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WELCOME!
Come and join us in exploring our January Orchestra Dissected programme in more detail with
this KS3 Teacher’s Pack. Inside you will find more information on the composers, their pieces,
lesson plans and lots of broader contextual information, which could contribute towards further
lesson plans or project ideas!
Please note: YouTube or Spotify links are included for all pieces written about in this pack. Please find
them either in the ‘further listening’ sections or ‘resources’ section on a lesson plan. Access to these
platforms is therefore advised.
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ANNA CLYNE: MASQUERADE
Summary Pages

Anna Clyne (pronounced ‘Cl-eye-n’) is a British composer who now lives in America. As a
successful, modern day, living composer, she is regularly commissioned by orchestras across
the UK and America to write music for their musical groups. Being asked to write music, or
‘receiving a commission’, is usually good news for the composer, but they have to listen to what
the orchestra requires. Commissions are usually for a specific occasion, e.g. an anniversary,
a birthday, an opening, a commemoration etc. so a composer might not get to make all the
decisions about their music all of the time!
The piece we are focusing on in this concert, Masquerade, was a commission. The BBC
approached Anna Clyne as a composer and requested that she write a piece for a specific
occasion: The Last Night of the Proms. As a result, Clyne created Masquerade and even
dedicated it to the audience of the Proms, or, as they are more commonly known, the ‘prommers’.

Three things to know about Masquerade:
Photo: Javier Odda

• The piece is one movement long, i.e. no breaks in the music.
• It is inspired by the concerts which used to be given at London’s
Pleasure Gardens.
• It quotes an old Irish drinking song called ‘Juice of the Barley’.

BBC Proms 2018

Vauxhall Gardens Poster, courtesy of V&A
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The Original ‘Masquerade’
• London’s Pleasure Gardens used to be a popular place for the city’s upper- and middle-class residents to see the latest in music, fine art and
performance.
• Gradually the shows and attractions changed as the gardens’ audience became more diverse. Trapeze artists, hot air balloon rides, acrobats
and tightrope walkers were common sights in the place of orchestras as time went on.

Suggested questions about the piece
• Does this piece sound easy to play?
• Which instruments can you hear?
• Do the instruments have solo parts or do they blend over each other?
• Can you describe the dynamics (different volumes) of the piece?
• Can you guess what scene this piece is describing?
• If you know the scene, can you describe what is happening and how you might feel if you were there?
• Do you think this piece is effective? Does it provoke your imagination?
• How do you think this piece would sound in a big concert hall?

We often think classical music pieces are very long. Masquerade, however, lasts only 5 minutes – that’s as long as a lot of
pop, rap, dance and indie songs!
Like a lot of these other types of songs, Masquerade communicates something to the audience. In this instance Anna Clyne
is painting a scene, which she invites the audience to imagine with her music in the background.

Receiving a Commission – what next?
A commission can come from anywhere and could be for anyone. It could be for solo piano up to an entire orchestra. It could be for a specific
occasion or for a specific person. It may even have a very short deadline attached.
Studying this piece gives a class a unique opportunity to think about how they might approach their own briefs, whether composing or otherwise.
Who is the piece of work intended for? What resources can I use? How much time do I have to complete the task? If I’m creating something new,
where could I find inspiration? Who might be able to give me advice on my task if I need it? Similar skills are needed when completing homework,
projects or even composition work at GCSE/A-Level.

Cross-curricular Suggestions
Art & Design, English, Media, Architecture
Project: Launch the Birmingham Pleasure Gardens! Set the class a group project to launch Birmingham’s own Pleasure Gardens based on
the model of those first found in London. Challenge small student groups to create a relaunch pack for the Birmingham Pleasure Gardens.
Suggestions as to what the pack could include: a detailed map of the pleasure gardens, a relaunch poster (created by hand or electronically), a
pitch presentation, leaflets or a sample programme.
English, History (Britain in the 19th century)
Creative writing: Task pupils with a piece of creative writing as a reaction to an imaginary visit to the Pleasure Gardens. They are writing to a family
relative who lives far away from any city and would be reading their letter having never before seen anything like what the Gardens have to offer.

Further Listening
The Shrove Tide Fair from Stravinsky’s Petrushka
• Imagine you are walking through the fair. Think about the different stalls around you, different vendors competing for your attention.
Does this have any similarities with Masquerade? Here is a link to a filmed production by the Bolshoi Ballet Company capturing the spirit of the
fair: https://www.youtube.com/watch?v=dkg_lJeHmjs
Excerpt from Five Telegrams by Anna Meredith
• This piece provides another example of a commission for the BBC Proms. Anna Meredith created this piece together with a production
company as part of the WWI commemorations. This opened the 2018 Proms season and is inspired by the messages sent home by soldiers in
the war via telegram. Here is a video link to an excerpt: https://www.youtube.com/watch?v=SLtBkqRsGLY
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IDEAS FOR LESSON PLANS: MASQUERADE
‘Sound Masquerade’

N.B It is recommended that this plan be delivered over the course of two lessons (or more should it be required).

Aim
To create an auditory ‘Masquerade’ composition in small groups using instruments/voices, coming together as a class ensemble for a ‘staged’
performance.

Curriculum aims
• Play and perform confidently in a range of solo and ensemble contexts using their voice, playing instruments musically, fluently and with
accuracy and expression
• Improvise and compose; and extend and develop musical ideas by drawing on a range of musical structures, styles, genres and traditions
• Listen with increasing discrimination to a wide range of music from great composers and musicians

Lesson 1:

Introduction
Before the class begins, write a variety of adjectives and nouns on the whiteboard. Some of these are to be reflective of Masquerade and some not
reflective, for example:

REFLECTIVE

NOT REFLECTIVE

Exciting
Busy
Large Orchestra
Allegro

Slow
Tragic
Piano and soloist
Pianissimo
Jazzy

Play a recording of Anna Clyne’s Masquerade (see below in ‘Resources’ for a recording link) and discuss with the class which of the words on the
board match up with the piece they’ve just heard. Invite them to add their own words, building a bullet point list of descriptive words and musical
terms to describe the piece.

Main body
Explain the scene which partly inspired Clyne’s composition – a busy day in one of London’s Pleasure Gardens (see ‘Resources’ for external links).
People from all over the city coming to see live music, acrobats, art, fireworks and other performances. Sounds everywhere, competing for your
attention. Do the class think this reflects what they have heard in Masquerade?
Split the class into small groups, around 4-6 people each. Explain that as a class they are going to create their own ‘Sound Masquerade’ using
instruments and/or voices. Assign each small group a type of performance the group then represents at the masquerade, e.g. tightrope walkers,
magicians, fireworks or opera singers. Engage groups in discussion about their show: what do the performers do? Can you describe their actions?
What might the personality of the performer be? How might the audience feel during the performance? Excited? Relaxed? Frightened? By the
end of the lesson the groups should create a small word bank similar to the whiteboard list from the beginning of the lesson, reflecting what their
‘sound masquerade’ might sound like.
Inform the class that for the next lesson they will begin to create their ‘sound masquerades’ to be performed.

