from
each other

b. Characteristic opnening
motives, which could
be easily imitated in
other voices do not
appears

des Prez

o significant dif-
ferences were noted in
works with exception
of points six and
seven

He did introduce the

a capella concept
giving more impor-
tance to the voice as

a separate entity
rather than a dependent
of the instruments.
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Okeghem des Prez

c. Internal cadence and
phrase endings most
often occur at dif-
ferent times 1in
different voices so
that a spun out, un-
broken or continuous
texture is most typical

d. Each part different
rhythm,.

e. Bass part lower than
usval, 2 middle voices
tenor and contratenor
are about equal in range.
but the "superius" (so-
prano) is pitched lower
than would be the custom
today and is roughly in
the alto range.

f. Most written for four lMasses are all for
voices but there are four voices.
some for three and
five voices.

g. Cantus firmus llasses Cantus firmus ap-
predominate. pears not in tenor
but often in upper
voice.,

3. Look at musical examples from page 125 of A

History of liusic and [iusical Styie and also page

119 from the same source for a study of the two
categories.

L, Listen to Ave liaria by Josquin des Prez.

ITI. OBJECTIVE ~ To study vocal composers from the Flemish

tradition.

A, Methods
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1. Discuss works of Cambert, Sermisy, Clemens non
Papa, Lasso,
2. In addition to using opaque projector play on
piano excerpt from pages 138 and 141 of A History

of Music and Musical Styles,

3. Have students understand meaning of word paint-

ing by example,

P
N i
,,/
7\
&7 [)
He Fell o

B, Activities
1l. Have students write on paper musical techniques
that are still employed with these composers
from earlier lectures,
2., Have students write musical techniques that
are different from earlier lectures,
3. Sing excerpts mentioned in method. (Sing on

a and oo or loo if Latin presents a problem.

IV, OBJECTIVE - To introduce style and technique of Roman
School,
A, liethods
1. Through discussion explain musical style of"

Roman School.
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2. Have students relate musical details remembered
from Flemish School as a basis of comparison.
. B. Activities
1. Have students listen to example 64 on page 150

of A Fistorv of Music and Musical Stvle from

*

piano.

2. When dissonances are discovered, see if students
can find interval that is causing dissonance.

3. Again do Activity A, this time with aid of

opaque projector while students are listening.

OBJECTIVE - To explore the Venetian School and its com-
posers and styles and contrast styles with the two
previous schools.
A, liethods
1. Discuss data concerning composers of Venetian
School.
2. Play example on piano of work of Venetian School.
3. Define terms uvsed in various schools.

a. Sine MNomine - without name.

b. I'iss2a brevis - simple service lMass or short.

c. Parody - borrowed motives from other works

used in new works.
d. Sinfonia - interlude for instruments only
between two choruses or choirs.

B. Activities



37

1. Play example 66 from A Histeorv of NMusic and

Musical Styvle, page 155 in order that students

may note exciting new feature block chords.

The Barogue Style
Materials to be used in this unit:
A. Opague projector
B. 16 mm projector
C. Record player
D. Recordings

1. The Coronation of Ponpea, Act III by Honteverdi

2. Dido and Aeneas, Dido's Lament by Purcell

3., Trio Soratz in E lMinor, Op. 3 No. 7 by Corelli

L, Concerto Grosso in A liinor, Op. 3 No. 7 by Vivaldi

5. Brandenbursz Concerto, lc. 5 in D e jor by Bach

6. Hallelujah Chorus by Handel

7. Organ Fuguve in G linor by Bach

I. OBJECTIVE - To discuss the musical forms that evolved
in the Baroque Period.
A. Method

1. Define: +the concerto grosso, ritornesllo, fugue,

Rarogue opera, 3arooue sonata, chorale, church

cantata, Raroouve svite, and oratorio.

B. Activities
1., Have students listen to First Liovement from

Erandenburg Concerto No 5 in D Major.
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2. On opague projector place outline fron pages 127

and 128 of Music: An Avoreciation of concerto

in order that students may follow development

IT. OBJECTIVE - To study musical form known as the fuzue.,

A. Methods

1.

2e

Define: subiject, answer, counter subiject, and

evisode.,

Explain the four ways that a fugus subject may

be varied.,

B, Activities

1.

On opague nrojector show page 131 of iusic: An

Apnreciation by playing the Fusue in G  lMinor

by Bach.

Have =students follow the pattern of the subject,
counter subject and episode.

The fugue ends on a major chord rather than a
minor chord. Have the students offer reasons

why they think the composer did this.

ITI. OBJECTIVE - To discuss and explore the overa.

A. Methods

1.
2.

3.

Give the background of opera.

Name two creators of an opera.

Name and describe the voices generally used in

onera.



