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Beat: Obwisana, P. 180 (An Orff Mosaic) Grade
1-3 :

children's song and game
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| Concept Attainment

s Sort or classify the cards according to criteria
they you see t be appropriate

= Summarize your decisions and reasons

| Recorder

» Left hand on top, right hand on the bottom

» Seal the hole completely with the pad of your
finger '

s Slow/Warm air

e 45 degrees from your chest

u F is the “funny one” in the right hand

| Think Literacy

s Thinking about how good instructional =
strategies and existing literacy expertisé can
assist students in their music and
reading/writing/oral communication

= Grade 1-6 Music Companion published by
OMEA and provided to every OMEA
member(2008)

= Grade 7-9 Music Companion (2004)

u Grade 10-12 Music Companion (2005)

= Available at www.omea.on.cainWaordand

PDF

| A few things you should know!

= Written by teachers from throughout the
province :

= Not tied to any particular expectations, but to
a “Big Idea” in each grade

» Not all R/W/O activities are linked...some are
different activities (e.g. Grade 7 vs. Grade 8)

= All Ministry Think Literacy documents were
sent to every school in the province




| A few more things... .

® Instructional Strategies and Think Literacy
Strategies were selected that would work well
in the music classroom

= Look to www.omea.on.ca for
revisions/updates

= Read instructions carefully regarding the

sequence of these activities — Grade 8 order
is changed R/O/W

| What Think Literacy Offers!

. = Music content
s Instructional strategies that work with music
= Literacy connections (we are also teachers of
literacy)
= Tools to explicitly teach Reading/Writing/Orall
communication through our subject

= An opportunity for you to show how you are
teaching literacy through music!

| What Think Literacy Does Not Provide!

s Assessment is not considered

= Does not make balanced literacy instruction
explicit through o .

= Activities need to be adapted for your
students and your teaching styie

| Your task!

= Choose one grade o work with where you
will have a chance to deliver this Think
Literacy Music Activity

s Performance, listening and creative
connections to the Reading/Writing/Oral

~ activities

= Prepare with your partner how you will
present your musical connections to the
group!

| Think Literacy Grade 1 TP

Main Themes: Elements of Music g‘g“z—"

m Reading Activity
o Reacting to Reading: Drawing Conclusions
(! Read/t Think/Therefore)
w Writing Activity
o Developing and Organizing: Adding Details
= Oral Activity
o Small-group Discussions: Place Mat

f Think Literacy Grade 2
Main Themes: Music and Social Studies
(World Communities)

= Reading Activity

o Reacting to Reading: Drawing Conclusions (1
Read/| Think/Therefore)

m Writing Activity

o Developing and Organizing Ideas; Webbing,
Mapping and More

' » Oral Activity

o Pair Work: Think/Pair/Share




‘ Think Literacy Grade 3 P
Miin Themes: Jack was Every Inch a Sailor, Song Wiitng e
= Reading Activity Sl

o Engaging in Reading: Most/Least Important
Idea(s) and Information

= Writing Activity

o Developing and Organizing Ideas: Adding Details
= Oral Activity

o Pair Work: Think/Pair/Share

‘ Think Literacy Grade 4 S

: : : - e gt
Main Themes: Music and Medieval Societies SRS

= Reading Activity
o Getting Ready to Read: Extending Vocabulary
(Creating a Word Wall)

m Writing Activity

o Developing and Organizing Ideas: Webbing,
Mapping and More -

m Oral Activity
o Small-Group Discussions: Place Mat

| Think Literacy Grade 5 e
Main Themes: Environment L
= Reading Activity e

o Reacting'to Reading: Responding to Text (Graffiti)

s Writing Activity
o Generating Ideas: Adding Content (Pass It On')

a Oral Activity
a Small-Group Discussions: Place Mat

‘ Think Literacy Grade 6 e

Main Themes: Culture

= Reading Activity e
o Getting Ready to Read: Anticipation Guide
m Writing Activity
o Writing for & Purpose: Template for Wiiting an
Explanation

= Oral Activity
o Small Group Discussions: Determining Key Ideas

| Think Literacy Music Grade 7
Main Themes: Basic Music Literacy and Procedures

= Reading Activity

o Getting Ready to Read:

Extending Vocabulary (Creating a Word Wall)
= Writing Activity

o Writing for a Purpose:

Using Templates — Writing a Procedure
= Oral Activity

o Small-group Discussion:

Place Mat

! Think Literacy Music Grade 8

Vocabulary and resources comparing Program and Absohze Music

s Reading Activity

o Getting Ready to Read:

Extending Vocabulary (Creating a Word Wall)
n Writing Activity

o Using an Information Hepoﬂ Template
= Oral Activity

o Small-group Discussion: Jigsaw




I Resources

a OMEA Think Literacy Music Cmﬁpanion
Grade 1-6 :

= Think Literacy Music Companion Grade 7-9

= Think Literacy Music Companion Grade 10-
12 .

= WWW.0mea.on.ca
= Beyond Monet

| Think Literacy 1-6

= Available today with OMEA membership
($74.20) w7

= Includes
o Think Literacy Music Companion 1-6
o 199 page The Best of the H_ecorderz_ooo - 2007
o 4 issues of The Recorder, OMEA journal

o 4 issues of Canadian Music Educator, CMEA
journal

o 8 e-newsletters from OMEA and CMEA

Online NOW at

WWWw.omea.on.ca

J The Ontario Curriculum - Exemplars
Grades 1, 4, and 7 Music

The Onrtario Carriculum ~ Exemplars Grades 1, 4,
and 7 Music

Pre-task 1: Reviewing Rhythm Values

= S5ing Frere Jacques, as a round and with rhythm names
(e.g. ta ta ti-ti ta)

= Create several two measure rhythm patterns in 4/4
time...choose one ostinato

w Half of class singing Frere Jacques, half clapping
ostinato...switch

20-30

Frére Jacques
Fench Ful Song




| Pre-task2: Explaining the effects of
Different Musical Choices

= Tone Colour, Tempi and dynamics affect mood
In your tables choose a two-measure rhythm and make
your performance match the tempo, dynamic or tone
" colour card you received .
Each group perferm to accompany Frere Jacques after
group has performed their pattern twice
= How do these musical choices affect the mood of the
song? -

30-40

| Pre-task 3: “Land of the Silver Birch”

= All 3 verses...add Orfl...drama...movement. ..

Land olthe Sitver Birch

| Part 1. Rhythm Pattern Creation and
Rehearsal '

Student Scenario, Rubric .

Create 3 two-measure rhythm patterns in 4/4, one will
accompany one verse of Land of...record rhythm on
appendix A

s Decide on the mood you wish to communicate (think
about dynamics, tempo and tone colour)

= Record accompaniment choices on appendix A and B

60-80

Student Scenario
Present the follawing scenerio and instructions 1o tha students:

An international festival of vonny masicians wifl be held in Oriawa. Young people from any
couniries wili perforn thair adingnal music for thir Canudiun andience, We woni i share one
awn misic with onr international guesis so we are Tnviting elasses from across Ontarin i
celebrate the heawty of aur great lond throngh music and movement. Siare tho fleart Beat of
Ontario!

The sumg for vaur srea of schoolt is “Land o the Silver Birch*. Take our guests an an imaginary
vapage Inte our northern woods beside our lakes ond int our history

You and your partner will create a two-measure rhythm Paltern in 454 hme 1 acompany ane
verse of “Land of the Siiver Birch". If it Is chosen, your patern will be pertormed by your class in
a regionnl festival. Who knows? Jt may even be chosen io be perjormed at the aotional festival in
Ouawa! .

For she fist performance segment, you will ereute tiiree diffirent rhythen patterns wndl then seiect
ane of those three rhuthm paierns fo perfarm with your partner. You and vour partner will
Purform Y rhythm pariern as an accempaiment while the class sings ihe assigned verse,

You will eomplete o reflection on your vwn performance and on the performance of another grosp
identified far you by the teacker,

For the second performance segment, you will select one of the rencining riythn patterns from.
the nriginal thiee vou created, iransfer it 1w a flasheord, ond hald ir Mp 30 that yoitr parine: can
red and perform . You will alsa perform one of the remaining rhythn pauerns croated oy wur
partngr; which he or she will hold wp for vou to regd,
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| Parc2: Rhythm Pattem Performance

Ostinato (2), Singers/Recorder (2) and 2 other pairs to

evaluate (normally this would be done with the whole

class)

= Partners number off A, B

= Observers will record your observations on Appendix C
Part A during performance

w After performance, performers reflect on their own
performance and record observations independently on
Appendix C, Part B...during this time, your observers
can practice for their performance

s Switch roles and repeat this process!

80-120




Part 3; Performance of Partners
Rhythm Pattern

= Select one of the remaining rhythm patterns from
Appendix A and write it on a flashcard

= At sight, perform partner's rhythm pattern-

40-60

| What types of evaluation were used in
this culminating activity?
m Observation
u Self assessment
= Peer evaluation
m Rubric
= Formative feedback
s Summative assessment?

Intent of the Exemplars Documents

= Provide assistance to teachers in assessment of
student achievement of the curricuium expectations.

= Example of an “expectation rich” culminating activity

= The samples included represent work produced at the
end of the school year

| TV Ontario Partnership - Music and
Drama Dance

u Samples recorded on videc for each:
o Music — Grades 1,4 and 7
o Drama - Grades 3,6 and 8

Purpose of Exemplars document

u Show characteristics of student work at each of the four
levels of achievement for selected grades

= Promote greater consistency in assessment of student
work across the province

Purpose of Exemplars document

= Provide an approach to improving student learing by:
o Demonstrating the use of clear criteria applied to
student work that was produced :
o Work that was produced in response to a clearly
defined assessment task
= Show connections between what students are expected
to learn and how their work can be assessed using the
levels of achievement




| Purpose of Exemplars document

= The exemplars (culminating task) represent only
performance assessment

= Teachers will also use many other methods and
strategies of assessment in evaluating student
achievement over a school year:

o Tests,
o Portfolios,
o Conference

| Featuges of the Documents

Description of performance task and the final product
Curriculum expectations related to the task
Task-specific assessment chart or rubric

Two samples of student work for each level of
achievement

= Teacher's Notes for each sample

= Comments — overall statements about student’s work

= Next Steps — offer suggestions for improving
performance

» The Teacher Package — used by teacher in
administering the task

| The Rubrics

= Rubric refers to a scoring scale used to assess student work
in response to a specific task.

s Task rubrics are developed in relation to the achievement

chart

Contain the following:

o ldentification of the expectation

o The four categories of knowledge and skills

o Relevant criteria for evaluating performance of the task

o Description of student performance at the four levels
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| Use of the Student Samples

= Assistin:

Providing student samples and criteria for
assessment )

Providing basis for conversation about assessment
and evaluation of student achievement

Facilitating communication with parents:

= Curriculum expectations

e Levels of achievement

= Criteria and standards for high quality performance
Promoting fair and consistent assessment within -
and across grades

o

o

a

o

| Teachers may also choose to:

= Use the task; rubric and teaching/leaming activities with
their own classes

= Use samples of student work at each level as reference
points when assessing

= Use the task and rubric provided as models for other
tasks and rubrics




l Students can use the document to...

= Develop their understanding of the relafionship between
curriculum expectations and specific tasks

m Learn how a rubric can be used to improve their
performance

= Develop the ability to discuss their achievement
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'/LSUN[MARY'OF EXPECTATIONS FOR MUSIC - PRIMARY

i GRADE 1 GRADE 2 - GRADE 3
KNOWLEDGE | - sound identification « beat + differences between
OF . * beat « rhythmic patterns beat and rhythm
: : S * language rhythm . * distingtish beat and * " beat, rhythm, melodic
ELEMENT « distinguish beat and rhythm in & variety of contour, dynamics
- thythm in & simple song |- music and tempo’
* high and low pitch * high and low pitch * symbolic representat-
* volume *- echo pitch - tion of sound and
* tempo {performance/ fistening) slience
* echo pitch * volume (dynamics) - how | + instruments in the
(performancey/ listening) » tempo percussion family
* four families of ¥ meiodic contour
orchestral ‘maps”
instruments i
(brass, woodwinds,
strings, percussion)
* sing (variety, * sing (variety, unison, * sing (variety,

CREATIVE - expressively). in tune, expressively) ~expgréssivetlfr. varied

WORK - * specific effects using + specific effects with " templ) ‘
) W sound sources sound sources * perform compositions
PERFORMING | * accompany songs * accompany songs
: . * perform compositions expressively
: « echo in pitch * perform compositions
* echo in pitch '

; * movement response *+ patterned movement * Mmovement response
CREATIVE + rhythm pattems response ; to dynamics
WORK - * accompaniments and « rhythimic and melodic + change words to fif

. sound effects for text patterns with rhythms
* compositions + short songs.and * treate or arrange -
COMPOSING instrumental pieces accompaniments fo
: * compositions - text
« melodic contour
“maps” (knowledge)
* compaositions
; * movement response * movement response * movement response

CRITICAL * echo in pitch ¢+ echo in pitch fo dynamics
THINKING - * response in a variety * response to a variety * response to & variety
g ° o of art forms t g of music in a variety of musicin a varigty -
LISTENING = music in life of art forms of art forms

* response with * analyse effects of * analyse effects of
vocabutary compositional/ compositional/

* recognize moed can be performance choices performance choices
created through music = explain personal + explain personal
. preference with preference with

“vecabulary vocabulary
- fecognize mood canbe |+ identiy feelings
created through music ’

BOLD denotes expectations that are new for the grade,

IT4LICS denotes expectations that have been moved from anoﬁer subcategory.

[
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-( SUMMARY OF EXPECTATIONS FOR MUSIC - JUNIOR )

GRADE 4 - -GRADE 5 GRADE 6 | !
+ beat by contucting 414 « conduct 2/4 and 414 + .| ° conduct pieces in 2/4, 3/4 & 4/4
KNOWLEDGE * fiyihmic notation aighth to * interpret rhythmic notation * read and sight-read rhythmiz notation
-OF : whole, 4/4) (eighth to whole, 4/4) f"gl‘j‘“‘ il - ("e‘f"m‘;‘h“ﬂ)a
. « treble clef : + sharps, flats, naturals -+ . | " remdend sight-read songs with flats,
ELEMENTS * notes on a staff .| * key signatures in the music -1 sharps, naturals, key s'gm""
* unison they parform ] (petfarmanca) )
* melodic movemant by stap-orskip| « major scale in notation-and * sing and play the major scale in their
* verse-chorus form - listening (listening) - *: m_usir. (performance) ;
* instruments in percussion, wood- | + introduction, verse and chorus . | * 5iMPle structural forms in performance
wind, brass and string families form in performance and listening and lfstamng (hstar.\ing) ;
* ldentify the above by ear (listening) * identify monophonic music -5
" {listening) * idantfy tone coiour of | instruments " identfy texture in & variety of music
« breathing and posture (listening) * identify fone colours in various ensembles
(performance) - classHy various lnstmme.nis in * sing and play in tune (performance)
* sing with open, head fomiies 7| *, descrlbe briefiy construction of an
tone (parfarmance) * sing or play.in fune (performance) instrument
+ read music. * bresthing and posture (perfnrmanca)
* read rhythms
L « sing or piay (variety, expresswely. * sing (in tune, expressively, tone + conduct pieces in 2/4, 3/4, & 4/4 (know}edge)
CREATIVE . ‘ in tune, good pasture and colours) + read and sight-read rhytnrruc notation (eighth
WORK - braathing technique, sing with | « breathing end posture 1o whole, 4/4)
" haad tone, dynamics, tempi) * perform a created song based on | * read and sight-reat songs with fiats, sharps,
- read music (knowledge) -a story or poem - natumis, key eipnatures e
PERFORMING * read rhythms (knowiedgs) '+ perform compositions * sing and play the major scale in their music
+ perform compositions + sing & familiar song and manipulate | * sing and play in tune expressively, dynamics,
an element o change the effect . - tempi and phrasing)
{composition) * perform a created song based ona story or
poem
+ perform compositions
* sing a famlliar song and manipulate an
element to change the effect (composition)
CREATIVE + write new words for famifiar + sing & familiat song end manipulate | + sing & familiar song and manipulate an
’ melodies Bn element to chenge the sffect element to change the efiect
WORK - * create accampaniments for story, |+ create accompaniments for story, * create eccompaniments for story, poem,
. poem, drama poem, drama drama
* create melodic ostinato * create B song based on & s::ena + cregie & song based on & scene from a
COMPOSING sccompaniment for a song from & story or poem story or poem
* compositions + compaositions + compositions
* response to & variety of musicina | * response to & variety of music ing | - responee o & variety of music ina
CRITICAL variety of art forms variety of art forms variety of art forms
THINKING - + analyse effects of compositional + describe how various elements * describe how various elements ere combined
' choices in creating/manipulating are l-;l;mblﬂ&d to creafe different to create different moods in two pieces of
- mood moof difierent styles
LISTENING * explain personal preferences + listen to and IdBfﬂ!fY‘ChafﬂmﬂﬂB‘ﬁcs * listento aﬁ?descﬁbe characterisiics of the
with vocabulary of Renaissance music Barogue and Classical periods
*. maejor scale in notation and * describe briefly construction and use of an
listening instrument (knowiedge)
* introduction, verse chorus form'in | . simple structural forms in parfurmance and
pa:fnnnanne and listening listening
+ identify tone colour of mstrumenﬁs

BOLD denotes expectations that are new for the grade.
I'DiLICS denotes expectations that have been moved from another subcategmy
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~_SUMMARY OF EXPECTATIONS FOR MUSIC - INTERMEDIATE }—

GRADE 7

|- GRADES§

KNOWLEDGE
ELEMENTS

. .

. match pitch {periormance)

identify the uphaat and downbeat Bs well as
conducting petierns for 204, 3/4 and 4/4 metres in
their music ¥ '

read music accurately (sharps, flats, naturals, key
signatures, trebie or bass clef, intervals, dotted
noies and dotted combingtions, syncopation,
‘articulation, simple duple an triple metres,
‘markings and ltalian terms) (also performance)
sing ar play the major scale in their music
(performance) -

recognize unison, sacond, third intervals aurally
(listening) and in written form

r v
identify dotted, dotted combinsations and
syncopated rhythms

identify metres and time signatures
Identify pick up notas, endings, D.C. a! fine
identify texturs in their music

recognize binary and temery form (listening)
identify tone calours In various ensembles
bregthing and posture {performance)
describe history, construction and use of &n
instrument N :

+ conduct pleces in 214, 34 and 4/4 or other
meires i e

play or sing music with accuracy (notation,

major scales, match piteh, arliculation and

phrasing, dynamics, kelian terms, templ, ete))

(aleo performance)

identify metres and time sighatures

- expiain D.C. 8/ coda, d.s. al fine, and d.s, al

coda
identlfy texture in their musiz .