Lesson 2:
Revisit the word banks created last lesson and continue to explain the task ahead. Groups must create a musical pattern, 4-8 notes long, which
they can then repeat on cue. This can be played on any instrument of their choice. This can also be notated or learned by rote depending on level.
Encourage them to consider their particular show when composing their pattern. How might they use tempo, rhythm, dynamics, or pitch to
convey their show? In addition to their pattern the groups should consider adding extra effects to complete their ‘sound masquerade’, e.g. speech,
sung words or percussion sounds. A repeat listening to Anna Clyne’s Masquerade is recommended at an appropriate point in the lesson as a
reminder and for inspiration.
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Performance
For a performance, invite a volunteer pupil to be a ‘visitor’ to the Masquerade. He/she is intrigued about the shows on offer and walks around the
classroom to observe each show. When the student passes by a group they need to perform their ‘Sound Masquerade’ to entice them. When the
pupil has heard all the ‘Sound masquerades’, they may decide on which group convinced them to visit their show the most.

Conclusion
Summarise to the class how an idea (e.g. a Masquerade) can provoke an imaginative response in music.

Resources
Recording of Anna Clyne’s Masquerade.
Youtube link to the premiere at the BBC Proms, https://www.youtube.com/watch?v=ZvjTwONtDzg (performance begins at c.30 seconds)
Large classroom to facilitate break-out into groups.

Vauxhall Gardens Programme

PAUL DUKAS: LA PÉRI FANFARE
Summary Pages

Pronounced: Paul DUKAS (doo - kass)
Paul Dukas is best known for his contribution to Disney’s Fantasia in the form of his ‘Sorcerer’s Apprentice’
or L’apprenti sorcier. This score is much better known to the general public than even Dukas himself!
Have a listen to the link in the ‘Resources’ section to see if you know it.
Dukas was a Frenchman who didn’t rely on composing to earn his living. He worked many jobs and ‘wore
many hats’ as a music critic, editor and teacher. It is said he was also a perfectionist and sadly destroyed a
lot of his written music. In this concert we are focusing on the Fanfare he wrote to open his ballet or ‘dance
poem’ La Péri. Enjoy this wonderful snapshot of the colours of brass instruments at their finest!

La Péri: The Ballet
Dukas’ ballet, La Péri, or ‘the flower of immortality’, drew its inspiration from an old Persian tale. Set as a ‘danced poem’,
Iskender steals the sacred lotus from a Peri (a fairy, in Oriental mythology). She dances to enchant Iskender, who
returns the flower to her. The Peri may then fulfil her destiny and enter the light of Ormuzd, while Iskender dies.
The score of the full ballet is a largely forgotten gem in French music. La Péri was a triumphant success with audiences
and critics, but it would never have made it to the stage if Dukas’ friends hadn’t convinced him not to destroy it!
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What is a fanfare?
Fanfares are a type of ceremonial music traditionally used to announce the arrival of someone or something. As well as being used throughout
history, e.g. to announce the arrival of royalty, fanfares are still widely used today, e.g. at sporting ceremonies, to announce dignitaries from
different countries and in films. See ‘further listening’ for some examples of different fanfares.
The fanfare to begin La Péri has little in common with the main ballet score itself but serves to call the audience to attention. This can have the
‘Once upon a time’ effect, which assures an audience as to what’s coming next.

Did you know?
The fanfare used to accompany the opening credits of the 20th Century Fox logo was written back in 1933. The original
scoring used just brass and percussion creating a ‘classic’ fanfare sound, calling viewers to attention.

Instrumental Forces
The fanfare to precede the ballet La Péri is often played independently to the rest of the score but uses the same number of brass instruments
which would be in the full orchestra: 4 French horns, 3 trumpets, 3 trombones and 1 tuba. This enables Dukas to create rich sounds encompassing
a large range (low to high notes) and different combinations of instruments.

French Horn

Tuba

Trumpet

Trombone

Cross-curricular Suggestions
Science – Good Vibrations, KS3 content on sound waves. Amplitude, frequency and wavelength can all be covered with reference to instruments.
To create sounds on brass instruments, players must vibrate their lips in a ‘buzzing’ sound. This can help illustrate sound production.
English – Imperatives, the language of a fanfare. A fanfare is an active piece of music with a definitive purpose: to direct a person’s attention to a
particular event. If this music were speech, what would it say? How would a person construct a ‘spoken fanfare’ to be convincing? What language
would they use? Explore writing proclamations or calls to attention (parallels with marketing, e.g. ‘buy this’ etc).

Further Listening
Janáček Sinfonietta I. Fanfare
https://www.youtube.com/watch?v=BAmuvFglu0g
Copland Fanfare for the Common Man
https://www.youtube.com/watch?v=ZdqjcMmjeaA
John Adams Short Ride in a Fast Machine
(Described as a fanfare for orchestra, listen out for the steady wood block)
https://www.youtube.com/watch?v=5LoUm_r7It8
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IDEAS FOR LESSON PLAN: LA PÉRI FANFARE
Aim
Pupils will work collaboratively to study the structure of Dukas’ La Péri Fanfare. They will practise critical listening and musical terminology.

Introduction
Play a recording of Dukas’ La Péri Fanfare as pupils come into the classroom if possible. Ask the class why the music was played at their arrival
rather than in the middle of the lesson. Explain the idea of a ‘fanfare’ and its musical purpose (see above in summary pages). Examples of fanfares,
their past uses and uses today can be discussed further if appropriate. Ask the class if they can identify any instruments playing in the recording. Is
it a whole orchestra?

