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CONCERT PROGRAM
Tasmanian Symphony Orchestra
Luke Spicer conductor
Christopher Lawrence presenter
GLINKA Overture to Ruslan and Ludmilla (excerpt)

3’

BALAKIREV Overture on Three Russian Themes (excerpt)

2’

TCHAIKOVSKY Symphony No 4 in F minor, Op 36 (excerpt)
IV Finale: Allegro con fuoco

4’

STRAVINSKY Petrouchka (excerpt)
Danse des Nounous

2’

TRAD ARR SHAWCROSS Along the Peterskaya (sing-a-long )

2’

MUSSORGSKY Night on Bald Mountain (excerpt)
Arr RIMSKY-KORSAKOV

2’

GRIEG Peer Gynt Suite No 1
III Anitra’s Dance

2’

RIMSKY- KORSAKOV Flight of the Bumble Bee from Tsar Sultan (excerpt)

1’

RIMSKY- KORSAKOV Scheherazade (excerpt)
II The Kala ndar Prince

2’

RIMSKY- KORSAKOV Sinfonietta on Russian themes in A minor, Op 31 (excerpt)
II Adagio

2’

STRAVINSKY The Firebird Suite (1919) (excerpt)
II Ronde des Princesses

1'

TRAD ARR CHENEY In the Garden (sing-a-long)

2’

STRAUSS JR Tritsch-Tratsch Polka Op 214

2’

BORODIN Overture to Prince Igor (excerpt)

3’
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THE PERFORMERS
TASMANIAN SYMPHONY ORCHESTRA
Marko Letonja Chief Conductor and Artistic Director
The Tasmanian Symphony Orchestra has been at the forefront of concert life in Tasmania for more
than six decades. Established in 1948 and declared a Tasmanian Icon in 1998, the TSO gives nearly
80 concerts annually including seasons in Hobart and Launceston, and appearances in Tasmanian
regional centres. Additionally, the TSO collaborates with other Tasmanian arts organisations,
including highly successful projects with the Museum of Old and New Art (MONA).
Resident in Hobart’s purpose-built Federation Concert Hall, the TSO has a full complement of 47
musicians. Marko Letonja is the orchestra’s Chief Conductor and Artistic Director. For works that
require choral forces, the TSO is joined by the TSO Chorus. With approximately 80 CDs in its
catalogue, including 21 titles in the Australian Composer Series on ABC Classics and 14 in the
Romantic Piano Concerto Series on the British label Hyperion, the TSO is known and heard
nationally and internationally. In December 2016-January 2017 the TSO gave a highly successful tour
of China, performing nine concerts in seven cities, including Shanghai and Nanjing.
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LUKE SPICER conductor

Growing up in Picton NSW, Luke began musical studies at the Wollongong and Sydney
Conservatoriums during his secondary school years, and after completing tertiary studies at the
Sydney Conservatorium, Luke is now making his mark as a symphonic and operatic conductor.
Graduating with a Masters of Conducting from the Sydney Conservatorium, he has furthered his
studies in Freiburg, and Manchester; and attended the Fondazione Musicale Chigiana, Siena, working
under Maestro Guanluigi Gelmetti. Luke was also a participant in the Symphony Services
International Conductor Development Program during 2016, conducting the Tasmanian Symphony
Orchestra, Adelaide Symphony Orchestra, and the Auckland Philharmonia Orchestra.
In 2014 he was appointed Principal Conductor of the Sydney University Symphony Orchestra, and
has been the assistant conductor of the Willoughby Symphony Orchestra for several years. Luke
made his operatic debut in 2015 with Gluck Orfeo ed Euridice , as part of the Spectrum Now
Festival, with Silvia Colloca singing the principal role and Shannon Murphy Directing. Other recent
Conducting engagements include Walton Façade , Prokofiev Peter and the Wolf , Mendelssohn
Elijah , Wagner Wesendonck Lieder , and a sell-out production of Puccini il Tabarro.
In February Luke joined Opera Australia as Music Director of the NSW schools tour, and has
commenced the 2017 season with the Sydney University Symphony Orchestra.
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CHRISTOPHER LAWRENCE presenter

Christopher Lawrence has long been one of the nation’s best-loved radio personalities with a career
in broadcasting that spans more than three decades. He is currently presenter of Drive on ABC
Classic FM. His recording work has earned him three ARIA (Australian Record Industry Association)
Awards, a Churchill Fellowship, and an International Emmy from the US television industry. Among
his many talents, Christopher has written and produced numerous radio features and been a guest
conductor for several Australian symphony orchestras. He is the mastermind behind the Swoon CD
collection, which evolved out of his ABC Classic FM breakfast program and went on to become the
highest-selling classical compilations ever released in Australia (more than 500,000 units). He has
also written several best-selling books including Swooning – A Class ical Music Guide to Life,
Love, Lust and other Follies , and Swing Symphony . Christopher has been based in Tasmania
since 2007 and has compered many TSO concerts, including the Family Classics series, RACT
Symphony under the Stars and the ABC-Symphony Australia Young Performers Awards. He is
married to baroque violinist Julia Fredersdorff and they have two daughters, Mina and Belle. In 1999
he received an Honorary Doctorate in Communications from the University of Central Queensland.

TSO Songbook Project
Lisa Cheney Along the Peterskaya
Tim Shawcross In the Garden
Please visit https://www.tso.com.au/educate/classroom-resources/ to learn more about TSO
Songbook Project and these wonderful composers.