L, Explain the design and function of the aria,

recitative, ensemble, promnter, overture or

prelude.
B. Activities
1. Listen to the Coronation Scene from Act III,

of The Coronation of Povnea by lionteverdi.

2., Have students describe the form of this duet.

IV. ORBJECTIVE - To inspect the operatic work of Henry
Purcell, Dido and Aeneas, and its use of the ground

bass.
A. Methods

1. On the opaque nrojector show page 143 of lusic:

An Avppreciation of Dido's Lement as a means of

inspecting the ground bass.

B, Activities

1. Play the recording, Dido's Iament, and have stu-

dents listen for the technique of chromaticism

to express grief,

V. OBJECTIVE - To study the Baroque Sonata.
A. llethods

1. Distinguish between the (sonata da chiesa) and

the (sonata da camera).

39

2. BExplain the design of the Trio Scnata in E IFinor,

On. 3, HNo. 7 by Corelli,.
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B. Activities

1.

N
L

3.

Have students probe the reasons for naming this

nusical form trio sonata.

Play the sonata by Corelli and have students
describe the number and tempo of the movements.

Show from page 148 of lusic: An Avoreciation

O0BJECTIVE - To study selected works of Bach — not

previously covered.

A. Methods

1.

2.

3.

Examine the structure of the Mass, the Baroque

Spite, the Cantata and the Chorale.

Define terms associated with each forme.

Play examples of each.

B. Activities

1.

Contrast the style of the B linor liass with the

Renaissance style.

Play Crucifixus from 3 iinor liass.

Play from Suite o. 3 in D, exanples of movements
two and five, Air and Girsue. (These examples

are found on Record 1, Side 2 of lusiec: An

Annreciation by Roger Kamien;);

Play an example of a Bach cantata, which contains
a chorale for tenor, and is entitled Cantata

No. 140, Wachet auf (Fourth Hovement) from

Record 1, Side 1 of Liusic: An Avnpreciation.
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VII. OBJECTIVE - To explore the major development in Raroque
vocal music: the oratorio,
A, lMethods
1. Explain the design of the oratorio.
2. Play excerpts from the most famous oratorio

written, The liessiah by George Frederic Handel.

B. Activities
1. Have students learn the story that surrounds
this maginificent work.

2. Listen to Every Vallev Shall Be Exalted, For

Unto Us A Child Is RBorn, and the Hallelujah

Chorus from The lMessiah, Record 1, Side 2 of

IfTusic: An Anoreciation by Roger Kamien.

The Elegant Era of liusical History
Known as the Classical Style
Materials to be used in this unit:
A. Opaque projector
B. Chalkboard
Ce. Record player

D. Recordings

1. linuet from Einekleine Hatchimusik, K 535 liozarte.

2., Symphony No. 94 in G. Faior (Surprise), (Second

Ifovement) by Haydn.

3. Symnhonv MNo. 4 in G Minor, K 550 (First Movement

and Fourth liovement.)



L, Don Giovanni, Act I, Introduction Leporello's

Catalogue Aria (Madamina) Duet: Ia ci darem

la mano by Mozart.

5. Beethoven -Symphony MNo.5 ing Minor, Op. 67.

=

(First, Second, Third and Fourth lKovements).

I. OBJECTIVE - To study the mood, rhythm, texture, melcdy,
dynanics, and the 3Basso Continuo from the aspects of
classical style.

A. liethods
l. Contrast each of these elements in form to the .
immediate p2st period before them.
2. Point out innovative devices that will make this
music more exciting than Rarogue music.
3. Activities
1. After having discussed the innovative devices

of classical style, play Prelude in C Iinor

from The VWell-=Temnered Clzavier, Record 1, Side

2 of "ugic: An Lwpnraciation.

2. Then play String Ovartet in C ilinor, Op. 18, No.

L, (Fourth lovement): Rondo and see if students
notice the centrasts in style andthe use of the

(innovative) devices, Record 3, Side 1.

IT. ORJECTIVE -~ To discuss and explain the sonata form.

(sonata ~allegro form)

A. Ilethods
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1. Distinguish between terms: sonata and sonata
form,

2. On opaque projector show page 197 of Iusic: An

Avvreciation tnDlore sona form.
A eciat to exnlore sonata form

B. Activities -
1. Draw example of sonata form on board showing
the exposition exprescsion, development expression,
and recapitulation and code expressions.

2. Play Svmvhenv No., 40 in C ifinor, K. 550, by

Mozart (Fourth Movement) and have students listen
and follow sonata form as it progresses through

this work, Record 2, Side 1, fiusic: An Anvrecia-

tion.