Main body
This fanfare has parts for 4 French horns, 3 trumpets, 3 trombones and 1 tuba. This give Dukas a lot of options regarding volume, texture,
instrument combinations, solo part or tutti (all together) parts. Explain to the class that they will now attempt to analyse the fanfare and figure out
how it is put together creating a ‘musical map’ through the piece.
Play the recording again, this time pausing according to the sections outlined below. **Please note: these timings are exactly to the recording
link given in the ‘Resources’ section below.** The options for different elements of the piece are given below and a suggested grid in which to put
them is to be found in the Appendix of this pack (p.21).
As a class, piece together the elements of the fanfare section by section. Focus on trying to distinguish when a different brass instrument is being
played, varying dynamics, tempo changes and also the difference between a chordal texture (all instruments moving together in chords) or a
solo + accompaniment texture (one instrument being in the spotlight while the others support). These are all identifiable elements in contextual
questions or for use in compositional activity.
Sections for listed recording of La Péri Fanfare:

Section A 0:00-0:11
Section B 0:11-0:30

Section C 0:30-0:45
Section D 0:45-1:12

Section E 0:47-1:12
Section F 1:12-1:38

List of suggested elements to place in the La Péri grid. Ensure each phrase is explained as you progress:

Tutti brass
Solo horn + accompaniment
Solo trumpet + accompaniment
Bass line Tuba

Brass Chords
Slow brass chords, quieter dynamics Crescendo
Fast trumpet melody + loud chords
Repeated Notes

Conclusion
As a whole class, pupils have assembled a ‘musical map’ through Dukas’ La Péri Fanfare. This map includes information about instruments,
dynamics, texture and any additional phrases. This can serve as an example of using material in compositions in different ways or assist pupils in
ideas for their own compositions.

Resources
Recording of Dukas’ La Péri Fanfare: https://open.spotify.com/track/0jKXeuNNd2npfzpHZBniaI?si=LbgnDJFeSvi-CpFGeUSpEQ
Copies of the La Péri musical map grid found in Appendix A (p.21) if needed. One per student.
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DMITRI SHOSTAKOVICH: STRING QUARTET NO. 8
IN C MINOR: ALLEGRO MOLTO
Summary Pages

Pronounced: Di-me-tree Shos-tah-KOH-vitch (1906–1975)
Born in St Petersburg, Dmitri Shostakovich was a renowned and much celebrated composer from the
20th century and a celebrity in his homeland of Russia. Shostakovich was originally on a path to become
a professional pianist but his talent for composition was obvious early in his career. As well as being
musically brilliant, his works offer a great cultural insight into life in the 20th-century Soviet Union (see
below).
Some of his best known works include Jazz Suite No. 2, Romance from ‘The Gadfly’ and the
second movement from his Piano Concerto No. 2 in F major. In this concert, however, we will
be focusing on his String Quartet No. 8 in C minor and in particular on the 2nd movement,
‘Allegro molto’.

Shostakovich wrote 15 string quartets. Instead of each being one long piece without a break they are split up into movements.
A piece can have any number of movements. Usually a listener can tell when a movement is finished by the silence before
the next one starts or a dramatic change in character. The term ‘Allegro molto’ used here is not a title but a musical term
informing the performer about the speed of the movement and perhaps some clues about the musical character.

Instrumental Forces
Comprising 2 violins, 1 viola and 1 cello, the form of a string quartet was well established before Shostakovich. Classical music giants such as
Beethoven (Bait-hoh-ven), Mozart (Moh-tsart), Haydn (High-den) and Brahms all loved the form and created wonderful pieces for this small group
of string instruments. The players in a string quartet are usually seated in a semi-circle shape and communicate with each other across the semicircle with physical motions and gestures. These gestures help them play in time with each other and to share musical ideas, e.g. crescendos (‘let’s
get louder’), ritardandos (‘we could slow down here’) etc.

2nd Violin

Cello, largest and
lowest pitches

1st Violin (Leader)
Smallest with
highest pitches

Viola, larger than
violin, lower pitches
available

Did you know?
String Quartet No. 8 was composed on a trip to former East Germany, where Shostakovich was due to be writing the music to a film based there. It
is said this piece was partly a reaction to walking through Dresden, the subject of the film, which had been heavily bombed by British and American
forces during the war, destroying the beautiful city. Back in Russia, this quartet was nicknamed ‘The Dresden Quartet’.

The eighth string quartet was composed, start to finish, in just three days!
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Shostakovich’s World
Born in 1906, Shostakovich lived in a time that encompassed the October Revolution in Russia, a civil war and two world wars. This had a profound
effect on his work and a listener doesn’t have to look (or listen) far to hear some of the emotions Shostakovich put into his music.
The utopian promise of communism battled with the terrors of the Russian dictator, Joseph Stalin. Residents like Shostakovich were caught in a
very difficult situation. Restrictions were imposed on musicians, so any music performed or composed had to be ‘acceptable music’ to the state:
pride in your country and camaraderie were a thumbs up, sounds of revolution, mockery or foreign influence were definitely a thumbs down.
People faced serious consequences if they deviated from this ‘acceptable music’.
Shostakovich’s music tells this tale – one of tragedy and resilience against a power which attempted to control his musical genius. When listening
to this quartet movement, can you hear any emotions? How does the music make you feel? Do you think it’s effective? This quartet was composed
while Shostakovich was writing film music – if this piece were in a film, what kind of scene would it play over?

Further Listening
Listen to the first 30 seconds of these extracts for some different examples of string quartet textures:
Ludwig van Beethoven String Quartet No. 7 in F major, Op. 59 No. 1, ‘Rasumovsky’ I. Allegro
• c.30 seconds: an example of string quartet texture and communication. Are all the instruments playing a melody? Listen to the melody pass
from the cello (low range notes) to the violin (high range notes). Melody and accompaniment texture (solo instrument accompanied by others).
Joseph Haydn String Quartet in G minor, Op. 74, No.3 ‘The Horseman’, II. Largo assai
• c. 30 seconds: a different string quartet texture. How are the instruments moving? Are they together or independent? How would you play this
together without saying anything? Homophonic texture (all parts moving together).
Béla Bartók String Quartet No.4, Sz. 91 IV. Allegretto pizzicato
• What effect can be heard here on the strings (pizzicato - the plucking of the string instead of using the bow)? How does it sound different?
Can the class tap along with the pulse?
Other Shostakovich works as mentioned above:
• https://www.youtube.com/watch?v=Q0Xfyn0-YhU (Romance from ‘The Gadfly’)
• https://www.youtube.com/watch?v=JlMHjo7Jwhk (Piano Concerto No. 2 in F major II. Andante)
• https://www.youtube.com/watch?v=mmCnQDUSO4I (Waltz from Jazz Suite No. 2)

IDEAS FOR LESSON PLAN: SHOSTAKOVICH QUARTET
Aim
Students are to gain an understanding of the String Quartet form and the broad definition of chamber music. Students will also experiment with
playing together as a quartet and communicating with each other across the group.