4

ABOUT THE MUSIC
BACKGROUND
‘The Mighty Handful’ is the name given to a group of five Russian composers:
Mily BALAKIREV

(1837 – 1910)

Alexander BORODIN

(1833 – 1837)

Cesar CUI

(1835 – 1918)

Modest MUSSORGSKY

(1839 – 1881)

Nicolai RIMSKY-KORSAKOV

(1844 – 1908)

They were based in St Petersburg and actively collaborated between 1856 and 1870.
This was the time of the nationalist movement in the history of the arts, particularly in Europe, when
composers tried to produce music which was clearly of their own countries. The members of The
Mighty Handful’ were not the only Russian nationalist composers, but were a very important part of
the movement because they worked together. Their aim was to create a distinctly Russian classical
music with harmonies and colours different from the musical language of Western Europe,
particularly Germany / Austria, which was dominant at the time.
Their music is characterised by:







The use of Russian folk songs, and the creation of original melodies which sound like
folk songs
The imitation of sounds of Russian life, particularly church chants and bells
The use of Russian legends and literature as inspiration
Orientalism: the use of middle-Asian and Caucasian influences
Looser structures (such as the symphonic poem) as a way of avoiding customary
‘rules’ of symmetry like those found in sonatas and similar forms
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GLINKA Overture to Ruslan and Ludmilla
Glinka was a friend of Balakirev, the leader of ‘The Mighty Handful’. Glinka is regarded as
the father of Russian classical music.
BALAKIREV Overture on Three Russian Folk Songs (themes 2 and 3)
The excerpt performed of this work incorporates two Russian folk songs, The Little Birch
Tree and Along the Peterskaya .
TCHAIKOVSKY Symphony no 4, IV Finale
This movement makes use of The Little Birch Tree
STRAVINSKY Petrouchka, Danse des Nounous
Known in English as ‘Wet Nurses’ Dance’, this section makes use of the folk song Along
the Peterskaya
MUSSORGSKY Night on Bald Mountain
This work is based on a story by the Russian writer Gogol. It was orchestrated by RimskyKorsakov.
GRIEG Peer Gynt Suite No 1, III Anitra’s Dance
This is an example of Nationalist music from another country: in this case, Norway
RIMSKY-KORSAKOV Flight of the Bumble Bee from Tale of Tsar Sultan
Tsar Sultan is an opera based on a poem by the Russian writer Pushkin
RIMSKY-KORSAKOV Scheherazade, II The Kalandar Prince
An example of Orientalism: Scheherazade is the storyteller in the Persian epic One
Thousand and One Nights.
RIMSKY-KORSAKOV Sinfonietta on Russian Themes, II Adagio
This uses the Russian folk song In the Garden
STRAVINSKY The Firebird Suite (1919) II Ronde des Princesses
This also uses the folk song In the Garden
STRAUSS JR Tritsch-Tratsch Polka
This is an example of the German-Austrian style ‘The Mighty Handful’ turned away from
BORODIN Overture to Prince Igor
Prince Igor is an opera based on a Russian legend
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TEACHING IDEAS
THE RUSSIAN REMIX
Composers are often taking well-known tunes and recycling them. Students are familiar with the
practice of remixing popular contemporary songs. Within ‘The Mighty Handful’ concert there are a
number of pieces which take well-known Russian folk songs and change their expressive purpose
using a number of compositional devices. These are:
BALAKIREV Overture on Three Russian Themes (themes 2 & 3)
TCHAIKOVSKY Symphony No 4, IV Finale
STRAVINSKY Petrouchka , Danses de Nounous
RIMSKY-KORSAKOV Sinfonietta on Russian themes in A minor, Op 31, II Adagio
STRAVINSKY The Firebird: Suite (1919) II Ronde des Princesses
The folk songs used in these orchestral pieces are included in this resource, with English words and
piano accompaniment.

Musical Elements as Compositional Devices – Some Familiarisation Activities
Before looking at the concert repertoire and the folk songs that are contained within the pieces
used, it could be useful to do some activities with students to make sure that they are familiar with
the terms and concepts used.
These activities may be used as standalone activities or as warm-up activities leading into the
orchestral repertoire lessons. Rather than overwhelming students with a large list of musical
elements to change, five elements have been explored in more detail in the activities below.
Teachers may wish to explore other musical elements and compositional devices with their
students.
TEMPO






Use a metronome to demonstrate different speeds, learn tempo words.
Rank tempo words from slowest to fastest. Include accelerando and ritard.
Walking game: call out different tempos, match pace to tempo words.
Sibelius Groovy JungleTM and Sibelius Groovy CityTM are interactive programs which have
short lessons exploring tempo.

DYNAMICS





Use simple conducting cues to direct students to sing or play a class tune using different
dynamics.
For familiarity with dynamics words, rank cards with musical terms from softest – loudest.
A quick warm-up activity could match dynamic markings with rhythms to clap or to play on
hand percussion, using a set of cards with dynamics terms and another set of cards with
rhythms to play.
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MAJOR/MINOR TONALITY






Demonstrate major and minor chords and short phrases of major and minor tunes. Use face
cards (happy/sad) or hand signals to indicate what students can hear.
Sing familiar songs in major then minor keys. Some simple rounds for this activity could
include Frere Jacques , Row Row Row Your Boat and London’s Burning.
Sibelius Groovy JungleTM has a short listening lesson on major/minor which can also be
useful.
Some examples of popular contemporary songs that have been changed from major to
minor or vice versa can be found on the following websites and Youtube channels:
https://noisey.vice.com/en_us/article/these-major-vs-minor-key-versions-of-popular-songsare-amazing
Girls Just Wanna Have F un in a minor key:
https://www.youtube.com/watch?v=MCJh4a5iAqw
Chase Holfelder has a Youtube channel which has a playlist of 25 well-known songs has
performed in minor keys. Songs include Silent Night , Kiss the Girl, I Will Always Love
You, Over the Rainbow and more.

ACCOMPANIMENT AND TEXTURE







Using a familiar round such as Row Row, Row Your Boat, or one of the folk songs used by
the composers in ‘The Mighty Handful’ program such as The Birch Tree, experiment with
different accompaniment. Try using open fifths, drone or single bass notes, arpeggiated
accompaniment, accompaniment with a large number of instruments, accompaniment with
only one instrument, or changing the timbre of accompaniment.
There are ample opportunities for the use of composition programs such as Garage band,
Soundtrap, aQWERTYon (NYU Music Experience Design Lab), Madpad, HTML5 Drum
Machine, to create loops, rhythms and ostinati for accompaniment.
See also the lesson on Remixing Russian folk tunes on page 11.

METER



Grouping game as developed by Robyn Staveley. Used with permission.

Part 1:
Teacher calls out a number
Students get into groups of that number and sit
No words must be said or the speaker is out
If the group sits down with the wrong number, the whole group is out
Anyone who does not get into a group is out.
Part 2:
Teacher does not say a word
Teacher plays a beat with strong and weak beats (accents) to indicate groupings – ie use an
unaccented beat for walking, then accent the first beat of the desired meter/group number
for a short amount of time before stopping and seeing if students are grouped accordingly.
Follow the same rules as previously.
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Guess my meter – using body percussion patterns. Students can hold up fingers for number
of beats per group/bar, or use meter cards to demonstrate answers.
Small group meter task – make up two body percussion patterns in two different meters for
the rest of the class to guess. Use either body percussion or untuned percussion.