* recognize rondo end theme ang variations
forms (also lisiening) ’

CREATIVE:
WORK -

PERFORMING

" e ° * 8

.

read music accurately (sharps, flats, naturals, key
signatures, treble or bass cief, intervais, dotted
notes and dotted combinations, syncopation,
articulation, simple duple and triple metres,
markings and Maiian terms)

match piteh 3

breathing and posture .

sing or piay the major scale in their music

sing or play expressively

sing a famiiiar song and manipulate an element to
change the efiect (composition)

perform compositions ?
perform two contrasting created songs based on g
story or poem

+ play or sing music with accuracy (notation,
maijor scales, match pitch, erticulation and
phrasing, dynamics, italian terms, ternpj, etc.)

sing or play expressively -
perform compositions
perform a short musical
improvise a solo meiadic line

e e e

CREATIVE
WORK -

| composING

sing a famifiar song and manipulate en element to
change the efiect

craate accompaniments for s0ngs, with sounds
and structures

compasitions i '

create two contrasting songs based on a scene
from & story or poem, connected with dialogus

* ‘compositions in standard notation
create a short musical using songs,
- dialogue and drama

 CRITICAL
"THINKING -

LISTENING

Y

response to & varety of music in vanety of art
forms and media . 3
rasponse to & community performance

describe how changes in texture create diffierent
maods )

listento and descrlbe charactaristics of music from

the Romantic period )
describe history, construction and use of an
instrument (knowledge) = -

Identify music industry and socioeconomic
efiects :

* response to a variety of music in & variety
of-art forms and media

response to a community performance

describe some of the historical context of

muslc they play, sing or hear

» recognize and describe the difference

between program and absoiute music

BOLD denotes expectations that are new for the grade.
TTALICS denotes expectations that have been moved from another subcategory, )




£EMOLOGY AND CONCEPTS DEFINED } : \

- ELEMENTS OF MUSIC | .

: Often, the elements of music are identified as the folloqug Bca.‘c, Rhythm, Mclody,
Dynamics, Timbre or Tone-Colour, Texture, Harmony and Form. The elements of music are
the central concepts of the expectations for music education in The Ontario Curriculum -
The Arts. Musical concepts are lcamed and experienced through performing,
and analysing. The overall expectations from I?ze Ontarzo Curriculum - Th
Strand, Grades 1-8 are as follows:

1. Demonstrate an understending of the basic elements of music specified for ’rhe grade
(see balow) through listening to, performmg and creating music;

2. Use correcﬂy the vocabulary and musxcal terminology associated with the specific
expcctaﬁons for this grade.

creafing, listening
e Arts, Music

BEAT

The bcat of music is a regular pu]se which underlies the music. It is what your toe or
finger would tap while listening, Most music has a beat, although some forms do not
(i.e., plainchant), It is a standard of measurement in musical time,

RHEYTHM -
The term rhythm rclaies to duration of sound and sﬂcnce usually over a steady beat.
It’s often referred to as the flow of the words.

Tempo usually refers to the speed of the beat. It can be fast, medium or slow. Italian

. terms are often ussd to indicate tempo, i.e. aliegro (fast), moderato (medium), adagio

(slow). Tempo can also be specxﬁed as the- numbcr of beats per minute (1 2., 0 =120
bpm)




~(_ TERMINOLOGY AND CONCEPTS DEFINED )

.

METRE
Metre refers to divisions of the beat into groups of measures. Metre i usually indicated

by the time signature* at the beginning of a printed score of music. The ﬁrst_béa.t of
the measure uspaliy.receives & stronger pulse.

The most common metre is groups of four beats. .

- 4/4 or common time (i.e,, 12 3 4123
£1234..) L ‘

SPYYY|Pyey
Other corﬁmon métrcs ix;clude: o

2/40r22 (le,12121212.. ) 3/40r3/2(ie, 123123123 ., )

S YYYY  evviwey

M'Aetres can be categorized in two types. .. duple metres which have an even number of

. beats (2 or 4 beats per mcasurcj and triple metres which have three beats per measure,

_*The-time signature contains two numbers . .

. the upper number refers to the mumnber of
 beats per measure,

‘the lower number refers to the type of note that gets the beat.

4 — number of beats per measure

4 -~ .typa of npté that gets the beat (i.e., 4 = quarter note) -




//

our “mind’s ear”, It consists of a series of pltches organized one after the other,

{ TERMINOLOGY AND CONCEPTS DEFINED i} _

- RHYTHMIC VALUES AND RHYTHM PATTERNS :
* The duration or length of mdlwdual notes can be shown through music symbols or verbal

syllables. The followmg chart shows the music symbol, its name and syllable, The chart also
shows the maihmancal relationship between each rhythmic value. .

NOTE NAME ‘SYMBOL SYLLABLE
; th_le Notg_ ‘ '™ Ta-a-z-a
. HalfNote - = J J Ta-g, Ta-a
(2 half notes = 1 whole note) ;
Quarter Note o
(4 quarter notes = 1-whole note; J J J : J TaTaTaTa
2 quarter nntes =1 half note) . :

Eighth Note

(B eighth notes = 1 whole note: J) J:] I" J) D n » . " ;
2 eighth notes = 1 quarter note) . Teli, Teti, Tioti, Tioti

Sixteenth Note S g 5o |
V16 sixeenth noves = Twhole | W JTTITTTI T3 Tt Thrtir, Therictier,

2 sixteenth notes = 1 eighth note) Tieritieri

These individual notes can be combined in pattcms often 1m1tat1ng speech. Some examples
in 4/4 time follow:;

VI 0

‘Tata ti-ti ti-4 ta-2 ta ta - ta tia

MELODY

Melody is the tune ofa plCGB of music. It 1s often the feature of music that is remembered in

or horizon-
tally. These p!tchSS also have rhythrmc values atrached to thcm . in other words, rhythm
can exist w1ﬂwut melody, but melody cannot exist without rthythm. Melody is represented
by rhythmw symbols on a staff, usually with either a treble clf:f or a bass clef. The shape of
& melody can be dcpxcted usmg a meledic contour map. .

10
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. lTERNHNOLOGYAND CONCEPTS DEFINED )

PITCH

In scientific terms, pitcﬁ refers to the frequency of vibraiions of sound. The higher the vibra-
tions per second, the higher the pitch. In student terms, pitch is the highness or lowness of
sound, This can be a difficult concept for children, cspecially when high and low are vertical
1deas and keybaards and Orff instruments go from ingh to low, right to leﬁ, horizontally,

'STAFF

The staff is a set of 5 lines and the 4 spaces between them. Each line and space, beginning

at the bottom, represents a letter in the musical alphabet as shown below. The musical alpha- |
" bets ABCDEFGABCDEFG .

CLEFS

A clef (key-old French) designates which letters apply to the lines and spaces on the staff,
The treble clef for higher pitched voices and instruments is shown immediately bclow w1th
" the letters of the musical alphabet indicated. The bass clef for lower pitched voices and
instruments is the second example with the appropnate letters mdlcated

B : ' e

LY
)

P
=

o

Lt

MELODIC CON’I‘OUR or MELODIC MAPS

By connecting the notes of a mclody with a line, or by movmg a hand or pancﬂ as pitches
rise and fall, a melodic contour map can be created. (Set examples under Texturc )

-@g:,
, o
L -

L =
B.-
Bl
L .

‘1 Bl
by
L .
HES
T
et

Frere Jacques
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(__ TERMINOLOGY AND CONCEPTS DEFINED Ds

DYNAMICS

Dynamics are the variety. of volume levels of music. In si:i:niale terms they can be described ,
as loud, medium and soft. Dynamics can also change a piece of music. Italian terms and/or
symbols are often used to de'sc;_'ibe dynamic levels verbally or in print. 7

ITALIAN TERM SYMBOL DEFINITION
fortissimo (for-tee—sfﬁ-moh) - ff very ioud

forte (for-tay) | s | | f foud -

mezzo forte (me{-sp for-'say-) ‘ - omf hoderateiy loud

mezzo piano (met-so pyéh-no) _ mp moderately. soft or

moderately quiet

' piano (pyah-no) | P | softor quist

pianissimo (pyah-nee-sih-moh) . pp ' very soft or quiet
| crescendo (creh-shen-doh) | . < gradually get louder
. decrescendo (dée—cre,h;shen-doh) > gradually get softer

TONE COLOUR or TIMBRE

Tone colour or timbre is the distinctive quality of 2 sound that makes it unique and different
_ from ‘andther sound. It is how one knows a familiar voice on the telephone or recognizes the

sound of an acoustic guitar. Most commonly, tone colours can be described by naming the

instrument; voice-type or other sound source. Tone colour can also be described in more

artistic ways such as dark, light, bright, even as red or blue, '
INSTRUMENTS < k _
Instruments are grouped in families, either by the material from which they are made, or by
the method of sound generation. Voice-types are group

‘ ed around four basic ranges: soprano,
alto, tenor and bass. A chart outlining instrument families follows. ' '

12




{_ TERMINOLOGY AND CONCEPTS DEFINED )

. BRASS

brass, lacquer, steel

vibration of lips with
air through a tube

' NAME  MATERIALS | GENERATION | PITCH CHANGE
o OF SOUND - ‘
trumpet brass, lacquer, stee!’ vibration of fips with | valves which add
air through a tube tube length
hom brass, lacquer, steel vibraﬁon of lips with |valves which add tube
- w air through a tube | tength and movement
| of the hand in the bell
trombone

| slide which adds

fube iength .

baritone/euphonium

brass, lacquer, steel

vibration of lips with

| @ir through a tube

valves which add
tube length

O S A TR

-

OF SOUND

flute/piccolo

brass, lacquer, stesl

vibration of air across
a hole through a tube

keys which shorten
tube length

clarinets

wood or plastic body,.

bamboo reed, metal
keys

vibration of a single
reed with air through
| atube

keys which shorten
tube length

saxophones

brass body, bamboo
reed, plastic or steal
mouthpiece, metal
keys

vibration of a single

a tube -

reed with air through

keys which shorten
tube length

| oboe

waod or pkasﬁt:-body,
bamboo reed, metal
keys

vibration of a double
reed with air through
~atube

keys which shorten
tube length

bassoon

wood 'or piéstic body,
bamboo reed, metal
keys

vibration of a double
reed with air through
atube -

keys which shorten
tube length

| =

13
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~( TERMINOLOGY AND CONCEPTS DEFINED ¥

~ STRINGS
"NAME ' | MATERIALS | GENERATION |PITCH CHANGE
‘ i OF SOUND

violin, viola, ceﬁo.
bass

| hollow wood body,

steel strings, wooden
bow with horsehair

vibration of strings
with friction from a
bow (covered with

| resin) or plucked by

the fingers

' shorten strings with

finger on fingerboard

- frame, plastic keys,
wooden mechanism

| felt hammers, strings

vibration of strings
struck by felt
hammers, controlled -
by fingers

guitar “holiow wood body, vibration of strings | shorten strings with
- steel orplastic pluckad by the finger on fingerboard
| strings fingers or plasiic pick| = =~ -

banjo - wood or steel holiow | vibration of strings | shorten strings with

' body, plastic or skin | plucked by the finger on fingerboard
membrane, steel fingers or plastic pick!
strings S

" ~ 'woo_d fame and | vibration of strings pedals which change
| hare hollow wood box, plucked by the string tension, and
‘ metal mechanism | fingers different string

and strings lengths

piano* wood box stee]

a variety of string

| lengths, thicknesses

and tensions

* also classified as percussion

14



{ TERMINOLOGY AND CONCEPTS DEFINED )

PERCUSSION

plastic or skin’
membrane, steel

'mechanism

brane struck by

1 felt mallets

Membrane Percussion *
NAME MATERIALS GENERATION' | PITCH CHANGE
) OF SOUND g L 2
. share drum steel or wood frame | vibration of very little variation
' plastic or skin membrane struck by ‘ '
membrane, steel sticks; snare vibrates
coils ‘ in sympathy with - "
membrane when
engaged
other drums: steel or wood frame -| vibration of mem- very littie variation
‘ piastic or skin - brane struck by :
membrane sticks or hands -
timpani | metal “bow!” vibration of mem-

pedal changss
ension of membrane

Wood Percussion

Xylophone .

pattern)

(laid out in keyboard

wooden keys, metal
frame, metal or.
wood resonators

vibration of keys
when struck by
mallets, amplified
through resonaters

different lengths of
keys

wood block, temple
blocks

| wood or composite

plastic with
resonating chambers

vibration of wood
when struck by

mallsts

diﬁéfent sizés of.
blocks

Metal Percussion

| cymbals brass, steel vibration of metal different sizes and
when struck different impact
together or by - points
mallets or sticks
tambourine wood or plastic vibration of metal different diameters
frame, metal discs when shaken or struck -
/| by hand or mallet
cow bell

metal

vibration of metal

‘when struck by mallet

different sizgs

glockenspiel or
bells (laid out in
keyboard patiern)

metal frame and
meial keys

vibration of keys
when struck by - -
mallets

different lengths
of keys

15




~( TERMINOLOGY AND CONCEPTS DEFINED )

Just as the texture of fabric is created b
cal texture is a product of the ¢

used to describe fabric can also be used
. ~ plush, dense, transparent, smooth, et...

y the character and the intem;'eavmg.df fibres, musi-
and the interweaving of musical lines. The words
to describe musical texture ., . rough, coarse, thin,

Thrée specific textures have musical

_te:mis assigned to them. They are monbphnnic, homo-
phonic and polyphonic. ; '

TEXTURE ~ DIAGRAM DESCRIPTION

e one sound - a single melodic
monophonic . line with no accompaniment.
W One voice or many voices

' ~ | may perform the single
' “melody, but there is no
harmony (i.e., a choir singing
Twinkle Twinkle Littls Star
without piano)

'| ‘unified sound - a single
melody supported by chordal
accompaniment,.or supporting
harmony parts moving in
similar rhythmic patterns

(i.e., most popular songs:a
melody accompanied by
drums, bass and guitar. a
choral or hymn arrangement)

homophonic

many sounds - a single
melody overiapping ttself or
several melodies woven

'| together to create harmony
(i.e., a round like Frere
Jacques, or a fugue by J. S,
s Bach) e

polyphonic

HARMONY _

More than one pitch at a time creates harmony. Harmony can aiso be described as the verti-
cal organization of pitch. Pitches can be arranged in familiar combinations known as chords
or'triads, The quality of these combinations can be described as consonant (pleasant

) or
dissonant (harsh or discordant),

‘but these words are dependent on the listener. Musical con-
sonance for a teenager might be different from musica) consonance for.a grandmother.

Traditional harmony is governed by 2 set of rules that is related to tonality and scales/key
signatures, s ' ' ' :

16




FElements 7

Dynamics

EEEEEEQE

PRI

HARMEUL

T 140 E

_DANGER

MORMAL

QUIET R
grer g %

£
-
L=

‘mﬁraﬁﬁm

F !f*eifﬁ

created by Suzanne Denney



7 Elements

ELECTRIC

Waveforms
Clarinet

o First ‘w‘mi.i b



F Elements

AY : ;
) PN [ i
B o~ A v e w o ww = ==
!e U y b ogave my love & cher 1y that ha:  no stone
! il
B _— ) » P s
; . ¢ - o 2 prs
L _’{w P = £ T ¥
L Myl z & :
3 gave my love a  chic ken  that has oo nune |
o
e — it e My
Tt : = - -
M gave my o a ting ~  that has nw end. I
e
[FE.] 1] -
E' o g :
L . i = 1
A T & =
gave my love o  bae by with no o e

The C Scale
Step Ladder

MELODY

The Horizontal aspect of PITCH

’ q F = 1

sl - 4
=) E e !-' -5" :
v sl i e SR ;
e i

created by Suzanne Denney



FElements =

I ieter Tempo

™,
Conductingpattern: 1| 4>
| e

T T

o

3

o e

Bﬂ'[::lﬁlﬂﬂs - Measure

Time Signature;
4 =4 beats ina measure
4 = Quarter note ge’cs 1 beat

ereated bv Suzanne Dennev



Physics

s

Sta“ffumusmal

55 cycles/second (hz)

created by Suzanne Denney



Whole Note

Half Note

Eighth Note

A R M

)

.Jﬂ'lﬂlll
1eka2e

ailo '#lﬂ':#ﬁ"$$$--$§ |

&2 Joe&ka ded

crealed by Suzanne Den}zey



TEXTURE

Texture Form o
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CHORDAL
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COMPLEX

Example: “Yestsrday' by The Beatles

A7 BELTION,
slow pace, fragmentas)
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finy shao had to oa.." {faster, highsat)
SA"returns with newwor
Your parcaplion of the i2sus chay
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SIMILAR
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- Adda Sopmno last—it’s the flavouring’

This list is only a guideline, your budget mighzf dictate as well.

Omck Ti ips For OIff Instrumentarium Acquzsztwn

Always start with an Alto —it’s within female/chzlaren s natur al smomg range

wa . et

}vr”‘ i add [#4 JJ(-LS;)—LU Credie Lht: au}}yal”téﬂuﬁuuu{)ﬂ

Stm t wzth 3- 4 Alto Xylophones , then add

2 Bass Xylophones

1 Soprano Xylophone
I Alto Glockenspiel

- 1 Alto Metallophone
I Soprano Glockenspiel
I Bass Metallophone

- 1 Soprano Metallophone

T echniques And Process For Teaching The Barred Instruments

Start by ‘mirroring’. Teacher leads, children mirror.
Repeat in pairs —leader/follower.
Inrroduce ‘patschen’ - knee patting. Do it lzcrhtly, always bouncing off— horstove
Mirror, using patschen. Always bounce in the middle of the knee. That’s your -
playing area.
Create a pattern.
Transfer it on to a barred instrument.
Remember:  Always bounce off the bars
' Always play in the middle of the bar
- Always alternate the mallets—especially when playmg on the same bar
When removing/returning the bars—use two hands—one on ‘top’ and one on the
‘bottom’ of each bar. Pull the bar straight up. <
Start with a solid bordun pattern. Move on to "walking’, "cross-over’, ostinati, ...etc.

Your own ﬁ

e
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performance observaﬂon checkhét, 1

composition checkhst, e
 families of Western mstruments chart,
listening chart, and

deveippmental continuum (...in prqgréss)_.










Musac GradeB Subtask1
Vocal Warm ups

o Body e
o fent apart balanc:ed
:-f'_‘f-‘_-{“'_,-shouider Rellly i N atE :
_-neck ¢ stretches (look !eﬁ and hold look right and hoid) s i
Ao hands on your head breathe lI'l keep chest h!gh 2s you 1ower your hands to your
B sades S s g e

'"5'_:5‘::‘Breath1ng e s ignitey
. -sipin through a straw keep shoulders re}axed

. keep Flbcage high as you breathe jow -
T ‘.’.-shoulders don't contain Iungs S0 keep thern re axed 2l i
—breathe in d%ply* Jet it oLt fo a hiss, see how rnany beats YDu can go"

s P!aoement R - e
-deep breath Iet out a 5|gh s*tartmg as htgh as you can and shd.lng slowly downwards
o i f—repeat almlng hlgher falling more slowly and endlng up ]ower explore your full
. vocal range e 4 .