III. OBJECTIVE - To study the minuet and_Ezigi or minuet.
A, liethods
1. Give background of minuet.
2. Describe the musical decign of thi movement.
B, Activities

l. Play Einekleine Iachtmusik, K, 525 by Lozart

Record 2, Side 1, Music: An Avnreciation as

as an exanmple of the minuet.
2. Have students listen for the pulse of three,

and the A B A form.

IV. OBJECTIVE - To insvect the variety of rondo form.

A. llethods
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l. Outline tywical rondo form.

2. Explain the sonata-rondo.

B. Activities

l. Play again the String Quartet in C Kinor, Op. 18,

No. 4 by Beethoven as an example of rondo form.

Record 2, Side 1, Music: An Appreciation.

2. On opague projector show pages 204 and 205 as
students listen to this work that this may en-

able them to follow tThe progression of the work.

V. OBJECTIVE - To study the greatest contribution of the

Classical Period to orchestral nusic, the symvhony.

A. lethods

l. Explain the design of the symrhony.

2. Give Prief contrast to the symvhonies by Haydn
and MMozart to those of Beethoven.
B. Activities
1. Have students listen to Vanquish commercial to
see from whieh symphony this theme comes.

2. Play the theme of 0de to Joy and have students

listen to find from which symphony this theme

comes.
3. Have students venture thoughts as to why Haydn's

vmohony Ko, QL in G fia jor was known as the

U2

Surnrise Symphony, Record 1, Side 2.

L, Play this work from Record 1, Side 2 of liusic:
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An Apnreciation and they will sece.

VI. OBJECTIVE - To study the overatic work of Don Giovanni

by Mozart.

A. tethods

1.
2.

3.

Give synopsis of story of opera.

Provide details of the partnership of lozart and
Lorenzo da Ponte.

Discuss the instrumental technigues employed by

Mozart to create emotions.

B, Activities

1.

Play the introduction of Don Giovanni, Record 2,

Side 1.

Have students see 1f they can associate the pat-
terns of music with the synopses of the libretto
that they have received earlier,

Have students listen to Leporello's Catalogue

Aria (Madmina), Record 2, Side 1.

Have students listen to the persuasive techniques
expressed through the music of Don Giovanni in

the duet, La ci darem 12 m2no, and also listen

as a musical motif gradually indicates Zerlina's
surrender.

Comment on the irony of this subject and see if
students agree, Mozart ends the opera with the

sextet singing, This is how evil-doers end up,
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a moral ending which completely contradicts his
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treatment of this character in previous settings,

Iiozart with this transition truly fools no one.

OBJECTIVE - To explore the powerful style of a composer

whose life bridged The Classical and The Romantic

Eras — Ludwig Van. Beethoven.
A, Methods
1. Outline the life of Reethoven on board.
2. Discuss ‘at length his musical involvements with
musicians of the period.
3. Give musical information on Eroica, Minth Syvmmhony

and his onera, Fidelio.

B. Activities

1.

Again guestion the students concerning the Van-
quish commercial as an introduction to Symphony
Mo. 35 in C Minor, Op. 57, Record 2, Side 2.

As students listen to work see if they can feel
the emotional progression from the conflict and
struggle of the first movement in C i’inor, to
exaltation and victory of the final movement in

C Kajor.

On Opague projector show pages 247 through pages

|=e

253 of IlMusic: An Aopreciaztion, as an aid to

i n. =3 L -1 Unie I" ) \ * °
listening of the Svmvphonv Ho. 5
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Imagination, Emotion and Individualism

In KMusic: Romanticism

Materials to be used in this unit:

A.

Chalkboard

B. Opaque Projector

C. Record player

D. Recordings: _llusic: An Avpreciation

E.

1

-8

Chopin: Prelude in C iiinor for Piano, Opn. 28,

No. 20, Record 3, Side 1.

Ilendelssohn: Concerto for Violin and Orchestra

in E Minor, Op. 64 (First liovement), Record 3,

Side 1.

Berlioz: TFantastic Symohony, (Fifth lovement),

Dream of a Witches' Sabbath, Record 3, Side 2.

Tchaikovsky: Iutcracker Suite, Dznce of the Reed

Pines, Record 3, Side 2.

Smetnas: The iioldau, Record 3, Side 2.

Wlagner, Lohengrin, Prelude to Act ITI, Record &,

Side 1.

Wagner: The Twilight of the Gods, Act III,

Immolation Scene (Conclusion) Record 4, Side 1.

Puccini: Lz Boheme; Act I, Scene between Rudolfo

and Mimi, Record &4, Side 1.

Piano

F. Mlimeogravhed hand-outs
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I. OBJECTIVE - To examine the characteristics of nmusical
elements of Romanticism.
A, Methods

1. Discuss, define and explain the individualitv of

stvle, exwressive aims and subiects, nationalism

and exoticism, program music, exXpressive tone,

tone color, colorful harmony, expanded range of

dynarics, pitch and temno, form: miniature and

monumental.