Creating Mood and Atmosphere through Music
Discuss music used in film, television or cartoons. See how students identify musical elements as
affecting mood or atmosphere.
LISTENING FOR MUSICAL EFFECTS



Play three or four short excerpts of music – scary, sad, happy, relaxing. Examples can be
drawn from ‘The Mighty Handful’ program – eg. MUSSORGSKY Night on Bald Mountain
as compared to STRAUSS JR Tristch Tratsch Polka , or RIMSKY-KORSAKOV Flight of
the Bumblebee, or teachers can supply examples from a variety of other sources
As students listen to each piece, fill out a listening sheet that identifies an emotion by
drawing a face, plus what they can hear in terms of tempo, pitch, number of instruments etc.
An example of a listening sheet is supplied on the next page. Discuss what students identified
in each piece.



Using listening glyphs, listen to:
BALAKIREV Overture on Three Russian Themes (themes 2 & 3)
TCHAIKOVSKY Symphony No 4, IV Finale
These two pieces are listed here because of the way they link into the next part of the
learning sequence and the way that they use the folk song, The Birch Tree.
This could also be a small group task, if you change glyph or use another suitable format for
‘multi-users’. There are many examples of listening glyphs which may be found and bought
online. Some starting points are:
https://www.thebulletinboardlady.com/collections/listening-activities/listening
https://www.teacherspayteachers.com/Product/Listening-Glyphs-for-Listening-to-andAnalyzing-Music-597898
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Remixing Russian Folk Tunes
How have composers used folk tunes, and what could we do with them ourselves?
There are three well-known Russian folk songs which are used in the work of Balakirev, Tchaikovsky
and Stravinsky in ‘The Mighty Handful’ program.




The Birch Tree
Along the Peterskaya
In the Garden

The latter two will be included as sing-alongs within the program and are also included with piano
accompaniment in this resource.
The following is a process which may be followed with any of the three songs. For the purpose of
giving an example, we are using The Birch Tree folk song.
Teach the original song
You can teach just one verse or the whole song as desired. Learning to sing the words is important,
but students may also learn the tune on a melodic instrument such as recorder or xylophone.
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Loo-lee-loo, balalaika,
Loo-lee-loo, balalaika.

Oh, my little tree, I need branches,
For the silver flutes I need branches.
Loo-lee-loo, three branches,
Loo-lee-loo, three branches.

When I play my new balalaika,
I will think of you, my lovely birch tree.
Loo-lee-loo, lovely birch tree,
Loo-lee-loo, lovely birch tree.

From another birch I will make now,
I will make a tingling balalaika.
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WHAT IF….?

Ensure that students are familiar with a range of musical elements that can alter the expressive
purpose of a piece.
For The Birch Tree:











What if it was a windy day? How would it change? Name which elements would change and
how
What if the tree had been cut down?
What if it was a sunny, happy, beautiful day?
What if it was sung by a woodpecker?
What if the song was about lots of birch trees? How would you communicate this musically?
What if you had discovered a young tree growing where everyone thought that there were
no more in existence?
How does it change the feel of the piece to put it into a different meter (example below)?
Would we also need different words? NB When trialling different meters, it is useful to add
a body percussion pattern to help students feel and identify the meter.

Identify ways to change the expressive purpose of the song, such as tempo, dynamics,
major/minor tonality, meter and accompaniment
Trial different types of accompaniment with the song (for suggestions see earlier section on
familiarisation with musical elements, on page 7)
13

MAKE AN ARRANGEMENT OF THE FOLK TUNE

In small groups, students make up a version of The Birch Tree. Students should be able to describe
the changes that they are making and which compositional devices they are using. Remind students
of the work done in the previous listening task (page 10) where they identified emotions and linked
them to musical elements.
You may choose to include opportunities for digital recording and remixing here, using some of the
compositional programs mentioned on page 8.
It is important that students have a clear idea of what they are aiming to do and how to achieve a
‘successful’ or effective arrangement. One way of doing this is to give a Learning Intention and then
develop Success Criteria with students. Students are then able to use self and peer-assessment to
improve and re-draft their work.
EXAMPLE
Learning Intention:


We are learning how to change the mood and atmosphere of a folk tune by altering different
musical elements.

Success criteria:






Organise and structure the musical arrangement in a particular way, with a clear beginning,
middle and ending
Have a clear idea of the mood or atmosphere you are trying to convey.
Identify musical elements which relate to the expressive purpose the arrangement is trying
to convey
Trial different ideas and use strategic feedback to re-draft work
Describe the changes made to the tune and why these changes were chosen

LISTEN TO HOW DEVICES AND ELEMENTS ARE USED IN THE WORK OF OTHERS



When students share their work, ask audience members to reflect on what each group has
done and the effect it has on the expressive purpose of the arrangement.



Use a single-point rubric, based on the Learning Intention and Success Criteria already
developed by students. This strategic feedback can help students to identify whether their
arrangement has been successful in conveying their chosen mood/atmosphere/expressive
purpose or not. Students then have the opportunity to develop their work further for a
‘second draft’.
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A single dimension rubric could look like this:

Concerns

Criteria

Advanced

Areas that need work

Standards for this task

Evidence of exceeding standards

Arrangement has a clear
beginning, middle and ending
The mood or atmosphere of
the piece is easily identifiable
The group can explain which
musical elements they have
altered and why
The ‘second draft’ conveys the
chosen mood or atmosphere
even more effectively than the
‘first draft’
The single-point rubric gives only the standard required. There is space for teachers or students to
write in which areas require work or which areas exceed standards on either side of each standard,
making the feedback more specific to each group or each student.
For more information on single-point rubrics visit:
http://www.brilliant-insane.com/2014/10/single-point-rubric.html


Alternatively, students can give their feedback using the simple form of “2 stars and a wish”
– two things that worked well to convey the expressive purpose of the arrangement and
one thing to work on to make the piece more effective. This is a quick and easy form of
assessment which can be verbal or written.

AND HOW DID THE RUSSIAN COMPOSERS IN ‘THE MIGHTY HANDFUL’ REMIX THESE
FOLK TUNES?