. -useyour hand to |m1tate the mo’uon of the voice

-hands on your belly, sides, or'around the bac_:k to feel the expansmn of breathmg e

~ | -deep breath, lips together, testh apart, and hum.. fes| the wbratlons in your nose your” iy

i f'forehead your hps open mto vanous vowels AL

o Voc:ahse s

. -use vowel sounds on the followmg note paﬁems (ee ay, ah oh oo) keep the mouth _

3 ‘more vertical than horlzontai (three fingers vnr’ncany between your testh or finger « on -
o thg)chln and pul! down hands on your cheeks a la Home Alone) pucker hps sllghﬂy

BV
A : : : ——
A — “ 0 doiiies upby
U e b ~ semi-tone
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A | 5 Ascaomim g :
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The O]d Wor]d Meets 1he New

¢ifvo'cn!
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: .' A Musxc Umt for Grade 6

orde )

Relaxed shouldcrs/ Bood
p holding’ position_

Ey: contact with teach :

"7 and/or music '

-— Standmg Straight nrsmm
ek 1all 8

= Brea-th':s “mte :h: belly =

; Opensrnouthf good 1
7 embouchure;

: Matche.s pitches/ Cor.r:ct_;-; g:] :

! fingerings

Stays n rhy{hm

Reads orsight reads

: e Goodvnwcl farmatmn/_;; ;

amculantm

Llsims anennveiy
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1 Uses correct tr:nnmol_egy
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.Pamtl ) e
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Level It
Level II:
Level III:

NMiUDIU KEDUURKULD

(Excerpts taken from Coalition for Music Education in Canada)

Kindergarten, Junior/Senior

el ad Ao

Primary

Junior

VRN AW

Music Builders  (K-VI)
Musicplay Kindergarten -

Music for Fun. Music for Learning
Come On Evervbody, Let’s Sing

(Gr. 1-3)

Music Builders (I, II, IIT)

Musicplay (1,2,3)
Come On Evervbody. Let’s Sing

Canada Is... Music (I/II, II/TV)
Musicanada (1,2.3)

- Music for Fun. Music for Learning

Songs to Play and Games to Sing

More Songs to Play and Games to Sing

Yes Today We Sing and Play
(Gr. 4-6)

Music Builders  (IV, V, VI)

for teachers with little or no music, music education experieiice
~ for teachers who can read music and some experience
for experienced music teachers/music specialists

. Marilyn Hardie/Elaine Mason

Denise Gagne
Lois Birkenshaw
Lois Birkenshaw-Flemming

M. Hardie/E. Mason
Denise Gagne

Lois Birkenshaw — Fleming
John & Margaret Harrison
Penny Brooks

Lois Birkenshaw

Ada Vermeulen

Ada Vermeulen

Ada Vermeulen

M. Hardie, E. Mason

L

2. Musicplay (4, 5, 6) D. Gagne

3. Canada Is..Music (III/IV, V/VI) J & M Harrison

4. Musicanada 4,5,6) Penny Brooks

5. Canada: It’s Music Robert de Frece

Recorder (Gr. 3-6)

1. Complete Recorder Resource:  Vol. 1 &2 Denise Gagne

2. Let’s Play Recorder Instruction Book Leo Sevush

3. Recorder Routes Carol King

4. Recorder Time - Gerald & Sonya Burkakoff

5. Teaching the Recorder...when you’'re Jilian Stambolich
not a music teacher.

6. Classroom Recorder Instruction for the Nancy Davidson

Non-Musician Teacher
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Listening & Viewing

L.

2.

6

7

8

The Brummitt-Taylor Music Listening Program
(Whole school, 5 year cycle listening program)

Classical Kids Series — Suzanne Hammond

(Beethoven Lives Upstairs, Mozart’s Magic Fantasy, Vivaldi’s
Ring of Mystery, Mr. Bach Comes to Call, etc) :

www.childrenseroup.com/ sections/resources

3. The Composer’s Series Videos — RCA
4,
5

Marsalis on Music - Wynton /Marsalis
Musicanada Encore — Listening & Appreciation

~ Joan Cobbold & Jane Wamsley
. Arts Alive program —  National Arts Centre

- free www.artsalive.ca

. Opera for Evervbody - Music site

www.operaforevervone.com/mesite
- Neil Yardley

J .A Young Peoplé’s Guide to Music

Music Suppiiers & Publishers

Cosmo Music (905)-770-5222
Berandol Music (877)-356-1002
Music Builders, K-V1

P.O. Box 45059

81 Lakshore Road East .
Mississauga, ON — L5G 1B0

Theme & Variations =~ (888)-562-4647 (Fax)
"Music play K-VI" _

Denise Gagné

60 Dixon Crescent

Red Deer, Alberta

Harcourt Canada (416)-225-4491
"Musicanada Gr. 1-6"
55 Homer Avenue -
Toronto, ON M8Z 4X6
Recorder Centre

984 Dovercourt Road
Toronto, ON M6H 2X5
Long and McQuade/RCM Music Store

90 Croatia St )

Toronto, ON M6H 1K9

Wateloo Music Co Ltd.  (1-800-563-9683)
3 Regina St N

Waterloo, ON N2J 4A5

- (416)-534-7931

. Leslie Music Supply _ (905-844-3109)

Box 471 .
Oakville, ON L6J 5A8

L II, I

L.IL III

(Ur./int)

(Ir.)
(Jr.)
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Music Plus

5 Michael St

Kitchener, ON N2G 1L7
inforf@musicpluscorp.com
Harknett Musical Services
943 Eglinton Ave. East
Toronto, ON M4G 4B5
Remenyi's :
210 Bloor W

Toronto, ON

Soul Drums

5295 Yonge St

Toronto, ON M2N 5R3
St. John's Music

109 Vanderhoof Ave.
Toronto, ON '

Techpology: :
Music Ace 1 - Ministry licensed

Music Ace 2 - Ministry licensed
Band in-a-Box - Ministry licensed
Finale - Ministry licensed

SRR

Early Music Skills

(1-800-608-5205)

(416-423-9494)
(416-968-7236 or 1-800-667-6925)
(416-225-5295)

(416-785-5000)
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~ The different kinds of accompaniments played on barred instruments
require varying degrees of skill and coordination on the part of children. Since
. certain patterns are easier to play than others, accompaniment patterns should
be taught in a logical order for ease of learning. (For example, borduns with
notes played together are easier than broken or arpeggiated borduns.) Further
advice on such sequencing, along with information on orchestrating accompa-
niments for barred instruments can be found in resources such as Frazee (1987)
and Warner (1991). Canadian sources that contain excellent orchestrations
designed to accompany children’s songs and rhymes include Otto and Asplund
(1990), Wuytach and Sills (1994), Birkenshaw-Fleming (1996), Shieron (1997),
Sills (1999), and de Frece (2000).
Teachers will find that barred instruments are also excellent tools for use
during jmprovisation experiences in the classroom. For example, teachers might
try a guestion-answer improvisation in which the teacher plays a short melodic
“question” on the xylophone and the children improvise a melodic “answer” on the
métaJlophone.' Or, an ABA (ternary) form—consisting of two comirasting sections
(Aand B) with a return of the first (A) section at the end—can be built using melodic
phrases improvised by the children on the slockenspiel. The barred instruments
provide a wonderful extension to vocal improvisation because of the large range
of pitches available. More detailed discussion of specific activities for instrumental
improvisation with elementary school children can be found in Chapter 6.

The Recorder
Recorders are used in.the elementary music classroom to give children their first
experience with playing a wind instrument. Very accessible to beginners, this
fute-like instrument dates back to the Renaissance and Barogue periods, and
wind music that could be played by the instrument appeared as early as the late
fifteenth century. One source suggests the word “recorder’ means to warble or
sing like a bird, which is a good description of the clear, singing-like tone pro-
duced on the instrument. ‘

The Recorder Family

R_ec’ordefs come in five different sizes, ranging from the very high sopranino —
recorder (about 23 cm long) to the low bass recorder (about 88 cm long). The
soprano recordei' (about 33 cm long), is the second highest of the five. Students
in Grade 4 are generally considered 1o be ready, in terms of physical development
(hand size, finger dexterity, and breathing) to begin playing the recorder, and ' E
they usually start with the soprano recorder. The range of this instrument I

Chapter Five Playing Classroom lnstruments 9 5
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Part Two

Recorders (left to right: sopranino,
soprano, alto, tenor,
and bass)

is similar to that of children’s voices and thus it blends beautifully when playing
a melody, melodic ostinato, descant, or countermelody as an accompaniment for
singing. For children who are interested in learning to play other sizes of
recorders, teachers usually add the alto (about 50 cm long), followed by the
tenor (about 65 cm long) or the sopranino. The bass recorder is generally too
long for even Grade 6 children to reach the finger holes. '

Many elementary music teachers also find that the soprano recorder or the
alto recorder are the most' comfortable for beginning their own personal
recorder experience. Both can be useful tools for a variety of teacher activities,
such as modelling the melody of a song or playing the beginning motive of an
improvisation fragment to the children.

Recorders are made with one of two fingering systems. Baroque fingering (also
called English fingering) is modelled on fingering systems that were used in the
sixteenth century. German fingering is an early twentieth-century invention
that was developed as an attempt to simplify the instrument for beginners. In
reality, this simplification is minimal (you can play F with one finger of the right
hand instead of using a forked fingering involving two fingers), while the trade-
off in intonation is considerable.

Authentic Musical Experiences




Most teachers choose to use recorders that are built for playing with the
Baroque (or English) fingering (see Table 5.1), as these instruments will allow
the children to play with better octave and chromatic intonation. Good quality
plastic models of these traditionally wooden instruments are available at rea-

. sonable prices from music stores across Canada.

Care of the Recorder

Learning to care
for the recorder is
an important part
of the '
instructional
process.

RS-

Elementary school children should be taught how to care for their recorders

from the first time the instruments are used in the classroom. Encourage chil-

dren to warm their instruments to. room temperature before playing by holding
them under their armpits for a minute or two. The connecting joints between the
two or three sections of the instrument (mouthpiece, body, foot) should be kept
Jubricated on a regular basis with a commercially made grease manufactured
specifically for this purpose. Teach children how to put their recorders together
properly—by twisting the parts slowly in place rather than shoving them direct-

" ly into each other. The body and the foot sections of the recorder need to be

cleaned out gently ‘with a lint free swab after every use. Moisture in the mouth-
piece can be removed by blowing into it while completely covering the hole on
the top with the hand. Plastic recorders can be washed periodically in mild soap
and warm water, then rinsed and put away. For storage, a vertical position in a

~ cloth bag or plastic case 1s desirable.

Playing the Recorder

LE
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When playing the recorder, remember the importance of good posture and
breathing. The brief discussion in Chapter 4 on diaphragm breathing (see p. 27)
is also relevant here, since the recorder requires a steady flow of air to make the
instrument “sing.” Encourage children to sit on the front edge of their seats with
their feet flat on the floor, leaning slightly forward over their knees. Their chins
should be level with the floor (encourage children to look straight ahead rather
than bending their heads down), with the recorder brought up to their mouths
and held at about a 45-degree angle. The elbows should be relaxed but held
slightly away from the body (see photograph on p. 98).

In fingering, the left thumb covers the back hole on the recorder. The first
three holes on the top are covered by the index, middle, and ring finger of the left

hand. The thumb of the right hand sits gently on the back of the recorder behind

the fourth or fifth hole to help support the weight of the instrument. The bottom
four holes of the recorder are covered with the fingers of the right hand. The fin-
gers should rest gently on the instrument, and the pads of the fingers rather than
the tips should be used to cover the holes. ' :

For ease of instruction, fingers on the hand are usually labelled
“thumb-1-2-3-4" (the index finger is “1” and the pinky finger is “4”). This makes
talking about fingering quite simple. In the classroom, when a teacher calls out,
“G is fingered with thumb, left fingers 1, 2, and 3,” the children should be able to
quickly determine the correct placement of their fingers.

iveu Playing lassrpom jnsjruments o
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The recorder is placed lightly between the lips in front of the teeth, and the
corners of the mouth are brought gently around the mouthpiece to close off any
air leakage. Initially, children might be asked to say the word “poo” and freeze
their mouths in this position while gently placing the recorder in the open-space.
: This can help to give the students an approximate sense of how the proper
embouchure (the shape of the mouth when playing a wind instrument) should
; look and feel. Children should be instructed to blow gently, but with enough
e force to produce a warm, steady tone. Initially, if students blow too hard they will
i produce a high, squeaky tone; an inadequate supply of air will result in a shaky :
i ' " rise and fall of pitch. Students will need to experiment a bit in order to find the
i right amount of air needed to sustain a steady sound. :

After initial experimentation, children may be taught how to articulate—
that is, how to start the sound properly with the tongue. Instructing them to begin
each note as if they were saying “du” seems to give them 2 good idea of how to
start a note. Tonguing on the recorder involves placing the tongue above the
teeth against the palate, without touching either the teeth or the recorder mouth-
piece, just before releasing the air. Children will need considerable practice with
this in order to become comfortable with starting each note properly.
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Playing Different Notes

Table 5.1

Most teachers recommend starting the children with the note G and adding new
notes gradually as the students become accustomed to moving their fingers effi-
ciently between pitches. Echo games—where the teacher plays a short motive
using the new note and the children echo the same passage back—can be useful in
helping children to practise new notes. Generally the progression of instruction
continues from the note G to A, B, C, etc. as illustrated below.

" Recommended order for teaching new notes on the soprano recorder

Soprano Recorder Fingerings

! ] : — i s
=
| i : M —

G A B C D Ft E D E F Bb i

Thumb o ® e ° A ® ® ° y ® . o
Left 1 . 'V ® A A ° ° ° e e ® ®

. Left 2 ° ® A ] ® ° ° e ° e A ®
Left3 . A A A . . . o . . .
Right1 B A A A A A . . . " A i
Rightz & A A A Iy . . . . A A .
Right3 A A A A A . A . A . A .
Right 4 A A A A A A A A . A °

TT’;/M mf’ﬂ@éu"\rj f

e covered hole

A open hole _ . ‘
v partially covered hole (the left thumb covers only half of the hole) -

Examples of music appropriate for teachers and children learning the notes G,
A, and B include Merrily We Roll Along, Hot Cross Buwns, and Grandma Grumnts.
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Kevin Merkley, President
Ontario Music Educators’ Assoc
§ Graham Cres.
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24. FUNGA ALAFIA
Formation: Circle or group facing teacher
~ Focus: African polyrhythms, call and response, pentatonic scale

Activity

« Students echo “a-shay a-shay,” one time with voice inflected up, the second time,

down.
« Echo again singing both phrases.
« Teacher calls “Funga Alaﬁa,” students rcspond with above phrases.
o -Switch (students call, teacher responds). Half-group calls, other half responds.
o All sing whole soﬂg. Try harmony parts. |

« Keeping the beat flowing, students imitate gestures. Sing song with gestures.

o« Teacher creates body percussion equivalents of all thythms given above in percussion
and xylophone parts. Srudents imitate€ each, always singing the song twice and then
continuing the rhythms for the equivalent of two times through the s0ng.

o Students choose their preferred rhythm and sing and play as above-

o Transfer to iﬁstruments and develop 2 form with students through asking questions:
_What should happen first? (Sing song with gestures.)
_Then what? (Bell comes in for two patterns, then drum enters, then sing again.)
_What's next? (Xylophones come in.) Etc., etc. |

Variations

o Improvise melodically on the xylophones Over the drones and ostinati.

« Use in a school ceremony at the beginning of the year welcoming everyone or as a
ritual song to sing to NEW students in the school.

« Use in a play.

« Listen to recorded examples of Funga Alafia and Liza Jane (see below).
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Comments _

I first Jearned this song in an Orff workshop and was delighted to find yet another song
to add to my repertoire of “welcome” songs. No one knew much about its origins and
when | finally went to Ghana in 1999, I héard it performed in a concert. The musicians
were equally unsure about where it came from, though one suggested that it might be a
Hausa song. The Hausa are traveling merchants, mostly from naighboring Nigeria, and
since it is clear is that this song had traveled a great deal, this seems a logical explana-
tion. | , :

One time while singing it, its vague familiarity suddenly became clear—it was al-

most the same melody as the chorus to the American Folk song, Liza Jane!
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Oh E - li-za Li'lLi-za Jane, Oh E - li-za Li'lLi-za Jane.

Had it traveled all the way to the States or was this merely coincidence? I began to
look for information about Liza Jane and found it equally baffling—most SOUrCes simply
say “traditional” while one book attributes the song to someone named Countess Ada

de Lachau! As a listening exercise, compare the arrangement of funga Alafia recorded on |

the CD Poetry, Prose, Percussion and Song (see Chapter Four) with two other versions of
Liza Jane recorded by Nina Simone  and Linda Tillery respectively (see discography at
end of chapter). ‘

] am fairly certain that some music teacher made up the gestures. Of course, inte-
grating gestures and movements from daily life is common in West African dance, but
rarely so literal as to follow a text phrase by phrase. I generally speak the words to the
beat to teach the children what they mean without stopping the flow of the teaching,
but after that, let the motions spealk for themselves. This is good opportunity to teach
the children the origin of the phrase “ have nothing up my sleeve,” used to assure a
stranger that there is no concealed weapon.

The pentatonic scale familiar to the children playing Pease Porridge Hor over drones

*and ostinati is now given an African character with its syncopated melody, drone and
ostinati. (Note that the harmony rakes us out of the pentatonic and a mixolydian mode
s used in the solo.) The pentatonic scale is quite common in Ghana, as evidenced by
the pentatonic xylophone cradition. However, it is by no means the most important
scale and it is common practice to harmonize even pentatonic melodies.

I teach this song to children as young as three years old and parents often ask me,
“What is that song about, mushrooms? My child goes around all day singing ‘Fungus
love yal’” ' '
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houlders, Knees, and Toes.” First, sing
hrough. Then sing and add motions. Prac-
g the song together at a slow tempo. Finally,
1ts to stand in a circle and do movements as
, gradually substituting a body part with
¢ continuing the actons: touch head, touch
, touch kness, touch toes, and so on. :

at. Everyone sits in 2 circle and removes
. They agree on a song to sing together dur-
1 shoes are passed, left to right, and held. Be-
assing shoes to the right on the steady beat.
can say “pick up, pass, pickup, pass” as they
the actions. Then try simple variations (e.g.,
tap, tap, pass)

and Respond Rbythms {attention ge ers).
omeone knocks on a door to the rhythm
1a—da-da,” we know to reply “da-da.” In part-
\e student claps a short pattern and the other
s with a short reply. If the response includes a
ic impulse from the question, it will sound
smplete and be casier to remember.

ns Circle. Standina circle and with one per-
[T. IT creates any rhythmic phrase desired and
sed around the circle to the right untl it retarns
The person to IT’s right then becomes IL.

wvised Songs. ~ Collect songs that invite addi-
verses like “If you’re bappy and you know it,”
more we are together,” «Ajkendrum,” and

n by the Bay.” This type of song has a strucrure -

rernains the same, while portions of the song are
ed. Putting whole sets of new words to known
(copycat songs) can be confusing for young chil-
the practice destroys the special relationship be-
. tune and words.

| Chojrs. Ask for volunteers to form a choir
Qive them a topic like happiness. When a leader
s to each student, he must say Of sing a word or

2 sound related to the topic. For example, stu-
; say “play, laugh, jove” for happiness. Create di-
1g signals for students to say or sing their words
junds and hold or sing at different pitches. Stu-
s can learn to conduct the word choirs, and they
be about current units—growing things, other
1res, and similar.

istorm Simulation. This is a rhythm acavity.
1 a circle with eyes closed. A leader begins by rub-
r hand palms together. Person to right picks it up
] the whole class is participating. Then the leader

339

switches to finger snaps and that moves around the cir-
de. Next is thigh slaps, then foot stomps. Reverse the
order to show the storm dying out.

