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Term Goals

Term Goals are the first step in setting objectives. These
longer targets create a framework in which short term
markers are easier to set. Students may not refer to this
page on a regular basis, but it will be useful for the teacher
in their efforts to keep the big picture in focus.

Students vary in their response to long term goal setting.
Some pupils are self-motivated and require little guidance
in their practicing schedule; other pupils thrive with a
detailed outline and the security of specific expectations.
In either case, the exercise of deciding goals will promote
discussion and awareness around the subject of practicing.

The Workbook provides three pages for long term goal
setting, labelled Term I, Term II and Term III. As the
instructor chooses, the teaching year can be divided into
three terms of three/four months, two terms of five months
or a single term of ten months. The categories for setting
term goals are noted below with some basic suggestions.
As with any generic form, the list cannot accommodate
every possible variation. However, with an established
framework, the job of setting individual goals can be made
considerably easier.

Term I Goals

Dates for Term I

Practicing Plan:

Exam Preparation:

Public Performance:

Other Goals:

Student's Signature:

Term I Review:

SUGGESTED TOPICS

Term Dates

Practicing Plan

Practicing Days

Length of Practice Session

Time of Day

Order of Practice Items

Date of Exam

Technique

Repertoire

Studies

Sight Preparation
Ear Preparation

Theory

Date of Event

Repertoire

Duets, C ition, etc.

— List the months allotted for the term and the date of the term review, if applicable.

— For new students, transfer students or young children, use the practicing plan to

establish a better understanding of how to practice within specific parameters.
Set the number of practicing days expected per week. In some cases, a day off is
helpful for junior and intermediate students, but avoid taking it before, after or on

the day of the lesson.

Set an approximate length of time for each practice session to help the student
gauge the quality of their efforts. Note the best time of day for practicing (before
school, after school, after dinner) and divide the practice session if necessary, to
maintain optimal concentration (20 or 30 minute sessions, two or three times a

day).

Specify which portions of the homework are to be practiced in each session
(technique, repertoire, technical exercises, etc.) and perhaps suggest an order (first
technique, then finger exercises, sight reading, ear training, repertoire, etc.).
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New Repertoire

New repertoire is often greeted with one of two sentiments,
enthusiasm or reservation. The enthusiastic student will
jump into the piece without premeditation, more interested
in exploring the music from start to finish than following
the score precisely. The reluctant student will view the
score with trepidation, overwhelmed by all that needs to
done and at a loss as to where to begin. In both cases, a
general plan of action is advisable to give some guidance
for home study.

The New Repertoire page in the Student Workbook
contains three lists for this purpose, First Things First,
Study the Score and Learn the Notes. Although some
modifications will be necessary for specific pieces, these
ideas point the student in the right general direction and
help them learn to learn. First Things First deals with
items to look at before the score is studied. The degree

of detail explored in this category will depend on the
student's level of study and their personality, as well as the
time available in the lesson. Study the Score lists practical
points to study before beginning to play. The basics are
covered, ensuring that the student is familiar with the score

New Repertoire

First THINGS FIRST
Title + understand the meaning
Composer « note the name and dates
+ find their nationality
Musical Era  find the musical era
STUDY THE SCORE
Key Signature ¢ note the sharps or flats
* name the key
« play the tonic scale
« play the tonic triad
Time Signature ¢  find the basic beat
Form + analyze the structure
Counting

« write in the counting

Difficult Rhythms *  counting out loud,

clap difficult sections
3x, 5x, or until secure

Sections + divide the piece into

2 bar, 4 bar, 8 bar sections
Terms *  define the musical terms
* write in the definitions
« use the Music Glossary

Unusual Features

look for accidentals, ledger
lines, changes in clefs, etc.

LEARN THE NOTES

In Sections. *  work in sections

«  start hands separate,

repeat 3x, 5X, or more

«  try hands together,
if appropriate

«  play slowly and accurately

* play to the first beat of the
next section or bar

check for:

a) notes

b) fingering

¢) rthythm

d) articulation

e) dynamic colour

Follow the Score *

Count Out Loud * count out loud at all times

Find the Patterns *  look for:

a) scales

b) triads

c) repetition

d) other groupings

Difficult Spots ~ »  find difficult passages,
circle or mark them with a
coloured dot

« practice these sections first

* work on them more often

in general and that they are aware of any obvious patterns or repetitions. Learn the Notes begins the
process of reading and absorbing the information in the music.

FIRST THINGS FIRST

Title

— The title holds clues to the piece, so be sure the student understands what it is

trying to say. If it is a prelude, sonatina, etc., briefly explain how the title applies
to the piece; if it is a noun, adjective or adverb be sure the student understands the

definition.