Listen to the two works by Balakirev and Tchaikovsky, both of which use the tune The Birch Tree.
BALAKIREV Overture on Three Russian Themes (themes 2 & 3)
TCHAIKOVSKY Symphony No 4, IV Finale
What has each composer done with the tune? Discuss, identify, list.
If your students have chosen to remix the folk tune Along the Peterskaya, listen to:
STRAVINSKY Petrouchka , Danses de Nounous
BALAKIREV Overture on Three Russian Themes (themes 2 & 3)
If your students have chosen to remix the folk tune In the Garden, listen to:
RIMSKY-KORSAKOV Sinfonietta on Russian themes in A minor, Op 31, II Adagio
STRAVINSKY The Firebird Suite (1919) II Ronde des Princesses
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COMPOSITIONAL DEVICES

How Composers Take Elements of a Melody and Rework Them for Musical and
Expressive Purposes within Their Compositions
When listening to a piece of music, the listener is usually aware of the main melodies, and when
listening for a second and third time may become aware of how the composer uses the melody and
fragments of the melody to achieve the intended musical purpose.
Composers often use the following devices, although of course this list is not in any way exhaustive.










accompanying the melody in different ways
using different instrumentations of the melody
using different instrumental techniques such as pizzicato and arco
playing the melody at different pitch levels, including doubling at the octave or using
different transpositions of the tune
using fragments of the melody rather than the whole tune
interspersing other material
playing a countermelody with the main melody
changing dynamics, tempo and/or rhythm of the melody
altering the texture of the music

The music of the “Symphonic Superstars-The Mighty Handful ” concert provides evidence of this.

Classroom Music Composition Ideas
COMPOSITIONAL DEVICES A

Overlapping Entries of a Theme
Ways a Melody Can be Altered
Learning Intention -Students will create music using a given rhythm and explore how using
overlapping entries can be used to enhance their composition before listening to pieces of music
from the ‘Symphonic Superstars-The Mighty Handful’ concert that utilise this device.
Stage 1 This can be done as a small group or whole class activity.
Students are to write an eight bar rhythm beginning with this rhythm taken from GLINKA Overture
to Ruslan and Ludmilla .

It can be as simple as they wish.
If students are not familiar with cut common time, the following rhythm may be simpler for students
to read and work with.

The teacher may play the rhythm on an instrument and then quietly tap beats and allow students to
take turns performing a rhythm as a starting activity for students before they write their rhythm.
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Once the rhythm has been finalised, students are encouraged to explore using it to create a melody.
Depending on the students’ skill level, the use of a pentatonic scale might be recommended with the
melody finishing on the doh to facilitate a satisfactory outcome.
Stage 2
When a melody has been decided upon, students might explore other ways of performing their
melody. For example:






What happens if the melody is played by different instruments?
What happens if the melody starts on a different part of the scale?
What happens if two instruments play it together? Can one instrument play the tune legato and
one play the tune staccato either together or one after the other?
Can one instrument play the tune an octave higher or lower?
What happens if one instrument starts the melody and another completes it?

Stage 3
Students should be encouraged to add accompaniments (either non pitched or pitched using various
types of ostinato and borduns).
When students are confident in performing their melody and their composition thus far, two or
three may explore overlapping the beginning of the melody entries a bar apart.
Things to consider:



Does it work well with all entries starting on the same note?
What happens if the second and third entries of the motif start on different notes and/or are
performed in a different part of the scale?

Students can then be encouraged to extend their composition by repetition with different endings to
the phrase.

Stage 4
Listen to GLINKA Overture to Ruslan and Ludmilla .
As an aid to listening, students may mirror the teacher’s body-percussion to differentiate the
different parts of this music.
Suggestions or examples of this:


Chest taps: the opening rhythm

followed by hand rolling for the busy quavers
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Patsching the beat for the first theme



Hand jive for the transition to the overlapping entries of the first theme by the clarinet, oboe
and bassoon
Hands to ceiling at beginning of each entry of the overlapping entries with fist to abdomen for
the timpani interjection
Waist level arm waving for the entry of the ‘cello theme, followed by overhead waving for the
full orchestral performance of the same theme






Chest taps and hand rolling for opening rhythm as at the beginning (note softer dynamic in
movement)

The teacher may well be advised to listen to this music before attempting to lead this activity and to
rehearse the movements to be used.
Questions





What happened between the repetitions of the overlapping entries? (timpani rhythms)
What happened after the cellos played their theme?
What sort of changes could you make to your composition?
Do you need a musical device at the start of your piece that you can use to join different ideas?

Stage 5
Students are given more time to work on their composition.
Stage 6
Students listen to GRIEG Peer Gynt Suite, III Anitra’s Dance.
Students on a second listening are asked to identify by prearranged hand signals when the tune is
staccato, when it is legato and when there are overlapping entries of fragments of the melody.
Students discuss which devices in the Grieg and in the Glinka that they have explored in their own
composition.

20

Stage 7
Students are given time to complete and rehearse their own composition and prepare to perform it.

COMPOSITIONAL DEVICES B

Change of Tempo
Stretto
Change of Instrumentation
Interspersing Other Material
Change of Dynamics
Learning Intention - Students will create a six to ten note motif and explore how to extend this
motif to a small composition by changing the instrumentation, tempo, dynamic, and accompaniment
of the motif and by interspersing other small phrases. They will then listen to excerpts of:




MUSSORGSKY (Arr Rimsky-Korsakov) Night on Bald Mountai n
RIMSKY-KORSAKOV Flight of the Bumblebee from Tsar Sultan
RIMSKY-KORSAKOV Scheherazade: II The Kalendar Prince

to hear how composers used these devices to create emotion in this music.
Stage 1
The teacher will explain to the class what a musical motif is (a short musical idea that can be easily
identified) and using a pitched percussion instrument, demonstrate an example of an eight-note
motif. The motif must have rhythm as well as pitch. Students will be asked to volunteer to
demonstrate the process of creating an eight-note motif. One motif created by a student will be
selected for the class to work with. Students will be given time to learn how to play that motif on
classroom melodic instruments.
Stage 2
The teacher asks a series of “what if?” questions and after each question the students will use these
questions to explore ways to extend their motif into a composition and create musical drama or
emotion.