B. Activities
1, Play an example of Traumerei by Robert Schumann
on piano and have students listen for qualities
of Romantic style that can be found in the com-

position.

II. OBJECTIVE - To study the works of Franz Liszt and the

symophonic or tone moem,

A. Fethods

1. Play Hungarian Rhapsodies by Liszt as an example

of the works of this comvoser.

2. Discuss the typical Romantic use of dynamics
emvloyed by Liszt.
B. Activities

l. As students listen to Les Preludes, have thenm

listen to the contrast in style between the

sections work, a true exanple of the symrhonic

poeme.
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2. Listen to the Hunrarian Rhansodies which exhibit

technique used so often by Liszt, the use of
the piano to create the illusion of a full or-

chestra.

III. OBJECTIVE - To observe the works of Felix lMendelssohn.
A, Methods
1. Inform students of the academic talent of Mendels-
sohn as well as his versatility in the fine arts.
B, Activities

1. If possible, study Shakespeare's [lidsummer Night's

Dream with the English class.
2. Play excerpts from the work of lendelssohn as an
examnle of a literary drama being set to music.

3. Play Concerto for Violin and Orchestra in E lMinor,

OP. 64’.
L., Have students listen to the brilliant shifting

of thematic materials from soloist to orchestra.

IV. OBJECTIVE - To understand through definition the terms:

program music, prosram, absolute music, program sym-

phonv, concert overture, svmnhonic noem (tone moem) and

incidental nusic.

A. liethods
1. Give out mimeographed material containing the
definition of terms.

2. Name 2 musical example to accomnany each term.
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B, Activities
l./Play Schumann's Carnaval as an example of vprogram

musice.

2. Have students listen for programatic touches.

V. OBJECTIVE - To explain the story that surrounds the

Fantastic Symvhony by Hector Berlioz.

A. Methods

1. Explain the idee fixee.

2. Describe the orchestra required to perform this

viork.
B, Activities

1. Play the Fantastic Svmnhony (Fifth kovement).

2. Have students follow the musical patterns that
reflect the hallucinations of the chief character
of this work.

3. Have students write a varagraph explaining the
most obvious change in the orchestra of the Ro-

mantic era as onposed to that of the Classical

period.

VI. OBJECTIVE - To explore the music of The Russian Five.
A, Methods
1. Fame the Russian Five
a. Modeste liussorgsky
b. Peter Tchaikovsky

c. Mily Balakirev
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d. Rimsky Korsakov
e. Alexander Borodin

Methods

1. Give out blographical data on The Russian Five
with emphasis on llussorgsky and Tchaikovsky.

2. Play Boris CGodunov, Prologue to Act I: Coro-

nation Scene.

3. Have students listen to the orchestration of

this work based entirely on the two chords that

are dissonant.

| g
O o r—HS
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£

L, Explain details of The I'ntcracler Suite.

5. Play Dance of the Reed Pives from this work.

Activities

1. As students listen to 3oris Codunov, see 1f they

are able to visualize the occasion through the

nusic.

2. Have the students give their im»ression of the

-

mood the dissonant chords create.
S

3. Before playing The Nutcracker Swite, have students

recite the parts of a suite.
Ib, ¥Thile listening to this work, have students com-~
ment on the effective use of the reeds in this

compcsition.
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VII. OBJECTIVE - To review the symphonic poem through the

vorks of Bedrich Smetana.
A. lMethods
1. Give background on the thoughts surrounding

The Moldau.

2., On the ovnague projector show page 327 of Husic:

An Avvoreciation as students listen i1n order to

help them better enjoy this work.
B. Activities
1. Play this piece and have students prerare their

verbal aesthetic response.

VIII. OBJECTIVE - To review the symphony through the study of
the music of Antonin Dvorak.
A, ©lethods
1. As the class enters, play the liegro Spiritual,

Swing Low Sweet Chariot without explanation.

2. Give students an opportunity to discuss the de-

sign of the symphony.

3. Play Symvhony No._9 in_E liinor, From the New

B. Activities
1. As the students listen to the various movements,
have them write on a slip of paper anything
abtout this piece that strikes a thought of

coincidence in their minds.
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2. If desired response is not attained, play again
from the piano the melody, Swinc T.ow Sweet
Chariote.

3. Open the symphony themes as a discussion point

to solicit the desired response.

IX. OBJECTIVE - To observe the man who poured new life
into classical forms: Johannes Brahms.
A. Methods

1l., Introduce the form of theme and wvariations.