II. Basic Musical Concepis
and Elemenis

Note: The ideas described here are means 10 achicve
integration and do not constitute integration, if used

'in isolation or never connected to other areas of the

curriculum.

A Sound Education. Canadian composer and music
educator Murray Schafer has published a collection of
innovative listening activities called A Sound Educa-
tion, available by mail from Arcana Editions, Indian
River, ON, KOL 2B0. Along with his other books,
Rbinoceros in the Classroom and Earcleaning, Schafer’s
A Sound Educavion provides ideas and activities that
are challenging and worthy of teachers’ and students’
time and attention—mOoSst highly recommended!

i

Hum Melodies. Choose a song that the children
know. Hum the first line. If they don’t guess it, keep
humming the song until someonc guesses. Everyone
sings the words as soon as they know the song chosen.
Then have one of the children take a turn humming a
song. Example songs are «'ve Been Working on the
Railroad” and “Row, Row, Row Your Boat.”

Sing the Scales. Warm up voices by singing scales,
with or without the do-re-mi syllables. Borrow the

Suzuki idea and sing “Mississippi hot dog” on cach
note of the scale.

Kazoo Melodies, A leader plays 2 melody on a ka-
200 and the others must imitate it on kazoos. Make ka-
zo0s from combs by folding paper over them or use
empty candy boxes.

Environment Sounds (pitch). Listen to sounds in
the environment; it’s 2 good idca to tape record com-
mon ones. Ask children if the sounds are high or low
or in between high and low. Examples are a door bell,
mixer, and computer hum. '

Guess Who (timbre). In a group, tell children to
close their eyes and someone will be tapped on the
shoulder. Whoever is tapped says 2 word, like “hello.”
The others guess who spoke. Each time a correct re-
sponse is given, ask <How did you know who spoke?” The
answer will be related to the uniqueness of the per-
son’s voice. Repeat the activity. In 2 following session,
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play the game again, but have the children sing
“hello.” Stress how each person’s speaking voice is
unique, and so is the singing voice.

Name That Instrument (dmbre). Have children
experiment with various rhythm instruments to be-
come familiar with their sounds. Then ask them to
close their cyes as each instrument is played. Stress that
each instrument has a unique sound, even though
some may sound similar to cach other. Variation: Use
a tape or CD of orchestral instruments or other music
instruments (guitar, banjo).

Dynamics Dial. Dynamics has to do with volume.
Make a volume dial out of cardboard or use an old
clock. Label “soft” to “loud” on the dial with the mu-
sical symbols pp (very soft), p (soft), mp (medium
soft), mf (medium loud), f (loud), ff (very loud), mfz
(loudest). Have children sing a familiar song or talk as
someone turns the dial or volume button. The chil-
dren should sing or speak according to what the dial
reads. For example, if the dial said “pp,” children sing
or talk very, very softly. Variazion: Use hand signals to
slow dynamics.

Conducting Dynamics. Use with musical instru-
ments children have made or purchased ones (Orff or
other rhythm instruments). Ask them to play very
softly, softly, loudly, and very loudly. Challenge stu-
dents to start softly and gradually play louder
(crescendo), and vice versa (decrescendo). One child can
then be conductor. The other children play louder as
the conductor raises her hands and softer as she lowers
her hands. Have the conductor try fast raising of hands
to practise sudden dynamic changes.

Sound Effects Textured Story. Read a story (cu-
mulative stories work well and sound stories in Chap-
ter 8), and then assign repetitive words or sound effects
for children to perform on cue. For example, every
time the word “hen” is heard, children say “cluck cluck
cluck” or strike triangles. Involve everyone; sounds can
be made by the whole group or individuals. Record re-
sults to show textured [ayers throughout the story as
sounds enter and re-enter.

“Thick and Thin” Voices (texture). Use poems or
stories and assign different numbers of children to par-
ticipate in solo and choral readings or parts. Ask the
children how it sounds when more people are reading
compared to less. This should produce “thicker” and
“thinner” sounding stories. Repeat the activity using
singing voices. Relate to using individual versus multi-

A

CHAPTER 12

ple instruments by playing recordings of the same
song performed as a solo and performed by a choir. -

Canons and Rounds (harmony). First, practise
speaking rounds. Students can also sing along with a
tape that features rounds. Once they can sing with a
recording, they are ready to sing on their own.
Movements can be created for each line and per-
formed while singing, once the singing is confident.
For help in teaching and singing rounds, see Post It
Note 11-4.

Picture Form. DPlay a variety of musical works,
Discuss repetitive patterns and similar and contrast-
ing sections. Select a simple song for discussion. Ask
each student to raise his or her right hand when the
first line or phrase is heard. Label this A and draw a
picture of an object that begins with the letter A,
Have children raise the same hand if the next line js
similar and draw another A object on the board. If
the line is different, have them raise their left hands.
and draw an item that begins with the letter B. Con-,
tinue until there is a complete picture to represent.all
the phrases. Sing the song again and have children
raise appropriate hands as symbols are designated.
For example, “Mary Had a Little Lamb” would be.
“ABAC.” - .

Repeat a Beat.  Make a sound and repeat it a number
of times: tap the window, click your tongue, slap-your:
leg, or repeat a syllable (dum dum dum). Tell children
to listen carefully. Then they repeat the sound exactly.
Let the children take turns making a sound while oth-
ers listen and repeat the pattern. T

Spoken Rounds with Ostinati, Children first
memorize a poem. Explain the concept of ostinato
(something repeated over and over). Then ask one
group to recite the poem, while another group recites
an ostinato (a line or word that repeats over and over).
The ostinato may be a line they have created, the title
of the poem, or a selected line from the poem. When
children have practised the last two activities, break the
class into three groups. Two groups perform the poem
as a spoken round, while the third group performs the
ostinato. An example poem is Dennis Lee’s “A
Sasquatch from Saskatchewan” ( Garbage Delight). Re-
peat the first line as an ostinato. Varsation: Use rhythm
instruments to create osinati.

Space and Line Walk (notation). Make a large 1"
sical staff on the floor (masking tape). Children “yralk”
scales or simple songs on the staff. Everyone says of
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walk. Variation: Throw

notes couched as they
of the staff and name the

A pags on lines OF spaces

This helps students hear notes,
. Choose a jingle from a com-
familiar melody.

tical Listening.

 Sit in a circle and ask
only one syllable. Go ar
d. Variation: Use whole words
stinati (repetition).

ercial or use &
student to SINE
e until it i blende
phrases t0 help students hear o

ents Centre. Create a Jearning centre for
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out a tray of instruments
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Sound Box.
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2 door and window, and set

inside. Limit the number of

Find everyday items—“found
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for each sound.

Graphic Notation.
sounds” that make mu
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First, pairs choose tWO
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small dots to show
the numbers 1 to 8 across
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Next, put symbols
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Draw traditional
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music symbols and different
chalkboard, for example, quart
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membering it. Stud
symbol is erased. They open their
what symbol was cras
dents are to name the
the previous ones.
writing the answer

turns naming

ed. As more
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Musical Notation. Use 2 favourite children’s song
1o introduce musical notation. First, speak the lyrics
while clapping the rhythm. Decide where long, short,
and silent sounds occur in the song. Ask children to in-
vent symbols to record musical sounds. Write or draw
melodies using circles, squares, Or lines for notes. The
symbols should show if the melody goes up or down
and if the notes are long or short in time; for example,
use small circles for short notes and large circles for
long notes. Chant the lyrics again while pointing to
 the symbols. Ask the children again how to represent
high and low sounds in the melody, as well as symbols
for rhythm. Repeat and then ask children to create
symbols to address tempo ‘and dynamics. Sing the
complete song while pointing to the symbols.

Body Parts Sound Compositions (potation and
composition). Ask children to demonstrate sounds
that can be made with their hands, fingers, feet,
tongue, iips, cheeks, slapping, and other body parts.
' Grudents work in pairs to create a composition using
various combinations.

Jives (thythm). Hand and body jives allow children to
explore rhythm with their body part. Examples include
«Shimmy, Shimmy Cocoa Puff” and “Hambone.” Ba-
sically, you slap and brush your hands to 2 thythm. See
Mattox’s Shake It to the One That You Love Best and
Dunleavy’s Language Beat.

Two-part Rhythm. One group chants and claps 2
steady beat to the nursery rhyme “Hot Cross Buns,”
while another groups chants “One a penny two 2
penny” as an ostinato over and over.

Ttalian Experiments (tempo, dypamics). Students
can quickly learn the effect of speed on singing Or o
any task and can expand their vocabularies to incorpo-
rate a bit of Italian using this activity. A metronome is
peeded. Put the following tempos on @ chart, set the
metronome, and sing 2 familiar song: at each tempo,
for example, “Row, 70w, 0% your boat” Ask students to
discuss changes in pitch, enunciation, and so on.

Largo = broad (40—60 beats per minute)
Lento = slow (6066 bpm)

Adagio = at easc (66-76 bpm)

Andante = walking (76-108 bpm)
Moderato = moderate (108120 bpm)
Allegro = quick/happy (120-168 bpm)
Presto = very fast (168200 bpm)
Prestissimo = fast as possible (200-208)




3¥2

Variation: Extend creative thinking by playing ex-
amples of accelerando (e.g., Ravel’s Bokero). Try singing
any song using accelerando. Add dynamics changes like
crescendo and decrescendo (get louder and get softer) or
use staccato (choppy) and lggaro (very smooth).

Musical Instrument Categories. Collect orchestral
instrument pictures from magazines and put on cards.
Ask children if they know family members whose voices

Rhythm Instruments

CHAPTER 12

are alike and discuss how people have similar voices, but

unique voice sounds, too; this is also true for instru-
ments. Show pictures of instruments grouped in fami-
lies (percussion, strings, woodwind, and brass). Shuffle
cards and have children group them by similar sound.
Reinforce efforts based on sound groupings (some may
group by size, material, etc.). Explain how instruments

are grouped by (1) sound similarity, (2) the way they are.
played, and (3) the material from which they are made.

i
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UsIc SEED STRATEGIES . F

- pstrument Rummy: Make a deck of fifty-two cards,
with pictures of instruments from the four groups

sbove) replacing the four groups of face cards. Each

layer 8ET5 five cards. Place remaining cards on the
wable. The object is tO acquire sets of four common in-

. ents (string, brass, woodwind, and percussion).
The first player draws from the pile and chooses tO
geep the card or discard it face up- The player with the
ost instrument Sets at the end is the winner.

Homemade Jam. Have a jam session with instru-
ments students have made. Put on music and play along.
Variarion: Create 2 parade using all the instuments
made. (Titles of instrument-making books can be found
in the appendix under Arts-Based Children’s Literature.)

Playing Ipstruments. I the “younger grades, it
works well to have class sets (one for each child) of the
four basic instruments: shaker, drums, sticks, and bells.
For sticks, cut 3/4 inch dowelling in 30 cm lengths.
Children can sand the ends. Commercial rhythm band
sticks are as long as five-year-olds’ arms. Imagine trying
" to play sticks as long a3 your arms! Cut commercial
thythm sticks in half, sand the cut ends, and you'll have
rwice as many pairs. Large plastic jce cream containers
without their lids and turned upside down work well
for drums. Children can make the shakers using film
canisters. Bells are more difficult and expensive tO
make. Order some from Brocklin Toys (tek: 905-825-

4218) and then use them as a pattern to create enough

~ - for your class. One Wy of using the instruments that

sounds pleasant and doesn’t go out of control is to pass
out all the sticks first, and tap sticks together while you
chant “Hickory, dickory dock” or sing “Thisis the way
we play our sticks” (to the tunc of «Iere we go round
the Mulberry Bush”)- Gather up the sticks and pass out
the drums. Good songs for drums are “Baz baa black
sheep” and “The bear went over the mountain.” Re-
peat with bells (“Are you sleeping,” «Ride a cock
horse™) and shakers (Raffi’s “Shake my sillies out™).

Musical-Style Party. Have a party where everyone
comes dressed as a country, jazz, rock, opera, Of other
type of musician. Students may choose 3 specific musi-
dian, such as Elvis Presley or Louis Armstrong. Varia-
tion: Invite students to imitate a favourite musical artist
by lip syncing Elvis Presley, Whitney Houston, Alvin
and the Chipmunks, Garth Brooks, The Beatles, Disco
groups, ctc. (Combine with the “Style Party” above.)

Music Response Options. Students can use their

musical intelligences tO respond to 2 book or unit of
ties. There are many ideas

study using a variety of actl
on Post It Page 12-2.

343

11l. Conneciing Music to Curricular
Areas

Webhing _

Choose any topic and web all the kinds of music associ-
ated with it. Break into groups and each group chooses
one or several to explore in depth. Share with class.

science Focus

& Natural world, systems of the body, seasons,
weather, plants, animals, the environment, ma-
chines, electricity, magnets, space, gravity, and
states of matter.

& Finding out how and why things happen in the
world through careful observation, hypothesis
making, and prediction.

Metamorphoses. Groups of students choose an ex-
ample of 2 metamorphosis in nature (egg-tadpole-

frog, 2 volcano). They creatc 2 piece using insruments
and vocal sounds to depict the metamorphosis.

Vibration Study. ‘Vibrations pass through the
eardrum, hammer, and stirrups, and the fluid in the
cochlea and are sentasan electrical nerve signal to the
brain. We also hear so nds because sound is con-
ducted through our bones. Ask students to cover
their ears and hum to hear the sound coming through
the bones. :

Singing Coathangers. Tie one end of an arm’s-length
piece of string t© the hook of a wire coat hanger. Press
the other end of the string to the hard bone right in
front of the ear opening. With the frec hand, tap the
bottom of the coat hanger with 2 pencil. Analyze the
phenomenon.

Tuning Forks. Teach children how to use a tuning
fork. Tap the fork end hard against knee and press the
stick end to the bone in front of the ear opening.

Bird Song Survey. In the -spring, go on 2 listening-

closely walk to find bird sangs. Tape each song and,

match with bird picrures on return to class. Discuss the
differences in melodics, pitches, thythms, and the like,
and the different timbres of each bird. Listen to a bird
song tape or CD. One example is Know Your Bird
Somgs, A Northword Nature Guide, available from
Northward Press, Box 1360, Minoqua, WI 54548 (tel:
1-800-726-6784). Variation: Use musical notation tO
write down bird songs or ask a music teacher to help do
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Performance Rubrics:
Simplifying the Process

Kevin Merkley

and 1 started a process to make sense of how we were to

evaluate our students using the The Ontario Curriculum
Grades 1-8: The Arts (1998) (Cousens, Kaklamanos &
Merkley, 1999). First, by taking some of the expectations
that were clearly performance-based from the Knowledge
of Elements and Creative Work strands and putting them in
a performance category, we reorganized the expectations
into three areas: Performance, Knowledge of Elements, and
Critical. Thinking. Secondly, we took each Grade 7 and
Grade 8 expectation in these three areas and created
modifiers for levels 1 through 4 using the agsessment and
-evaluation language from page 9 of The Qutario Curriculum:
The Arts (1998).

'In the fall of 1999, Mary Cousens, Dimitri Kaklamanos,

Upon completing this process, we gained a deeper
understanding of the assessment criteria that weuld make
rubrics useful in our classrooms. “Rubricizing” every
expectation was a great exercise for usin becoming farmiliar
with the language and expectations of the new Ontario
Curriculum, However, it was not practical for efficiently
evaluating stndent performance in class. Furthermore, we
recognized that the language used as modifiers in the The
Omntario Curriculumt Grades 1-8: The Arts (1998) was too
generic and the modifiers were not specific enough to our
program and our needs as music educators: As a result, we
chose to utilize modifiers from The Owmtariv Curriculum
- Grades 9 and 10: The Arts found on page 60 and 61 for more
precise and practical language.

“Clustering” or grouping expectations into larger musical

concepts and skills being fearned and taught made more

sense than being prescriplive with four different levels for
each expectation. This was especially true when there wasa
great deal of overlap with many expectations in the music
curriculum. What was important to us as music educators?

What was it that we wanted our students to truly
understand and demonstrate? Mary, Dimutri, and I
discussed these questions and created a performance rubric
that was simple for teachers to use and -clear for our
students to understand.

“The critetia that we: chose far evaluahng mstrumeratalr

performance included pitch, thythm, sound production,
dynamics, tempo, articulation, musical mar kings and
posture (se¢ Figure 1). We felt that these critetia were
representative of what would be demonstrated by a good
musician. Each one of us; as musicians and music .
educators, has our own standards for each of these criteria
and ‘their meaning. The significance and value of each of
these criteria will change according fo each d]fferent
parformance demonstration.

Pitch and thythm are the two most fundamentaI abpectb of

‘musgical literacy that we “look for” in our st—udenta ‘musical -

understanding. Evaluating pitch gives the student an:
opportunity to demonstrate their understanding of;
accidentals, key signatures, and their overall musical.
literacy. With rhythm, not only do the students need to<
demaonstrate their understanding of the thythms as they are
performing, they also need to demonstrate that they.are
playing the full note values. For example, young wind’
players will often not play legato quarter notes for their full”

value by cutting the quarter note short when followed by a

guarter rest. The rubric then gives you an oppottunity to
discuss the musicality of how to perform the thythms rather

“than Dbservmg stncﬂ} the valueﬂ of the notes

'Other'i-m.portant aspects of musicianshi-p siich as sound -
production, = dynamics, tempo, articulation, musical -

markings, and posture are also included in the rubrie
Sound preduction gives the performer an epportunity to
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" demonstrate a good quaht\; of sound and gives the music. - -

educator a chance to talk to the student about the
importance of pro;ecuon W1’ch dynamics, stuieniq can
make a humber of very important musmal choices about
the volume appropriate for the piece,.composer, and time
period, Tt is important for students at the Grade 7 and 8
levels to play with a steady ’cempcr with a sense of fluency
 withoutstopping and correcting as they demanstrate their
performance skills. Your studerits being able to play using
the correct articulation will 1mme=asumblj influence the
level of your ensembles and will enable your ¢ students to
speak clearly through their instrumenits as musicians. -

The musical markings criteria from the rubric canfocus on
the Italian terms that a student may encounter in a piece

(i.e. repeat signs, and first and second eridings). Posture -
encompasses - correct playing: posmon, mstrumenfal ;
- technigue, as well as br eathing technique. You may choose

to use this framework for evaluating these critetia or may

have your own opinions about what you are looking for

with each playing: examp]e

The successful use of a mbmc is found in its fa;mlimnty
Before T use this: rubric with my students, we always
-discuss what criteria they will be demonstrating in their
performance. 1 will ask students in the class to
demonstrale what 4 level 3 would Took and sound like for
selected criteria. Tiwill also point out the specific musical

elements that T-will be looking for such as accidentals,

articulation, dynamics, repeat signs, etc. My students are
given a copy of this rubric at the begnmmg of the school
year so that they knmow what to expect when being
assessed and evaluated. The simple language and the fact
that T use this rubric (or variations of it) for all
performance tests makes it predictable for the students

and a valuable and efﬂcwnt tool fm dsseqqmg atudent :

_ achle\, ement.