Introduction
Engage the class in a ‘Do as I do’ game. This can include clapping, body movements, sounds etc. Aim to have the class observant of your actions
and to repeat as quickly as possible. Ask the class what is required to be successful at this exercise, e.g. quick reactions, silence, ignore distractions,
concentration etc. Pose a question about who helps an orchestra ‘do as I do’ and play together in time. Briefly discuss who a conductor is and
where they stand. What happens when there is no conductor for a smaller group of players?
Play a recording, extracts or whole, of Shostakovich’s String Quartet No. 8 in C minor II. Allegro molto (see ‘Resources’ below). Inform the class that
this group has no conductor: no one keeping them in time and telling them to play, but themselves. What would be difficult about playing this piece?
Split the class into groups of four (quartets). Either allow these groups to break off and experiment on their own or take it in turns to bring each
group to the front to set them an exercise. The groups’ task is to follow a leader. The leader will first be the pupil sitting in the place of the 1st violin
(see diagram in summary pages) but can be changed for a challenge halfway through to another seat in order to switch focus. Some ideas of the
tasks you can set them are outlined below:

The leader claps the following rhythm:

The leader plays the following rhythm on a percussion instrument:

The other players must join the leader and follow
their tempo as they experiment with accelerando
(speeding up) and ritardando (slowing down).

The other players must join the leader and follow their tempo as
they experiment with changing the order of the notes above to a
different rhythm, e.g. two quavers, two crotchets
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Example tasks may be set to the class and experimentation may follow if suitable. Prepared tasks could also be given to each group to tackle
individually and ‘perform’ to the group if ample space is available.

Conclusion
Summarise together as a class the points covered about a string quartet, asking questions about instruments, where they sit and how they can
play together successfully.

Resources
Recording of Shostakovich’s String Quartet No. 8 in C minor II. Allegro molto
• https://www.youtube.com/watch?v=odLNJK70nvE

JEAN SIBELIUS: VALSE TRISTE
Summary Pages

Pronounced: (soft J) - Je-on Si-BAY-lee-us (1865–1957)
The composer Jean Sibelius is a source of huge pride for the people of Finland. His birthday is celebrated as the ‘Day
of Finnish music’ in Finland and his piece Finlandia serves as an unofficial national anthem – a warning to Russia to
stay out of Finnish business.
His talents were originally shown playing the violin but eventually he decided he was more suited to composing,
although his only concerto is for his beloved violin. His compositional contributions were so great that by 1898 the
Finnish government paid Sibelius a small government salary to ease any financial burdens, which may otherwise
stop him composing.

Music for Stage
The piece we are focusing on in this concert was originally written to be performed alongside a play. Live music to accompany stage
performances, e.g. plays, ballets and operas, is very common and can add a whole new dimension to action and drama.
Out of the six original pieces Sibelius composed, Valse triste (or ‘sad waltz’) emerged as the most well known. These
pieces originally accompanied the play Kuolema or ‘Death’. In the opening scene, when Valse triste is performed,
a woman who is very ill dreams of dancers filling her room. She joins them, dancing to exhaustion. Death then
appears at the door in the shape of her former husband and takes her life.

Do you think the music describes this scene well? Can you imagine the events unfolding? The piece is named ‘Sad Waltz’ in French but the music is
not always sad – why could this be?

Sibelius as a composer was almost an actor himself as ‘Jean’ is, in fact, a stage name. It was adopted by Sibelius as his Frenchsounding ‘music name’. His real name was Johan Julius Christian Sibelius. Quite the mouthful on a concert programme!

Dance Music – through the ages
The pairing of music and dance goes far back into the history of humanity. Music and dance have served many purposes
for different cultures and civilisations. They can be ceremonial, used as a communication tool, to establish identity, for
entertainment and for relaxation.
What elements do we need for music to be heard as ‘dance music’? Perhaps a strong pulse? An upbeat or regular tempo?
A repeated rhythm or just a catchy bass line to get people on their feet? Have a think next time you hear some music you
would call ‘dance music’. From concert halls to parties to the UK Charts, there’s plenty to choose from.

Team ‘Orchestra’
Whilst focusing on the previous piece, Shostakovich’s String Quartet No. 8 in C minor, we were introduced to the form of the string quartet, its
instruments and how they performed on stage. Although Valse triste is not for string quartet, what do you notice about all the instruments playing
in the first half of the piece?
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In the same way a string quartet is comprised of only stringed instruments, a string section in an orchestra is also made
up of just stringed instruments – only now there are more of them. We also have the addition of a completely new stringed
instrument not heard in the quartet: the double bass. As in the name, this instrument forms the bass of the section and
can play the lowest pitches. It is also larger than the cello, so much so that a double bassist has to stand or sit on a very high
stool to play their music!

Music for the Nation
As mentioned earlier, music has many purposes for people across the world. Songs can hold
different meanings for different people. We can have good or even bad memories attached
to music and it can transport us to different points in our lives in just a few seconds. What an
immense power!
Music is also very effective at reminding people of certain places or reminding them of home.
The best known piece of music from Sibelius was his Finlandia, literally named after his home
country and evoking strong feelings in Finnish people for their nation. We can see this effect
in national anthems, music with historical significance for a country (e.g. used in times of war
or revolution) or simply home-grown talent in the form of performers speaking your mother
tongue. Have a think about how music can transport you in this way and what effect it has on
other people? Is this a good effect? In what situations could it be used?

Cross-curricular suggestions
Dance, Physical Education, Drama – In reaction to Valse triste, create a staged piece of work which could be performed with the original music.
This could be in the form of a dance or a mimed piece of theatre, drawing attention to how spoken word is not necessarily needed to tell a story.
Geography, History – Each composer featured in our concert comes from a different country in Europe (with one outsider)! Can you plot them
on a map? What kind of world were they living in?

Further Listening
Sibelius Finlandia
• Listen here to Sibelius’ best known work. It forms part of the BBC Ten Pieces series: https://www.bbc.com/teach/ten-pieces/classicalmusic-primary-jean-sibelius-finlandia-ks2-ks3/zh26nrd
Tchaikovsky Waltz of the Flowers
• This is the same dance type as Valse Triste and also features on the BBC Ten Pieces list. Extensive resources can be found here:
http://www.bbc.co.uk/programmes/articles/1w11J8l4r6Gn8xl1ZlPchVd/the-nutcracker-waltz-of-the-flowers-and-russiandance-by-tchaikovsky
Bernstein ‘Mambo’ from West Side Story
• Listen to this piece of dance music and watch the video of the scene it was originally written to accompany in a musical. Do you think this
scene would be as effective without this music? Can you describe the music? How does the music match up with the dancers on the screen?
• https://www.youtube.com/watch?v=kokbJvSEMUY

IDEAS FOR LESSON PLANS: VALSE TRISTE
Combined plan for 2 lessons
Lesson 1:

Aim
Pupils will learn about, practise and be able to recognise different time signatures through physical practice and listening (Lesson 1). Pupils will
explore different types of dance music and learn, through familiar as well as new vocabulary, how to describe musical similarities and differences
(Lesson 2).