2. Play Brahms - Variations on a Theme b Havdn.

for Orchestra.,

3« Give biographical data on Brahms,
B. Activities

1. Play this composition by Brahms.,

2. Have students attempt to tell when a different
variation of the theme occurs by raising their
hands.

3. Have students divide into two grours and answer

the guestion, What musical similarity is shared

by Bach and Brahms?

X+ OBJECTIVE - To study the works of Guiseppe Verdi.

A. Methods

1. Give the tragic events associated in Verdi's life

- 0

with his early works.
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2. Explain to students that the choice of subject

matter in some of the Verdi operas caused scorn

from many critics and from society.
3. Read the synopses of the Verdi operas:

a. Oberto

bh. Nabhucesd -

c. Rizoletto

d. Il Trovatore

e. La Traviata

fi Aida

2. Otello

h. Falstaff

Activities

1. Plaxw Triumvhal March from Aida and have students

write expressions on paper as to their feelings

on this comnosition.

XT. ORJECTIVE - To follow the overa tradition throush the

works of (Glacomo Puccini.

A,

lMethods

1. Name his operas and give synopses.
2. Explain verismo.

Activities

1. Play Act I, Scene between Rudolfo and Himi from

La Bohene.,

2. Have students listen for the musical inprovisations
used by Puccini to exemplify the emotions felt in

this scene.
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XII. OBJECTIVE - To explore the musical genius of Richard

Wagner.

A. llethods

1. Give mimeogranhed data of Wagner's life.

2. Explain-the leitmotif,

B..Activities

1. Play The Twilight of the Gods, Act III, Im-

molation Scene.

2. Have students discuss the most striking feature
of the VWagnerian orchestra.

3. On opaque projector show pages 366 through 369,
the leitmotif of various phases of this work.

L, Have students on a slip of paper write what
festive occasion is celebrated with music from

a Weagner conposition.

The Refreshingly Different liusic

of the Twentieth Century .

iaterials to be used in this unit:

A,
B.
C.
D.

F\

at ®

Piano

Opaque projector

Record player

Paintings selected by Monet and Renoir

Recordings - Music: An Anvreciation

1. Debussy - _Prelude to The Afternoon of a Faun,

Record 4, Side 2.
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Ravel- Rolero - Selected source.

Stravinsky - The Rite of Soring, Part I, Intro-

duction and Dances of the Youths and laidens,

Record L4, Side 2.

Webern -~ Five FPieces for Orchestra, Op. 10, Third

Piece, Record 4, 3ide 2.

Schoenberg - A Suvrviver from Varsaw, Op. 46,

Record 5, Side 1

Bartok - Concerto for Orchestra, (First liovement)

Record 5, Side 1.

Ives - The Unanswer

I. OBJECTIVE - To examine the diverse treatment of the

musical elements in the twentieth century.

A. llethods

=

On board outline the treatment of harmony with
resmect to consonant and dissonant chords.
Discuss the tone color of this area.

Explain the use of irregularity and unpredict-
ability in rhythm.

Contrast the melodic freedom of the twentieth
century as contrasted to the restraint of pre-

vicus periods.

Define terms: wvolvchord, Ffourth chord, tone

cluster, volvtonalitwv, hitonalitv, atonality,

polhythm, ostinato, and ¢lissando.




B. Activitiles

1. Play Images, by Debussy as an example of the new

use of these elements in music.

2. Have students listen to this work and see how
many of these devices they can discover.

3. Play Bolero by Ravel as a different type of

impressionistic music.

OBJECTIVE - To study the style of the father of Im-~

pressionism: Claude Debussy.

A.

tiethods
l. State examples of how the works of Claude lLionet
in art influenced the music of Debussy.

2. Define the whole-tone scale.

Activities

1. Show lonet's painting, Imvpression: lever du

soleil.

2. Have students cbserve the use of the lizght colors

and bright tones in the pzinting and relate this

technique to Debussy in Reflections in the ater.

3. Play Reflections in the 'ater by Debussy and

cstudents write the impressions received from this

work,

Faun.

12>

L, Play Prelude to The ATternoon of

5. On opaque projector show pages 392 and 393 of

T'usic: An Avvrecietion with the themes of the
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Prelude. (It is honed that students can follow
the story of this work through Debussy's orches-

tration.)

OBJECTIVE ~ To observe the revolt to tradition evoked
by Igor Stravinsky.
A. Methods

1. Acouaint the students with the story of The

Rite of Soring.

2. Explain Stravinsky's use of dissonant chords to
create tension.
3. Discuss the rhythmic differences used for
special effects.,
B. Activities

1. Play the excerpt from The Rite of Sonring

2. Lead students inte discussing their emotions

while listening to this composition.