What if the motif is played loudly on one instrument and then repeated softly on a different
instrument? What is the emotional effect on the listener?
What if the motif is played quickly on one instrument and then slowly on another instrument?
What if the emotional effect on the listener?
What if the motif is played with a fermata (pause) at the end?
What if a large group of instruments plays the motif followed by a single instrument?
What if a solo instrument plays the motif followed by an instrument in a higher or lower pitch
range?
What if one instrument starts playing the motif and then a second one starts to play the motif
before it is finished, followed by a third instrument playing the motif before the second one is
finished (stretto)? What is the dramatic effect on the music?
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Stage 3
Students will be introduced to this motif.

They will then listen to RIMSKY-KORSAKOV Scheherazade, II The Kalendar Prince
and be asked to identify how many notes the motif is comprised of and which compositional devices
that they have been exploring have been used by Rimsky Korsakov with this motif.
Stage 4
Students will be encouraged to work in groups of four to six to create their own six to ten note
motif and compose a work using that motif in various ways. They will perform their work to the
class who will be asked to identify the compositional devices used. They may need to intersperse
additional material to complete their work.
Stage 5
Students will listen to RIMSKY-KORSAKOV Flight of the Bumblebee from Tsar Sultan.
On the second listening, the students can demonstrate by using a given hand sign when they hear
pizzicato from the stringed instruments, staccato from the woodwind instruments and after listening
decide when they are used as accompaniment and when they are used as a countermelody.
On a third listening, students can demonstrate when they hear the main melody being played on a
different instrument.
Students may also listen to MUSSORGSKY (Arr Rimsky-Korsakov) Night on Bald Mountain and
discuss which compositional devices Mussorgsky/Rimsky-Korsakov used to create drama in this
music.
Stage 6
Students may wish to revise their motif composition to add drama and tension using the devices that
they have heard during their listening time.
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Familiarising Listening Activities
GLINKA Overture to Ruslan and Ludmilla
MUSSORGSKY (Arr Rimsky-Korsakov) Night on Bald Mountain
RIMSKY-KORSAKOV Flight of the Bumblebee from Tsar Sultan
RIMSKY-KORSAKOV Scheherazade, II The Kalendar Prince
GRIEG Peer Gynt Suite No 1, III Anitra’s Dance
Before attending the concert, it could be useful for the students to have some familiarity with the
music.
Teachers might wish to research the story behind Night on Bald Mountain at
http://www.favorite-classical-composers.com/a-night-on-bald-mountain.html
The symphonic poem was realised as a Disney animation in 1941 and can be viewed at
https://www.youtube.com/watch?v=SLCuL-K39eQ
Because visuals can enhance the understanding of musical structure, instrumentation and devices, an
animated score of Night on Bald Mountain can be viewed at
https://www.youtube.com/watch?v=SgzvDflZU50
The section to be performed in the ‘Symphonic Superstars-The Mighty Handful ’ concert is from
marker 5:05 to 7:07
In this animation, each colour represents a different instrument making it easy to observe the
devices relating to structure and texture in the music.
To familiarise students with the compositional devices of Flight of the Bumblebee an animation
can be viewed at https://www.youtube.com/watch?v=Eq77WLioEsc
In this animation colours are used to differentiate pitches and shapes of the notes are used to show
which family of instruments is playing. The obvious shapes are the rhombus for the strings and the
ellipse for the flute. Other instrument shapes are mentioned in question and answers at the site.
The story behind the music of Flight of the Bumblebee can be found at
http://www.classicsforkids.com/teachers/lessonplans/pdfs/rimsky_korsakov/Teachers_Resource_Rim
sky-Korsakov_LessonPlans.pdf
An interactive site for Scheherazade, including lesson plans and a computer based learning
sequence can be accessed at http://classicalkusc.org/kids/sche/
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STARTS AND FINISHES
Students will understand the importance of introductions and conclusions, will identify techniques
used by composers and will develop techniques to create dramatic samples of their own.

Listening




Have students listen to the pieces by Glinka, Tchaikovsky and Borodin and ask them to focus
on the introduction and ending of each piece.
While listening, have students focus on musical concepts such as tempo, pitch, structure,
dynamics, timbre, texture.
Focus on the instruments and how each is played to affect the mood and movement of the
music.

YouTube samples will enhance the listening experience:
https://www.youtube.com/watch?v=Nyx99YcHdIQ
https://www.youtube.com/watch?v=M6MUMFuyf1E
https://www.youtube.com/watch?v=8yygq0nX8Fs (begin at 6:25)
DISCUSSION

Brainstorm words and phrases to describe the introductions and endings of the three pieces. (Replay
the music as necessary.)
Guide the discussion towards discovering that all pieces have dramatic starts and finishes, they each
begin and end in a similar way and use similar techniques to achieve this (rapid descending and
ascending pitch; thick bursts of sound). Tchaikovsky however, uses a short note to end his piece
which contrasts with the longer final note used in the pieces by Glinka and Borodin.
Discussion should include the purpose of introductions and endings (introductions gain immediate
attention and set the mood; endings give a sense that the story is complete), estimations of what the
music piece is about and the emotive effects achieved by the techniques used.
Make a brief and general observation of the opening and ending bars in the scores to identify rhythm
structures, symbols and markings which give clues to the movement and feel of the music.
Use the following as a guide to discussion:







How does the start / ending make you feel? How do the instrument sounds create this
feeling?
Describe the images and ideas that come to mind while listening to the piece.
How would you describe the introduction? / ending?
What instruments do you hear?
What is the composer trying to tell us and how are the instruments used to show this?
How are the three music pieces by Glinka, Tchaikovsky and Borodin similar? / different?

Identify how the tempo ‘feels’ like it is increasing because of the mix of note values in the rhythms.
The following activity will assist in understanding that the tempo remains constant:

24

Dividing the Beat*












Use body percussion with the whole class, i.e. semibreve stamp, minim patsch, crotchet click
and quaver two-finger clap.
Divide the class into groups of four, each group chooses a topic e.g. machines, the weather
etc.
Each person thinks of a word or series of syllables to correspond with one bar of a given
note value. Note: it is important that a diagram of note values and names is clearly displayed.
Each group assembles a chant to demonstrate understanding of note values and relationships
e.g. semibrev e: wind; minim: thun-der; crotchet: rain-ing, rain-ing; quaver: in the rain I
need my rain coat.
Fill in a chart using the note names and rhythm values of the chant.
In groups of four, ask students to transfer the chant onto barred instruments.
Initially using only two notes, e.g. C and G, have semibreves using the lowest notes on
instruments and quavers on glockenspiels. (recommend removing F and B bars)
Using a whole pentatonic scale, students create a four-bar melody, each student taking one
note value.
Create a rondo by devising an appropriate A section or link for the whole class to perform.
Students swap scores and perform another group’s composition.