Introduction
Ask the class to stand up and form a circle. Begin by clapping a moderate pulse and ask the class to join in. Give the responsibility of keeping the
pulse to a pupil in the circle. Experiment with steady accelerandos (speeding up) and ritardandos (slowing down).
Next, pass a clap around the circle, keeping the pulse steady within the group. Experiment with passing more than one clap around or passing a
clap around one way and a foot stamp the other way. The pulse should remain consistent throughout.
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Main body
Introduce the idea of the claps being put into groups instead of continuing endlessly. Establish a new pulse, counting out loud the beats for a 2/4
bar, i.e. ‘One…Two…One… Two’. Try to send the beat around the circle again with students not only receiving a clap but also continuing to count.
Repeat with a 3/4 bar and a 4/4 bar.
Test the sense of pulse and concentration, e.g. missing out beat number two in the 4/4 bar, speeding up the tempo around the circle or
substituting a clap for a different type of body percussion, e.g. knee taps on count three etc.
Instruct the class to find a space around the room. Establish a new pulse and instruct the class to walk forwards in one direction for the duration of
the bar, i.e. three steps counting ‘One…Two…Three’ for a 3/4 bar. When they return to beat one they must change direction and repeat. The effect
should be a steady pulse, vocalised by the class and at every imaginary barline each pupil changes their direction of travel. This could be developed
further by introducing a different action on a specified beat in the bar, e.g. a small jump on beat 1. As above, a steady pulse is to be maintained
throughout.

Conclusion
Explain to the class that the pulse and grouping beats together they just enacted can all be written down. It is very helpful to musicians and can be
perceived by audience members. When someone begins tapping their foot or nodding their head along to music, they are reacting to this sense of
pulse. Introduce the term ‘time signature’, explaining that this piece of information usually appears at the start of a piece of music and informs the
performer how many beats they will need to count to in each bar.

Resources
Large classroom/hall space with room for free movement.

Lesson 2:

Introduction
Engage the class by repeating a truncated version of the warm-up from Lesson No. 1. A large break-out space is not necessary here unless desired.
Ensure the class is reminded of how to establish a steady pulse, numbering beats and grouping them in different quantities, i.e. 2s, 3s, 4s.

Main body
Play the class the opening 90 seconds of Sibelius’ Valse triste (see ‘Resources’ below). Can they detect a pulse? Can they clap along with the
pulse and suggest whether the beats are grouped in 2s, 3s or 4s? Is the pulse slow or fast? If they were to move to this music, how might their
movements reflect the character of the piece?
Continue to play the recording. Does the class notice anything about the pulse? Is it as easy to recognise? Explain here how Sibelius is changing
the tempo to change the mood of the piece. Ask the class how their movements to this music might be different from the beginning.
Explain to the class that this music depicts a type of dance: a waltz. Beats in a waltz are always grouped into 3s, therefore in ‘3-time’ (see ‘Summary
Pages – further listening’ for more waltz examples). Would they call this dance music?
Play the class another extract, this time Benny Goodman’s Sing, Sing, Sing. Can anyone suggest a time signature here? If not, can they move to the
beat by clapping or clicking? Are there any words they can think of to describe this piece? Would they call this dance music?
Finally, play the class another extract, The Killavil Jig. What instruments can they hear? A different kind of beat can be heard here, can they feel it?
Would they call this dance music?
Explain to the class that these three contrasting pieces have a common feature in that they are all types of dance music and have been used for
that purpose – for people to dance to. Invite the class to comment on the pieces they have heard, encouraging them to use musical terminology
where possible. Do they have preferences and can they justify them? Can they name other types of dance music, when and where they are used?
Possible dances types to mention: Gigue, Waltz, Scherzo, Polonaise, Tango, Fox-Trot, Swing, House, Disco, Hip-hop

Conclusion
Pupils have had exposure to a variety of dance music, historical and current. Pupils should show the ability to distinguish between different dance
music forms and articulate these differences with some fluency.

Resources
Recording of Sibelius’ Valse triste, Benny Goodman’s Sing, Sing, Sing and The Killavil Jig
• https://www.youtube.com/watch?v=OoUBZ43M2WY (Sibelius)
• https://www.youtube.com/watch?v=fhyhP_5VfKM (Goodman)
• https://www.youtube.com/watch?v=rRABuC7iaBQ (The Killavil Jig)
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FELIX MENDELSSOHN: A MIDSUMMER NIGHT’S
DREAM (SCHERZO)
Summary Pages

Pronounced: Fee-licks MEN-dell-sun (1809–1847)
Felix Mendelssohn rose to fame as a teenage composer, showcasing his talents to the German public with his
Overture to the Shakespeare play A Midsummer Night’s Dream. Mendelssohn was no ordinary child and grew up
in an environment rich with music, art, poetry and literature. It is thought that the Overture mentioned above was
composed for an in-house reading of the play at the family home.
Although written when he was just 17, he had already composed four operas, twelve string symphonies and lots
of music for piano and chamber ensembles. He excelled at many things as a child, being a gifted painter, linguist
and athlete as well as a musician. From the young talent, who took Europe by storm, his completed A Midsummer
Night’s Dream remains one of his best known works, despite taking around seventeen years to finish!

A Midsummer Night’s Dream: What’s it about?
A Midsummer Night’s Dream is a much celebrated play by the English playwright, William Shakespeare. It is a
comedy about love, marriage, disobedience, reality and fairytale.
The audience is taken on an entertaining journey: a girl falling in love with the wrong boy, a boy being
enchanted and falling in love with the wrong girl, quarrels between couples and mistakes being made
resulting in chaos! In the end however, enchantments are lifted and everything is put right between the main
characters. See below in ‘Resources’ for plot summaries and extra videos.

Entering the Fairy World – Scherzo (pronounced ‘sKAIRt-so’)

William Shakespeare

At this point in the play Mendelssohn writes a transition from Act I to Act II and we enter into the fairy world
of King Oberon, Queen Titania and their loyal servant Puck. The swift, impish sound of the music portrays the
first appearance of Puck. What do you think Puck might look like based on the music you can hear? Can you
describe his character?

Puck is busy carrying out orders from Oberon to find a magic flower, the juice of which, when squeezed into a person’s eyes, will make them fall in
love with the next person they see. Such mischief and mayhem is characteristic of the exciting music in this scherzo.

Later in the play, a grand wedding celebration takes place and we hear Mendelssohn’s Hochzeitsmarsch, or ‘Wedding March’.
Have a listen and see if you recognise it (see ‘further listening’)!