What we realized is that there is no need to ‘complicate

evaluation by making attempts to evaluate every single

expectation for each grade. In order to capture the main
musical comepts and'skills that we want our students to

demonstrate, “rubricizing” every expectation is simply.
impractical and not efficient. By keeping the rubric -

language simple, evaluation for both the teacher .and
. student becomes more meaningful. Therefore, rubrics are
most effective ‘when expectations are “clustered” and
“customized” to represent your Expectatmn&. of the
students in your class. Use, modify, or take ideas from this
rubric to inplement w. ith your students as you continually
strive to IMPIOVE your ev aiuat;o_n practices.
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Figure 1 ~ Performance Test
. Piece; ]
Student Name:
Date: _
Grade: ___~ +
C Criterig. . o Re LT eyel d Level2 Level3 ' Leveld
Pitch - 7| needs performs few of ~  pérformssome of performs most of _performs all of
o, g 5 more: pitches correctly the pitches correctly | pitches correctly | - the pitches
\ practice ko ‘ { .75 | ‘correctly
T I P L P L GBI AL S5 R S W ey
.R]’i.y-t{im | needs demonstrates limited demonstrates some demonstrates - - - | demonstrates
; ; o more .o oacturacy oo . accuracy oo 5] ~comsiderable: -0 - ahigh degree
- ‘practrice S e e : -~ . | accuracy- © of accuracy
Soamad - o Pl ~ performs with . - petforms with some - : performs with performs with
Production/ | -more.. - limited clanty-. = = clarity B . considerableclarity  ‘ahigh degree
“Tone | practice : R S : ' : - of clarity
Dynamics | needs rarely demonstrates sometimes -~ o usually : always.
more . correct dynamics - demonstrates correct |. demonstrates . demomstrates
| practice : | dynamics . - ~torrect dynamics correct
Tempo . needs demonstrates limited | demonstrates some | demonstrates - demonstrates a
| more accuracy : | consistency = . - consistency . ‘high degree of
Ppractice : ;i : consistency
Articulation | needs .| demonstrates limited 'dem'onsfrates-sbmg | demonstrates ' demonstrates a
: more ~ accuracy . accuracy - | considerable . high degree of
practice ! : | accuracy - accuracy
Musical . needs performs few of the performs some of the performs most of the | performs a;ﬂ of
Markings more musical markings musical markings musical markings the musical
{eg. repeats) = practice i | _ ¥ 1 markings
Posture . needs demonstrates limited | demonstates correct . demonstrates correct demonstrates
: more’ | use of correct posture ‘posture some of the | ‘posture most of the * correct posture.
practice : ; time & fime - all of the time

Has exceeded expectations for performance {(Level 4)

- Meeting the Provincial Standard (Level 3)
Maore practice is requited for greater success (Level 2)

Needs to make an appointment for extra assistance (Level 1)
Student was not prepared to demonstrate /extra assistance required

ooooo

Comments:

FParent Signature: e Y Dg_x,tfe:_
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Assessment n Musm
A Guldelme for Using the Pﬂnmples of
- Assessment and Evaluatlon |

- Kevin Merk?ey

7 AUihe T 2001 SOMEA -Cmn'fe-rehbe,' Dt Tim
; Lautzenheizer in his’keyriote address macle avery -

: valuable pomnt to all of ns who have pursied -
“music education as our profession. Dr. Tim asked us to
.close our eyes and envision who it was that mﬁp;red U
“become a music teacher. After asking us if we saw anyone
with our inner eye, he asked if that person was one of our -
music teachers? The chanceis thatmostof us would see art
clementary or high school music teacher that has mspired.

" -us to share the power of music education with others.

- What more important ribute could there be for any one of

us....but how has that legacy affected the way e teach
and our ability to change the way' We"were taugh‘a?

’xfery oftcn in cour Lcachmg p“racuces, we. become
. comfortable with. the way we have been doing things in

_the past, or have a limited amount of time and energy to
dedicate to mew ideas and mathods. After all, what we.are

doing isworkirig well, so why charige. Our music courses

are meeting many or all of the expectations that are
required of our smdr_nts in each of vur music classes. We
“cluster” Empectanons into larger urits - or - seleéted
repertoire that we assess. We are giving valuable feedback
-and providing for -our students the best possible music
seducation that we can offer: However, why don’t we take
. the extra steps when planning for our music class on a
dm}y weekly, and annual basis te ensure that our

assessment techniques are gcared towards improving .

student learning, and that they are fair and equitable and
give parents nnd students the opportanity {o be involved
in-the process. and communicate about their progress. By
collaboratinig with colleagues, we can also have a clear
understanding of the standards and increase accuracy and

-'.ccmsrstency, 50 thnt your asses‘;mem pracnces Ja

- ‘regularly reviewed and refined. These extra steps we a

- taking ‘to improve our mmusic program -are some of t
'- Guadmg Principles prepared i Guidelines for Assessmes
aitd Evnluation outlmcd for York Regmn SChDE}lb (Y]{DE:B 203

The Band @1ym}uc ngram is. an cxamp]e of an effectiy -

model for teachmg bane in a non-traditional faghion th

links: with"the &ix guiding principles of :assessment an
_evaluation (YR, p. 14-15) which outline how asqessmm
-and evaluation can improve s’cucient lcammg

“Before he School Year Begins

Creating a course of study foryour music, pmgfam, that

- realistic yet challenging, needs to hegin with the end i

mind. Music requires a-series of gkills that need to t

_mastered alcmg the path to becoming a musician, A

effective music program will invelve activities that guid

. student’s Jearning of important musical skills in

sequential manner and these activities are also assessed o
aregularbasis. In a subject such as music, the most ide:
mﬂz’rmmnng learning activity will ‘be & performance tas
that draws-upon all of the skills that have bieen taught an

mastered? throughout - the school  year includin
- performing a solo, duet, ot small, ensembie plecc withj
“the school or commumtv As an educainr, you need i

dstermine what are the essential componentq theit ot

‘-“t'leEI'lt‘? will need to learr, based upon the cunlculu:

expeda‘cmns and your- ”persanal” expectations for 4

_students in your class. These ‘Enduring’ Understanding
~ ate the engines to drive all activities, units, and lessons |
‘build around the expectations and the needs of yot

stucian’ts FPlanning for students with the end i mmd wi

- clearly cicfme, your long range plarming,. -
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To -‘erisure success for our students, the process .of
 desigriing a course of study for your music classes with
. the end inomind 15 called  “scaffolding” or “designing
down”: Having an excellentknowledge of the curriculum
‘and investing -the time to “cluster” or group the
expectations together to create units that mieet the needs of
your students is necessary. Nonetheless, knewing where
Yol warnit your students to be, and all ‘of the small steps

that they must take along “their path are .as important.

recommend in order to achieve mastery.

An Alternative Appma(ch to Instrumental Music
“There ‘are many muslc programs that are based upon

familiar-delivery technigues for instriumental music. One |

is the Tepertoite appmach (developing musicel skill

_ through performing and ‘assessing ‘repertoire) and the .
‘other would be through following a method book ora

particular series for band, vocal,.or strings.

Both repertoire and methods books with teacher direction
are ‘excellent’ toals for teaching musical literacy and
‘understanding; however, difficulty does arise when it
comes fo assessment -and -evaluation. Is it fair and
eqmtable that a flute and tuba player be assessed on the

~same piece of repertoire in & musie class when they ate
clearly playing materials that are at different Tevels of .
difficulty? As educaiors, we need o cha]lenf*e every

student 1n that class, toengage them, to InOtIV'-'lte therx,

and uitsmate]v, to inspire them to Jmpzove the,u »1\1115 on

‘their mqtrumen[

As musicians, we know that learning ari m%trument and:
learning to master skills requires engeing com mumication

and feedback. I can remember the mtonv.itv with which ]

would watch demenstrations of a particular technique o1
a passage of music from my private teacher in my lessons.
We need to provide for our students the sameé'type of one- -

on=pne instruction, the demonstrations af excellence; the

fteedback, and the dial ogue, in Oir THLIP-IC ‘Flassroom to

lflSpl:lC our young 1111151(‘1611&:

Some alternative suggestions for stucturing an
instrumental music class were suggested by Merkley
(2002). I propose to summarjze and expand upon some of

the ideas about assessment and deacnbe how. they modeiz

many of the Guidelines for Assessment and Evaluation
outlined by the York Regmon District Schiook Bnmd

The Band Olympic Program (BOP) Philqsophy s

The Band Olympic Program philosophy is founded on -

four main ideals of good teaching practices: planning for
success, mastery of s}r \ls, regular feedback, and using a
variety of assessment tools.

Assessment fbr e'\'ery' student should improve student
learning. The BOP program uses selected examples from
a method book where students on each instriment are

challenged by performing parts of equal difficulty and.are -

identified i some of their BOPs by specific tasks for theit
instrumental needs (e & yout tuba player will not orly

. play half notes and whole notes!). Students are expectedto
. achieve, at least a level three (at‘hlnvmg most/all .of the’
- gkills mqmmd of them with each BOP) before moving on
Therefore, your student’s suceess is determined by how

3 ',10 the next task to be hastered. These BOPs (plaving
closely he or she follows the advice or steps that you -

" tests/ demonsh‘a’ncms) are performed when ‘the students

feel ‘that they have mastered the skill Tweu*fg learned on
their instrument and are demonstrating ther best effort.
This ‘type of program requires set-up. time (creating 2

program specific to your:subject area), knowledge of your
topic and familiarlty with your subject f_xpectaﬁom time
“for testing, and a willingness to leave thelearning ir the

hd]‘ldb of your qmdents with your guzdance and expertme

: Assequmt and Evaiu’-ltmﬂ bhuuld be fair and equltable

In BOPS, tomneet this expechatmn plamum and providing
© . a prescriptive course -of evaluation and giving details of
stucent assessment for cur students from the first day of
. school ‘s ‘recommended if assessment is o be fair and

equit'ibie. On 'the first 'day of sahool, students -are

“provided with their course outline for each texm thelr
; evaluatlon guidelines, and the specific tasks (playing tests
= BOPs) they will be required to demonstrate throughout -

the ‘school year, At Ashiton Meadows Public %chmol in

- Markhanm, grade & students have the pnteni:mi to-achieve
16 BOPs, and in grade 7 «nd 8 are challenged by 22

possible demonstrations of mastcrv Students move at
their own pace to earn the mark/ ]eve] that they « desire
(Merklev 2002). Mndlﬁmtmnq for individus] 'at-udents can

be made along their umque path tuwsmia the rmala they

wishto achieve,

When awessmg student a_hlevement using the B'md
Olvmpm Program, a vanety of assessment: tools are being

- used mcludmo Lormauve, ‘summative, rubms self-

assessment and. family feedback: Musical terms and
definitions are discussed in class, performed in context in

* examples from the method ook or from repertoire,
Students are tested -on their understending of musical

concepts through the performance of their BOPs, i

. communication with their teacher, and: through paper and

pencil tests that give each student muilfiple opportunities
and a wvarlety of strategies te demonstrate their
knowledge. ; '

At the end of each term, each student is-asked to perform
a specified BOP (which studenits were nofified of when
they received their BOP book on the first d day of school),
and be evaluated using a rubric or other forms such as
self-evaluation or peer evaluation to confirm their
understanding of the material as compared to the
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* schoels can - identify

achzevement chart before thexr fmaI evaluahora Thls

"gweq studemq t]m mpportumty t work mdepmdentlv,‘

at their own pace, and be challenged while providing
the teacher wvith a-variety,of data collected throughdiut™
the term which can be filtered through and confirmed
by the achievement chart for the final end of term
evaluation. « ~

meaningful, Students-are expected at the complehon of
each level (Bronze, Silver .and Gold) to perform their:
BOPs for their parents.or guardian and invite them ito -
comimenit and give .feedback ‘on their performange.

- Students are.awarded d.certificate at each level fhat caitbe.
* shared with family ‘members with signatures fromn, the:

principal, vicesprincipal, and music. teacher. As well,"
qtucient excellghice . during -
announcemeius, school ast-,embhes, awards ase,c.mbhﬁs
and school newsletters. Suecess should be shared and
achievement rewarded for, 5tudems thai are stri Jlng for

their nexf achmvemen’c level'

Partners in educatmn are inwalved  dn the assessment:
process. The BOP program embraces -the entire school
community. Students, that .are constantly striving to

~“achieve their personal best are happy and capable
-~ members. -of - school.

ensembles. . and - performance

opportunities. Students are performing and practicing at
‘hmme, are seeking | feedbarlf frém their parents/guardians

.and. are ‘being recog;ruzed by the admmlstrahon of the

school. Ultimately, your young musicians are performing. -

for other students in the school that will learn from. thon .

example .ot will be inspired 4o be a- perfarme‘t in your

‘ pmg-_ram in the future.

: i : ! 7. Professional . develﬁpmcnt and ‘collaboration qupport
‘Communication about assessment is.ongoing, clear-and -

assessment. The BOF program has been shared throughout
the province, and has been. adapted fora variety of band
methods and programs of Varyig: abilities as well as for
strings (Mﬂr}dey, 2002). Many of the tenchers that have
learned « about ‘the Band -Olympic Program were
participarits in OMEA Regional Workshops-or Conferences

~who became part of the BOP network of schools that are -
_using the program. Aswell, many teachers received copies. -

of the program.after having read the BOP article published,
in_the summer issue .of The Recorder, This process of

“collaboration of sharing embraces the 6th Guiding

Principles -of - Assessment and Evaluation; practices are

regularly reviewed and refined: Colleagues throughout the -

province that are uging. the BOP program are sharing. -
sticcess stories amci sugeestions for improvement which
makes  BOPg. & . valuable implementation tool for
instrumental music teachers, This may be one small step
towards  consistercy in prograris. throughout -band

programs in.out province,

Go ahead

lmy standard mdusmal chairs, and Ie“tjmur smdents

hunch over in homeroom,

: slouch in s?wp,

2 lounge in the lunckf‘onm

| droop in geomerry,

& 2002 Wengat Conpialicn



OP'S are one example of a prég:ram that meets. the

curriculum expectations, the guiding principles of
assessment and evaluahon, and the various needs of the
students. For each of us, the learning curve for develapmg
our programs around the new curriculum has been:an
intensive :experience. Understandmg ‘what is expected of
ourselves, as well as a thorough knowledge and skills of
~ what our students are expected to know and- demonsuate

has been a continuous challenge for us all over the last five

years, Recognizing our important role in agsessment and

evaluanon and how we can make learning a more inviting
experience Wlth rlch assessment opportumhes is our
'rewardmn’ crcra] as a music educator :

References
Merkley, K. (2002). The Band Olympic Program: Instrumental
success through BOPs. The Recorder, 44(4), 10-15.

York "Reg-‘inrl_ District Schoél Board. (2(-)01):.GI-¢1'dt’lim?s for
assessment ard evaluation. Aurora; ON: York Region District
School Board. ‘

Kevin Mm ;‘dm; {OME4 Vice President) ﬁ’aches qtrmgz, at Nor th
Tmmam Col!e@ﬁfc Inst;'tuts {Toronto Disirict 5chool Board), This
article is a sumniary of @ presentation made by Mary Cousens,
Dauid. Geene and Mum Merkley at the 2002 York Region
Swmmcf Institute.

sag i science dlass,  snooze in study hall,

but please make them sit up -

wither in history,
' straight in the music room.

Wenger Posture Chairs The only chairs
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Zarada {rentral & =asierny. 1-800-268-0148
‘Cugbec: 1-B00-411-5600
Wemen: Canada: 1-877-990-4040
WWW. WENGECOD.Ccom







i the lanirmal aftha O tariry Micie beri
e JOUrnal Gt the uniano viusic =du

Exploring the Revised Curriculum:

An Online Professional Learning Module from
Your Ontario Arts Consultants

Babe Santucci

created a provincial on- line learning resource to assist

boards with the roll out of a curriculum policy
document. On May 29th, 2009, ARTSECO (The Arts
Education Consultants of Ontario) launched its Professional
Learning Module for the Revised Arts, Grade 1-8, Ontario
curriculum policy document.

For the first time, a provincial subject association has

In April of 2009, with the draft document available, The
Halton Catholic District School Board hosted ARTSECO's
two day writing session in Burlington, which brought
together 15 consultants from 14 boards across the province.
The goal of the project was to write an online learning
resource that would assist teachers and administrators in
navigating the newly revised document for implementation
in the fall of 2009.

To begin the writing process, a template for the professional
learning module (PLM) was set in place with the following
headings: Overview, How to Use This PLM, On-line Learning
Materials, Discussion Board, and Resources. The writers were
assigned specific writing tasks and quickly broke into their
writing teams. The two days of writing were intense and
exhilarating at the same time. It was gratifying for the team
to know that our collective efforts on this project were going
to result in a resource that could be used by all boards
provincially and would be made available free of charge.
Rick MacDonald, Superintendent of Education for the
Halton Catholic District School Board, was pleased to
support the project and offer words of welcome and thanks
to the writing team: “It is our privilege to host the
collaboration of so many arts educators. This project will
benefit not only the Halton Catholic District School Board
but also all boards across the province. Your collective
efforts are very much appreciated.”

Some of the highlights of the PLM include:

*Activities for the user to record information and ideas
using graphic organizers

*Discussion boards that allow the user to post a comment
or respond t¢ a comment

*Interactive puzzles that consolidate the learning of key
concepts and arts specific processes

*Interactive quizzes that test the user’s prior knowledge
*Hyperlinks to the ministry website for quick and easy
access to the revised document

*Six cycles of learning found in the On-line Learning
Materials section that cover different sections of the revised
document with a summary of “Key Learnings” at the end
of each cycle

*Samples lessons in dance, drama, music and visual arts
*Resources

The professional learning module has many advantages. It
allows teachers to learn at their own pace and to participate
where and whenever it is convenient for them: from home
or from school. The module also contains suggested uses for
Principals and other curriculum leaders. Because it is
housed electronically, the PLM will also allow teachers in
the years to come, who may be new to the arts, the same
opportunity for online learning. The discussion boards
allow for teachers to share comments with their colleagues
across the province as they complete their learning. Here is
what one of the participants posted in response to the
question: Under what conditions have you witnessed a
child completely engaged in an arts experience?;

Recently, in a Learning Through the Arts experience with a
grade 1 class, we had a dancer visit. This was her follow-up
visit at the end of our unit on "Changes" and we had been
learning about the life cycle of the frog and the butterfly. We
had also focused (thanks to some guidance from the dancer)
on dance levels, energy, movement and shapes.