OSJECTIVE - To focus on the break with the consonant

and the calm to lean toward the dissonant and bold,

known as Eyinressionisnm,

A. lethods
1. Give biographical data on Arnold Schoenberg.

2

~ 0

Define: atonality, sprechstimme, twelve-tone

svsten, tons row (set, series) tone-color, and

melody.
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B. Activities

1. Play Five Pieces for Orchestra, Op. 16 by

Schoenberg.

2. Have students listen to the orchestral effects
that are exploited by the composer.

3. Lead students to the feeling of a different
sound as an attitude as opposed to the attitude

of an ugly sound.

OBJECTIVE - To experience the realism of life with a
tragic existence through the work of Alban Berg.
A. NMethod
l. Tell the story of tragedy of Wozzeck.
B. Activity
1. Have students for the purpose of realism, read

the narrative from Scene 2, Act III.

OBJECTIVE - To study the atomization of the melodic

line as composed by Anton VWebern.
A, lethods
1. Discuss the technique of brevity of composition.
2. Explain the use of évefchanging pace of melodic
fragments through solo instruments.

B. Activities

1. Play Third Piece from Five Pisces for Orchestra,

Op. 10 by Webern.

59
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2. Have students express opinions of the suvpressed

dynamic level and overall effect of composition.

VII. OBJECTIVE - To experience the expressive music of the

Hungarian Bela Bartok
A, lMethods
1. Describe the peasant life in Hungary during the

period of composition for Bartok.

N
[}

Exnlain to students the contrasting moods of
the movements.
B. Activities

1. Play the Concerto for Orchestra, (First lovement).

2. Have students review through discussion the

sonata form.

3. On opaque projector show pages 448 and 449 of

lfusic: An Avnnreciation.to aid in listening.

VIII. OBJECTIVE - To acquire the art of understanding crea-

tive dissonance through the nusic of Charles Ives.

A. Methods

1. Explain the economic status or Charles Ives, as

a  justification for the different sound of his

music.
2. Discuss Ives' philosophy of beauty.
B. Activities

1, Play The Unanswered Question.

] -~ 3
2. Fave the students observe Ives' use OI instruments,
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tone color, dissonant and consonant harmonv, and

extreme _dymamic and tempo variances.

OBJECTIVE -~ To absorb the 1life style and music of

American comnoser: Aaron Copland.

A. Methods

1. Review the bhallet.

2. Give bhackground on the _ballet, Rodeo.

B. Activities

1. Have students direct their thoughts to the setting

of Rodeo.

2. Play this work by Copland and have students listen
for familiar hymns, cowboy songs or other .folk

tunes.

The Civil VWar and Its liusic

Materials to be used in this unit:

A.

B

C.

D.

Piano

Opaque projector

Books: Lincoln and the Tiusic of the Civil War,

liarching Toward Freedom, The Meesro In The Civil

War, A History of the United States and Exnloring

American History.

Chalkboard

OBJECTIVE - To discuss one of the major battles of the

Civil War, Cettvsburg.
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A. Methods
1. Write the basic facts concerning this battle on
the board.
2. Discuss the nersonalities of Lee, Hooker and
Meade and their relationships to this battle.
3. Play basic theme that was hummed by soldiers of

the North in the Civil War

. )
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B, Activities
1, Have students group themselves in fours and pre-
tend, through equal division, to be members of
the Union Army and the Confederate Army and have
conversations that they think transpired at

Gettyshurg.

2. Have young men whistle nmarch of the Urion soldiers

described on the first page of this unit.

II. OBJECTIVE - To discuss the feelings of the Megroes after.

The Emancivation Proclamation.

A, Ilethods
1. Discuss some of the stories told concerning the
reluctance or eagerness of the KRegroes to obey

this decision.
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2. Play Yo liore Auction Blocks.

.
—

3. Play Oh, Freedom.

B. Activities

1. Have students role play the Kegroes anxious %o
be free.
Have students role play the llegroes reluctant

to be free.

3. Have students sing and harmonize !io lMore Auction

and Oh, Freecdom.

Music and Literature of the 1920's

The Harlem Renaissance

[Taterials to be used in this unit:

A,
Be
Ce
D.

G ™ w

e

K.

Overhead vrojector and transparencies
liimeogravhed handouts

Opague proyjjector

Record player and recordings
Filmstriv projector

16 mm projector

Films: Body and Soul, Part Two Soul (About 30 min.) ..

Film: The Jazz Age - 1921-29 (Apout 30 min.)

Filmstrip: Afro-Americans Svezl For Themselves.

Part Two.

ces, Past and Present,
A6Lk,.) = Rlack American

D
R

Books: fOreat American I
(The Afro-American Press,
Literature - Houston 3aker.