What is a scherzo?
Similar to the previous piece in our concert programme, Valse triste by Sibelius, a scherzo (which means joke or jest) is a type of dance and this
one is also in ‘3-time’ (three beats in a bar). How would you compare the two pieces? Can you feel the pulse of Mendelssohn’s Scherzo? How is it
different to that of Valse triste? Can you describe the kind of movements would you expect to see on stage when this piece is being played? A light,
fast and intricate texture is characteristic of scherzi, so listen out for fast-moving solo instruments and a quick pulse! See ‘further listening’ below
for some examples of scherzi from different composers.

The UK & Mendelssohn
Mendelssohn was well loved by the people of Britain. In return he also had great affection for Britain and for what could be found in its landscapes.
He famously took a trip to the island of Staffa in Scotland and laid eyes on the famous ‘Fingal’s Cave’. Have a listen to the overture, which bears the
same name and is listed in the ‘Further Listening’ section below, and see what you think of Mendelssohn’s ‘painting with sounds’.

Mendelssohn has a connection to Birmingham too. He conducted the premiere of his popular oratorio Elijah as part of
the Birmingham Festival in 1846. An oratorio is a piece typically for orchestra, choir and soloists with a sacred text as the
subject matter, for a concert hall and not a theatre.
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Cross-curricular Suggestions
English, Drama An introduction to the life and works of William Shakespeare. Also a link between Shakespeare and how his work influenced the
work of many others throughout the centuries, e.g. composers, film directors, actors, artists etc.
Textiles, Art & Design Create an artistic reaction to the story of A Midsummer Night’s Dream. As a suggestion, set the class a project in
which they have to design (and make) a costume for a character as part of an in-house performance of the play, just like those which inspired
Mendelssohn to write his music in the first place.

Further Listening
Mendelssohn
A Midsummer Night’s Dream: Hochzeitsmarsch (‘Wedding March’)
• https://www.youtube.com/watch?v=0Oo4z37OUEI
The Hebrides Overture (‘Fingal’s Cave’)
• https://www.youtube.com/watch?v=zcogD-hHEYs
John Williams
Scherzo for X-Wings from Star Wars: The Force Awakens
• https://open.spotify.com/track/6eWfgktrz9i593f0ivmw25?si=3K1vUn1IRXaxbBQ0a3jJbg
• https://www.youtube.com/watch?v=xJzuanMUuS4
Scherzo for Motorcycle and Orchestra from Indiana Jones and The Last Crusade
• https://open.spotify.com/track/2LWw1ntySZ43C3LoT9LVcp?si=qYpgSVHkTq689wCX0bAQ3Q
• https://www.youtube.com/watch?v=xJzuanMUuS4
Beethoven String Quartet No. 6 in B flat major, Op. 18, III. Scherzo
• https://open.spotify.com/track/39AM3Owd4WbyUoTxiGNSyi?si=GH1hhCTtT4q0lcweLR00Bw
• https://www.youtube.com/watch?v=8theuK4BgNs
For a plot summary of A Midsummer Night’s Dream, watch the video below courtesy of the Royal Shakespeare Company:
https://www.rsc.org.uk/a-midsummer-nights-dream/the-plot

IDEAS FOR LESSON PLANS: MENDELSSOHN
Aim
Pupils will concentrate on pulse, steady rhythms and how rhythmic patterns can be repeated in a composition. They will also have the opportunity
to use their voices/instruments to create a piece inspired by the Scherzo from Felix Mendelssohn’s A Midsummer Night’s Dream.

Introduction
Engage the class in a ‘listen and repeat’ clapping game, firstly with any rhythms of your choosing. Refine this so the rhythms being clapped fit into
two bars of 3/8, as seen below:
Insert desired rhythms into these bars

Demonstrate the following rhythm to the class:

Main rhythmic theme in Mendelssohn’s Scherzo

Engage in the exercise once more but instruct the class to recognise the above rhythm and NOT clap it back. This will bring their attention to
an important rhythm for later on in the class. Words can be put to this rhythm if needed. This can be a suggestion from the class or one of the
following as appropriate – ‘I/Don’t want to go to school to-day’, ‘Flutes, cla-ri-nets and vi-o-lins’ etc.
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Invite the whole class to clap the rhythm all together trying to establish a steady pulse. As an option, split the class into two and have the two
groups clapping the rhythm one bar apart, as shown below. This will engage the class in ensemble work, requiring concentration and a sense of
pulse in order to stay in time:

Group A start here

Group B start here

Play the class a recording of the Scherzo from Mendelssohn’s A Midsummer Night’s Dream. Ask the class what they notice about the rhythms
being used by the orchestra. Can they identify any instruments and if so, are they all playing different musical material or are they sharing? Do the
notes sound smooth or spiky, loud or soft, fast or slow? Can they substitute these adjectives for musical terms, e.g. staccato or legato?
Explain how large compositions can be comprised of very small ideas. Motifs, such as the one above, can create very exciting music. If appropriate,
engage in explanation of quaver and semiquaver rhythms and the relationship between them (two semiquavers to each quaver).

Group work
Ask the class to split into small groups around 4-6 people. Challenge them to come up with a phrase per person, which will fit onto the
Mendelssohn Scherzo rhythm, syllable by syllable. As a group, these phrases must be connected by an overarching theme, e.g. morning routine,
things in the fridge, a short story, e.g.:
‘Ran to the bus and got a seat’
‘Shirt, shoes and socks and home-work packed’
‘Teacher is coming, we all hide!’
‘Just on the bell we get in-side’
‘Get out of bed at 8 a.m’

Rehearse the phrases one by one, passing the rhythm around the group and maintaining a steady pulse.

Extension
Challenge the groups to experiment with layering their phrases on top of one another, inserting dynamics (changes in volume) or even changing
the tempo of their vocal piece.

Conclusion
Students have engaged with smaller units of a composition, in this instance a recurring rhythm from Mendelssohn’s A Midsummer Night’s Dream,
Scherzo. Students have experimented with reenacting the rhythm as a class, explored the written notation and composing their own vocal piece in
small groups, writing original text.

Resources
Recording of Scherzo from Mendelssohn’s A Midsummer Night’s Dream
• https://www.youtube.com/watch?v=hHTV3GFyHfM
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JOHN WILLIAMS: STAR WARS: JEDI STEPS AND
FINALE
Summary Pages

As one of the most well known and successful composers of our generation, American composer John Williams
has written a very impressive list of famous pieces. His work spans decades of collaborating with directors, actors
and brilliant stories, all to bring films to life on screen via film music. Star Wars is probably his most famous score and
remains the best selling non-pop record of all time. Others films for which he composed the soundtrack include
Harry Potter and the Philosopher’s Stone, Indiana Jones, E.T., Superman and Jurassic Park.