THE RECORDER %SUMMER 20089



During this visit, the students were to share their "dances".
The children told her the stages of the life cycles we had
studied, then she had the butterfly groups (pairs) share
their dances first. I choked back tears as I watched 2
children start their dance down low creeping on their
tummies, slowly rise, embrace and spin (the cocoon stage),
and eventually emerge as graceful butterflies with fluid
movements that sent chills up my spine. They were
completely engrossed in what they were doing and
outshone everyone else in the class. What was remarkable is
- they are my non-readers. Until that moment, I didn't think
they were processing very much. I was obviously very
wrong. Their brains were on. What does that mean to me? I
need to find more opportunities to use dance in my
classroom!!

The PLLM was originally developed in SharePoint. To access
the SharePoint version of this resource use the following
info:

User ID: hedsb\hedsbdemo

Password: demoHCDSB (case sensitive)

Website:

http:/ /staffnet.hcdsb.org/sites/PLM/ Arts /default.aspx

Thanks to ARTSECO member, Jim Palmer, an html version
of this resource was also created. To access the html version
of the PLM, visit: www.tinyurl.com/artseco

Upon viewing the PLM, Mervi Salo, Education Officer for
the Ontario Ministry of Education, The Arts, remarked:
“The SharePoint arts training module will be a resource that
will benefit the whole province. Hopefully it will inspire
other future projects and collaborations among a variety of
associations.”

For other subject associations considering such a project in
the future, here are some tips to consider:

* Assign a project coordinator so that timelines can be set
and deadlines can be met. This individual must also be
familiar with the program being used to create the resource
so that he or she can make edits as needed. He or she will
also be responsible for keeping the writing team informed
as the process moves along. Prior to the first writing
session, the coordinator should decide on the format that
will be used to create the module.

*The writers need to be supported by their respective
boards in terms of travel expenses, release time and
accommodations, in order to be able to participate fully in
the writing process.

* A host board will need to supply the writers with space,
supplies and catering during the writing process. Our
supplies included: writing folders, note pads, pens, use of

white board, lots of extension cords to accommodate
laptops, use of LCD projector and providing each writer
with a memory stick.

*Begin the writing process by setting objectives for the PLM
and check along the way that the writing team is meeting
these objectives.

*Decide whether the writing will begin before or after the
policy document is released. Plan for a minimum of 2
writing days. If the writing begins before the policy
document is released, additional time will be needed after
the release to review the written material and to make sure
that it coincides with the final policy document, cross
referencing the text and the page numbers while making
final decisions.

eMake sure the writing team members have a variety of
expertise in the subject area and have a solid understanding
of the policy document and current best practices in
assessment and evaluation. Experience from other
provincial writing teams/ projects will also be helpful.

e Consult with your IT specialist to examine ways in which
all boards can access the resource. Seek advice on the best
program to use to address the project needs.

While this professional learning module is not meant to
replace face to face in services, we do hope that arts
educators and curriculum leaders across the province will
find this resource extremely useful as the mandatory
implementation of the arts document approaches this fall.
We also look forward to hearing from our colleagues across
the province via the PLM discussion board.

Special thanks to the ARTSECO Professional Learning
Module writing team: Mary Baratto, FIDSB; Susan Davies,
HPEDSBE; Carla DiNunzio, TCDSB; Ann Dresser, GECDSB;
Jayne Evans, NCDSB; Patricia Fiorino, Ottawa Catholic
Schools; Nancy Lizmore, TVDSB; Ralph Mclntosh, Rainbow
DSB; Jim Palmer, UCDSB; Jen Rodrigues, WCDSB ; Laurie
Rossi, YCDSB; Babe Santucci, HCDSB; Maria Tavares,
TCDSB; Catherine West, TDSB; and Greg Wysynski,
OCDSB.

BABE SANTUCCI was the project coordinator for ARTSECO's
PLM and is currently in her fifith year as
Curriculum Consultant for the Halion Catholic
District School Board. She has recently become a
member of OMEA's Board of Directors. She can
be reached by email at santuccib@hcdsb.org.
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The 2009 Revised Ontario Music Curriculum
Grades 1-8

Kevin Merkley

1-8 has finally arrived! This revised curriculum

document will become policy in September 2009, It
was posted on the Ministry of Education website
(http:/ /edu. gov.on.ca/eng/curriculum/ elementary /arts.
html) on May 6th, 2009. The Arts was the one of the last of
the curriculum documents to be revised as part of the
Curriculum and Review cycle. I say that

The 2009 Revised Ontario Music Curriculum Grades

provinces, states, and countries that had been collected.
- Writers were provided with opportunities to learn about
the key Ministry initiatives that needed to be considered as
part of the revision process (e.g,, Aboriginal perspectives).
They had access to a study carried out by an Ontario
University that provided a literature review of arts
education issues and compared our current curriculum to

other curriculum in Canada and noted

they saved the best for last!" S

its strengths and weaknesses. The

|

Compared to our current elementary
curriculum (1998), this review process
has been very transparent, and has
focused on partnerships, collaboration
and feedback from the field. You will be
pleased to know that with both the
elementary and secondary revisions, the
Ontario Music Educators’ Association
has been actively involved with this
review process since the very
beginning. The OMEA accepted
applications from our members to be
part of a technical analysis feedback
team that would provide an analysis of
the current document in the fall of 2006.
This first consultation began the review
process, under the leadership of
Christine Jackson (former OISE/UT
Instructor and currently an Arts Coordinator in the Toronto
District School Board). The largest summer writing team in
the curriculum review cycle was brought together during
the summer of 2007 which is when Mervi Salo (past
president of the OSEA, OISE and York U. AQ instructor,
and Arts Instructional Leader in the Toronto District School
Board) transitioned into the leadership the project. There
were over 60 writers working together with the feedback
from the field, benchmark data, and curriculum from other

&1 The Oararie Curriculum
¢ Grades 1-8

The Arts

writing team for music was comprised
of  classroom teachers, music
specialists, and music teachers who
were in roles of responsibility in our
province.

The next stage in the review process
was to present the draft work of the
summer writing team for public
consultation. In November of 2007,
subject associations and their
members, school boards, faculties of
education, universities, colleges,
parents and students, ministries, and
other stakeholders had an opportunity
to meet, discuss and provide feedback
relating to the first draft that would
address the needs of our students and
teachers. As OMEA members, you had
an opportunity to provide feedback on the drafts that were
posted on our website and complete an online survey that
was synthesized by OMEA and submitted to the Ministry.
Feedback from these consultation sessions was once again
brought back to the Ministry to be further refined and
edited. Outside experts from faculties of education in a
number of areas were also consulted to provide feedback
to make our curriculum inclusive, accurate, and musically
sound. '
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Stakeholders also had an opportunity to learn about the
draft copy of the revised curriculum in training sessions
that took place throughout the province offered by the
Ministry of Education in several two-day training sessions
in the provincial regional office areas in November and
December of 2008. Participants of these sessions
participated in an online Adobe Connect session in advance
of these face-to-face meetings to learn about this review
process, learn of the big changes and essential learning
relating to assessment and evaluation policy. Every one of
the 72 school boards in the province was invited to send a
team of Arts leaders and Arts teachers to these sessions. The
OMEA and the Alliance for Music Education Ontario as
provincial organizations were also invited to learn about
the draft document that was available at that time. Key
points in each section of the front matter were discussed,
each team was given time to focus on the curriculum
expectations and their layout, and plan for how the
curriculum could be implemented. We were then
introduced to some of the resources that had been produced
to support the implementation of this document (which 1
will talk about later).

My goals with this article are:

*To highlight new information in the section referred as
front matter

*To reveal the revisions' made to the curriculum
expectations

*To compare the revised and current policy documents
*To make you aware of the resources that are available to
support you ’

I have no doubt that this journal will be highlighting this
revised curriculum over the next several years with articles
that will focus on the creative and analytical processes, sample
units, and resources to support implementation in our schools.
For those of you who are familiar with the document, consider
this article as a “Coles Notes” version, and for those who are
about to start reading the revised curriculum, this article will
help guide your learning. For those readers who are familiar
with the document and have started to develop units around
the revised curriculum, please share your work with OMEA
members through this publication.

The Front Matter

For those who are unsure of what I am talking about with
the title “Front Matter”, I am referring to all the pages
leading up to the curriculum expectations (pages 1 to 63).
There are powerful messages to be found for the music
teacher in the words of the first four chapters of this
document. It is meaningful, easy to read, and full of quotes
for advocacy. There are some aspects of the front matter
that I would like to bring to your attention: the role of the
principal; the creative process; and, the critical analysis
process.

Role of the Principal
This document clearly defines the important role that the -
principal has as an instructional leader to implement this
policy document. It is noted that to properly implement
music programs you must have the time, facilities, and
equipment to deliver a quality program. “To support
student learning, principals ensure that the Ontario
curriculum is being properly implemented in all classrooms
through the use of a variety of instructional approaches,
and that appropriate time, facilities, and resources are made
available for teachers to allow all students to participate in
all four strands of the Arts program” (p. 9). This quote can
be the beginning of a conversation about how you need to
be supported as we move into a new school year.

It is also very encouraging to see that in this policy
principals are encouraged to work with teachers to make
professional development that is relevant and available to
them. It notes that “principals promote learning teams and
work with teachers to facilitate teacher participation in
professional development activities” (P. 9). I know that this
will be helpful for many teachers throughout the province
that need support of their administration in order to attend
our annual conference. This wording may be helpful in
approaching administration for support to attend
professional development that is relevant and of value to
music teachers.

In addition, there are many powerful quotes that could be
shared with your administration. Once such quote is from
the first page is “The Arts provide a natural vehicle through
which students can explore and express themselves
through which they can discover and interpret the world
around them” (P. 1). When we are looking at ways to
differentiate instruction for our students, we need to
encourage our administrators and staff members to think
about how we are providing opportunities for our students
when they use music as a vehicle to express what they
know. For some of our students, music is their vehicle to
demonstrate their strengths, interests, and readiness.

The Creative Process

It is often hard to define and describe to colleagues or
students what creativity looks like and sounds like.
However, with this revised curriculum, the creative process
is clearly defined. In order for students to demonstrate the
first overall expectation (e.g. Grade 1 - Creating and
Performing: apply the creative process to create an perform
music for a variety of purposes, using the elements and
techniques of music), the creative process is used to
evaluate student achievement. When students and teachers
work on the specific expectations, they may complete part
of or the whole cycle of the Creative Process. Teachers also
have the flexibility to have students enter at different stages
of the creative process and move through part of the process
without completing the full cycle. It should also be noted
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with the Creative Process that the size of the circle (or
stages) is proportional to the amount of instructional time
spent in class on each aspect of the Creative Process.

r e Creatise Frocess

It should be noted that OMEA members that attend the Con
Brio 2009 conference will be receiving a special 60th
anniversary resource that will support you with the
Creative Process!

The Critical Analysis Process

* Ehalba The Critical Analysis Process and the

h;’is' i Creative Process are interdependent.

\—‘u-—-'/u At the core of every music program,

Irmagiring there is a focus on creativity and

Y \&:jfi-/ analysis. This process is used to

) demonstrate overall expectation

e x number two (e.g. Grade 1 -

. Reflecting, Responding  and

Analysing: apply the critical analysis

process to communicate their

S ) P feelings, ideas in response to a

{From Been srelTomchadt } ' variety of music and musical
e Reflection

experiences). This process also
encourages students to express their
thoughts from an informed point of
view. Before the process is explored,
teachers need to set the stage for the
activity by providing cultural
perspective and prior knowledge to
help students make connections.
“Students learn to approach works in
the arts thoughtfully by withholding
judgement until they have enough
information to respond in an
informed manner.” (P. 23, Revised

Arts 1-8). At various points
throughout the Critical
Analysis process, teachers

Anahols ard
Interpretation

-

Iire Uritfce Analysls Process
Irival feacrion
oo LN %
Expraion of $i Connicderation .
an rformied e o Cubard e
Pobrt ol ¥View Contea

and students  should
consider the  cultural
context the work,
reflecting upon  the
personal, social, historical
context of the artist that
created the work. This
process is intended to be
used in a flexible manner.

of

The Expectations...so what
do my students need to be
able to do and know in,
through and about Music?
The fundamental concepts
at the beginning of every
grade highlight the
essential aspects of music
that are going to be
introduced. As the
elementary curriculum in
music is focused around the

o
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Comparison of the Revised Arts (2009) and The Arts (1998)

I would like to highlight some of the big differences between our current policy (1998) and our Revised (2009) policy:

Revised Arts (2009)

The Arts (1998)

Reorganized by grade
e.g. Grade 1 (Dance, Drama, Music and Visual Arts)

Organized by Arts discipline
e.g. Music 1-8, Visual Arts 1-8, Drama and Dance 1-8

Alphabetical order in each grade
e.g. always presented Dance, Drama, Music and Visual Arts

Organized in order of Arts subjects most taught in
Ontario schools at the time

Dance and Drama are separate strands and separate
curriculum

Dance and Drama was one strand in the curriculum

Fundamental Concepts at the beginning of each grade
which highlights the elements being taught

N/A. Vaguely covered in front matter

Expectations are labeled with letters and numbers.

In Musig, all the overall and specific expectations are
labeled by the code C. The first number after the C indicates
the overall expectation whereas the number after the
decimal shows the specific expectation. E.g. C1.1

is the first specific expectation that is related to the first
overall expectation. This coding system is consistent in

each grade.

| Only in the Curriculum Planner were expectations

numbered

Three overall expectations (a reduction of 50%)

Generally there were 3 to 6 overall expectations

Up to 5 specific expectations that are clearly linked to an
overall expectation (a reduction of 60%)

| Specific expectations did not clearly connect to an overall

expectation and there could be up to 17 expectations
as in Grade 7 (Knowledge of Elements)

Renaming the subheadings
Creating and Performing; Reflecting, Responding,
Analysing; Exploring Forms and Cultural Contexts

Subheadings were Knowledge of Elements,
Creative Work and Critical Thinking

Divisional overviews that focus on the special needs
and considerations for students Primary, Junior and
Intermediate divisions

One overview for music provided in introduction

Creative Process defined

Creativity not defined

Critical Analysis defined

Critical Analysis not defined

Overalls and specific expectations are the same concept
for grade 1-8 with slight variation of wording (the examples

and teacher prompts help differentiate the level of complexity

required)

Overall expectations changed from grade to grade

Elements of Music: duration, pitch, dynamics and other
expressive controls, timbre, texture/harmony and form

| Elements of Music: pitch, beat,

rhythm, melody, dynamics, tone colour, texture and form
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elements of music, the fundamental concepts are
illustrations of what that learning might look like with
grade specific examples of the elements introduced in each
grade.

Like many of the recently reviewed documents such as the
Language, Kindergarten, and Science curriculum, the
specific expectations are clearly linked to overall
expectations.
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The examples provided for each specific expectation are
simply used as a starting point for your planning. They
illustrate one or several ways of teaching each expectation.
Since the wording of the specific expectations have subtle
changes throughout the curriculum, the complexity of the
tasks as illustrated in each example vary by grade.

The teacher prompts for each specific expectation also
provide examples of open-ended questions relating to the
example. These teacher prompts are questions that you
might ask to engage students in thinking that involves
more than a “yes” or “no” answer. Again, these prompts
are not meant to be the only way to start your teaching.
They are just an example for teachers to consider when
determining what kinds of questions might be asked
during the lesson to prompt discussion or reflection.

In addition to the above changes, there will be an expanded
glossary to be included with the online version of the
revised curriculum and in print copy, Fall 2009. A scope
and sequence chart will be provided as an appendix or
supplementary resource.

Feedback from field indicated that teachers who did not
have a strong background in music needed support with the
unique

language of 5 that the
music. To that  condigs ic the beats in a bar,
end, an - (At thig BoRHe conductor indicates
expanded  tempo, dVimi® and sometimes
glossary that jeulation

includes Coxsductizg Passern 0 % Teme

symbols and

diagrams has 3

b e e n I | bat® !\:

developed for ' i

t h i s _

document, For =~ ™===  ~orewe e

the music 5

specialist, this
glossary may
clarify a few

terms that are P
included in 7 e t
this  revised iy

document. For
the classroom
teacher, this
glossary will
be a quick
reference to help illustrate musical terms in simple language.

g5 5
e

frs ymdt

An excerpt from an early draft sample of the proposed Scope and
Sequence is included below. Teachers will find this chart
helpful in long range planning, diagnostic assessment in
determining the background knowledge that students
acquired in any given grade. This gives teachers an
opportunity to scaffold their planning and the learning for
their students. It should be noted that the “I” represents
when the concept is introduced, and that in subsequent
years the concept is extended and reinforced in performing,
listening, and creating music.

As [ mentioned earlier in this article, there are resources that
have been developed that will be of assistance to teachers
when implementing this curriculum. In the sumumer of 2008,
two sample music units were written using the revised
curriculum to support teachers with implementation. The
Grade 2 sample unit which was created in partnership
between the Curriculum Implementation and Review
Branch with the Assessment and Policy Branch is a unit
focused on Social Studies and Music utilizing the OMEA
Think Literacy Grade 2 reading, writing and oral activities.
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Music - Introdaction of Elements
I — introduce: begin to experience concept (extended and reinforced across grades)

Element'Concept 1|2/3|4]3]6]7]|38
Duration

Beat, thvthm, 2.4 and 44 mewes

Tempo (e.g. fast, slow) 1
FRhwthmic osonato {e.g., ™2, w@. i-0. 1™} 1
34 memge 1]
68 memre

Compound mewes. Pick up notes and Triplets

Quarter note, two eighth note(s). quarter rest (with oral 1
prompis)

Tied quarter note_ half note, half rest ] I
Domed half note, whole note, whole rest

Sixteenth notes, eighth and rwo sixteenths and vise versa,
eighth rest, svncopation

Donted eighth and sixteenth, dotted quarter and eighth,
sixteenth rest, groupings in 68 meme

Pitch

High and lew; Melodic contour; simple melodic parmtemns: | 1
Sol-mi. la
Do.remisola 1
Low so, la. and high do

Do, re, me, fa. so. la. 4, do

Staff, clefs. absolute pitch names. Intervals, repeats, step,
skip, leap

Kev signatures: Accidental; Scales: major and miner
Harmony and Texture

Unison (monophonic) I
Bordun patterns {do and so) 1
2 part rounds and partner songs {polvphonic) [
Rounds — 3 pans {polvplionic) 1
Rounds - 4 pants {polvphonic) 1
Melodic ostinatl {polyphonic) 1
2-pant (homophonic) 1
Chords: I and W 1 i
Chords: LIV, and V 1

Dynamics
Loud and soft 1
Crescendo and decrescendo 1
Other Dvnamic Jevels
Timbre

vocal guality: Body percussion, Non-pitched and pitched |1
percussion
Instrument (sound discrimination) 1
Environmental and found sounds 1
Form
Phrase; Czll and response T
Section; AB (Binarv) 1
ABA {ternary} 3 I
Verse . chorus; Inoduction and coda 1
Rondo; theme and variations 1
12 bar Blues 182
Expression Markings: i.e., Staccato, Legato, Femata, and | As encountered in music
other musical terms markings listened to sung and
plaved

This complete resource will be printed in the Con Brio 2009
Conference Guide. Be sure to attend Con Brio to receive this
unit in your conference guide! The grade 7 sample unit was
. created in a partnership between the Curriculum
Implementation and Review Branch with the GAINS
(Growing Accessible Interactive Networked Supports)
literacy initiative with an intermediate literacy focus to teach
the 12 bar blues form. The Primary music unit will be
available through the OMEA and the intermediate music
unit will be posted on the edugain.ca website (after some
additional writing in Summer 2009). ’

As a result of another the Curriculum Implementation and
Review Branch partnership, in fall 2009, there will be a
Literacy and Numeracy Secretariat webcast focusing on Arts
and Literacy. In music, this webcast features an OMEA Board
Member in a grade 5 class using the OMEA Think Literacy 1-
6 resource in a grade 5 class and more. This webcast will be

posted at http://curriculum.org/secretariat/literacy_en.shtml
in fall 2009.