Creating
TUNING IN







Have students experiment with individual tuned and untuned percussion instruments, using
them in a variety of ways to produce a mixture of sounds. Discuss and share ideas.
Create some exciting short passages of sound like those heard in the listening activity. (eg
drums, cymbals and tambours could be used to create a sense of drama and power;
xylophones, chime bars and keyboards could be used to create rapidly ascending and
descending pitches).
Identify known songs which have a dramatic introduction / ending.
Use the well-known cartoon series and movie tune, George of the Jungle (ABC Sing Book,
2010) as a focus. Listen to and learn to sing the song, vocalising Tarzan sounds and
experimenting with thumping chests. This will help set the mood to guide subsequent
composition on instruments.

TASK OVERVIEW








Compose an exciting introduction and ending using both tuned and untuned percussion.
Have students work in groups of five or six and divide into START groups and FINISH
groups.
Compositions should use a layering of different note values: semibreve, minim, crotchet,
quaver, semiquaver to demonstrate a sense of increased tempo and heightened mood, as
used by Glinka, Tchaikovsky and Borodin.
Students should graphically and/or formally notate their work, depending on skill level.
Allow adequate time for groups to discuss, experiment, improvise and rehearse.
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TASK CRITERIA

To establish the task brief, develop a set of criteria with students e.g.:

Collaboration Skills

All group members share ideas in turn, listen to each other and
make group decisions based on the discussion of ideas shared.

Use of Music Elements

The composition is played in time, sometimes with different
rhythms playing at the same time.

(tempo, rhythm, pitch,
dynamics and expression,
form and structure,
timbre and texture)

The composition has rapid notes going up and going down. Work
out a starting note and a finishing note.
The music gets louder and softer to describe changes in mood.
The music has both thick and thin parts which describe changes in
mood.
The instrument sounds go well together and the way the
instruments are played makes it easy to recognise some ideas used
by Glinka, Tchaikovsky and Borodin.

Purpose: Start Groups

Purpose: Finish Groups
Notation

The composition sounds and ‘feels’ like an introduction. (It sounds
like something is about to happen.)
The composition sounds and ‘feels’ like an ending. (It sounds like
the song is about to end.)
The composition is notated with formal note and rest values, or the
group creates their own graphic symbols. Include some markings to
describe dynamics and expression.

Performing



Groups perform their work in turn, playing their composition at the appropriate time as the
rest of the class sings the song to the instrumental track on the Sing 2010 CD.
Make audio and video recordings of performances for evaluating and modifying purposes.

Evaluating




As a whole class, review the recordings and notated works.
Discuss and assess each group’s work in light of the criteria.
Discuss suggestions for on-going learning and improvement.
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Extended Learning
Try the task using Music Technology which allows students to manipulate sound files.



PC software e.g. Acid Music Studio, Mixcraft.
Tablet/iPad Apps e.g. GarageBand, Loopy HD, Music Maker, Dubstep Maker
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DANCE THE FORM AND FEELING

TEACHING TIPS

When teaching dances to illustrate musical concepts it is best to avoid counting and encourage
active listening to phrasing instead. Try singing the melody (even a modified version of it) while
teaching the steps so that students immediately link the melody and phrase lengths to the dance
steps. It is a good idea to teach this dance section by section and keep the students moving with you
as much as possible. Once they have learned the basic steps it is time to try it with the music as an
entire sequence. It may be helpful to call the steps before each phrase, at least for the first few times
through.
If your students aren’t comfortable with folk style dancing you might try using props like scarves or
even balloons to give them an external focus so they will feel less self-conscious. If your students
aren’t comfortable with the touching aspects of the dance you could modify it by either eliminating
the touching entirely or using scarves or some other prop like straws or beanbags to bridge the gap
between dancers.
CLASS DISCUSSION AND LISTENING

Draw the students’ attention to the structure of the piece by asking questions like: “How many
times did we do…?” These questions can lead to an analysis of the form. The piece is short so
listening as many times as necessary to identify the form is not too unwieldy.
Ask the students to listen for what they think the mood of the piece is. Is it happy, sad, lyrical? Use
vocabulary your students are familiar with.
The big question is how did the composer achieve this mood? Students can be led to discover
compositional devices by strategic questioning such as:
“Can you hear any tunes made up of long notes?” (No)
“Can you hear any leaps in the melody?” (Yes) and so on.
Although these are closed questions, they are intended to focus the students’ listening to enable
them to identify compositional devices. Ask the students to listen for one thing, and then play the
music until they can hear it. This way the students can build up a picture of how the composer
created the mood.
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Tratsch Talk Polka
STRAUSS JR Tristch Tratsch Polka Op 214
The Tristch Tratsch Polka is included in the concert as an example of the type of music from which
“The Mighty Handful” wanted to move away. This dance is devised to highlight the form of the piece
and provide a springboard for a discussion of the compositional devices the students can hear within
the music.
LEARNING THE DANCE

A Section (64 bars):


In circle formation, facing anti-clockwise. Teacher demonstrates, progressing anti-clockwise
around the circle, as in the rhythm example below. On the “Hey!” clap and turn to repeat
the steps in the opposite direction. Students then imitate.

These steps are performed to the first melody heard (16 bars):



Then, standing on the spot, students turn for four quick beats to face a partner and perform
the clapping pattern below, using either their own knees or a partner’s hands for the
patschen (thigh taps). If a more challenging version is needed, they may turn to face the
opposite direction for each repetition of the claps. (16 bars)

This section is performed to the second melody heard:
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Facing towards the middle, students take eight small steps in, eight small steps out and
repeat this so that they have gone in and out twice. This melody is less easily recognizable,
but leads back into the first melody and back into the first step pattern. (16 bars)



The first step pattern of the A section is repeated (16 bars).

