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ABOUT THIS DRAFT

Under the umbrella of the Secondary Education Modernization Programme (SEMP), since the
latter part of 1999, new secondary school curricula in eight (8) subjects — Language Arts
(English), Science, Mathematics, Social Studies, Spanish, Physical Education, Visual and
Performing Arts and Technology Education — have been in development. In this publication you
will find the first drafts of the Form IIl curriculum guide produced for each of the above
identified subject areas.

These Curriculum Guides represent ‘a work in progress’. They are not the finished product.
They intended to serve the following purposes:

(i)

(i)

(iii)

provide clear guidance to teachers for implementing effectively the instructional
programme for a particular subject area at a particular

class/form level.

present a sufficiently detailed learning plan for the respective subject areas and for
the entire secondary school curriculum that would enable teachers, school
administrators and other major stakeholders to give meaningful, constructive
feedback on the draft curricula for the various subjects — that is, for them to be
actively involved in the development process.

contribute to the further revision and refinement, through the feedback received at
(i) above, of this draft curriculum guide for Form III.

Teachers and other users of these Curriculum Guides should also carefully note the following:

Teachers’ Guides, Performance Standards, Assessment Manuals, Integration
Matrices (linking content and essential learning outcomes in the relevant subject
areas) are being developed and are in various stages of completion as companion
documents to these Curriculum Guides. Accordingly, teachers and other users of
these Draft Curricula can be assured that only certain areas, which may be
interpreted as showing a lack of clarity, detail and/or adequate treatment, will be
adequately addressed in the forthcoming above-mentioned companion documents.

A series or orientation meetings and training workshops related to the effective
implementation of the curriculum is being planned. At these workshops/meetings
the concerns of teachers will be addressed and guidance given with respect to the
interpretation/clarification of certain aspects of these draft Guides.

These first draft publications of the respective Curriculum Guides have been
issued in ring binders. This mode of presentation will facilitate correction of
existing typographical errors, standardization of font sizes, formatting, layout etc,
as well as the revision/refinement of the subsequent drafts — which will inevitably
ensue from feedback/comments on these draft documents.



Finally, we hold the view that teachers, in particular, but other stakeholders as well, are key
players in the curriculum development process. Teachers are integral to the development of
curricula that are relevant and appropriate. The curriculum is the major vehicle for providing
quality education which meets the needs of both the individual learner and the national
development objectives of the Republic of Trinidad and Tobago. In this regard, we eagerly look
forward to and indeed welcome the comments/suggestions of all stakeholders, especially
teachers, which should be addressed to:

Director, Curriculum Development
Rudranath Capildeo Learning Resource Centre
Mc Bean, Couva

Tel/fax: 636-9296
e-mail: curriculum@tstt.net.tt
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A Note to Teachers

The Ministry of Education through the Secondary Education Modernization
Programme is seeking to reform the secondary education system. These draft
National Curriculum Guides produced for eight subject areas are a key
element in the current thrust to address the deficiencies identified in the
system.

Draft curriculum guides have already been produced for years one and two
of the secondary system. Implementation of the new curriculum began on a
phased basis in September 2003. These draft guides for year three represent
the conclusion of the first cycle of secondary school and together with those
of years one and two prepare students for the National Certificate of
Secondary Education, Part One.

The three sets of curriculum guides constitute the draft National Curriculum
for the lower secondary school system. The National Curriculum is an
important element of the School Curriculum which comprises all the
learning and other experiences that each school plans for its pupils. It is
expected that each school will undertake to develop the School Curriculum
in alignment with the National Curriculum, fine tuning as necessary in
response to the needs of their pupils and to the community.

Teachers too have curriculum functions to perform. Using the National
Curriculum Guides they are expected to develop instructional programmes,
determining the type and extent of curriculum integration and the teaching
and assessment strategies to be employed to facilitate student success. They
will also identify and develop appropriate learning materials and decide on
how the curriculum will be individualized to suit students’ capabilities,
needs and interests.

The introduction of the new curriculum guides for forms one to three is
being accompanied by several supporting initiatives. These include the



e phased technical upgrade of physical facilities

e provision of enhanced teaching and learning resources including
textbooks

e increased use of educational technology

e introduction of a curriculum website at www.curriculum.gov.tt

e professional development opportunities for teachers, heads of
departments, principals and vice-principals

e expanded schools transportation and meals programmes

e restructuring and decentralization of the education system.

As implementation proceeds, there will be careful monitoring to obtain
feedback and to provide necessary support. Your comments and suggestions
are most welcome and may be made on the website or in writing.

Final revision of the draft guides is planned for the academic year 2005-
2006.

We are confident that this new curriculum will significantly enhance
teaching and learning experiences in our secondary schools and
consequently the achievement of the national educational goals.

Sharon Mangroo
Director, Curriculum Development (Ag)
December, 2003
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INTRODUCTION

In its commitment to a comprehensive reform and expansion of the secondary school system, the
Government of the Republic of Trinidad and Tobago in 1996, adopted the report of the National
Task Force on Education as educational policy. The specific recommendations for the
improvement of secondary education led to discussions with the Inter American Development
Bank (IADB) for loan funding arrangements for a programme to modernise secondary education
in Trinidad and Tobago. This programme, the Secondary Education Modernization Programme

(SEMP) was formalized and has been designed to:

- address deficiencies identified in the education system;

- establish a firm secondary education foundation that would catapult Trinidad and Tobago
into the 21 century assured of its ability to participate advantageously in the global
economic village, smoothly traverse the information super highway and utilize cutting edge

technology for the competitive advantage it provides;

- allow for adaptation to future demands; and

produce good citizens.

The deficiencies identified include:

- an unacceptably low level of academic achievement;

- unsatisfactory personal and social development outcomes: and

- curricular arrangements whose major outcomes were linked to the attainment of a minimum

of five General passes in the Caribbean Examinations Council (CXC) examination.

The Secondary Education Modernization Programme (SEMP) consists of four articulated

components:

@ improved educational equity and quality

(b) deshifting, rehabilitation, and upgrading of school infrastructure
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(©) institutional strengthening, and
(d) studies and measures for improved sector performance.

This document is evidence of the effort to address component (a) under which curriculum

development falls.

THE CURRICULUM UNDERPINNINGS

This curriculum has been informed by the wealth of available curriculum theories and processes.

In the Final Report of the Curriculum Development Sub-Component submitted by

J. Reece and K. Seepersad, the curriculum is defined, as a “plan for action” or a “written
document that included strategies for achieving desired goals or ends.” This is the definition that
is applied here. The curriculum is herein defined as the written document that is to be used by

teachers to plan effective learning opportunities for students in secondary schools.

Macdonald (1976) declares,

‘Curriculum it would seem to me is the study of “what should constitute a world for
learning and how to go about making this world”. As such it is a microcosm... the very
questions that seem to me of foremost concern to all humanity, questions such as what is
the good society, what is the good life and what is a good person are explicit in the
curriculum question. Further, the moral question of how to relate to others or how best to
live together is clearly a part of curriculum.”

In essence Macdonald’s statement establishes the basic forces that influence and shape the
organization and content of the curriculum: the curriculum foundations. These are:

(@) The Philosophy and the Nature of Knowledge

(b) Society and Culture

(c) The Learner

(d) Learning Theories
These foundations are at the heart or the centre of the dialogue essential to the development of a
coherent, culturally focussed and dynamically evolving curriculum. Of course the prevailing
philosophical concerns and educational goals provide the base.
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PHILOSOPHY OF EDUCATION

The following philosophical statements are at the foundation of the curriculum and are stated in
the Education Policy Paper 1993-2003 as follows:

WE BELIEVE

That every child has an inherent right to an education which will enhance the
development of maximum capability regardless of gender, ethnic, economic,

social or religious background.

That every child has the ability to learn, and that we must build on this positive

assumption.

That every child has an inalienable right to an education which facilitates the

achievement of personal goals and the fulfilment of obligations to society.

That education is fundamental to the overall development of Trinidad and

Tobago.

That a system of ‘heavily subsidised’ and universal education up to age 16 is the
greatest safeguard of the freedom of our people and is the best guarantee of their social,

political, and economic well-being at this stage in our development.

That the educational system of Trinidad and Tobago must endeavour to develop a
spiritually, morally, physically, intellectually and emotionally sound individual.

That ethical and moral concerns are central to human development and survival.
Fundamental constructs such as “decency,” “justice,” “respect,” “kindness,” “equality,
“love,” “honesty,” and “sensitivity,” are major determinants of the survival of our multi-

cultural society.
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That the parent and the home have a major responsibility for the welfare of the child and
that the well-being of the child can best be served by a strong partnership between the

community and the school.

That the educational system must provide curricular arrangements and choices that
ensure that cultural, ethnic, class and gender needs are appropriately addressed.

That students vary in natural ability, and that schools therefore should provide, for all
students, programmes which are adapted to varying abilities, and which provide
opportunities to develop differing personal and socially useful talents.

That we must be alert to new research and development in all fields of human learning
and to the implications of these developments for more effective teaching and school

improvement.

That the educational system must be served by professionals who share and are guided in
their operations by a set of systematic and incisive understandings, beliefs and values
about education in general and its relationship to the development of the national
community of Trinidad and Tobago.

That there is a need to create and sustain a humanised and democratised system of

education for the survival of our democracy.

That the democratisation and humanisation of the educational system are largely
contingent on the degree to which the system is professionalised. The nature of
educational problems are [sic] such that the professional core must be engaged in
decision-making with respect to the problems that affect their expert delivery of the
services to the clientele and ultimately to Trinidad and Tobago. Professionals must come

to experience a real sense of ‘control and ownership’ of matters educational.
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That from a psychological perspective, education is a means of looking out beyond the
boundaries of the immediate. It can be the viable means which creates individuals with
the intellect and capacity to develop and lead societies, communities, villages, and/or
neighbourhoods and families of the future. It should be responsive to and stimulate the
searing human spirit and the emphatic quest for human communication, interaction, love

and trust.

That learning is cumulative and that every stage in the educational process is as important
and critical for the learner’s development as what has gone before it and what is to come.
As such we must view educational programming and development in the round,
recognising the importance of every rung on the ladder of delivery by intensifying our

efforts throughout the system.