The May 2009 monograph on the Ministry website in the "What
Works? Research Into Practice” section features a research report
titled, Placing Music at the Centre of Literacy Instruction:
http:/ /www.edu.gov.on.ca/eng/ literacynumeracy /inspire//res
earch/whatWorks.html. These monographs are widely used by
administrators and may provide some of the research that
is need to be of value to you and the teachers in your
school. It might be worth making copies of this monograph
available to your staff to as part of your highlighting that
the Arts has a revised curriculum!

Conclusion

The Ontario Music Educators’ Association owes principal
writer for The Arts 1-8, Mervi Salo, a great deal of
appreciation for advocating for each Arts discipline and for
providing resources during her tenure as Education Officer
at the Ministry of Education. She worked to openly
collaborate with discipline specific lead writers from the
arts associations, contributing writers from the school
boards and the many other contributing voices from across
the province. Mervi took every opportunity to forge
partnerships within the Ministry of Education to create
resources that would have normally not been available to
support teachers and school boards with the
implementation of the revised curriculum. While being a
mother of two young children and having moved into a
new home just as she started this role at the Ministry, Mervi
has worked tirelessly for the last two years to ensure that
we will have a document that respects our specific
disciplines in the Arts, provide challenges for our students,
and provide supports for teachers in our classrooms. She
has also engaged Arts organizations such as the OMEA in a
provincial dialogue about the importance of the Arts
throughout this review process.

We should also recognize John Phillips, a long time OMEA
member, for his role with this document as the lead writer of
the Arts. The work of John and his secondary music writing
team is scheduled to be available for schools this coming fall.
It will become policy in September 2010.

I'hope that this article is a friendly introduction to the Revised
Music Curriculum Grades 1-8. All the best to you when setting
up your classrooms and preparing for September. I look
forward to seeing all of you at Con Brio 2009: Harmonizing
Past, Present and Future at the Doubletree by Hilton, Toronto
Airport November 5th to 8th, 2009.

Kevin Merkley is a Curriculum Consultant for the York
Region District School Board. He is the Past President of the
Omntario Music Educators’ Association (OMEA), Member-at-
Large on the Canadian Music Educators’ Association (CMEA),
President of the Arts Education Consultants of Ontario
(ARTSECQ) and Co-Chair of Con Brio 2009.
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Now’s The Time (990108000036) by Doug Goodkin

Name Games (9780769264424) by Doug Goodkin

A Rhyme in Time (9780769215129) by Doug Goodkin

Sound Ideas (9780757909887) by Doug Goodkin

An Orff Mosaic (073999539196) by Lois Birkenshaw-Fleming
Discovering Orff (0930448995) by Fane Frazee with Kent Kreuter

Picture books to learn from and to inspire!

Primary/Junior: .

How to speak Moo! By Deborah Fajerman «/

Leaf Man by Lois Ehlert «

Hand, Hand Finger Thumb by Al Perkins +

Mary had a Little Lamb by [za Trapani «

Click, Clack Moo: Cows That Type and «

Dooby Dooby Moo by Doreen Cronin and Betsy Lewin

I’m a Little Teapot by Iza Trapani «

Mary had a Little Lamp by Iza Trapani

Barn Dance! By Bill Martin Jr. and John Archambault four barr,
Giraffes Can’t Dance by Giles Andreae and Guy Parker-Rees v
Fiddle-I-Fee by Will Hillenbrand o

Lickety-Split by Robert Heidreder and Dusan Petricic «

For the boys in our class!

Tough Boys by Mem Fox «~

Saturday Night at the Dinosaur STOMP by Carol Dlggory Shields ¢
Drumbheller Dinosaur Dance by Robert Heidbreder

The Fabulous Song by Don Gillmor

The orchestra: '
‘The Orchestra by Mark Rubin and Alan Daniel
Zin! Zin! Zin! a Violin by Lloyd Moss «
Carnival of the Animals by John Lithgow

Composers: s

Igor Stravinsky by Mike Venezia

Johann Sebastian Bach by Mike Venezia .

George Handel by Mike Venezia |

" Handel: Who Knew What He Liked by M.T. Anderson and Kevin Hawkes
Bach’s Big Adventure by Sallie Ketcham

Jr./Int. Focus:
The Three Pigs by David Wiesner ¢ i

Do Re Mi: If You Can Read Music, Thank Guido d’ Arezzo by Susan L. Roth v
Music for the End of Time by Jen Bryant v/

Composer Bingo, Melody Bingo, Instrument Bingo, Music Listening Bingo, Lines and Spaces Bingo, Music
Svmbol Bingo, Rhythm Bingo as well as Rhythm Flashcards are all developed by Cheryl Lavender,
published by Jenson Publications and are excellent additions to a general music classroom. The above are
available through Waterloo Music, www.waterloomusic.com or vvaierloomuswﬂrogers com or 1 800 563

9683.



Recommended Videos (all of these videos could be purchased online, or could be found at your local
library)

Beethoven Lives Upstairs . ~ ISBN 6847830003

Handel’s Last Chance . ISBN 7474667133
Bach’s Fight for Freedom ISBN 7464667153
Liszt’s Rhapsody - ISBN 7464667143

There is a teacher’s guide for this series of videos that gives you a historical perspective on the lives
of these composers, and promts you with questions for students and provides activities (published by
Hal Leondard). The above children’s videos are appropriate for students grades 4-8. There is also a
Strauss and Rossini video in this series. _ ‘

Stomp Out Loud : ISBN 2635914842

This is an outstaﬁdhlg video that would be of interest to students grades 4-8.
Fantasia 2000 ISBN 788821172 .
Fantasia ISBN 788818066 .

These are brilliant movies that animate an interpretation of classical music.
Extreme Music Fun - ISBN 8693628473
Make Mine Music ; ISBN 8693612676
Melody Time ISBN 8693612675

These Disney cartoons are fun for students, and give lots of opportunity for discussion about music.

Marsalis on Music: Listening for Cues ISBN 7464664893

Marsalis on Music: Why Toes Tap ISBN 7464664883
Marsalis on Music: Tackling the Monster  ISBN 7464663123,

Marsalis on Music: Sousa to Satchmo ISBN - 7464664903
: These videos can be ordered as a box set, or can be purchased individually. These videos would be
suitable for students grades 4-8. These videos engage students, and cover listening, beat/rhythm,
practice and style. :

Listening: All you need is a CD player and a copy of the listening log. The following book has.listening
activities that are no longer than 10 minutes in length that will engage your students in a rich dialogue about

the elements of music.

An Earful: A Teacher’s Guide to Listening by Sharon Fitzsimmins (sharon fitzsimmins@sympatico.ca)

Books:

o Teaching Towards Musical Understanding: 4 handbook for Elementary Grades by Amanda P.
Montgomery . ISBN 780130173942 .

o The Aris Go To School: Classroom-based activities that focus on music, painting, drama, movement,
media and more edited by David Booth and Masayuki Hachiya (1551381753)

o The Teacher’s Companion to Music Grades 1-8 (2005 York Region resourse PRO372.87 TEA)

o The Complete Recorder Resource by Denise Gagne, published by Themes and Variations '
1894096193 '

e Think Literacy Cross-Curricular Approaches Grades 7-12: Subjeci-Specific Examples Music,
Grades 7-9 ISBN 0-7794-7249-7 (a grade 1-6 resource published by the Ontario Music Educators’
Association be posted at www.omea.on.ca)

e Play, Sing, & Dance: An Introduction to Orff Schulwerk (90245507) Doug Goodkin




Bordun String Section Round
~ Ostinato | Brass Section Canon
Melodic - Woodwind Intonati
Ostinato Section o =
Rhythm Percussion
Ostinato Section snpamble
COIldU,CtOI‘. Accompaniment Communication
Bow
Baton Down Bo e Sg "
| W Distribution
Rondo Up Bow - Articulation
ABA form Pizzicato
Chorus Arco

Verse

Tutti




One group starts from the beginning,

2™ group starts after the first group
from the beginning with the same
melody etc.

Similar to a round

Playing/singing in

tune (with the correct

pitch)

Watching, listening
and playing together

Watching the
conductor, watching
each other
Making important

decisions about how much
bow each note receives

How you play each
note (e.g. legato,
staccato etc.)

Violin, Viola, Cello,
Bass

French Hom,
Trumpet, Trombone,
| Tuba
Piccolo, Flute,
Clarinet, Oboe,
- Bassoon

Timpani, snare drum,
bass drum etc.

The instruments/parts
that support melody

Move bow from frog
towards the tip

- Move bow from tip

towards the frog

Pluck the string with
index finger of bow
- arm

| Use the bow

Everyone plays
together

Repeated accompaniment
usually played by bass
instruments

Repeated line that
acts as an
accompaniment
Repeated melodic
line that acts as an
accompaniment
Repeated rhythmic
that acts as an
accompaniment

Gives musical
direction, shows beat
and musical gestures

Used by conductor
when conducting

eg. ABACADA
A section repeats
Followed by new material

A section
B section new material
A section returns

Repeating part

Changing part



Staccato Fermata  Barline
Legato Repeat DoﬁfeBar -
Marcatto Dal Segno | Key Signature
Detache Da Capo Accidentals
Rit. * Coda Sharp (#)
Crescendo | Polyphonic “Flat ()
Decrescendo | Monophonic || Natural ()
Rall. Homophonic || Treble Clef
Tie Sigi?tire Bass Clef
Slur Alto Clef

Key Signature




Hold/Extend the

Divides each bar length of the note
| (pause)
End of a piece of b G.O back 1 the
- . eginning or repeat
music o
sign
Go back to the sign
Sharps, 1lais or Go back to the
naturals placed g - L
beginning

1infront of a note

Raises a note by one
half step

Ending section of a
piece

Two or more
independent melodic
lines played together

Lowers a note by one
half step

Cancels out a sharp or

2 flat A single melodic line

A melodic line with
chordal
accompaniment

4 — 4 beats per bar

4 — quarter note gets
1 beat

Lines=EGBDF
Spaces=F ACE

Lines=GBDFA
Spaces=ACEG

Lines=FACEG
Spaces=GBDF

Tells which notes to
make flat or sharp

Short and Detached

Smooth and
connected

Marked Bowing

Detached stroke

- Gradually Slowing

Down

Gradually get louder
Gradually get softer

Becoming slower

Connects two or more
notes of the same
- pitch with a curved

Connects two or more
notes of difference
pitches



Allegro pp " Timbre
- Andante D Intensity
Adagio o mp Duration
Vivace mf Pitch
Presto f ‘ Form
Moderato ff - Harmony |
Largo | .Melody Texture
Conjunct Interval - Disjunct
M\;g;?lllg ' . Range Contour
Meter Béat Tempo ‘




Character or colour of Pianissimo =
sound very soft

Loudness or softness

of music (also called Piano = soft
dynamics) |
Mezzo piano =
Length of fiotes moderately soft
The range in which a Mezzo forte =
note is heard moderately loud

How mUusic i Forte = loud
rganized
Putting note against ~ Fortissimo = Very
note | | loud

The thickness of ‘Putting a series of
music notes together

Wide leaps inthe  The distance between
melody two notes

- Distance between the
The shape of melody  highest and lowest
note

A regular pulse in

The speed of music ;
music

Fast and Lively
At a walking pace

Slow, leisurely
Spirited, bright, rapid,
equaling or exceeding

allegro

Fast, rapid

Moderate Pace

Large, broad, slow
and stately

Step wise melody

Grouping beats
together
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For this year s Remembrance Day assembly, my kids came up with the following brics for the
harmony part: In the fields where poppies grow,

This is what they came up with Jor the chorus part of “Graduation Song” version:

Afier teaching each line - sing it, using note names; play it on recorder and/or Orff

“Canon” by J. Pachelbel
adapted and arranged by D. Asplund

Jfrom Let's Do It Again (Vol. 3) by D. Asplund and D. Otto

In this resource, you will find excellent leaching suggestions,
order of teaching and final form at your fingertips.
I"ve used this piece for Remembrance Day assembly, Holiday concerts,
French week, Earth Day—you name it!
The author transposed this piece to C Major. That works well
on both recorders and Orff instruments.

Concepts— identify notes on stajff; readtwrite/perform from musical notation

Process (by Y. loffe)- teach/review notes on Staff—use ‘hand staff’
- teach tips—FACE and Every Good Boy Deserves Fudge
- using hand staff; teach bass line— kids sight read....

A

instruments; conduct it— decide on the rhythmic
values of the notes; notate on the staff...
- continue with melody; add harmony 1 and 2—point out
that all of these lines are ostinati. _
- after the kids are comfortable with their assigned parts,
decide on the form and ‘layer’ the parts. (Bass, melody..)
For fun... play with Vitamin Cs version of “Graduation Song” (kids iove itl!)

B

Sun shines, row by row. Ending...Sun will shine JSorever more,

In November, we remember

All the soldiers that fought together,

And as our lives change, come whatever,

We w{f! still want, peace for ever..... Ending... Peace forever more,

nbmbnindnbadt AT L LY DT By Iy I Le b b e s v b v b s S S S S D e i v by Y by b b
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ETFO Arts

Reviewed by Kevin Merkley

Written by Bonnie Anthony, Carol
MacKenzie, Jane Warmnsley and Jennifer
Zeitz. Internally reviewed by Dr. Larry
Swartz and Jennifer Copeland. Painting
(poster) by Norval Morisseau, and
music by Rafael Fuentes.

- Elementary Teachers’ Federation of Ontario, -Suite 1000,
480 University Avenue, Toronto, ON M5G 1V2. 2007

Under the direction of Jim Giles (ETFO), a new Arts
resource has been published by the Elementary Teachers’
Federation of Ontario (ETFO). The ETFO website
~ describes this resource as “A practical book for Junior
grade teachers who are new or inexperienced in arts
education. It introduces all the elements of dance, drama,
music and visual arts and shows educators how to use the
arts to support literacy and other subjects.” Not only
would this resource be invaluable to classroom teachers, it
would be a great addition to the professional library of
elementary music specialists. .

The introduction (The Importance of the Arts in
Education) and chapter one summary. (Meaningful
Education through the Arts) speaks passionately about the
importance of the Arts in our elementary schools. I was
pleased to read that the authors talk about how the Arts
are often highlighted in our schools, and yet policy makers
and administration seem to have difficulties finding
funding for full-time music teachers. I think that this
statement by ETFO is an important step towards raising
the profile of the importance of Music in differentiating
instruction, bringing literacy learning to life, and building
character in our schools.

The music portion of this resource was written by OMEA
Director, Jane Wamsley. In the music section, Jane gives a
brief introduction to each element of music (Duration,
Pitch/Melody, Timbre, Expressive Controls,
Harmony/Texture and Form). Each of these elements is
expanded upon with definitions, classroom activities to
engage students, and a “Teaching Tips”, and “Assessment
Tips” section. The layout of each element is well organized
in a two page profile with pictures that highlight active

music making, and useful text boxes that provide

examples to enhance understanding.

The culminating activity for this Arts document is a
creative unit on a “A Painting as Inspiration for the Arts”.
The Land (Landrights) by Canadian Ojibwa artist Norval
Morisseau (now recently deceased) which is shipped
along with this resource is the inspiration behind these
Visual Arts, Drama, Dance and Music activities. In the
unit, Arts examples and black-line-masters are provided
for teachers to use to help their students “make meaning”
of this piece of art, and how each disciple of the Arts can
be connected to this painting,.

The final chapter highlights “Other Sources of Inspiration
for the Arts”. It explores and connects the Arts with

_ literacy through poetry, picture books, music, and objects

as sources of inspiration. This section continues to provide
more effective strategies to engage your students in and
through the Arts.

Although this is targeted for the junior teacher, this

resource would be a welcome addition to the collection of

any elementary teacher. Many of the activities illustrated

in this resource could be easily adapted and modified for
the primary and intermediate classroom. The format of the

content for all of the Arts is consistent and well organized.

Any classroom teacher that teaches the Arts will find the

elements description and the student activities very

helpful.

This resource is best ordered in multiple copies. Shipping
for this $15.00 resource (book with CD and poster) is just
over $7.00 as the book and poster are shipped sepatately.
Whether you order 7 copies for yourself and colleagues, or
one for yourself, the shipping cost will be the same. My
understanding is that only 400 copies of this book were
produced, so be sure to order yourself and your friends a

copy!

Visit http:/ /shopetfo.etfo.ca for more information or call
1-888-838-3836.

KEVIN MERKLEY is a Curriculum Consultant for the York
Region District School Board, He is the Past President of the
Ontario Music Educators’ Association (OMEA) and Member-
at-Large on the Canadian Music Educators’ Association
(CMEA).
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I Hear the winamill/ s enrenas ¢ iviouun

Melody - Voice / SR / AG

Trad. French Canadian

J’entends le mouiin - tique-tique-taque,
J'entends le moulin - tague,

I hear the windmill - tika-tika-taka,

! hear the windmill - taka,
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The Ontario Cﬁirieu_lum
Grades_l-'-S |
The Arts
Music
~ Primary Unit

| September 2008

Sample Unit - Work in Progress .
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Unit Title, Grade, Subject

C(oale,l EDU Sawf{é Out %

e

Explanation of purpose of creating these units

Curriculum: What will students learn? .. .

Context: Students want to make connections with
what they are learning in the classroom and the
world around them. This unit encourages students to
explore the music and life of a child from Ghana
through perfoming, creating, and listening.

The following fundamental concepts are
addressed:

A. Duration: beat, rhythm (use symbols to
represent sound and sound to represent symbol),
tempo

B. Pitch: melodic contour and patterns, pitch .
matching, high and low

C. Dynamics: loud and soft

D. Timbre: found sounds, body percussion, voice,
percussion (non-pitched, pitched), instrument
classification

E. Form: AB (Binary)

F. Texture/Harmony: unison songs and simple
accompaniments .

G. Articulation: smooth (legato) and detached
(staccato)

of a child in Ghana and play a singing game
that she might play. They will create and

Summary: Students will learn about the life

perform a chant through the Creative
Process (from the Revised Arts Curriculum),
listen and compare two pieces of recorded
music (Critical Analysis Process). Students
will apply their knowledge of the elements of
music by creating several different
performances of their own rhythmic
compositions.

Overall Expectations

Overall Expectations (OE) C1 Creating and
Performing

C1.5

OE 2

S5EC2.1,£2.2, C2.3

OF 3

SE C3.1, C3.2

€Xp
Specific Expectations (SE) C1.1, C1.2, C1.3, Cl.4,

How are syllables of words and music similar
and related?