B Section (64 bars):


Students place their hands on their neighbours’ shoulders, linking the circle, and sidestep on
the beats anti-clockwise for four phrases, until the music obviously changes and tells them to
move in the other direction. This is the section with the whip sound. (32 bars)



Proceed in a clockwise direction for another four phrases which sound different (no whip).
(16 bars)



Return to anti-clockwise direction for the original “whip” section. (16 bars)

Back to the A section (72 bars):
This is full repetition of the entire A section (64 bars)
When the coda comes along the students could either improvise their own big finish based on what
they hear or could simply patschen as fast and softly as they can on their shins and proceed up their
bodies for a big finish. (8 bars)
TIME TO DANCE

Once the whole sequence has been taught, perform the dance with the students to JOHANN
STRAUSS JR Tristch Tratsch Polka Op 214
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Moving Along The Peterskaya
Preparation for listening to STRAVINSKY Petrouchka; Danse des Nounous through movement.
The Russian folk song Along the Peterskaya , which Stravinsky used in his composition, is also
learned along the way.
EXPLORATION OF LOCOMOTION

Ask students to remember the protocols of movement activities:






We have become shapes
Do not make eye contact with another shape (it breaks the spell and turns them back in to
people)
Do not talk (same reason as above)
Do not laugh (you get the idea)
Sometimes shapes touch, it is not people touching, we are shapes joining

Students work individually in their own space to discover three different ways of moving quickly
along their own pathway, always into an empty space. One up high, one in the middle and one down
low.
Accompany their exploration with a busy bordun in D, for example:

From time to time tell the students to freeze, look around and copy the position of someone else’s
body. This will change their movement into a new one. Students may then wish to share their ideas.
Record them on the board for later on. Discuss the characteristics of the movements they came up
with. Are they jerky or smooth? Staccato or legato? Light or heavy? Performed with the feet or the
hands or another body part?
LEARNING THE PETERSKAYA

Teach the song Along the Peters kaya

The Peterskaya is a street in Moscow. This version is about winter traditions, driving a troika
through snowy streets. Other versions are available, but this one, in Eb, is the one which will be
used for singing along at the concert. Below is a version in D arranged for Orff instruments which
you could use to help teach the song.
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Have the students identify the phrases within the song, ensuring that they realize “Oi” is the
beginning of a phrase.
In circle formation, students use an object eg, scarf to show the melodic contour of each
phrase.
Once students have discovered the melodic contour, a single object is passed around the
circle, each student showing their interpretation of the phrase which accompanies their turn.
Ask the students to move the object to someone across the circle, still showing a phrase
shape, and keeping the object high.

At this point ask the students to compare and contrast their phrase movements to their quick
movements from earlier in the lesson. How do they differ? Why did they choose these different
movements?
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PUTTING IT ALL TOGETHER

NB This activity requires everyone to ensure that they always move into an empty space. This dance
experience is accompanied by STRAVINSKY Petrouchka; Danse des Nounous .


In scattered formation, half the group will move on their low, quick pathways when they
hear the busy accompaniment music. The others will use an object to show the phrasing of
the melody when they hear it. They might move and pass objects or stay stationary
depending upon the space and your judgment on the safety of the activity with the group
you are teaching. The melody is not exactly the same, so they will need to listen carefully.



Once the students have tried this out, they might suggest changes to improve the
choreography. Try their changes out and develop their ideas.



When the dance is complete, have half the class watch and half the class perform, then swap,
so that everyone can see the effect created.
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A Firebird in the Garden
Preparation for listening to STRAVINSKY The Firebird Suite (1919) Ronde des Princesses .
Stravinsky used the Russian folk song In the Garden as a basis for his melody. This song is to be
sung at the concert in F (the key supplied here).
A young man, strong and healthy, with fair hair, is walking through a green garden, telling his girl
about himself. (It’s possible that it originated at a time when marriages were arranged, so people got
married without knowing one another.)
A Ronde is a round dance. These types of dances have their roots in antiquity and throughout most
of history dances like these have been performed by communities. They were sometimes for
celebrations, or to help prepare for activities like hunting or a wedding, but were mostly for
entertainment. In the context of Stravinsky’s ballet it is a much more formal and stylized affair. This
lesson takes round dancing back to its roots.
WARM-UP

Flocking
Students form groups of three in a triangle formation, or groups of four in a diamond formation.
Choose leaders, the leaders are at the head of the formation with the others facing the same
direction as the leader.

Without a sound, the leader is to take their formation on an interesting pathway around the room
without banging into anyone else’s formation. They must stay as close together as possible within
their formation.
Add formations together into bigger clusters and choose new leaders and repeat. Ask the children
to explore high and low pathways.
Keep combining clusters and changing leaders until you have one big “flock”. Each time ask the
leaders to explore a different type of movement, pathway or level. For example: turning pathways,
diagonal pathways, slow or fast locomotion, moving from high to low and back again.
This flocking activity will become part of the culminating movement experience.
LEARNING THE MELODY

Teach the song In the Garden in circle formation.
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If your students are familiar with round dances, they could choreograph their own round dance to fit
the phrasing of the melody.
If they are new to round dances, teach them the simple dance below and then ask them to vary or
change one movement at a time to devise their own round dance to In the Garden

Phrase 1 (2 bars): Step anti-clockwise around the circle, joining hands if students wish.

Phrase 2 (2 bars): Step clockwise around the circle.

Phrase 3 (2 bars): Drop hands if joined and step four steps into the middle.
Step backwards four steps to original position.

Once the students can dance and sing the melody, ask them to identify the phrases and ask which (if
any) are melodically the same (1 and 2). How is phrase 3 different? (Pitches change but rhythm stays
the same).
EXPLORING TEXTURE



Ask the students to devise a movement for each phrase. You could use a scarf or other
prop if your group aren’t confident with movement activities. They should practise their
movements while you sing (tutti).



Have half the group perform while the other half watch, and then swap.
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Have the students perform one phrase each around the circle (solo).



In scattered formation, play “pass the phrase: solo version”. The first student performs their
movement while you sing, ending by indicating with a gesture who is to perform next. They
then sit down while the next student performs; once a student has performed they remain
seated until the end of the game. The game ends when all have performed their phrase.



Play “pass the phrase: soli version”. The same rules apply as for the solo version, except that
four students start at the same time.