THE GOALS OF EDUCATION

Coming out of the articulated philosophy, formal education in Trinidad and Tobago must aim to:

= provide opportunities for all students to develop spiritually, morally,
emotionally, intellectually and physically;

= develop in all students attitudes of honesty, tolerance, integrity
and efficiency;

= provide opportunities for self-directed and life-long learning;

= provide opportunities for all students to develop numeracy, literacy,
scientific and technological skills;

= promote national development and economic sustainability;

= promote an understanding of the principles and practices of a democratic society;
= equip all students with basic life skills;

= promote the preservation and protection of the environment;

= develop in all students an understanding of the importance of a
healthy lifestyle;
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= help all students acquire the knowledge, skills and attitudes necessary to be intelligent
consumers;

= provide opportunities for all students to develop an understanding and appreciation of the
diversity of our culture; and

= provide opportunities for all students to develop an appreciation for beauty
and human achievement in the visual and performing arts.

An analysis of the educational philosophy of the Ministry of Education's Policy Paper (1993 —
2003) and of the goals for education derived from it by the Curriculum Development Division
(as outlined above), taken with the research conducted in developed nations, has led to the
identification of six areas in which all secondary students must achieve. These are universally
accepted goals that have been developed and underscored by other educational jurisdictions and
have been described as essential learning outcomes. These outcomes help to define standards of

attainment for all secondary school students.

THE ESSENTIAL LEARNING OUTCOMES

The six outcomes are in the areas of:
= Aesthetic Expression

= Citizenship

= Communication

= Personal Development

= Problem Solving

= Technological Competence

The achievement of these essential learning outcomes by all students is the goal that every core
curriculum subject must facilitate. The core curriculum subjects, their content, and the teaching,
learning and assessment strategies are the means to fulfil this end.

It is expected that by the end of the third year of secondary school students’ achievement in all

six areas will result in a solid foundation of knowledge, skills and attitudes which will constitute



1-7

the base for a platform for living in the Trinidad and Tobago society and for making informed
choices for further secondary education.

The essential learning outcomes are described more fully below.

Aesthetic Expression

Students should recognise that the arts represent an important facet of their development, and
that they should respond positively to its various forms. They should be able to demonstrate
visual acuity and aesthetic sensibilities and sensitivities in expressing themselves through the
arts.

Students should be able, for example, to
= use various art forms as a means of formulating and expressing ideas, perceptions and
feelings;

= demonstrate understanding of the contribution of the arts to daily life, cultural identity and
diversity;

= demonstrate understanding of the economic role of the arts in the global village society;

= demonstrate understanding of the ideas, perceptions and feelings of others as expressed in
various art forms;

= demonstrate understanding of the significance of cultural resources, such as museums,
theatres, galleries, and other expressions of the multi-cultural reality of society.

Citizenship

Students should be able to situate themselves in a multicultural, multiethnic environment with a
clear understanding of the contribution they must make to social, cultural, economic, and
environmental development in the local and global context.

Students should be able, for example, to:

= demonstrate an understanding of sustainable development and its implications for the
environment locally and globally;
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= demonstrate an understanding of Trinidad and Tobago’s political, social and economic
systems in the global context;

= demonstrate understanding of the social, political and economic forces that have shaped the
past and present, and apply those understandings to the process of planning for the future;

= examine issues of human rights and recognize and react against forms of discrimination,
violence and anti-social behaviours;

= determine the principles and actions of a just, peaceful, pluralistic and democratic society,
and act accordingly;

= demonstrate an understanding of their own cultural heritage, cultural identity and that of
others, and the contribution of multiculturalism to society.

Communication

Students should be able to, through the use of their bodies, language, tools, symbols and media,
demonstrate their deeper understandings of synergies inherent in the exchange of ideas and
information and thus communicate more effectively.

Students should be able, for example, to

= explore, reflect on, and express their own ideas, learning, perceptions and feelings;

= demonstrate understanding of facts and relationships presented through words, numbers
symbols, graphs and charts;

= demonstrate sensitivity and empathy where necessary in communicating various kinds of
emotions and information;

= present information and instructions clearly, logically, concisely and accurately for a
variety of audiences;

= interpret and evaluate data, and express ideas in everyday language;

= critically reflect on and interpret ideas presented through a variety of media.
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Personal Development

Students should be able to grow from inside out, continually enlarging their knowledge base,
expanding their horizons and challenging themselves in the pursuit of a healthy and productive
life.
Students should be able, for example, to:

= demonstrate preparedness for the transition to work and further learning;

= make appropriate decisions and take responsibility for those decisions;

= work and study purposefully both independently and in cooperative groups;

= demonstrate an understanding of the relationship between health and lifestyle;

= discriminate amongst a wide variety of career opportunities;

= demonstrate coping, management and interpersonal skills;

= display intellectual curiosity, an entrepreneurial spirit and initiative;

= reflect critically on ethical and other issues;

= deal effectively with change and become agents for positive, effective change.

Problem Solving

Students should know problem-solving strategies and be able to apply them to situations they
encounter. They should develop critical thinking and inquiry skills with which they can process
information to solve a wide variety of problems.

Students should be able, for example, to:

= acquire, process and interpret information critically to make informed decisions;

= use a variety of strategies and perspectives with flexibility and creativity for solving
problems;

= formulate tentative ideas, and question their own assumptions and those of others;
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= solve problems individually and collaboratively;

= identify, describe, formulate and reformulate problems;

= frame and test hypotheses;

= ask questions, observe relationships, make inferences, and draw conclusions;

= identify, describe and interpret different points of view and distinguish fact from opinion.

Technological Competence

Students should be technologically literate, able to understand and use various technologies, and
demonstrate an understanding of the role of technology in their lives, in society, and the world at
large.

Students should be able, for example, to

locate, evaluate, adapt, create, and share information using a variety of sources and
technologies;

= demonstrate understanding of and use existing and developing technologies appropriately;
= demonstrate an understanding of the impact of technology on society;

= demonstrate an understanding of ethical issues related to the use of technology in a local and
global context.
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THE CURRICULUM DESIGN AND DEVELOPMENT PROCESS

In order to achieve the outcomes as defined by the underpinning philosophy and goals, the
Curriculum Division of the Ministry of Education embarked on a design and development

programme consonant with the current approaches to curriculum change and innovation.

CURRICULUM DESIGN

George A. Beauchamp (1983) says, “curriculum planning is a process of selecting and
organizing culture content for transmission to students by the school. The process is very
complex, involving input from many sources, but the organized end result of the process is the
design of the curriculum.”

The varied perspectives as to the nature of knowledge, the nature of the learner, what should be
learnt and how, and to what end, have resulted in three (3) major classifications of curriculum
designs. Zais (1976, p.376) lists them as: subject-centered, learner-centered, and problem-
centered designs. Also bringing influences to bear on the design is what Eisner and Vallance
(1974) call the “orientations to curriculum.” These orientations aid in the comprehension of what

the curriculum is geared towards in terms of the development of the individual.

This curriculum displays a learner-centered design. It is based primarily on ‘man-centered’
philosophical assumptions employing constructivist theory. Its major orientation is to curriculum
as self-actualization. It is student-centered, seeks to provide personally satisfying experiences for
each student, and is growth oriented. As the student moves from one level to another, the
activities expand to allow him/her new insights and approaches to dealing with and integrating

new knowledge.

The curriculum design is defined by two structures, the substantive and the syntactic.

The substantive structure reflects the “range of subject matters with which it is concerned”; the
syntactic structure describes the “procedures of inquiry and practice that it follows”.

The substantive structure begins with a vision statement, a rationale, lists the general and specific

outcomes of the programme, and establishes the nature of the connections with the other core
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subjects on the timetable. The syntactic structure is developed along a tabular format in which
the intended outcomes are associated with activities making it easy to read and teacher friendly.
The content finds coherence with Tyler's (1950) three criteria for the organization of learning

activities: continuity, sequence and integration.

CURRICULUM DEVELOPMENT

The first stage of the curriculum development process consisted of stakeholder consultations held

with a cross section of the community.

Consultations were held with primary and secondary school teachers, principals, members of
denominational school boards, members of the business community, the executive of the
TTUTA, representatives from the UWI, John S. Donaldson Technical Institute, San Fernando
Technical Institute, Valsayn Teachers’ College and Caribbean Union College, parents, librarians,
guidance counsellors, students, curriculum officers and school supervisors. They were focused

on the philosophy, goals and learning outcomes of education.
The results of these consultations were:
= agreement on the concept of a “core”, that is, essential learning outcomes consisting of
skills, knowledge attitudes and values that students must acquire at the end of five years of
secondary schooling;

= agreement on the eight subjects to form the core;

= agreement on the desirable outcomes of secondary school education in Trinidad and Tobago.
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THE CORE CURRICULUM SUBJECTS

These are subjects that every student is required to take in forms one to three. Students will be

allowed to choose from a list of subject offerings thereafter.
Minimum time allocation is recommended for each subject. The principal as instructional leader
of the school will make the final decision according to the needs of the students and the

resources available at any given time.

The subjects and the time allocations are as follows

Subject No. of Periods Subject No. of Periods
English Six Mathematics Five
Science Four Physical Education Two
Spanish Four Technology Education Four
Social Studies Four Visual and Performing Arts Four

In Stage Two of the process, the officers of the Curriculum Development Division studied the
reports of the consultations, the Education Policy Paper, the reports of the Curriculum Task
Force and of the Task Force for Removal of Common Entrance as well as newspaper articles and
letters to the editor on education over the past five years.

The School Libraries Division and the Division of School Supervision assisted the Curriculum
Development Division in this task. The result of the study was the identification and statement
of a set of desirable outcomes and essential exit competencies to be had by all students on
leaving school. All learning opportunities, all teaching and learning strategies, all instructional

plans, are to contribute to the realization of these outcomes and competencies.

At Stage Three ten existing schools were identified to pilot the new curriculum. Teachers from
eight subject areas were drawn from these schools to form Curriculum Writing Teams for each

subject. Teachers with specific subject or curriculum development skills from other schools were
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also included in the teams. These teams met initially for three days, then for one day per week
during April to July 2000, to conduct the writing phase of the curriculum development. In this
phase learning outcomes specific to each subject, which contribute to the fulfilment of the
national outcomes were identified. Subject content, teaching and learning and assessment

strategies to support these outcomes were developed.

The process of curriculum development for years two and three continued in a similar fashion.
Curriculum Officers were assisted by teachers who were released from their teaching duties for

varying periods of time.

The following curriculum document is the result of their efforts.

The International Consultant, for Curriculum Development, Dr. Robert Sargeant, (Associate

Professor - Mount St. Vincent University, Nova Scotia, Canada) guided the curriculum design

and development process.



2-1

A VISION FOR EDUCATION
IN THE VISUAL AND PERFORMING ARTS

Our vision for education in the Visual and Performing Arts features a sequential

approach to learning in visual arts, music, drama, and dance. Such an approach:

= acknowledges the primary role of the arts in developing and sustaining
culture, and promotes knowledge and understanding of the historical and
social context of the arts both within Trinidad and Tobago and within a

more global context;

= develops the skills, sensitivities, and understandings involved in creating art

and responding to it;

= recognizes that while all the arts are integrally connected in their focus on artistic

expression, they are also connected with other fields of human endeavor;

= acknowledges a variety of assessment tools that respect the importance of

qualitative judgment.