Cassette Tape recorder and tapes.
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I. OBJECTIVE - To compare poetry and music of the 1920's.
A. Methods -
1. To introduce this unit students will be given random
examples of black poetry without period identifications
2. Students will be asked to group together poems
that they think show pride in the Black race and
the African heritage, and those that protest
racial and sccial injusticies.
3. Film will bz used to give an overview of the music
of this area.,
k., Records will be played to show blues with full
Negro acconpaniment.
B. Activities
1. Students will be asked to share their groupings
and reasons for same.
2. Teacher will identify the ciassification zccord-
ing to the style oithe poems read by the students.

N

3. The students will see film, The Jazz Ase, Part I

for the ourpose of receiving an overview of the

music of the 1920°'s.

I, The students will listen to Crazy Life as repre-

sentative of nmusic by the entertainers of the

period.

IT. OBJECTIVE -~ To spotlight authors and nusicians of the

period.
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A, IMethods

lo
2o
3-

Give students biogranhical sheets of Claude licKay.
Give students biographical data on Johnny Dunn.
Give students copies of the following poems. by

Clavde lcKay: The hite House, If Ve Must Die,

and Bantism.

B. Activities

1.

2

Students are to analyze these three poems to
determine whether or not they represent the spirit
of the Harlem Renaissancee.

Students are to listen to Jazzin® 2abies Rlues,

and I Promised Not To ¥oller, But Key, Hey as

an example of the first record of the large
orchestra jazz style arranged for reeds and

brass.

OBRJECTIVE - To further spotlight the authors and

[

musicians of the Harlem Renaissance

A, Liethods

1.
2
3.
L.

Show slides of Langston Hughes

Show slides of Lucille Hegamen

Show filmstrip, Afro Lmericars Svezk For Themselves.

0

Listen to. the recordings of Jar~z Ne Rlues by

Lucille Hegamen.

R, Activities

1. Allow students to write a short composition on
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The Dream Deferred by Lanzston Hughes,

2. Listen to Recordings of Jazz lMe Bluss by Lucille

Hegamen as an example of the many orchestras

led by women during the 1920°'s.

OBJECTIVE - To show the direct rela&tionship between
Poetry as a literzry vehicle as well as a musical -
vehicle,
A, llethods

1. lame movements of a symphony

2. Use ovague projector to flash poem. Dzrk S-mvheny

Oh scéreen and sée it sticdenfs can correlate the
parts of the poem to parts of the symrhony.

3. Play recording of the poem, Dark Symvhonv by

Melvin Tolson (aporoximately 40 minutes)

4. Play recording of Third Symvhony by William

G. Still as a representative of symphonic

form, although it is not of this era in com-

position.
B, Activities

1. Students are to listen closely to see if a
connection can be made between the effect

that the poet was trying to achieve and a mu--

sical symphony.



A Correlation Between Impressionistic
Music and Impressionistic Art
Materials to be used in this unit:
A. Record player
B. Recordings of music by Debussy
1., La Mer

2. Images

. En Rateau

3
L, Voiles
5. Reflets dans L'Eau

€. La Cathedrale Encloutie

7. L' Apres=ridi

C. Recording - Bolero by Ravel
D. Paintings

1. Impression: lever du Soliel

2. Argenteuil - sur-Seine by Monet

E. Painting - The Boat by Renoir
F. Opaque projector

F. Colors and art paper

I. OBJECTIVE - To compare the work of Debussy with the

paintings of Monet.

A. [iethods

1. Play recording La Ner and Images by Debussy.

2. Observe paintings on opaque projector by Mone-
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entitled Impression: Lever du soliel and Ar-
centevuil sur-Seine.

B, Activities

1.

Have students listen to recordings to see if

they can imagine from the music the flowing of .
the sea,

Look at paintings and see how the colors are used
to create various illusions.

Have pupils do an impressionist painting on any
subject they desire. (Use lew Yorker Magazine

as a source of inspiratione.

OBJECTIVE = To compare the music of Debussy with the

paintings of Renoir.

A, iMethods

1.

2.

Play recordings: En Bateau, Voiles, Reflets dans -

l'eau, and Lz Cathedrale Engloutie by Debussy

Show pictures on opaque projector by Renoir,

The Boat.,.

B. Activities

1.

2.

3.

Have students listen to recordings and - see what

impressions they receive,

Then give students the impressions that were

were intended by the composer.

Have students observe paintings and see what im-

pressions they receive.
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L. Then give students the impression that was intended

by the artist.

IITI. OBJECTIVE - To compare the musical differences between
Debussy and Ravel.
A. Methods

1. Play recordings: L'Avres Midi D'Un Faune by

Debussy and Bolero by Ravel for comparison
B. Activities
1. Have students listen to recordings and compare
styles of Debussy and Ravel.
2. Next have students draw impressions of two
recordings.
3. Have students write a paragraph as to how they

feel the composers differ in style.