PUTTING IT ALL TOGETHER

Before listening to STRAVINSKY The Firebird Suite (1919) Ronde des Princess es , ask the
students to listen for the In the Garden melody and ask them to count how many times they hear
it. Before the second listening, ask them to identify how many sections they hear where the whole
orchestra seems to be playing. Before the third listening, ask them to count how many instruments
play the In the Garden melody.
Introduce the terms “soli” and “tutti”. The In the Garden melody will be the “soli” section of the
performance, when four students will start off a “pass the phrase” game until the melody is over.
Choose the four students who will begin each time.
When the group hear the whole orchestra playing together it is the “tutti” section and they should
“flock” behind a leader as in the warmup activity. Choose a leader before the music starts!
The finale of our lesson is playing the movement games to the recording as per the above
explanations. This is a “dance as experience” activity as opposed to a “dance as performance”
activity, so the whole group should be involved at all times. If the students really want to watch it,
you could video it and watch it afterwards.
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Dancing With Anitra
Preparation for listening to GRIEG Peer Gynt Suite No 1, III Anitra’s Dance. In Ibsen’s poem, for
which Grieg provided incidental music which he later compiled into the suite we are familiar with,
Anitra is an Arabic princess whom Peer encounters on his travels.
WARMUP: EXPLORING QUESTION AND ANSWER THROUGH MOVEMENT

Choose a piece of music to play in the background during this activity, something contemplative and
with little, if any, definite beat. Students are in scattered formation, facing the teacher.






Give examples of movement phrases and have the students copy them after you. These
phrases could be stationary or using locomotor movement. Explore high, middle and low
levels as well as differing qualities of movement like light/heavy, fast/ slow, smooth/jerky.
Now that the students have a vocabulary of movements to choose from, ask them to watch
your phrase and then reply with something completely different.
Once they have done this a few times, pause to discuss the “opposites” that they found.
Change formation to two lines facing one another and nominate one line to be the
“question” and the other line to provide “opposite answers”.
Swap the tasks assigned to the lines.

LEARNING THE DANCE

Formation: two lines facing one another (if space is a problem, you could use shorter lines and have
two or more sets of dancers). If possible, sing the melodies for the students while demonstrating the
steps so that they hear the melodic phrases and associate them with the steps.
Have the students identify their partner, which will be the student opposite them in the other line.
Nominate one line as “questioners” and the other as “answerers”.
The A Section (32 bars):


Students take one step forward per bar with right palm raised and facing forward to meet
their partner’s right hand. Palms meet as the students turn around each other at the end of
the phrase below (4 bars).
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Students continue forwards back to their original spot and turn to face the middle by the
completion of the next phrase (4 bars).



Students patschen quavers from their thighs down to their shins (4 bars).



Students patschen back up to their thighs (4 bars).



Repeat the entire A section once. If you want to make the dance progressive, the head of
one line could run down the middle during the patschen and everyone in that line moves up
to find their new partner.

The B Section (30 bars):


In place, the “questioning” line, improvise a 4-bar movement phrase which is flowing and
smooth (4 bars).



The “answering” line, improvise a 4-bar movement phrase which is jerky and quick (4 bars).



Repeat this (8 bars)



The next 14 bars are a modified treatment of the first A section melody, forming a bridge
back in to the A section. Students step forwards, one step per bar, and exchange places with
their partner (7 bars), then change places back again (7 bars).
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PERFORMING THE DANCE

Perform the dance to the recording of Anitra’s Dance. The form of the recording is A A B A B A.
CREATING

Once the students have performed the dance with the recording, invite them to modify the dance
and come up with their own choreography which follows the spirit of the music and the given form.
Discuss the form and display it on the board. They could complete this either in small groups or as a
class. Once finished, students may wish to share their work with the class.
DISCUSSION

Some questions for discussion when listening to the piece after the movement activities above:
Can you hear “opposites” in the music? (eg: legato and staccato, arco and pizzicato)
Can you hear a question and answer device being used?
Is this device used all the time or only sometimes?
Are the phrases always the same length or do they change?
Are the answering phrases always the same length as the questioning phrases?
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ASSESSMENT
YEARS 5 AND 6 ACHIEVEMENT STANDARD
By the end of Year 6, students explain how the elements of music are used to communicate meaning in the
music they listen to, compose and perform. They describe how their music making is influenced by music and
performances from different cultures, times and places.
Students use rhythm, pitch and form symbols and terminology to compose and perform music. They sing and
play music in different styles, demonstrating aural, technical and expressive skills by singing and playing
instruments with accurate pitch, rhythm and expression in performances for audiences.
(ACARA, Australian Curriculum; The Arts. Found at:
http://www.australiancurriculum.edu.au/the-arts/introduction)
Successful completion of any of the activities in this pack will offer evidence against one or more of these
outcomes, at the appropriate level for your students:

AUSTRALIAN NATIONAL CURRICULUM FOR MUSIC, Version 8.1
(sourced 25/01/2017)
F-2

3-4

5-6

ACAMUM080

ACAMUM084

ACAMUM088

Develop aural skills by exploring
and imitating sounds, pitch and
rhythm patterns using voice,
movement and body percussion

Develop aural skills by exploring,
imitating and recognising elements
of music including dynamics, pitch
and rhythm patterns

Explore dynamics and expression,
using aural skills to identify and
perform rhythm and pitch
patterns

ACAMUM081

ACAMUM085

ACAMUM089

Sing and play instruments to
improvise
and
practise
a
repertoire of chants, songs and
rhymes, including songs used by
cultural groups in the community

Practise
singing,
playing
instruments
and
improvising
music, using elements of music,
including rhythm, pitch, dynamics
and form in a range of pieces,
including music from the local
community

Develop technical and expressive
skills
in
singing,
playing
instruments with understanding of
rhythms, pitch and form in a
range of pieces, including music
from the local community

ACAMUM082

ACAMUM086

ACAMUM090

Create compositions and perform
music to communicate ideas to an
audience

Create, perform and record
compositions by selecting and
organising sounds, silences, tempo
and volume

Rehearse and perform music
including
music
they
have
composed
by
improvising,
sourcing and arranging ideas and
making decisions to engage an
audience

ACAMUR083

ACAMUR087

ACAMUR091

Respond to music and consider
where and why people make
music, starting with Australian
music,
including
music
of
Aboriginal and Torres Strait
Islander peoples.

Identify intended purposes and
meanings as they listen to music,
using the elements of music to
make comparisons, starting with
Australian music, including music
of Aboriginal and Torres Strait
Islander peoples.

Explain how elements of music
communicate
meaning
by
comparing music from different
social, cultural and historical
contexts, including music of
Aboriginal and Torres Strait
Islander peoples.
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