RATIONALE FOR THE
VISUAL AND PERFORMING ARTS

The arts have always been with us. Since early man first sang and danced in celebration
of the hunt, since he attempted to gain power over his quarry by painting its image on the
cave walls, since he acted out stories of bravery and heroism to his clan, the arts have
described, defined, and deepened human experience. All peoples, everywhere, have an
abiding need for meaning - to connect time and space, experience and event, body and
spirit, intellect and emotion. People create art to make these connections, to express the

otherwise inexpressible. A society and a people without the arts are unimaginable.

The need to sustain itself demands that all societies imbue in its members a sense of its
uniqueness, its cultural heritage. This can only be achieved through exposing children,
who are already genuinely curious about their culture and how it operates, to a dedicated
programme in the Visual and Performing Arts. Conceptual and formal knowledge of the
arts is an important constituent of this cultural legacy and one should begin early to make

children comfortable with these forms of knowledge.

Arts Education provides an opportunity for students to explore and express feelings,

to stimulate creativity and the imagination; to develop visual sensitivity to nature and the
environment and to discover the visual richness of the qualitative world we inhabit.

Arts education has become recognized as a field that contributes richly to the total
learning experience of the student. There is abundant evidence to support the case of the
arts being central to the business of educating children. Its ability to harness all the
elements that interact in the process of learning in one localized discipline should afford

it pride of place in the hierarchy of subjects on the schools’ curriculum.

William Bennett (1988) declares that “the arts are an essential element just like reading
writing and arithmetic...music, dance, painting and theatre are keys that unlock profound
understanding and accomplishment. Not only does the arts convey in part what it means

to be human, the arts also give coherence, depth and resonance to other academic



subjects.” Thomas and Dennie P. Wolf (1988) see the arts as reinforcers of basic

academic skills. They state that in addition to increasing students’ aesthetic sensibilities
and capacity for enjoyment, instruction in the arts can also ‘enhance basic curriculum by
teaching students to observe, reason, study, read (in the broadest sense) speak and listen,

compute and write’,

Arts courses provide fundamental academic skills. These skills are the foundation of all
learning and students who do not acquire them would be disadvantaged in later life.
The arts seek after all the development of the human capacities so that he can become
‘more than is given’. (Kant).

Arnheim (1988) states that “art is the equivocation of life in all its completeness, purity
and intensity. That, therefore is one of the most powerful instruments available to us for
the fulfilment of life. To withhold this benefit from human beings is to deprive them
indeed’

Education is concerned with the cultivation of intellect or, as Eisner (1988) puts it ‘the
conversion of brain into mind.” Research on the brain acknowledges that the right
hemisphere in concerned with visual and spatial abilities, whilst the left hemisphere is
concerned with conceptual, analytical, verbal and mathematical functions. The arts reside
in the right hemisphere. Any denial of sustenance via involvement in the arts is in effect
starving half of the brain. Thus, according to Dr. Jean Huston (1977) “without access to a
stimulating arts programme, the student is being systematically cut off from most of the
ways in which he can perceive the world. His brain is being systematically damaged. In
many ways he is being de-educated.”

While casual interaction with the arts may yield some positive and pleasing effects,
carefully planned interaction through education can bring about profoundly beneficial
and deeply satisfying results. It is this carefully planned interaction that should

characterise arts education.

The Visual and Performing Arts curriculum attempts to provide the wherewithal for the
teaching/learning environment in the secondary schools to indeed be a stimulating one,



one that would not only produce more aesthetically sensitive and visually acute students,
but in the final analysis enhance the cultural landscape of Trinidad and Tobago.
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GENERAL INTENDED LEARNING OUTCOMES

FROM THE VISUAL AND PERFORMING ARTS CURRICULUM

A well designed Visual and Performing Arts curriculum that is effectively implemented

can facilitate the attainment of the following intended learning outcomes.

By the end of Form Three, students will be able to:

demonstrate competencies in at least one artistic discipline;

apply imagination and reason to the creative process;

appreciate the value of reflection, analysis, decision-making in the arts;

exhibit, demonstrate and perform with confidence and pride;

recognize the arts give depth, coherence and resonance to other subjects;

demonstrate an understanding of the multi-cultural nature of the society and its

diverse artistic expressions;

demonstrate an understanding that ideas could be shared through the arts;

demonstrate an understanding that the arts are an essential element in the

development of the human individual.
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FRAMEWORK OF THE VISUAL AND PERFORMING ARTS
CURRICULUM

The Visual and Performing Arts curriculum is comprised of four DISCIPLINES:
VISUAL ARTS, (ART&CRAFT), MUSIC, DANCE, AND DRAMA. Whilst each
component brings with it it’s own language, level of discourse, knowledge, skills and
methodologies, they all contribute to the whole “arts” experience which forms an
integral part of what it means to be human. This curriculum seeks to present the arts in a
holistic (integrated) manner whilst at the same time allowing students to develop
proficiencies in the individual areas.

It is expected that students will not only acquire basic knowledge of how to perform,
respond and create in all of the arts, but also be proficient in at least one of the
disciplines.

It is suggested that TWO of the THREE terms in the year be devoted to individual
DISCIPLINES, whilst the other term would see an integrated arts programme. It is felt
that the teachers in the department together with the principal would decide which term
should be the integrated term depending of course on various celebrations, school
activities, etc.

The programme over the three years should look as follows:

YEAR TERM- D1 TERM- D2 TERM- INT
ONE INDIVIDUAL DISCIPLINES INDIVIDUAL DISCIPLINES INTEGRATED
TWO INDIVIDUAL DISCIPLINES INDIVIDUAL DISCIPLINES INTEGRATED

THREE INDIVIDUAL DISCIPLINES INDIVIDUAL DISCIPLINES INTEGRATED

TERM-D = Discipline Term. TERM- INT =Integrated Term
Please note that the Integrated Term can be any term.
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VISUAL ARTS
INTERNAL ORGANIZERS
CREATING KNOWING RESPONDING

There are three basic domains around which the Visual Arts curriculum has been
organized. These are CREATING, KNOWING and RESPONDING. They have been
designed to focus on the required knowledge, skills and abilities that will enrich the life
of every student who has been exposed to visual arts education.

Each fundamental organizer also contributes to the definition of more specific learning

outcomes.

CREATING - is concerned with the manipulation of materials in activities designed:
e to develop skills and techniques, in producing/making objects,
e to facilitate choices about media, materials
e to develop skill and dexterity in the use of tools
e to allow for the conceptualising and the development of ideas, the re-organisation
of knowledge, and the use of the imagination in the making of objects and

images.

KNOWING - involves technical knowing-about processes, materials, etc., but also
includes historical knowledge of the visual arts through the ages and across cultures to

include the cultural content of their society.

RESPONDING - is concerned with the development of students’ ability to respond or
react to works of art and craft, and their ability to criticize, analyze, interpret, assess, and
make judgments. It also allows them the opportunity for reflection and articulation of

their feelings about what they have seen and how it can impact their work.
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SPECIFIC INTENDED LEARNING OUTCOMES
IN THE VISUAL ARTS

CREATING

By the end of Form Three students will be expected to:

explore the visual and tactile qualities of selected materials, media and
techniques in the creation of works of art and craft;

manipulate materials in creating works of art and craft;
create works of Art and Craft based on observation, memory and imagination;

Demonstrate skills in painting, drawing, modelling, printing, stencilling, and
dyeing;

Produce works from specific topics and themes.

KNOWING

By the end of Form Three students will be expected to:

demonstrate knowledge of the elements of design and an understanding of their
interrelatedness in the development of works of art and craft;

communicate through the language (jargon) of the visual arts

articulate some understanding of the various cultural symbols and images of the
various ethnic groups in the society;

relate their artistic expressions to those of other cultures through the ages;

value the contribution of art and artists to their lives, their communities, and the
society in which they live.

RESPONDING

By the end of Form Three students will be expected to:

talk about their work and that of their classmates;
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use suitable terminology and make appropriate references when analyzing
artwork;
analyze works of art and craft with a view to informing their own practice;

make associations between symbols and images in works of art and craft and the
culture/society that produced the work;

describe the functions of particular art and craft objects in people’s lives.
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THE PROGRAMME: CONTENT ORGANISATION

A major difference in this curriculum is in the organisation of the content. Unlike
previous documents that identified TEN (10) areas of study, this curriculum revolves
around THREE areas. These are:

* DRAWING

= COLOR AND DESIGN

= 3-DIMENSIONAL STUDIES

The division of the programme into these THREE areas allows for deeper integration
within the content and avoids the problem of, in the first case, teachers teaching to their
strengths, and in the second, students favoring particular areas. This approach allows for
a more holistic view of the visual arts by all concerned. Thus there is no separateness.
There would be the signal recognition that each part constitutes an integral part of the
whole, and that involvement in each area, advances the cause of the others; all

promoting the enhancement of visual acuity on the part of the student.

The DRAWING component is afforded more time because of the skills it brings in the

execution of the other areas.

The COLOUR/DESIGN component in addition to including painting, collage, etc.,
would also be intricately woven through all the other areas. It would involve various
design areas to include graphic design, fabric design, industrial/commercial designs, and

surface designs.

3-DIMENSIONAL STUDIES would incorporate areas such as sculpture, ceramics, fibre

arts, jewellery, decorative craft, etc.



The following outlines the timetabling structure over the three (3) years:
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TERM YEAR | YEAR I YEAR Il
TERM-D1 Drawing Drawing Drawing
Colour and design Colour and Design Colour and Design
TERM-D2. Drawing Drawing Drawing
3-Dimensional 3-Dimensional 3-Dimensional
Studies Studies Studies
TERM-INT. Integrated Arts Integrated Arts Integrated Arts




THE VISUAL ARTS AND CONNECTIONS TO OTHER VISUAL
AND PERFORMING ARTS DISCIPLINES

DANCE
- Applying principles of rhythm and movement
- Drawing and painting the figure in motion
- Designing costumes for dance
- Designing and decorating sets for dance

- Using dancers as motifs in pattern making and decorating.

DRAMA
- Designing sets for dramatic productions
- Using dramatic themes in drawing and painting
- Interpreting dramatic passages to produce imaginative compositions

- Creating ‘live’ historical paintings (tableau) posing students after paintings.