CHAPTER IV

A COMBIMATION OF INFORMATION GAINED, AMND
IMPLICATIONS FOR FURTHER ACTIVITIES

It was the purpose of this paper to show the great need
for materials for the non-performing secondary music student.

Far toc often, performance is the main intent and pur-
pose for the presence of the music specialist in the school
program. It is the understanding of this author that this
aspect is very pertinsnt to the efficient overation of the
music program, however it should not be the sole objective.

Civic pride and public relations have tended to place
great stress on the area of performance. Society seldom
finds a need to have the elements of music discussed at a
Kiwenis luncheon, however the school choir, band or crchestra
are often used. Upon this principle many adninistrators
stress the importance of outstanding performance organiza-
tions.,

Let us approach this subject from the position of its
roots. Without the knowledge of the elements of music:

melodyv, harmony, rhvthm and form what type of performing

ensemble would our schools assimilate? It is so imrortant
that those instruments or voices directly associated with

melody be able to transmit this motif to the listening public..

70
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As is common knowledge to most laymen in music, melody 1is
certainly the soul of music. It would be most unpleasant to
the ear to hear a rendition of America and not be able to
identify the voice or the instrument carrying the melody or
the_melody itself, for that matters

Just suppose the melody note is an E in the Xey of C
iiajor and the other voices blend with a chord of D, E, and A,
rather than a chord of C and G (barring the fact that Ives
is the composer), this would be a dissonant sound to the ear.,

The author feels that it would be extremely difficult
to waltz to a Strauss Waltz, should the school band or orches-
tra play the piece in a ﬁ rather than a i. A dancer as agile
as Fred Astaire might find this a task worthy of concern.

Form is less likely to affect the general public, but a
strong knowledge of this element is necessary for good musi-
cianship.

lany of these statements sound facetious to the perforn-
ance minded teacher, but she must remember that most of the
foundation on which he/she stands is rooted in the general
music classé!

The above paragraphs are not intended to denote the gen-
eral music class as a steoping stone to performance organizations,
but merely remind the general world that without the knowledge

imparted in this class there would be few performing organi-

zations wortay of notes.

There is in our society a vast majority of students who -
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desire the musical experience that only the general music
class can provide. To borrow an old expression, and para-
phrase, "the general music class is a place where everybody
is somebody."

Many people go to concerts, just to say they attended.
Others attend to receilve an aesthetic response to the music.
But the listener who truly receives the most from his con-
cert experiences is one who has received some background in
a nusic appreciation class.

The general public finds it difficult to identify with

the Gresorian Chant for language reasons, if for no other.

This experience can be assisted to degrees of great apprecia-
tion when one can be led on a tour of the beauvtiful cathedrals

through slides and given an explanation of the Cantus Firnus.

The chant then takes on new meaning.

llany peomnle learn the subject matter of these units
through the medium of television. In discussing television
with a young musician, it was observed that Eeethoven's

S*mphony MNo..5 in C Minor lqaned its motif to the Vanquish

commercial. When the teacher approached this work in class
it had a new significance.

In the opinion of this author in splendor or grandeur
no musical work matches the opera. Through learning ex-
veriences provided by music appreciation, many listeners
have attended the operas of Verdi and Puccinl who otherwise

would never have had the privilege.
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No one attends a wedding without enjoying the works of
Mendelssohn and Wagner. Just learning to recognize this music
gives the spectator at a wedding a sense of accomplishment.

The twentieth century has brought changes of a radical
nature in all disciplines, and music is no exception. How-
ever through information gained in the music appreciation
class, the average listener develops discrimination.

John Donne once said, "No Ian Is An Islan@" and this
author chooses to paraphrase the expression to say "No dis-
cipline is an island"”. It has been discovered through
ardent research that most of our disciplines can be cor-
related. The creative faculty seeks this correlation to
enrich the learning experiences of its students. For the pur-
poses of this thesis, the areas of correlation were music and
history (Civil War), music.and English (Harlem Renaissance
and Jazz) and music and art (Impressionism).

Ifore work nseds to be done in the realm of the twentieth
century. The ragtime of Scott Joplin was a major contribu-
tion along with the early blues singers.,

The "Beatles" created a musical phase that has not been
equalled or duplicated. Research into the psychology of their

music is noteworthy.

As a correlation unit between science and music, elec-

tronic nusic could be covered.

This author feels that the general music unit provides

an excellent opening for a course in general music dealling
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with the elements of music.

Teachers who have interest in the team teaching effect
without all the rigidity that accompanies this program may
find these units beneficial.

The information given in the music ‘appreciation class
serves as a broad base on which to build a2 music history or
music appreciation class.

In sumnation, the author suggests that music educators
provide musical experiences for the vast majority of our stu-
dents, the non-performing, through general music, music

appreciation, and related arts.
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