How can we apply our understanding of
some of the elements of music to a rhythmic
composition?
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Describe what is the same, and what is
different between:

- your life, and thellife of a girl in Ghana
- beat and rhythm
- two pieces of music

- your rhythm composition and your
partner's

- patterns of words and rhythms

- each new performance when you appiy the
elements of music

e




Unit Title, Grade, Subject

ikt

t=. | Culminating Performance Task
of Learning:

Students will create and perform a rhythmic phrase. The assessment tool for this
expectation-rich performance task will be a rubric that evaluates rhythmic
accuracy, steady beat, and variety of rhythmic pattern.

Assessm | Checkpoint: (lesson 1) Students will demonstrate

Learning

to create an effective accompaniment to a story.

phrases.

Checkpoint: (lesson 5) Students will compose a

sources).

entfor |rhythm. Students will describe the effect of changes tempo in the music.

Checkpoint: (lesson 2) Students will be able to apply their understanding of timbre

Checkpoint: (lesson 3) Combine rhythm patterns of words to create eight-beat
rhythmic phrases. Students apply dynamics to the performance of the rhythmic

Checkpoint: (lesson 4) Listen to two contrasting pieces of music and compare how
the elements of music (e.q. tempo, pitch, timbre,

accurately. Students repeat their performances using self-selected timbres (sound

the difference between beat and

rhythm) are used.

rhythmic phrase and perform it




Unit Title, Grade, Subject

Unit Lessons: How will assessment and instruction be organized for learning?  |Approx.

| Duration

Lesson 1 Focus on Performing:

Students will be introduced to the song and game, Obwisana. Through
performance, they will demonstrate the difference between beat and
rhythm, and describe effect of tempo change. Please refer to Lesson
Plan 1 for complete lesson plan.

Lesson 2 Focus on Creating and Performing:

Students read text and visuals of The Day of a Young Girl in Ghana from
Think Literacy Music, Grades 1-6 (Grade 2 Reading
www.omea.on.ca) p. 13 to 17. After students have completed the
Reading activities and are familiar with the text, they identify words that
can be represented with sound (e.g. sweep, water, pump, wash etc.).
Have students experiment with sounds to Create a soundscape (sound
effects that will be performed during the reading) to accompany a Read
Aloud of The Day of a Young Girl in Ghana (P. 16) In pairs, students
reflect on the timbre choices, the effectiveness of the performance and
how they would revise and refine the soundscape for the next
performance (see The Creative Process — P, 20, The Ontario Curriculum
Grades 1-8, The Arts 2009). The teacher will provide open ended
questions, to engage students in critical analysis and provide oral
feedback.

Lesson 3 Focus on Creating and Performing:

Students web their thoughts about another community in the world
from Think Literacy Music, Grades 1-6 (Grade 2 Writing
www.omea.on.ca) p. 19 to 23. They combine words from their web
to create an 8 beat rhythmic chant which they perform. Dynamics are
applied to additional performances. The creative process and
performances will be assessed through self-, peer-. and teacher
assessment and oral feedback.

Focus on Listening:

As a whole class, two pieces of music (ideally including one from Ghana)
are compared applying the elements of music. Their thoughts are
recorded on a Venn Diagram from the Think Literacy Music, Grades
1-6 (Grade 2 Oral www.omea.on.ca) p. 25 to 28. This process will
be modeled by the teacher and practiced with a partner. Oral feedback
will be provided by the teacher.

Lesson 4

Culminating Performance:

Students create a rhythmic composition based on sounds or instruments
found in a classroom, and develop a performance of their

Lesson 5 compositions applying their learning about the elements of music.
Students will reflect on their growth as performers and composers, and
identify next steps for their learning. Please refer to Lesson Plan 1
for complete lesson plan.
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Lesson One: Playing With The Beat

' Students will be introduced to the song and game, Obwisana. Through exploring this Ghanaian
song, students will develop an understanding of pitch direction, the difference between beat and
rhythm, and describe the effects of tempo change.

§ Curriculum Expectations : Learning Goals

By the end of this introductory ctivity, students
QE C1 will be able to:
SEC1.1,C1.2,C1.4,C1.5

\'\ Q\l\ecognize melody using a melody map

OEC2 Q\
SEC2.2,C2.1 * perform beat and rhythm accurately and
N ; identify the difference between them

SE C3.1, C3.2

e creating context for the song Obwisana

)<</X within Think Literacy
(QV ] Reading/Writing/Oral language Grade 2

unit

Context

Instructional Resources

and
* keep the beat and echo rhythms |Assessment  |An OrfF Mosaic from Canada edited by

Prior Knowledge & Skills

e have experience describing the Strategies Lois Birkenshaw-Fleming. P. 180
music they hear with appropriate|Literacy
music vocabulary Strategies Teaching Towards Musical

e have knowledge that pitches go ) Understanding: A Handbook for the
up and down and combine to Modeh.ng“ Elementary Grades by Amanda P.
create a melody Rote singing Montgomery P. 198

Seach "Obwisana" for information and
song notation from the internet

Assessment  |mro¢orials
Tools

Observation |, music for Obwisana (Teacher

Resource 1)

: Accountable  fe  melody map (Teacher Resource 2)

Accommodations/Modifications talk * paper or plastic cups (two sizes)

‘ * beat and rhythm card (Teacher
Resource 3)




Unit Title, Grade, Subject

Teaéhing andr_'l'.'éarning

jLesson Component

Minds On {Elicit & Engage)

Whole Class - Activate Prior Knowledge (Brainstorm
Teacher will sing Obwisana to students (Teacher Resource 1). Students
will listen to the words of the song and will share with a partner (Think-
Pair-Share) where they think this song has come from and why (all
contributions should be accepted). Encourage students to explain their
choices. Teacher will reveal that Obwisana is from the country Ghana on
the continent of Africa (show on a map if possible).

Teacher prompt: “This song will introduce us to the life and culture of a
student from Ghana”

Whole Class ~ Obwisana by rote (Echo Singing)
Repeat the song a few times inviting students to join in as they feel
comfortable. Teach Obwisana by rote having the students echo sing each
phrase. '

Teacher prompt: “In this song that we just sung, how many phrases
(musical sentences) did you hear”

Whole Class ~ Melody and phrases .
Have students follow the rise and fall of the pitches with their hands in
the air. Give students enough time to determine that there are two
phrases in Obwisana.

Use Teacher Resource 2. Have students in pairs with the ‘two melodies
(each melody should be a separate piece of paper) and order the phrases
as they sing the song again,

Teacher prompt: “How are they different? Turn to your elbow partner,
"What did you notice was different between the two phrases?” The pitch
at the end of the first melodic phrase goes up while the second goes
down.

Whole Class - Beat (The steady puise of Music)

Sing the song showing the beat on various parts of the body (shoulders,
knees, clapping, tapping). Teacher should choose a slow tempo to
prepare for the upcoming singing game. Determine a definition for beat
as the steady pulse of the music. '

Whole Class — Rhythm
While singing the melody, have the students clap the words/rhythm as
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they sing. Have students identify that rhythm is the combination of short
and long sounds and silence.

Whole Class — Beat and Rhythm

Using Teacher Resource 3 have students sing and alternate between
patting the beat (heart) or clapping the rhythm (R). Continue practising
changing their performance of rhythm or beat with the sign being
changed by a student.

Whole Class- Rock Passing Game

With the class sitting in a circle “knee to knee”, students keep the beat in
front of themselves moving their hand up and down. Practise this same
motion while singing the song. Students should then practise this same
motion moving their hand from the left knee to the right knee. Practise
this same motion while singing the song (you may choose to select a
small demonstration group of students as an exemplar).

Add one “rock” (plastic cup, paper cup, bean bag, rock) and practise
passing it around the circle while singing applying the same motion. The
object is to move the object (beat) around the circle. Keep the tempo
slow. Every student should continue to keep this left to right motion so
that everyone can keep their focus and feel the beat.,

Teacher prompt: "Did we keep the beat?" "Describe how you know that
the beat was kept throughout the whole song?”

“In Ghana, how do you imagine this song is used (how, when, where,
why)?” "How is this like something you engage in at recess time?”. This
is a traditional rock passing game from Ghana. One translation is “Oh
grandma, I just hurt my finger on a rock!”.

In pairs — Rhythmic Notation

Provide students with straws, popsicle sticks or cups of two different
sizes. Ask students in pairs to organize manipulatives to represent the
long, short and silent sounds. Show notation and help students connect
their graphic notation to syllables such as “ti-ti” and “ta”.

Teacher prompt: "What different rhythm patterns did you notice?”

Evaluate

Provide each student a copy of Teacher/Student resource (Rhythm/Beat
Card). Teacher will sing and model patting the beat or clapping the
rhythm. Students turn the card to correctly identify which is being
performed (rhythm or beat).

Teacher prompt: “When is the best time to change between rhythm and
beat?” '

Students will then challenge each other by working in pairs to repeat the
process modeled by the teacher. A variation of this activity would be to
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have the student with the sign signal when their partner changes from
patting the beat to clapping the rhythm. This activity provides an
opportunity for the teacher to observe and evaluate students’ levels of
understanding (beat and rhythm) using a checklist.

|Extend

As students get more comfortable, extend this activity by:

- teacher gradually adding cups until each student is passing a cup
- experimenting with faster tempi

- performing in small groups

= upon a signal, changing direction

Next Steps

Have students brainstorm some of the ways that they use music every
day and some of the routines they follow throughout their day.

Teachers should familiarize themselves with the Grade 2 Think Literacy
Reading activity (Reacting to Reading: Drawing Conclusions I Read,/I
Think/Therefore) which can be found at Wwww.omea.on.ca and plan how
the learning from this lesson can support the reading activity in lesson 2.
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Teacher Resource 4
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Teacher Resource 5

_Criteria Details
Length of rhythmic phrase 8 beats
Note and rest values Ta())

ti-ti (4 d)

Interesting Rhythmic Phrase

Performance

Can I read someone else’s piece

Reflection

quarter rest_(s )

Variety of patterns
Manipulate cards
Is it effective

Accurate rhythm

Flow

Steady Beat

Can read the symbols accurately

describe my choices
tell you about my process



Teacher Resource 6

ST
5

b2k

_Tﬁﬁwﬂ, s TR

d Limiteﬁ use of
.| sound and silence

= ‘v‘-'. B e

Some use of sound
and silence

Considerable usé
of sound and
silence

Effectively uses
sound and silence

| Limited variety in

Some variety in

Uses a variety of

Effectively uses a

their own words to
describe
performances and
compositions with
limited
effectiveness

their own words to
describe
performances and
compositions with
some effectiveness

their own words to
describe
performances and
compositions with
considerable
effectiveness

] note values note values note values variety of note
values
A few of the Some rhythms are Rhythms are Rhythms are
rhythms are accurately accurately accurately
95 performed to the performed to the performed to the performed to the
steady beat steady beat steady beat with steady beat with no
' few hesitations hesitations

Uses music Uses music Uses music Uses music
vocabulary and vocabulary and vocabulary and vocabulary and

their own words to
describe
performances and
compositions with
a high degree of
effectiveness

|

Name:

8 beat composition

Comments/Next Steps:

OE CI — Creating and Performing;: apply the creativ
purposes, with a focus on the elements and techniquy

OE C2 — Reflecting, Responding,
feelings, ideas, and understanding

€ process to create and
es introduced in Grade 2.

perform music for a variety of

and Analysing: apply the critical analysis process to communicate their
$ in response to a variety of music and musical experiences,




Student Resource 1

sha-kers

chalk boards

pa-per

brush-es

swish

pat

sticks
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Student Resource 3

The sounds we chose...

Our performance reminded me of. ..

We performed together well because. .. Our sound choice was interesting because..

/\

A

Next time we will...

Next time we would choose these sounds ....because




Curriculum Expectations

OE 1
SEC1.2, C1.3, C1.4, C1.5

OE 2
SE C2.2, C2.3

Context

Prior Knowledge & Skills

beat, rhythm and tempo (Lesson
1)

timbre (Lesson 2)

rhythmic vocalization and
applying dynamics (Lesson 3)
elements of music experienced
(Lesson 4)

Accommodations/Modifications

be able

Insrutiona! -
and Literacy
Strategies

Modeling

Assessment
Strategies

Self
Assessment
(reflection)It

Exampie of
teacher/studen
t work or
develop one
together

Performance
demonstration

Assessment
Tools
e.g. checkiist

Rubric

Checklist

“[By the end of this culminatin

g ctivity, udents will

to:
Create their own rhythmic composition
perform rhythms accurately

apply many of the elements of music (beat,
rhythm, timbre, tempo, dynamics)

reflect on their own learning and the learning
of others o

Resources

An Orff Mosaic from Canada edited by
Lois Birkenshaw—Fleming. P. 180

Teaching Towards Musical
Understanding: A Handbook for the
Elementary Grades by Amanda P.
Montgomery P, 198

Seach "Obwisana" for information and
song notation from the internet

Materials

eight picture cards
(Student/Teacher Resource 3)
picture card sheet (Student
Resource 1)

sample T-chart (Teache
Resource 5) :
blank score (Student Resource 2)
Two Wishes and a Star (Student
Resource 3)

instruments if available

scissors, glue, pencils, crayons
(optional)

r




Unit Title, Grade, Subject

Téaéhjiﬁé and Learning

Lesson Cponent

Minds On (Elicit & Engage) Approx. Time (min)

Whole Class - Activating Prior Knowledge (Beat and Rhythm)
Students sing Obwisana alternating performances of beat and rhythm
(Refer to lesson 1 - Beat and Rhythm) while singing. Repeat and
vary the tempo.

Whole Class - Debriefing

Teacher prompts: "Turn to your elbow partner and describe the
difference between beat and rhythm?" "What effects did the tempo
changes have on how accurately you performed the beat or rhythm?"
“How did the tempo changes affect the mood of this song?"

Whole Class - Activating Prior Knowledge (Timbre)

Students sing Obwisana alternating performances of beat and rhythm
(Refer to lesson 1 - Beat and Rhythm), using different timbres
(sound qualities) such as beat with body percussion (e.g. snap, pat, clap,
stamp) and rhythm played on non-pitched percussion instruments (e.g.
maracas, triangle, wood block); found sounds - beat played on a table,
rhythm played on the wall (Refer to lesson 2 - Timbre).

Whole Class - Check for Understanding
Teacher prompt: "Which timbres worked best for playing the beat? For
the rhythm?" :

Whole Class - Activating Prior Knowledge (Syllabication and Rhythm

Patterns)

Read and perform the model rhythmic chant (Refer to lesson 3 -
Rhythm Patterns), identifying that each section is 8 beats long and
that each syllable in a word corresponds to a sound in the rhythm.

Whole Class - Check for Understanding

Teacher prompt: "What are the ways that you and your partner could
work together to make sure the beat and rhythm are performed
accurately?"

Action! (Explore & Explain) Approx. Time (min)

Whole Cias - Comoosinq an 8-Beat thtm hrase

For this activity, use Student/Teacher Resource 3 (picture cards of sound
sources with rhythm symbols)

Thé teacher displays eight enlarged picture cards (Teacher Resource 4)

ypr!inks
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and students identify the name of the sound source pictured on each
card (e.g. shaker, drum, stomp, snap). From left to right, read and clap

connection that saying and clapping the syllables of the words is also the
rhythm. ;

Distribute eight picture cards to eight students and randomly place
students in a line holding their cards (ensure that one student has a
quarter rest card). Each student's card has a value of one beat creating
an eight beat rhythm phrase. As a class [insert picture here], beginning
at the left side of the line, students read and say the words on the card
aloud while clapping the rhythm. Repeat the process with clapping the
rhythm only.

Have the class close their eyes while students in the line change their
order. Class members open their eyes, and perform the newly-created
rhythm pattern (this will help students understand that it remains 8
beats long, and that the rhythm pattern can change). Class repeats the
process to consolidate their understanding.

Oral Feedback (Think-Pair-Share): "Which rhythmic phrase did you think
was more effective and why?"

Whole Class - Co-Constructing Criteria

For this activity, use Teacher Resource 5 (sample T-chart with criteria)

Identify as a class the criteria that will define an effective compaosition.

ndividuallv -

For this activity, use: _

Student Resource 1 (picture cards with sound sources and rhythm
symbols)

Student Resource 2 (blank score)

Teacher Resource 5 (sample T-cha rt)

Students will create their own compositions with the picture cards.
Students receive a picture card sheet (Student Resource 1) and scissors
to cut out the squares that they would like to use for their composition.
They will also receive a blank score (Student Resource 2} on which they
will compose their own rhythm phrase. Students are welcome to share
and trade cards with each other. Students should refer to the T-chart
(Teacher Resource 5) for criteria to guide the process.,

Self-reflection

Write feedback on a T-chart outlining the criteria (what I need to show) Co-constructing
and a description of what it will look and sound like. criteria (T-chart)

Oral feedback
Student self
assessment
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Students are encouraged to try reading and clapping their phrase and re-
arrange their picture cards continuing until they are satisfied that their
rhythmic phrase is effective. The teacher will check the composition
before picture cards are glued and provide feedback. Teacher prompt:
"Explain to me why you want your picture cards in this order?".

Whole Group/Pairs/Individual - Inside/Qutside Circle

Students sit in an inside/outside circle. Students on the outside of the
circle will have an opportunity to breifly explain how they used the
creative process they used for their composition, and will perform their
composition. Inside circle partner will repeat the same process.

Move the circle by 1 to the right. Switch compositions (rhythmic
phrases). Read and perform their partner's composition and provide
feedback.

Whole Group/Individual - Evaluation of ability to interpret the syllables
and notation

Students sit in alpha order in a circle (or the order of students in your
class list). Students will say and clap a chant, e.g. :

Rhythm patterns all around,
We can play on any sound

This will be chanted alternately with student performances of their
compositions. Students in the circle will softly pat/patsch the beat while
others perform their compositions.

The class performance is in the pattern of:

A chant

B student 1
A chant

C student 2
A chant

D student 3
A chant...

Teachers evaluate the students' performances for rhythmic accuracy,
steady beat, and variety of rhythmic pattern. A sample rubric is
provided, Teacher Resource 6.

Pairs - Selecting Sound Sources

With a partner, choose two sound sources (e.qg. found sounds,
instrumental sounds, body percussion) and decide who will play which
parts of the 8 beat rhythmic phrase from both scores. Students will
practice, edit and re-perform their new 16 beat compaosition one after
another in succession (16 beats). Students can perform for their class, in
small groups, for other classes, an assembly, for administrators and
office staff.

Individual - Ticket Out the Door (self assessment)

Peer assessment and
feedback

Sy

Rubric to guide
teacher evaluation of
performances

For this activity, use Teacher Resource 3 (Two Stars and a Wish)




Unit Title, Grade, Subject

Students will reflect on their learning using "Two Stars and a Wish".
Accomodation: Alternately, students could respond with pictures or
orally, if writing will not accurately reflect their thoughts.

- students further apply their knowledge of other elements of music to
create new arrangements of their compositions (e.g. adding pitch (high
and low), sing it to patterns of sol-mi-la, vary the tempo, dynamics,
articulation, and texture)

Self Assessment (Two
Stars and a Wish)