MUSIC
- Applying musical beats and rhythm to mark-making
- Using different kinds of music to create paintings

- Interpreting moods in music and relating to paintings\drawings
- Associating music with colour.
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THE VISUAL ARTS AND CONNECTIONS TO THE CORE
CURRICULUM

The following outlines some of the more obvious bases for interrelating the Visual Arts

and other subjects of the core curriculum.

Foreign Language (usually Spanish)

Expressions (paintings, drawings, prints, motifs) of Spanish scenes, symbols
Festivals

Cultural symbols — musical instruments, clothes, etc.

Language Arts

Generating pictures\drawings from stories, poetry, folktales, etc.
Calligraphy - writing of passages

Developing response skills — critique and analysis

Describing the way artists represented various periods, styles and cultures

Writing on works of art and craft.

Mathematics

Making concrete models of objects — sphere, cylinder, cube, etc.

Relating proportions and ratios in the mixing of paints and dyes

Making measurements in the drawing of grids for making mosaics, etc.
Applying mathematical principles in the creation of mats for mounting work
Using specific measurements in the drawing of plans, and designs for projects.

Technology Education

Understanding the use of technology in the creation of images

Operation of computers, printers and scanners in developing images
Understanding software applications and their ability to manipulate images
The impact of the Internet on the delivery and transference of images at high

speed

2-13
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The use of digital technology in the preservation and quality of images
The capability that technology has to bring examples of great works of art and

craft, instantly.

Social Studies

Painting and drawing pictures based on national festivals and religious
celebrations

Making cards and designs using religious and celebratory motifs

Representing features and characteristics of the earth — landscapes, landforms, etc.
Imaginative paintings/drawings based on events such as earthquakes, hurricanes,
volcanoes, etc.

Compositions based on people, trade, tourism, culture, historical sites

Designing posters, brochures, relating to communication.

Science

Drawings, paintings, designs using scientific apparatus/models as motifs
Applying scientific concepts in the application of colour theory

Using scientific principles re: mixtures and compounds in developing mixed
media project

Exploration of “earth science’- ecosystems: flora and fauna.

Imaginative compositions based on biological slides of human and organic

material.

Physical Education

Drawings and paintings of the human figure engaged in sporting activities, e.g. ,
athletics, aerobics, weightlifting, ball games

Incising, decorating, pots, objects and other materials with motifs of
athletic/sporting figures e.g. Grecian amphoras/urns

Designing sporting wear, trophies, medals, etc.

Producing a mural painting - wall of sporting heroes.



CRITERIA FOR ASSESSING VISUAL ARTS WORK

Craftsmanship:

Design/Composition:

Originality:

TIME ALLOCATION

The application of knowledge, related technical skills and
processes. This includes:

- Appropriateness of material

- Level of skill in the use of materials and media

- Experimentation

The organization of materials and aesthetically satisfying
work. This includes:

- Use of design elements

- Unity (use of principles)

- Impact

The level of personal interpretation. This includes:
- Demonstration of creativity

- Demonstration of personal expression

It is recommended that a minimum of two periods (one double period) be allotted for Art
and Craft each week. THE TIME MUST NOT BE SPLIT INTO TWO SEPARATE
PERIODS DURING THE WEEK.
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DRAMA
INTERNAL ORGANIZERS

CREATING KNOWING RESPONDING

Drama is an aesthetic discipline that possesses its own body of knowledge, at the centre of which
lies active communication. As an art form, however, it is unique, in that it embraces many facets
of other Visual and Performing Arts. Because of this characteristic, Drama can lay claim to
operate in equal measure within the cognitive, affective and psychomotor domains. It is for this
reason that Drama has been identified as an extremely effective methodology in the teaching of

other subjects.

The three basic organizers for Drama in secondary schools have been designed to focus on the
required knowledge, skills and abilities that will enrich the adult life of every student who has
been exposed to Drama Education. Each fundamental organizer also contributes to the definition

of more specific learning outcomes.

Creating - involves students in activities designed to deepen and develop levels of
concentration, listening, critical thinking and movement. The confidence developed by these

activities allows for an environment where students are more at ease and therefore more creative.

Knowing - affords students the opportunity to identify a range of physical and communicative
skills through the use of movement, trust and other sensory activities. It also affords the
assessment of the importance of human relationships, as well as relationships with one’s

environment and draws on experiences to create new situations.

Responding - gives students the opportunity to display positive human values such as sympathy,
tolerance and discipline. It contributes to human interaction, sensitivity to group dynamics and

further enhances self-assessment and reflection.



SPECIFIC INTENDED LEARNING OUTCOMES IN DRAMA

CREATING
By the end of Form Three students will be expected to:

extend and deepen their levels of concentration;

= make use of listening skills in drama work;

= show increased confidence and participation in activities;

= carry out simple “warm up” activities;

= create walking and running movements to different characters;

= create walking and running movements to different situations;

= apply physical control and accuracy to simple mime activities;

= use an object (e.g. a stick) symbolically;

= hold and sustain a “freeze” position;

= use imagination to create a dramatic situation;

= employ a range of gestures and facial expression;

= demonstrate greater spatial awareness;

= work in pairs activities;



work at a task within a group;

work with others to produce a dramatic episode;

construct, dissolve and re-assemble a tableau;

demonstrate greater use of the voice and audibility;

practice clear articulation and correct pronunciation;

draw conclusions from context clues;

extend the use of memory in recalling and reconstructing experiences;

show awareness of self and the physical environment through the senses;

record drama experiences in a drama diary;

debate a point of view;

make clear, reasoned decisions within the Drama work;

choose from a range of alternative actions.



KNOWING

By the end of Form Three, students will be expected to

identify a range of physical skills and ways in which these skills might be further extended;

= assess their own body reflexes, movement range and capability;

= demonstrate an awareness of the need for safety in extending their range of physical
capability and in the general conduct of drama activities;

= demonstrate an understanding of the nature of basic voice production and delivery;

= examine the nature of trust and responsibility in the context of Drama as a social art form;

= discuss the relationship between physical gestures, body language and communication;

= examine the nature and function of facial expressions;

= assess the importance of the relationship between movement and stillness;

= assess the importance of the relationship between sound and silence for drama;

= assess the importance of the relationship between light and darkness for drama, both as a

physical phenomenon and as a quality;

= examine the fact that experiences can be useful imaginatively to create new situations;



= understand the relationship between self and others;

= appreciate the quality of movement and stillness, sound and silence, light and darkness for

dramatic effect;

= find/create alternatives to sex and violence to create drama;

= examine the nature of Drama as a social/cultural/indigenous/ ritualistic art form.

RESPONDING
By the end of Form Three, students will be expected to:

empathize;

= display tolerance and give support where needed;

= show a willingness to contribute ideas;

= exhibit a sensitivity to group dynamics;

= appreciate the importance of teamwork;

= respect their own artistic heritage and those of others;

= recognise the importance of listening in acquiring vocal skills;

= exhibit the discipline necessary for successful accomplishment of tasks;

= appreciate the need for seriousness of approach.
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cooperate with others in the development and successful completion of drama projects;

= appreciate the importance of developing the creative imagination;

value the contribution the peer audience can make to the drama;

value the constructive criticism of others;

Show willingness to adapt a Drama to accommaodate the criticisms of others

Show a willingness to commit effort to a task;

Recognise that fun and recreation are aspects of Drama and that learning can be achieved

through fun.



DRAMA AND CONNECTIONS TO THE CORE CURRICULUM

The following outline some of the more obvious bases for inter-relating drama and other subjects

of the core curriculum.

Foreign Language (usually Spanish)
= Doing skits/productions from foreign lands
= Use of appropriate dramatic idioms to illustrate culture of foreign countries

= Correlation of foreign language expressions with dramatic gestures and facial expression.

Language Arts

= Correlation of metre and rhythm in poetry and music

= |magery and symbolism in stories and/or poems

= Setting of lyrics to dramatic interpretation and vice versa

= Use of appropriate dramatic sequences as stimuli for creative writing

= Use of appropriate dramatics to accompany poetry reading and story telling

= Study of dramatic productions-works based upon literature.

Mathematics

= Beats, note values and time signatures as they relate to the understanding of number concepts
(counting, division, ratio, etc.)

= Relationship between musical and mathematical vocabulary, e.g. time signatures, intervals

and note values.

Physical Education
= Proper breathing techniques are common in athletics and in dance
= Understanding of the skeletal structure and its relationship to posture

= Awareness of the body and movement,



Science

Study of the body to include the function of
Muscles

Lungs

The skeleton

Intercostal muscles

Diaphragm

Ribcage

Social Studies

Use of appropriate dramatic themes to understand the meaning, implications and importance
of historical events

Use of appropriate dramatic sequences to understand the ideals, religions and traditions of
contemporary and past civilizations, cultures, nations and times.

Study of appropriate plays/dramas and dramatists to aid in building concepts of citizenship
and patriotism

Use of appropriate dramatic plays skits etc. to illustrate and/or describe geography and
climate of various countries and regions

Engagement in group work, peer review and critiquing in listening and appraising,

performing and composing.

Technology Education

Operation of computers (hardware and software), video players/recorders, video cameras and
other technologies to view, teach, choreograph, and perform dances

Study of electronics and electronic equipment involved in the production of sound and
lighting effects e.g. amplifiers, microphones, mixing and lighting boards.

Selection and use of appropriate applications and technology tools to increase productivity of

individual and collaborative multimedia projects.



DRAMA AND CONNECTIONS TO OTHER
VISUAL AND PERFORMING ARTS DISCIPLINES

Visual Arts

Using dramatic gestures (body and facial) as the basis for making drawings and paintings
Use of appropriate dance to stimulate composition of works of art and vice versa

Study of form in dance and in the visual arts

Construction and decoration of scenery and backdrops for dance productions

Study of rhythm in dance and in the visual arts

Study of historical periods and styles, e.g. dada, classicism, romanticism

Music

Developing harmony of music and drama

Study of rhythm in music and drama

Study of form in music and drama

Expression of musical form with body movements

Shaping of melodic contours with hand and body movements
Use of music to evoke mood, tension etc in dramatic productions

Composition of music for dramatic sequence(s).

Dance

Speaking in rhythm

Correlation of voice levels to pitch and intensity

Development of creative dramatizations of songs

Use of drama to reflect or affect mood

Selection and/or choreography of dance for use with dramatizations

Study of operatic songs and symphonic works based upon drama.