Composer

— Point out the composer's name, gender and dates. Note the composer's nationality

and find the country on the map if it is unfamiliar to the student. Investigate their
life and note interesting biographical information, the odder the facts the better.
Alternately, have the student investigate the composer themselves using the

internet or reference books.

Musical Era

— Have the student find the musical era most applicable to the composer and discuss

some of the relevant historical features. The Musical Eras chart provided in the
Student Workbook can be used as a point of departure. Find other composers from
the same era that the student has either heard of, or composers whose music the

student has already played. Discuss some of the similarities or differences between

previously learned pieces by the same composer and the new piece.
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GERMAN COMPOSERS

ENGLISH COMPOSERS

Bach, Johann Sebastian 1685-1750 Clarke, Jeremiah 1674-1707
Bach, Carl Philipp Emanuel 1714-1788 Duncombe, William 1690-1769
Bach, Johann Christoph F. 1732-1795 Purcell, Henry 1659-1695
Bach, Wilhelm Friedemann 1710-1784 FRENCH COMPOSERS

Graupner, Christoph 1683-1760 i .

Handel, George Frideric 1685-1759 Couperin, Francols 1668-1733
Kirnberger, Johann 1721-1783 Daquin, Lou1s—Cl.aL.1de 1694-1772
Mozart, Leopold 1719-1787 Rameau, Jean-Philippe 1683-1764
Pachelbel, Johann 1653-1706 ITALIAN COMPOSERS

Stolzel, Gottfried - 1690-1749 Zipoli, Domenico 1688-1726
Telemann, Georg Philipp 1681-1767 Scarlatti, Domenico 1685-1757

STYLE
Texture — Contrapuntal (polyphonic) textures are common in this style. The term indicates

the use of multiple voices within a composition, each one an independent
part creating a textured musical fabric. This style of writing requires skill and
concentration to carry each voice through with integrity.

Subjects — Subjects are the principal melodic ideas used in Baroque pieces like the inventions,
sinfonias or fugues.

Articulation — The articulation is usually contrasted in some manner (legato in one part and
staccato in another, etc.) to give the composition variety and a more complex
texture.

Momentum — Momentum is apparent in the use of a consistent rthythmic pattern throughout a

piece in either or both hands. This concept is in keeping with the Baroque theory
of affect in which a piece projects one particular mood.

Dynamics — A narrow dynamic range was generally pleasing to the Baroque ear, as the
instruments of the time were smaller and less voluminous in their sound
production. Terraced dynamics were often employed to give variety and direction
to repeating patterns or sequences.

Sequences — Sequential patterns are short fragments (1 bar, 2 bars, etc.) that are repeated either
higher or lower, two or more times. The interval of transposition between each
fragment is usually a 2" or 3™ although other intervals are also used.

Directions — Performance directions are not indicated on urtext scores of Baroque music as
musicians of the day understood how articulation ornaments and tempos were
inferred by the notes provided. The following list might be helpful as a guide for
contemporary interpretations.
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Harmonic Playbacks

Harmonic Playbacks focus on the quality and relationship
of intervals. They reinforce the work done with the

Interval Melodies and take the aural skills to the next level.

Without distracting melodic material, the ear is better able
to identify dissonant versus consonant sounds, and narrow
versus wide intervals. The open quality of perfect intervals
(P4, P5, P8) and the pull of unstable intervals (Aug 4, M7)

Playbacks

HARMONIC PLAYBACKS

* Keys — G,ED

« Intervals  — M2, M3, M6,
P5, P4, P8

e Parameters — 3 intervals,
Ttol

Example

* Keys — C,G,ED * Keys
 Range — Ttol « Triads

* Parameters — 7 notes

MELODIC PLAYBACKS TriAD PLAYBACKS

* Parameters — 4 triads,
J b double one

Example Exampl

are also more obvious when directly compared to other

intervals.

Harmonic Playbacks are created using the guidelines
outlined in the chart on page 99. Keys and Intervals
indicate the options for the level while Parameters lists
the number of intervals, the range and whether common
tones are used. The tonic note is used as the lower note
for the first interval in each example to provide a frame
of reference. See pages 100-102 for examples of the
Harmonic Playbacks.

b s ow BT

Before playing the example for the student, state the key and the intervals to be
used, the bottom note of the first interval may also be stated. After hearing the
example played twice, the student can play it back. The example can be repeated

can be doubled at the discretion of the teacher. The student can be told that one

Before playing the example for the student, state all the intervals that could be

Either state the bottom note of the first interval to give a starting position (do not

TO START

Procedure

as many times as necessary.
Doubling Intervals must be doubled in the Preparatory Level, in subsequent levels they

interval will be played twice or that one interval may be played twice.