Williams once said that composing a tune is like sculpting. “You get four or five notes, you move
them around, do a bit more and eventually, as the sculptor says, ‘In that rock there is a statue;
we have to go find it!’”

Music for the Big Screen
No matter how good the action, drama or emotion of a film, an audience reaction will never be as strong in the absence of enriching film music. A
fairly recent phenomenon when considering the history of classical music, writing for film was a whole new opportunity for composers in the 20th
century. Names such as Dmitri Shostakovich and Sergei Prokofiev, who are usually associated more with the traditional ‘symphony’ or ‘string
quartet’, also composed film scores (see ‘further listening’ for some examples). Shostakovich actually earned money improvising accompaniments
to silent films on the piano – his Piano Trio No. 1 is a notated version of one of these.
In contrast to some of the other pieces in our concert, Jedi Steps and Finale was never written to be solely played in a concert hall. Film music is
exactly what it says – music for film – so therefore it should enrich and enhance what the audience is seeing on the screen in front of it. What do
you think a film composer must consider when writing his/her music? Where would they start? What information do they need to know?

Jedi Steps and Finale: A walk through
This piece features last on the soundtrack to the seventh instalment of Star Wars, The Force Awakens. At this point in the film our young heroine,
Rey, has journeyed to the mysterious planet of Ahch-To, indicated on a lost map recently assembled by the droids R2-D2 and BB-8. She takes the
pilot’s controls in the Millennium Falcon, replacing the recently lost Han Solo, killed by his villainous son, Kylo Ren, or Ben as he is known to Han.
Chewbacca, Han’s loyal Wookie friend, joins Rey in her quest.
The music begins as Rey disembarks on an island and starts her search. On the screen the viewer can see a mountainside of steps for Rey to
climb in order to find Luke Skywalker. This could be seen as a metaphor for the task in front of her or potentially also for the start of her journey to
become a Jedi herself. Listen out for the melody passed between the strings and woodwinds. Can you hear how it contains both a darker side and
a more optimistic side?
The melody seems to sigh as it tries to climb higher but falls back down to the same note, as if unsure where to go – how does this relate to the
story at this point?
Jedi Steps Theme (blue dots are placed under the notes which the melody eventually falls back to in its efforts to reach higher)

As Rey crests the hill, she sees a hooded figure standing with their back to her. Without a word, the figure slowly turns to face Rey and the audience
finally sees Luke Skywalker. Listen to how the music crescendos (gets louder) as we near towards seeing Luke. Does the mystery of the previous
music disappear entirely? A brass section take over the melody here – how does this affect the colour and the mood? What about the atmosphere
created by the strings underneath and how does this contribute to the emotion of the scene?
Rey then continues to hold out a lightsaber to Luke Skywalker in a hugely symbolic gesture. This is an invitation, or plea, to aid the Resistance by
using his gifts as a Jedi. At this point we hear a melody which symbolises ‘the Force’, one which appears in previous films for the same purpose. This
theme however doesn’t resolve (i.e. fully settle harmonically) and as the camera pans around the exchange it continues to search. Just when the
audience thinks it will cadence (i.e. a musical ‘full stop’), the music and film whisks into the end credits, creating a visual and musical cliffhanger.
Notice how this whole scene contains no text or speech. The story, however, is made quite clear through the atmosphere created by John Williams’ music.
Through his deep understanding of the story, the characters and their emotions, Williams is able to create a musical script, independent of words.
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With thanks to…
He may not say it in his Oscar-winning speeches but the musical themes of John Williams’ that are connected to so many characters, objects and
scenes in the films for which he has created music, owe a lot to the German composer Richard Wagner. Through his colossal compositions for
opera, he pioneered a technique known as leitmotif: composing musical signatures for elements in the drama on stage which can reveal a lot
about the storyline and help the audience better understand a character’s personality. See ‘further listening’ for some links to more information on
Wagner and his leitmotif.

Cross-curricular Suggestions
Drama ‘Hotseat’ your characters by relating them to a particular scene and track from the movie The Force Awakens. Ask them questions about
their personality, how they feel in a particular scene. Does it match up with how the music is helping to portray them?

Further Listening
Wagner, the leitmotif and Star Wars
• Listen to the conductor of Symphony New Hampshire talk about Wagner and Star Wars all in a two-minute video!
https://www.youtube.com/watch?v=yJ3sAW-7vm0
John Williams
• Here is a link to the full soundtrack of The Force Awakens. As well as hearing many reprises of old themes, have a listen to Rey’s Theme. What
can you tell about her from just her theme?
https://www.youtube.com/watch?v=y8ac1Qg-r-8&list=PLWKXJQUwVcfexiFdxZDrFGCx7RGbsuQUV

OTTORINO RESPIGHI: PINES OF ROME:
PINES OF THE APPIAN WAY
Summary Pages

Pronounced: Ott-or-EE-no Res-PEE-gee (hard ‘g’ as in ‘gate’)
Ottorino Respighi engaged in various musical activities and training before he eventually made his name as a
composer. He played viola in an opera orchestra in St Petersburg, studying composition simultaneously with
Nikolai Rimsky-Korsakov, performed as a pianist in Germany and France, all before eventually settling back in
his home country of Italy as a Professor of Composition at a conservatoire in Rome. Pines of Rome joins Fountains
of Rome and Roman Festival in a trilogy of ‘musical postcards’. Deeply inspired by the city surrounding him and its
history, Respighi takes his trilogy on a musical exploration of Rome, through the means of an orchestra.

Sounds & Songs
Respighi was very receptive to the environment surrounding him whilst composing. Much like a painter or sculptor has an eye for discovering
detail and being able to portray it with such vibrance in their art, Respighi managed to do the same with luscious musical landscapes. The four
movements of Pines of Rome each provide an oasis of sound the listener can relax into, imagining the visions being painted by the instruments of
the orchestra.
The song of the nightingale features in between the third and fourth movement and a wonderful story between Respighi and his wife contributed
another song to the piece. In a biography about her husband, Elsa remembers him asking her to sing some songs from her childhood. It was a
surprise to her when, years later, she heard the songs interwoven in the music of the first piece from Pines of Rome, ‘Pines of the Villa Borghese’.