2-29

uoisua |
snyels

AdVINGVOO0A

sadejoapin
ssouewI0)lad
syo00q Aleiqi|
SMaIAIBIU|

S304dN0S3y

‘suad

‘SIayJew ‘quLidsmau
‘saulzefew
‘sJadedsmau
‘s1oeJILIe ‘$193[q0
019

‘Sy|sew ‘suoljeloosp
‘SaLIN]S0d

‘sdoud 10} S|eliarew
yum xoq Aunn

STIVId3ILVIN

"Joejine sy}
punoJe uonesiaociduwi ue dojanap sdnoab ur Bunjiom
sjuapnls ‘AJ01SIY Ja1iq SWOS pue 10B4IME UR USAIS)

‘uonesinoidwi Jay/siy
10 snaoy ays se (AjealjoquiAs 1o Ajjeiall]) auo asn
[11M JUBpN3s 8y} ‘paruasald $198[qo JO Sa14as e wolS

{Ja1uny ‘asnow ‘uol] uaied

‘1841049 Jap|o ‘1a1sIs (9 ‘queibea ‘1aAng ‘queyasaw
‘J1abeurw ‘uosiadsajes ‘1sWwOISNI

sdnouo

‘s1abuens ‘suinoqybilau Apmod ‘|aasenb
aJIM-purgsny ‘sandsip [erio1a) ‘Alisowiue
1uspNIs-1ayoea) ‘uonaeane [11b-Aoq :s1ybiy

“1so1id ‘aamnsoud ueafea ‘182110 391j0d
Jlaounouue Jaybnep ‘uos ‘Isyre) ‘Isylow ‘1syoes)

:*W00JsSe|D pasiAJadnsun ‘10JeAs|3 XoNis ‘Jeq
e ‘13U103 Aj3u0] ‘ 991J40 S,151U3p ‘921440 S, Jediound

‘M3IAJIBIUI Ue J10J 812] ‘O1Jel) ul JyBned “Yueq ay)
T AJ1es snq ay) uo Buniem ‘ayep 1sii) ‘YIom Joj a1e|

:BUIMO]]0J 81 UO suoIenis asiAoIdWI SJUBPNIS

'spoejie pue 108l -
‘snyeis ur sylys -

‘a]qeJed o aulj Buipua
10 .S ® UsAIB :uonens -

‘$9]0J BwINsse
01 AljIge ue syensuowsq -

‘JUSLLIUOJIAUB/UONRIO0] :3JBld -

‘(JeouiolsIy)
pouiad ‘reak ‘Aep Jo awil -

:U0 paseq
asinoidwi 01 3|ge aq |[IM SIUspMIS

'suoleniIs Jo uolelojdxa
ay1 ybnoayy Js19eIeyd
uadaap pue aulyal ‘ereald -

‘ONILY3IHO

:0] 9|qe g ||IM S)UBPNMIS

SAILIAILDY T1dINVS

SANOIJLNO DI4103dS

S3NODLNO TVHINTO
ANV SH3ISINVOYO TVNY3LNI

1A NY31 — 3FHHL dV3IA ‘NOILVSINOHdINI

ANITTLNO 3S4NOI ‘VINVHA




2-30

uolesiaoidul
WISIO1LID
AAI1}INNISUOD
AdVITINGvOOA

sade109pIA
‘seouewIo)lad
‘SMaIAJIIUI
‘syjo0q Aleigi

S304NOS3d

sydeibojoyd
s1adedsmau
‘SauizeBew p|O

SIVIYILVIN

“Bunjuiyy [eanud ‘sousnbas/mory ‘wiyiAyl
‘a0ed "9°1 ‘San[eA [ealiesy) pue J1eweIp 118y
01 92UBJ3Jal YIIM saouewlopiad ay) ssnasiq

‘sBuijaay pue s)ybnoyl uo aq

pinoys siseydws ayJ ‘suonesiaocidwi Buiew ul
PAAJOAUI $$8204d 8Y) IN0Qe SBAIBSWAY] 03 1M
‘suoneiussaid Jo Alield pue ,sssd0.d,

a1 01 saouaJasal J13198ds Yl saouewoyiad ay)
‘ANAI}R YoBa JO pus 8y} Je ‘812110 € Ul SSnasIp

‘Buiyeads
nidwouduwi Jo 1daou09 pue e ay1 yaaeassi

talodwaixa Jo suiblio pue s1deauod ay) yaseasal

‘osdAea pue Bueted ul Buoaid youessal

:Rew syuspms

s19ad 11ay) Jo 1Y) pue
(ssj04) seaurwoylad J1ayl Jo
SWSIONLIO BAIJONAISUOD YW -

‘sjeuanol

Jiayy ur Auanoe sy noge
sBuijaa) pue seapl ssaidxe -

‘UaAIB snooy

a1 JO M3IA J0 ui0d 8y} wouy
saouewJopiad ay) alenjens -
‘SIS yosessal dojsnsp -

:0) 9|qe g ||IM S)UapNIS

"S18U10 JO eyl pue 3Jom
118} 0] SSauaJeme [ea1114D
YU puodsal [[Im Sluspnls -

-ONIANOdS3d

"$80UaJaJ8l [eIM|ND
-$S040 pue [RINIIND ‘[RILI0ISIY
ybnoayl Mou| ||IMm sjuspnis -

‘ONIMONM

01 3]0 8q ||IM SIUSPNIS

SAILIAILOV FT1dINVS

SANOIJLNO DI4103dS

SANOJLNO TVHINIO
ANV SHISINVOYO TVNYSLNI

'TA Y31 - 334HL ¥V3A (A.LNOD) NOILVSIAOHdAI

ANITTLNO 3S4NOI ‘VINVHA




2-31

‘alaydsowe ‘poow
‘19edwi ‘youd ‘syoaye
punos ‘uonssloud
‘|]apow ‘18s ‘uolre|naIe

AdVINAVOOA

910p0aY |
[9ey2IIN AQ ewreaq
utl 340/ Tey) sesp|
Auiag A1pa19) Aq 1010y
3yl pue 3210/ ayL

S304dN0Ss3d

aImIuinj WooJ ssefo
185 10} SY90]q
‘SIaIewW ‘Y[eys
‘pJe0q aUyMpIe|g

SIVIYILVIN

‘0 pue ‘g ‘e 91ePOWIWIOIJ.

UBJ Jey) 8Uads B 8500y “aiaydsowe

pue poow 8}esld 0} (3AI1] Jo pade}) a1snw

10 3931d e 3500y (2 ‘sasiou abelsyaeq Buisn

$1931J3 punos Jo aousnbas e ubiseq (g ‘@d10A

uewny ay) Buisn s1984J8 punos Jo aduanbas
e ubisap (e pue Aejd e WOJJ BUSJS B 8SO0YD -

‘Allenpiaipul

10 ‘sured u1 ‘dnoub e se - syjo|2 palo|o9 Jo

sy1Buaj ualalIp pue aaueIsul 1s41) syl ul Jaded
Buisn sia1oeleyD JUBIBHIP 10} SBWNIS0D ubissp -

£S1091J9 d11eWRIp PaJISap Ayl a1eald
01 Bunybij ubisep pue Bunybi| aAIRaID WOJ)
1Jauaq pjnom Jeyl Aejd e woluy audds € 8S00Yd -

‘uonesinoidwi ue wo.y
9UADS © 40 ‘T WIS Ul PassnasIp sauads pardiios
3Y) Jo au0 Jo T wJa] ul padojanap Aed euibuo
JO 9UBdS 10} |9poW [euolsuswip-saiyr e (q
‘ue|d 100y} (e Buisn ubisep 10s € ALY -
:Aew syuapnis

"3Ud3s 10
1d112s 01 JueAs|al a1aydsowre
pue poow 8}esld 0} dIsnw

pue punos asodwoo/ubisap -

‘Ae|d e uI sia10esRYd
puUR S3UAJS SNOLIBA 10} S|apow
dn-axew pue sawnsod ubisep -

ETERN
10 Ae|d ay1 JO JUSWIUOIIAUS
pue poow sy} 103|434

01 ubisap Bunybij e aeasd -

‘suononpoud

Buibeis 10} s1daduod
Bunensn||i subisep 1es ajeald -
101 3|ge 8Q ||IM SJUBPNIS

ssoueWI0)Iad
10} JUBWIUOJIAUSD
aljeay) 8yl oreald -

ONILVY3IHO

:01 3|g aq [[IM SIUBPNIS

SAILIAILOV TT1dINVS

SANWOIJLNO DI4103dS

SANOJLNO TVHINIO

ANV SHISINVOYO TVNYSLNI

TA INY3L —334HL 4V3IA ‘FH1VIHL TVOINHO3L

ANITTLNO 3SHNOI ‘VINVHd




2-32

AdVINAVOOA

$80JN0SaJ 18UJa1U|
‘saulzeBew ‘sy00q
‘sd1]o 03pIA ‘SOBPIA

S304dN0OS3d

Japiodal/iahe|d
9]1955e9
‘sade)] an1esse)

SIVIdILVIN

"$13U10 JO 1.y} pUB YI0M
11841 0 sasuodsaJ uanLIM Jo Ssixa) ul ubisap asn -

‘suoIssnasIp ssefo pue dnoJb ul sisad J18Y) Jo 1ey)
pUR YJOM J13U) JO SWISIONLIO SAIIONIISUOD aew -

‘sjeusnol
Jlay ul ssousiiadxs pue sbuljea) 1noge M -

"2J1e3y) [e21UYD3) JO PJaly BY) Ul spadxe malaIaul -

‘(Wy1y pue 31131 US3AIS(Q UOIIUNISIP aXew)
punos pue Bunybiy ‘awin1sod o asn Bunsaisul Yyum
saouewJoiad eoLIeay] SnoLeA Jo sdijd 08pIA MBIA -

£S109J8 puUNOS pue awnsod ‘Bunybi| ‘1es 01 uonuse
Aed ‘saouewiopiad aAl] MBIA 0] aJ1eayl B IISIA -
:Rew syuspns

"SIXa) Yyum ubissp asn -

‘s19ad 1oyl
J0 1ey) pue subisap J1ay) Jo
SWISIONIIO BAIIONIISUOD dYew -

‘sjeuanol atayy
ui s19afoud ayy 1noqe sbuijaay
pue seapl Jlayl ssaudxa -

"SpadXa YIIM SMaIAIBIUI
ybnoJay) airesy [eaIuYda)
10 aBpajmouy J1ay) aseasoul -

‘a11eay) 8y} 01 SMISIA
yBnoIY) a11eay) [eI1UYI3)
Jo aBpajmou J1ay) aseasoul -

‘4oJeasal

ybnoJy) airesy [eaIUYdd)
10 aBpajmouy Jiay) aseasoul -
:01 3|ge 8 [|IM SIUBPNIS

'$I310
pUE YI0M UMO J18) 0}
SSQUaJIRME [BD1114D Y)IM
puodsal ||IM sjuspnls -
:ONIANOJS3Y