INCREASE THE DIFFICULTY

Parameters

used, then select and play a combination of only two or three.
Position

name the key) or select a key signature with more flats or sharps.
Repetition Repeat the example a limited number of times.
98 Duplication of this material in any form without permission
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Harmonic Playbacks

LEVEL 1 LEVEL 2 LEVEL 3 LEVEL 4
a. a. a. a
A A A
() () () ()
p.4 p.4 p 4 e o
r @ o
3\?1 > W o
- - - -6 Q) - - - - - -6
b b. b. b.
A A A A
() () () ()
p.4 p.4 p.4 o
l(\\ @ o @ o 5
o - % -ev—E o -o ¢ o -o° o e o o -o°
c C. c. c
A A A A
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d d. d
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o

) ) Y )
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() () ﬁ . © ﬁ | =
M W M W
o o
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Daily Technique Schedule

The Daily Technique Schedule provides a chart to organize | g -
the practice of the technique requirements. The object
is to divide the technique into manageable sections and o oo o
rotate the keys throughout the week. Teachers can add and . 7] ]
arrange keys according to the needs of the students and . ”DD . dPDD . dPDD
their relative strengths or weaknesses. |- [ [
Chord: I:l I:l Chord: I:l I:l Chordsl:l l:l
L] L] L]
= = [
BENEFITS - [ -
L] L] L]
Focus — By limiting the number of keys s - .
practiced each day, a more focused S Sese Setes
effort can be applied to specific L] - -
areas. The exercises will be Chord rogrssions Clord rogressions Chord rgressons
; i L] L] LI
thoroughly practiced r.ather th.an just = 0o oo
played through. Also, if practice "0 e "0
time is limited, the work can be JU |- U - U -
accomplished in a more efficient - . ]
manner when the focus is not — — .

New Material

scattered.

— Learning a few keys really well, will make learning new keys much easier. New

scales, triads etc. will seem less overwhelming when only one or two are to be
learned and practiced at a time.

SUGGESTIONS

Days of the Week — Each of the six sections can be assigned to one day of the week. If the student

Key Boxes

practices seven days a week, the extra day can be used to focus on problem keys,
to run through all the technique in one sitting or to take a day off from technique
and work only on the repertoire.

When a student begins a new level, minimal technique may be assigned. In such
cases, the keys can be listed on one, two or three days instead of all six. As the
technique load increases, the keys can be spread over four to six days.

— Key boxes are provided for each scheduled day. At the intermediate and advanced

levels of the Workbook, there are generally fewer boxes for each category than
there are keys listed in the technique. This is intentional as the chart is designed
to allow the student to concentrate and work on a few keys each day rather than
skim over everything at once. Use colour for the boxes to highlight problematic
exercises or keys.
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Assignment Pages

The Assignment Pages are used to summarize the
expectations for the week and to define the homework for
the following lesson. It is an immediate record of the short | ..
term goals set by the teacher in response to the efforts of
the student. It is also the most regularly consulted page,
viewed not only by the student and the teacher, but in
many cases, by the parent as well.

The expression of concrete expectations is very important.
The more specific a teacher is, the more likely a student
will be to accomplish the task. By clearly stating the
assignment for the week, misunderstandings are less likely
and results will generally be more favourable.

If time permits, the student can write their own homework
on the Assignment Pages during the lesson. This can be
briefly checked by the teacher before the student leaves to
ensure accuracy. By increasing the student's participation
at this stage, concepts and requirements will be reinforced
and more firmly embedded in the memory. Any problems
with illegibility will also be avoided as the student should
be able to read their own handwriting.

g
g
o
g

Sight Reading

Technique

| o
| o !

U0 | OO o0y | o0 00 D00
O | OO o0y oo 00 000000

The Assignment Pages provide an opportunity to cross check the effectiveness of short and long term
goals. If a student is unable to complete weekly assignments for several lessons in a row, it is a clear
indication of a breakdown somewhere in the learning process. This might be occurring due to the home
situation, ambitious expectations or waning interest. Whatever the cause, it must be addressed in order
for lessons to continue in a positive manner.

Theory
Sight Reading

Ear Training

Technique

© 2008 Barbara M. Siemens - PWTM100CA

SUGGESTED TOPICS

If applicable, note the theory pages to be completed for the next lesson.

Note any specific assignments for sight reading practice such as page numbers
from the sight reading book, suggestions or reminders. Note whether the reading
skills were worked on during the lesson or whether they will be deferred to
another lesson.

Note any specific ear training assignments, suggestions or reminders. Note whether
the aural skills were checked during the lesson or whether they will be deferred to
another lesson.

List keys or exercises that need extra attention. Make reference to appropriate
strategies from the Practicing Technique page. Remind the student to check the
Tempo Chart and Daily Schedule pages to help structure the practice for the week.
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