Music & Nature
The central idea linking the four movements of Pines of Rome together is explained in the title: the trees to be found in large
numbers around the city. For this piece, Respighi used this natural element of trees as a starting point to recall memories and
visions from the city. Through all the change Rome has seen, the trees have remained constant and can tell their stories about
what has happened there.
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Pines of Rome: The Four Visions
Our four visions begin with the ‘Pines of the Villa Borghese’, which depicts children playing in
a pine grove. We then move suddenly to ‘Pines near the catacomb’ where trees overhang an
entranceway and the audience hears a solemn chant emerge through the orchestra. This is then
silenced suddenly to make way for the ‘Pines of the Janiculum’. Set at night, the music enchants
the audience, depicting the moon outlining the shadows of the trees on Gianicolo’s Hill. We then
hear the song of the nightingale, before the final movement of the set, ‘Pines on the Appian Way’.
This is the piece you will hear as part of the concert programme.
Respighi supplied a short description for each piece in the score. Below is what he said about ‘Pines on the Appian Way’. Words highlighted in bold
are particular features to listen out for. Can you describe how Respighi uses instruments to portray these features?
‘Misty dawn on the Appian Way. The tragic country is guarded by solitary pines. Indistinctly, incessantly, the rhythm of innumerable steps.
To the poet’s fantasy appears a vision of past glories; trumpets blare, and the army of the Consul advances brilliantly in the grandeur
of a newly risen sun toward the Sacred Way, mounting in triumph the Capitoline Hill.’

Musical Postcards
Pines of Rome has been described by some as ‘picture postcard’ music. Whether you agree with
this term or not, have a think about the role of a postcard – can a piece of music serve the same
role? Can it have the effect of recreating a scene from a distance? Can it have the ‘wish you were
here’ effect? When listening to ‘Pines on the Appian Way’ are you transported to a place faraway?
Where does your imagination go, if anywhere? If there was one place you could send a musical
postcard from, where would it be and what would it sound like?

The Orchestral Visitors
For an orchestra to perform Pines of Rome it needs a very large number of players. To join the more regular members
of the orchestra, we have the following instruments: piccolo, cor anglais, bass clarinet, contrabassoon, organ, piano,,
celesta, harp and six buccine (an ancient brass instrument used in Roman armies and featuring in ‘Pines of the Appian
Way’, pictured left). How many of these instruments do you recognise? Can you describe them in any detail? Which
instruments would they sit with in the orchestra? Why do you think Respighi would include buccine in just the final
movement?

Cross-curricular Suggestions
History – The Roman Civilisations. With a rich history, beautiful architecture and countless legacies reaching globally into the 21st century,
the city of Rome has more than enough stories to share. For KS3 Roman Empire summaries click the following link: https://www.bbc.com/
bitesize/guides/zfqsgk7/revision/2
Art – Respighi’s Pines of Rome seeks to describe memories of a particular place through music. Create an artistic reaction to the music you hear
relating to your own memories. Does the music remind you of anything? Could you create an actual postcard to accompany the music?

Further Listening
Bernstein – On the Town: Three Dance Episodes, 3. Times Square
• Here is another example of a composer being inspired by the city around them. Times Square in New York is quite a contrast to Rome! What
different instruments does Bernstein use to Respighi? What effect does this have?
https://www.youtube.com/watch?v=owZSWhP1JgA
Strauss - Alpine Symphony I. Nacht - Sonnenaufgang (Night - Sunrise)
• This symphony is Strauss’ ode to Europe’s greatest mountain range - the Alps. Enjoy the change from darkness to sunrise through the musical
picture of Richard Strauss.
https://www.youtube.com/watch?v=H4YQTJ9SqBg
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IDEAS FOR LESSON PLANS: RESPIGHI
Aim
Students will learn about the musical device ‘ostinatos’ (pronouced oss-tin-ah-toes) in relation to Respighi’s Pines of the Appian Way. Students will
listen to and remark on ostinatos in other music compositions including examples of riffs in pop music.
(N.B. This is an introduction to a subject which can be explored in more detail at GCSE level.)

Curriculum Aims
• Develop a deepening understanding of the music that they perform and to which they listen, and its history.
• Listen with increasing discrimination to a wide range of music from great composers and musicians.

Introduction
Ask the class to stand up from their seats. Begin a slow march and ask the class to join in. Engage in conversation over the top of the march.
This can be about any subject: what lesson did you have before this? What did you have for lunch? Try to ask as many different members of the
class random questions but keeping the march steady underneath.

Main body
Stop the march. Ask the class what was the constant element of that conversation – the steady march underneath. Try the exercise again but this
time march out a specific rhythm, for example:

Continue until the class have grasped the rhythm in a steady tempo and engaged in conversation over the top, perhaps between themselves if
appropriate. Stop the march and ask the class to take their seats.
Explain that, as a class, you have demonstrated a musical device called an ostinato. This is simply a repeated pattern of notes, which underlies
other musical material. It is played over and over again and is usually in the same musical voice. e.g. in an orchestra an ostinato could be a repeated
pattern of notes played by the cellos whilst other instruments play melodies over the top.
Play the class the beginning (c.1 minute 30 seconds) of a recording of Respighi’s Pines of the Rome: Pines of the Appian Way (see ‘Resources’
below). After the song of the nightingale is finished we hear an ostinato begin in the orchestra played by the piano, timpani, cellos and double
basses. Can the class clap the rhythm of this ostinato? Can they hear how it continues underneath other instruments as they play melodies above?
Continue the recording. How long is it before the class can no longer hear the ostinato?
Continue to play the class a recording of Mars, the Bringer of War from The Planets by Gustav Holst. Ask the class whether they can spot the ostinato.
Who is playing it first? Consider the title of the piece and ask the class what effect this has for an audience? Can a student clap the rhythm?
If appropriate and reading level of a high standard, write the following rhythm on the board to aide the students in performing the ostinato:

Finally, play the class a recording of Ed Sheeran’s Shape of You. Is this classical music? How is this similar to the two examples previously? Ask the
class to listen to what is going on underneath the lyrics. Can they hear the repeated pattern of notes? Does it stop at all through the song?
Explain to the class that musicians ranging from Respighi to Ed Sheeran and beyond have used this musical device. In classical music terminology
we usually call it an ostinato; in pop music and jazz it is called a riff. The terms, however, essentially mean the same thing and are identified by a
consistently repeated pattern of notes playing underneath melodies or lyrics.
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Conclusion
Students should be able to recognise an ostinato or riff in music of different genres. Challenge the class to listen out for ostinatos and riffs in their
own music to encourage critical listening.

Resources
Recording of Respighi’s Pines of Rome: Pines of the Appian Way
• https://open.spotify.com/track/3nm8DwebzyBkQB1vb9mKsG?si=dmnSYM98SoGiC8c8wVutRQ
• https://www.youtube.com/watch?v=wQbh0idT1JE
Recording of Holst’s Mars, the Bringer of War from The Planets
• https://www.youtube.com/watch?v=cXOanvv4plU
Recording of Ed Sheeran’s Shape of You
• https://www.youtube.com/watch?v=JGwWNGJdvx8
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Appendix A: La Péri Fanfare Grid

Section A

Section C

Section E

Section B

Section D

Section F
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