*S30U3J3)34 [eIn)nd
-SS0J0 pUB [24N)ND ‘[e91I0ISIy
ybBnoayr mous| [JIm SluspnIs -

ONIMONM

101 9]qe aq |[IM SIUBPNIS

SAILIAILDY F1dINVS

SANOIJLNO DI4103dS

SANO0IJLNO TVHINTO
ANV SHISINVOYO TVNYSLNI

TA NY3L - 3IYHL YVAA (Q.LNOD) FHLVIHL TVOINHOIL

ANITTLNO 3SHNOI ‘VINVHd




2-33

snioyD
Alabew! uws|os
sfeniry

AdVINGVOOA

$82.N0SaJ JouJaU|
‘SaulzeBew ‘s)00(q
‘sd1]9 08pIA ‘SOPIA

S304dN0S3y

JapJlodai/iaheld
91195589
‘sade) anesse)

STIVIH3LVIN

"SNIOYD Y8319 JUOISS3I04d/[en)Ll uo
uonewIOoUI Jay1el pue yoteasal 01 Areigl] ay) asn

SaIn) N2 Jay1o Ul SNIoYd/uoIssaao.d/sjenil
UO UOITeWIOJUI 82IN0S 0] 18UJ3AIU| BY) asn

UOITRWIOJUI D1IUBLINE 198]]09 0] UOISS8d04d 1o [eniL
ay1 Jo syuedionied ay) Yiim SMaIAISUI 1ONPUOD

JUBWIUOJIAUB 18y} Ul Burind2o uoissadold
Jo femu e (sdnoub ul 1o Ajjenpiaipul) pusine

suonesinoadul
19N11SU0J 0} "0313 SayeMm ‘sBulualsLIyd ‘sjelauny ‘sbuippam
Se 4ons Ijnwins Jay1o uaAIb aq ueo suspnls ‘g'N

"eLWRIP 3y} JO U019k Y] Ul Buluesw 81eald

01 pasn sI SIYl Moy alo]dxa 0] SHJOM [eloyd pue
sjueyd dojanap 01 Aiabewl Buons Apejnaied yum
sAe|d pue S3110]S WOJJ S19eJIXa pue swaod asn Aew

:A10101A JO BWaY) 8y) Uo paseq uoissadold e dojansp
‘(sdnoub ur Bunjiom) Auowaiad uoneniul se ubisap
‘ubisap ayy ul

pasn aq 0} SJuswa|a ayl JO papulwal ate Aay L ‘|Jes
urel axew 01 (sdnoaB ui Burjiom) feniu e ubisap

:Aew syuspms

Burousiagal (g
pue eipaw Jo asnayl (g

‘suonaeJaiul [eanoedd (T
AQ SIS yoeasal dojensp -

Ansod pue sjueyd 4o asn sy}
ybnoay syiixs [edoys dojpnsp -

'uo1sed20 snokol
e a10]|dxa 01 UoIssadod B ASN -

‘U0ISEI20 UWIB|0S [ewloy)
e 210]dxa 01 uoissadoud e asn -

‘abenbue|

pue Slueyd ‘|oquiAs ‘QuswsAow
‘aords Buisn renmit e dojanap
-0} 3|ge 3 ||IM SjuspnIs

'S90UBJ8)a4 [2In|nd
-$S040 pUB [24NIND ‘[2oLI0ISIY
yBnoJay) mou| [JIm SJuspnIs -

‘ONIMONM

[NWiIs JusiayIp
uaAIb s199)J9 Jeloyd pue
suoIssad0.d asn ‘sjeniui ajeald -

‘ONILVY3IHO

101 3] qe 8q ||IM SIUSPNIS

SAILIAILDV T1dINVS

S3IWODLNO J14103dS

S3NOCDLNO TVHINTO
ANV SH3ISINVOYO TVNY3LNI

¢ NY3L - 334HL dV3IA “ONILIIMWONIAVINAV T

ANITTLNO 3S4NOI ‘VINVHA




2- 34

yoJeasay
asAjeuy

AdVYT1NgGVvOOA "SIaU10 pue sisad
113Y1 Jo souewoplad ayi Jo

WISIONLIO SAIIONIISUOD BXBIN -
$80JN0SaJ 18UJa1U|
‘sauIzefew ‘sy00q

‘sd1]9 09pIA ‘SOBPIA ‘BunewAeld
pue uonesiAoidwl
$304N0S3Y 40 sseo0ud a1 01 suop "SJ13U10 JO Jey)
UoJeasal ay) JO 93UBA3|aI 81 pUe I0M UMO 1I3Y]) 0] SSauUdIeMme
UoI123s SIY1 Ul 8A0CR ONILVYIHD 89S - | azAjeue A|[ednud pue ssnosip - | [eaN1ID Yum puodsal |jIm sjuspns
sAejd parduos :Rew syuapnis :01 9|g® 3Q ||IM SIU3pNIS ONIANOJS3
woJ} 19e0x3
SAWODLNO TTVHINIO
STIVIHdI1LVIN SAILIAILDY FTdINVS SAWODLNO 214123dS ANV SH3ISINVOHO TVNYILNI

2a INY3L —334HL ¥v3A (A.LNOD) ONILIYM/ONINVINAY 1

ANITTLNO 3S4NOI ‘VINVHA




2 - 35

1d1LI0S
alojdx3
nes|qe.L

AdVINGVOOA

apIng s1ayoea |
Aydeiboijqiq 89S
S30dNOS3d

‘aanuiny
WwooJsse|d
‘paiinbai se sdoid

SIVIYILVIN

ssa204d BunjewAe|d ay1 Bunips pue
Buneadas ‘Buimalnal Jaye 1d11os uanum e dojpasp -

‘suonens ay) pue
$3]04 a1 01 sureynad 11 se afenbue| JO asn aAN23|3S
01 uonuane bBuiAed ausas ayy 1eadal A|snolosuod -

‘0g 'B6d 'TQ wial ‘g 1edaA ‘€'ON AlAnDe
99S — suolez1Ia1orIeyd Jo abuel e Uo Bulsndoy
AJ01S 8y} Ul $9]0J JUaJaJIp aJ0]dxa pue awnsse -

‘19pea| dnoub e Ag papinb sdnoub ui Buryiom
Aq ewelp ay) J0 90Uassa ay) dojansp pue azijeal -

ERIEIIES

Aq 99uaiuas ‘prom Ag plom Alols ay1 Buijjal
(jenueln ,s1aydea] 99s)awes) Alowsy ayl Aeld -
:Aew syuapnis

'ss9004d BujewAe|d ayy
woJ} 1d1os usnum e aonpold -

£S9]0. JUBJIBLIP
ul AjaAnoaya abenbuej asn -

‘AJ01S
AUl UIYIIM wouy sojod alojdxe -

:A101S 8Y} JO 99UBSS
ay1 neajgel ybnoayr1oidap -

‘SaIIANOR
Buijjer A101s pue saweh
ybnoaya spis BunewAeld
pue Bunum dojanep -
:01 9|qe aq [|IM SIuspNIS

'ss920.d
BuiyewAejd sy1 Jo uoneiojdxa
ay1 ybnouayy 1duos e ajeasd -

ONILVY3HO

101 9]qe 8q |[IM SIUBPNIS

SAILIAILDY F1dINVS

S3ANOIJLNO DI4103dS

SANO0JLNO TVHINIO
ANV SHISINVOYO TVNYSLNI

ANITTLNO 3SHNOI ‘VINVHd

2a W31 — 334HL dv3A (A.LNOD) ONILIIM/ONINVINAY 1




2- 36

uonIpel 1 [el0

AdVINGVOOA

aleadsayeys Aq
wealq sybiN
S, JOWWNSPIA V '€

a0UBISU0D
ousz Ag
$3210A Buljiang g

aNemypelg
premp3 Aq
3910yD S,318pO T

*039 ‘suoqqlo
a|mey ‘auoyy
10A31] ‘NOJIBM
9919 Aq sAeld

S304dN0Ss3d

‘S$)00(q ‘SO3PIA
‘sAe|d pardiios
woJj s1d1sax3
‘elaWed 09pIA

SIVIdILVIN

"saouewIoIad J1ay) Inoge syuawbpnl
anjeA ayeuw pue ssejo e se adusLadxa J1ay) ssnasiq

‘leunol ewresp J18y1 Ul seouaLiadxa 19y) UO 193]434

‘suonipe. Jayio Jo abenbue| ay) pue s1a1oeseyd X|o)
ay1 Jo abenbue| ayy Buisn s1oe.1X3 1I0YS wiogiad

019 ey uIA0S ‘aldbe] ‘aleadsexeys ‘6e suonipen
1aY10 woJy pue suoqqlo ‘ 1109S ‘suoyy ‘NodeAN
Aq uanum sAe|d ul pasn abenbue] ay) yaueasal

:'019 ||0@ Ageg ‘18qqoy WBIUPIA ‘Bpeuals Jolldld
"6°a suonipe) 3|0} ay1 ul asn abenbue| ay1 Yyaessal

:ssa004d BujewAe|d ayy AyLiejd
djay ued yeys sdijd a1AOW /W1 pUB SH00Q puly

:Aew suapnms

*$J310 pue s4aad
11341 Jo souewIoyiad ay) Jo
WSIONLID SAIONIISUOD aYew -

‘ewelp ay) pue aji] UMO JIay)
US9M]8Q SUOIDBUUOD ayew -

‘ymolb
[euosiad alenollie pue 1940l -

“ewrlp ay)
01 uone|aJ ui sjeunol J1ayy
ul sBuljaa) pue seapl ssaldxs -

"42Jeasal
ybnoiyr swio) abenbue|
Jo abpajmouy| J1ayl asealou] -

SIS yoJeasas dojansp -
:0) 9|qe 3q ||IM S)U3pNIS

'$I8410 JO 18y}
puE YI0M UMO 4181 0]
SSaUaIBME [BO111ID Y)IM

puodsal [|IMm Sjuspnls -

‘ONIANOJS3Y

"Sd0UaJ8jal [eINNd
-$S049 pue ‘[ein}nd ‘[ealiolsly
ybnoayy mou |jIm Sstuspnis -

ONIMONM

SAILIAILDY F1dINVS

SANOIJLNO DI4103dS

SANO0IJLNO TVHINTO
ANV SHISINVOYO TVNYSLNI

2ad NY3L —33YHL ¥v3A (A.LNOD) ONILISM/ONIMVINAY 1

ANITTLNO 3SHNOI ‘VINVHd




2-37

MUSIC
INTERNAL ORGANIZERS

LISTENING, APPRAISING AND RESEARCHING
CREATING/COMPOSING, ARRANGING AND PERFORMING

The three basic organizers for Music in secondary schools have been designed to focus
on the required knowledge, skills and abilities that will enrich the adult life of every
student who has been exposed to music education. Each fundamental organizer is
premised on the credo of “sound before sight,” and also contributes to the definition of

more specific learning outcomes.

Listening, Appraising and Researching - affords students the opportunity to develop
the ability to focus on the structural and expressive elements of music, using suitable
musical language to discuss how these elements are used in the conception, construction

and performance of different styles and genres.

Creating/Composing and Arranging - involves students in activities designed to foster
the ability to select appropriate sounds and order these sounds to convey ideas musically.
This includes adding their ideas to existing music (arranging), and/or instinctively

experimenting with new material while performing (improvising).

Performing - gives students opportunities to:
present music on an instrument (including voice), to develop appropriate technical skills
and to display sensitivity to - and to gain an understanding of musical structure and style.
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SPECIFIC INTENDED LEARNING OUTCOMES IN MUSIC

LISTENING, APPRAISING and RESEARCHING

By the end of Form Three, students will be expected to

distinguish between sounds that are high and low;

determine that high and low sounds can be produced on instruments (including

voice) or in the environment;

recognize that an instrument has a range which may be relatively high or low

within a particular family of instruments;

identify high and low sounds as treble and bass respectively;

identify by range and distinguish between soprano, alto, tenor and bass voices;

recognize that tones in a melody move in steps or by leaps;

indicate the contour of a melody by hand or body movements, or on paper

hear that a melody is made up of pitch patterns and phrases;

hear that a melody is, or is not, accompanied;

identify recurring melodic patterns

identify scale patterns and chords that repeat or move

identify parts of melodies that are built on scale-wise patterns;
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= identify intervals (2 tones) or chords (3 or more tones);

= recognize pitch and melodic factors, as well as rhythmic characteristics relating

to music of geographical areas of the world.

Duration

By the end of Form Three, students will be expected to:

= recognize that sound and/or silence can be relatively long or short;

= determine that music is made up of stronger and weaker pulses;

= hear that rhythm often has a recurring pulse or beat within it;

= recognize that music is usually organized in groups of twos, threes or fours;

= become aware of simultaneous multiple rhythmic sounds;

= relate the melodic rhythmic pattern or prominent accompaniment figure to the

steady pulse of the music;

= become aware that silence is an important part of the organisation of sounds;

= identify beat, metrical accent and rhythm patterns.
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Dynamics

By the end of Form Three, students will be expected to:

Timbre

distinguish between sounds that are relatively loud or soft;

become aware that dynamics (loud and soft) contribute to the expressive qualities

of music;

recognize that dynamic changes may be great or small;

hear that dynamic changes may occur quickly or slowly;

hear that dynamics often occur in relationship with other musical factors such as

timbre and density;

hear that dynamic changes may sometimes be used to express musical excitement

or relaxation within a phrase or composition.

By the end of Form Three, students will be expected to:

hear that sounds are made by different sources;

recognize that different kinds of sounds may be produced from a single sound

source;

hear that timbre changes occur with different combinations of voices,

instruments, machines, body sounds, environmental sounds, etc.;

identify the distinctive timbres of various instrumental and vocal ensembles;
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= hear and become aware of uses of electronic sounds in music;

= hear and identify timbres of various ethnic instruments.

Expressive Controls

By the end of Form Three, students will be expected to:

= hear and identify tempo changes and differences in music (fast — slow);

= hear that tones are connected (legato) or detached (staccato).

Structure

By the end of Form Three, students will be expected to:

= hear that music is organised by the use of repetition and/or contrast;

= identify a pattern, phrase, or section and recognize when each is repeated or
different;

= identify simple polyphonic forms e.g. rounds, canons, partner songs;

= recognize two- and three-part song forms (AB and ABA) and simple rondo form
(ABACA).
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General

By the end of Form Three, students will be expected to:

= be able to listen attentively and respectfully to a variety of sounds, music and

other creative expressions;

= understand the nature of music in general terms and that there are a variety of

types of musical expressions;

= be able to define various expressive and structural musical elements, including:

pitch, duration, intensity, dynamics, tempo and timbre (tone colour);

= be able to work in cooperative situations in the design and development of

various creative expressions;

= use appropriate musical language to describe the elements of pitch, duration,
intensity, dynamics, tempo and timbre;

= critique their own performance and that of others using agreed standards and

musical ideas;

= use score reading skills to enhance listening and appraising.
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CREATING/COMPOSING

By the end of Form Three, students will be expected to:

use extra-musical stimuli (e.g. environmental sounds and scenes, visual arts,

dramatic and literary works) to produce ideas for their own compositions

use musical stimuli (e.g. rhythmic and melodic motifs, timbre) to produce ideas

for their own compositions;

use appropriate symbols (devised or traditional) to notate their compositions;

demonstrate that notation (devised or traditional) can be an aid in communicating

musical ideas;

use descriptive words and/or symbols (devised or traditional) to designate

dynamics, articulation, tempo and timbre.

PERFORMING
By the end of Form Three, students will be expected to

echo-play/clap short rhythmic and/or melodic patterns

use instruments and/or other materials or devices to produce high, low, long,

short, loud and soft sounds ;

use body percussion (snap, clap, patschen, stamp) to produce sounds;

maintain a steady beat/pulse and tempo while playing an instrument or singing;
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play simple rhythmic or melodic patterns (by ear, by reading [devised or
traditional notation] and/or at sight);

play and/or sing a variety of simple melodies (by ear, by reading [devised or

traditional notation] and/or at sight);

play and/or sing using appropriate technical skills and displaying sensitivity to -

and understanding of - musical structure and style;

experience simultaneous sounds by playing and/or singing descants, ostinati,

chord roots and chords;

play an independent part (e.g. harmony, ostinato, etc.);

recognize and understand that symbols (devised or traditional) represent melodic

direction and duration;

recognize and understand symbols, e.g. staff, notes, clefs, signs;

become aware that musical notation reads from left to right;

become aware that melodic notation reads upward and downward;

demonstrate that notation can be an aid in communicating musical ideas;

read and perform simple notation using quavers (eighth notes), crotchets (quarter

notes), minims (half notes), semibreves (whole notes) and their corresponding

rests in simple, duple, triple and quadruple time;

read and perform simple notation including skips of a third, fourth, fifth and

octave;
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follow the musical score for a single voice or instrumental line;

demonstrate an understanding of key signature (in C, F and G majors) and

moveable “doh™;

interpret and respond to dynamic markings and symbols;

interpret and respond to tempo markings and terms showing changes in tempo;

interpret and respond to articulation symbols, e.g., staccato, slur, phrase, etc.;

identify and define words that describe the timbre to be produced, e.g., soprano,

alto, tenor, bass, descant, chorus/choir, names of instruments, etc.
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MUSIC AND CONNECTIONS TO THE CORE CURRICULUM

The following outline some of the more obvious bases for inter-relating music and other

subjects of the core curriculum.

Foreign Language (usually Spanish)
= Singing and/or playing songs from foreign lands
= Use of appropriate music to illustrate culture of foreign countries
= Correlation of Italian performance terms with foreign language.

Language Arts
= Correlation of metre and rhythm in poetry and music
= Imagery and symbolism in stories and/or poems and music
= Setting of lyrics to melodies and vice versa
= Use of appropriate music as stimuli for creative writing
= Use of appropriate music to accompany poetry reading and story telling
= Study of operatic songs and symphonic works based upon literature.

Mathematics
= Beats, note values and time signatures as they relate to the understanding of
number concepts (counting, division, ratio etc.)
= Relationship between musical and mathematical vocabulary, e.g. time signatures,

intervals and note values

Physical Education
= Proper breathing techniques are essential in athletics and in the production of
sound in wind instruments and voice
= Understanding of the skeletal structure and its relationship to posture
= Awareness of the body and movement.
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Science

Experimenting with sound-producing materials to examine
Pitch

Duration of sound

Intensity of sound

Reverberation and decay

Study of the vocal mechanism to include the function of
Vocal cords

Lungs

Resonating chambers

Intercostal muscles

Diaphragm

Ribcage

Social Studies

Use of appropriate music to understand the meaning, implications and importance
of historical events

Use of appropriate music to understand the ideals, religions and traditions of
contemporary and past civilizations, cultures, nations and times

Study of appropriate music and composers to aid in building concepts of
citizenship and patriotism

Use of appropriate music to illustrate and/or describe geography and climate of
various countries and regions

Engagement in group work, peer review and critiquing in listening and

appraising, performing and composing

Technology Education

Operation of computers (hardware and software), cassette players/recorders,
keyboard synthesizers and other technologies to compose, arrange, notate and

perform music
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Study of electronics and electronic equipment involved in the production of
sound, e.g. amplifiers, microphones, mixing boards
Selection and use of appropriate applications and technology tools to increase

productivity of individual and collaborative multimedia projects.
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MUSIC AND CONNECTIONS TO OTHER
VISUAL AND PERFORMING ARTS DISCIPLINES

Visual Arts

= Making and decorating of simple musical instruments

Use of appropriate music to stimulate composition of works of art and vice versa

Study of form in music and in the visual arts

Construction and decoration of scenery and backdrops for musical productions

Study of rhythm in music and in the visual arts

Study of historical periods and styles, e.g. impressionism, classicism.

Dance

= Use of singing and movement games

Study of rhythm in music and dance

Study of form in music and dance

= Expression of musical form with body movements

Shaping of melodic contours with hand and body movements

Choreography of dance to music

Composition of music for dance style(s).

Drama
= Speaking in rhythm
= Correlation of voice levels to pitch and intensity
= Development of creative dramatizations of songs
= Use of music to reflect or affect mood
= Selection and/or composition of music for use with dramatizations

= Study of operatic songs and symphonic works based upon drama.
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DANCE
INTERNAL ORGANIZERS

CREATING KNOWING RESPONDING

DANCE is an aesthetic discipline that possesses its own body of knowledge, at the centre of
which lies active communication. As an art form, however, it is unique, in that it embraces
many facets of other Visual and Performing Arts. Because of this characteristic, Dance can
lay claim to operate in equal measure within the cognitive, affective and psychomotor
domains. It is for this reason that Dance has been identified as an extremely effective

methodology in the teaching of other subjects.

The three basic organizers for Dance in secondary schools have been designed to focus on
the required knowledge, skills and abilities that will enrich the adult life of every student who
has been exposed to Dance Education. Each fundamental organizer also contributes to the

definition of more specific learning outcomes.

Creating - involves students in activities designed to deepen and develop levels of
concentration, listening, critical thinking and movement. The confidence developed by these
activities allows for an environment, where students are more at ease and therefore more

creative.

Knowing — affords students the opportunity to identify a range of physical and
communicative skills through the use of movement, trust and other sensory activities. It also
affords the assessment of the importance of human relationships, as well as relationships with

one’s environment and draws on experiences to create new situations.

Responding- gives students the opportunity to display positive human values such as
sympathy, tolerance and discipline. It contributes to human interaction, sensitivity to group

dynamics and further enhances self-assessment and reflection..
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SPECIFIC INTENDED LEARNING OUTCOMES IN DANCE

CREATING
By the end of Form Three, students will be expected to:

perform different kinds of dances;

= combine a number of differents steps/movements to create dances;

= show increased confidence and participation in activities;

e demonstrate rhythmic acuity;

= create space by moving at different levels;

= create walking and running movements to different situations;

= apply physical control and accuracy to simple dance movements;

= use an object, props, etc., to enhance dance;

= hold and sustain a “freeze” position;

= use imagination to create a dance situation;

= employ a range of gestures and facial expression;

= demonstrate greater spatial awareness;

= work in pairs;
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work at a task within a group;

work with others to produce a dance episode;

construct, dissolve and re-assemble a tableau;

practice clear articulation and correct pronunciation;

extend the use of memory in recalling and reconstructing experiences;

show awareness of self and the physical environment through the senses;

record Dance experiences in a dance diary;

make clear, reasoned decisions within the dance work;

choose from a range of alternative actions.

KNOWING

By the end of Form Three, students will be expected to:

identify a range of physical skills and ways in which these skills might be further

extended;

understand dance as a way to create and communicate meaning;

demonstrate an awareness of the need for safety in extending their range of physical

capability and in the general conduct of dance activities;
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demonstrate an understanding of the nature of basic voice production and delivery;

examine the nature of trust and responsibility in the context of dance as a social art form;

discuss the relationship between physical gestures, body language and communication;

examine the nature and function of facial expressions;

assess the importance of the relationship between movement and stillness;

assess the importance of the relationship between sound and silence for dance;

assess the importance of the relationship between light and darkness for dance, both as a

physical phenomenon and as a quality;

examine the fact that experiences can be used imaginatively to create new situations;

understand the relationship between self and others;

appreciate the quality of movement and stillness, sound and silence, light and darkness,

for dance effect;

find/create alternatives to sex and violence to create drama;

examine the nature of dance as a social/cultural/indigenous/ ritualistic art form.
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RESPONDING

By the end of Form Three, students will be expected to

empathize, display tolerance and give support where needed,;

show a willingness to contribute ideas;

exhibit a sensitivity to group dynamics;

appreciate the importance of teamwork;

respect their own artistic heritage and those of others;

recognise the importance of listening in acquiring vocal skills;

exhibit the discipline necessary for successful accomplishment of tasks;

appreciate the need for seriousness of approach;

cooperate with others in the development and successful completion of dance projects;

appreciate the importance of developing the creative imagination;

value the contribution the peer audience can make to the dance;

value the constructive criticism of others;

show willingness to adapt a dance to accommodate the criticisms of others;
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= show a willing ness to commit effort to a task;

= recognise that fun and recreation are aspects of dance and that learning can be achieved

through fun.
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DANCE AND CONNECTIONS TO THE CORE CURRICULUM

The following outline some of the more obvious bases for inter-relating dance and other

subjects of the core curriculum.

Foreign Language (usually Spanish)

= Dancing to music from foreign lands

= Use of appropriate music to illustrate culture of foreign countries
= Correlation of Italian performance terms with foreign language

Language Arts

= Correlation of metre and rhythm in poetry and music

= Imagery and symbolism in stories and/or poems and music

= Setting of dance movements to literary interpretation and vice versa
= Use of appropriate dance as stimuli for creative writing

= Use of appropriate dances to accompany poetry reading and story telling

Mathematics

= Beats, note values and time signatures as they relate to the understanding of number
concepts (counting, division, ratio etc.)

= Relationship between dance movements and mathematical vocabulary, e.g. time

signatures, intervals and note values

Physical Education
= Proper breathing techniques are common in athletics and in dance
= Understanding of the skeletal structure and its relationship to posture

= Awareness of the body and movement
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Science

Study of the body to include the function of
muscles

Lungs

The skeleton

Intercostal muscles

Diaphragm

Ribcage

Social Studies

Use of appropriate dances to understand the meaning, implications and importance of
historical events

Use of appropriate dances to understand the ideals, religions and traditions of
contemporary and past civilizations, cultures, nations and times.

Study of appropriate dances, dancers and choreographers to aid in building concepts of
citizenship and patriotism

Use of appropriate dances to illustrate and/or describe geography and climate of various
countries and regions

Engagement in group work, peer review and critiquing in listening and appraising,

performing and composing.

Technology Education

Operation of computers (hardware and software), video players/recorders, video cameras
and other technologies to view, teach, choreograph, and perform dances

Study of electronics and electronic equipment involved in the production of sound and
lighting effects e.g. amplifiers, microphones, mixing and lighting boards.

Selection and use of appropriate applications and technology tools to increase

productivity of individual and collaborative multimedia projects.
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DANCE AND CONNECTIONS TO OTHER
VISUAL AND PERFORMING ARTS DISCIPLINES

Visual Arts

Using dance poses as the basis for making drawings and paintings

Use of appropriate dance to stimulate composition of works of art and vice versa
Study of form in dance and in the visual arts

Construction and decoration of scenery and backdrops for dance productions
Study of rhythm in dance and in the visual arts

Study of historical periods and styles, e.g. romanticism, classicism.

Music

Developing harmony of music and dance

Study of rhythm in music and dance

Study of form in music and dance

Expression of musical form with body movements

Shaping of melodic contours with hand and body movements
Choreography of dance to music

Composition of specific music for dance style(s).

Drama

Speaking in rhythm

Correlation of voice levels to pitch and intensity

Development of creative dances dramatized to evoke emotions

Use of dance to reflect or affect mood

Selection dramatic events as the basis for choreography

Study of classical works (theatre) on which to base dance sequences.
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THE INTEGRATED ARTS PROGRAMME

The Integrating Term
This programme is designed to allow teachers to use their creativity and initiative to

develop activities that would allow for the integration of the Visual and Performing Arts
components on a number of levels. It is intended to allow students to interact with the
various contents in the classroom in the same way as they integrate knowledge in the real
world. In addition, it attempts to focus on the personal development and growth of
students in their understanding of their relationship with classmates, family, community
and the larger world, and in addressing the cultural content of their society.

The curricula for Forms 1-3 in the Visual and Performing Arts include an integrating
term for each of the three years. Within each year, two terms will focus on acquiring
basic skills in each of the four discrete disciplines of drama, dance, visual art, and music.
The remaining term will focus on finding formal and expressive connections between the
arts. This integrating term may be any term during the year — a decision made jointly by
all the Arts teachers in a particular school. It should be noted that during this integrating
term, basic skills will continue to be acquired and/or reinforced.

The rationale for this integrating component is that students should recognise that:

= There are similarities in the way that artists work whatever their particular discipline,
and that discovering these helps students learn about the role that all the arts play in

their communities.

= The expressive potential of combining art forms constitutes a powerful tool for
generating and sustaining community, and for establishing both personal and group

identity.

It is important that criteria governing integrating projects remain flexible. Projects may,

for example, include all four arts disciplines, may extend for an entire term, and involve
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an orchestrated performance. Alternatively, a series of projects may be planned that
include two or three disciplines. A project may take one workshop session. But all
projects should likely be exploratory in nature, that is, they should involve problem

solving, research, experimentation, and risk-taking.

There are basically four models that can be employed in the attempt at integration.

Model 1 - The Thematic Model
A theme is selected and each discipline decides how it contributes to executing the theme
in terms of content. (See course outline on paper)

Model 2 - The Project Model

A project is identified and the contribution of each discipline determined through a
collaborative approach to formulating, planning, developing and executing the project by
the Visual and Performing Arts teachers. This project could culminate in a production,

performance, exhibition or Open Day activity.

Model 3 - The Core Model

The integration is centred around or determined by one of the four core disciplines. For
example, the music department may want to put on a production (concert), the other
disciplines bring their strengths to promote its success. Art/Craft- stage decoration,

costuming- Drama — skits, Dance — dances supporting background dancers, etc.

Model 4 - The Integrated Core Model
The integrated core is centered around two or three of the core areas: Drama and Dance

may want to work on a project, or alternatively, Music, Dance and Drama.

Themes/topics could address everyday societal concerns and be value-laden. There can
be a deliberate attempt to have children come face to face with situations that would
promote their growth through the development of self-esteem and self-worth. Themes can
address some of the following:



= A general theme, e.g. a journey, the environment, love, etc.

= A particular festival, e.g. Divali, Carnival.

= A topic from another subject area such as Social Studies or English Literature.

= A topic suggested by historical, social, or political events.

Please note that the Teachers” Guide will contain a selection of themes/topics and
approaches to aid the teacher in planning the integration.

An example of the Thematic Model is shown in the course outline, which follows this

section.

The integrating term will work most effectively when the Arts teachers in each school
meet on a regular basis to plan and monitor projects and when the Arts staff work closely
with the principal, other colleagues, and the community at large. Flexibilities possible in
particular schools will include such things as:

= Team-teaching

= Disciplines working both separately and together as projects suggest

= Disciplines sharing periods to give extended blocks of learning time.

Assessment will be both cumulative and summative. It will take into account formal and
informal methods — from examinations to portfolios, to individual discussions, to group

critiques and student self-assessment.
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GLOSSARY OF KEY TERMS IN THE VISUAL ARTS

Abstraction
Art that is representational, or that converts forms observed in reality to patterns that
are read by the viewer as independent relationships.

Assemblage
The use of three-dimensional found objects combined to make art.

Chroma or Hue
The degree of saturation, or vividness of a colour, ranging from pure primary colours
to colours muted by mixture with their complements, black, or white.

Complementary Colours

Colours that fall opposite one another on a circle (or wheel) showing the primary
colours and their combinations are said to be complementary (e.g., red/green,
yellow/violet, blue/orange).

Composition
The combination and arrangement of shape, form, colour, line, texture and space so
that they seem satisfactory to the artist.

Contour Drawing
A drawing that defines the outline of a form. By varying the thickness and character
of the line, an artist can suggest volume and weight.

Elements of Visual Arts
Elements are generally considered to be line, colour, shape or form, space and value.

Foreground, Middle Ground and Background

Layers of implied space or planes in the picture space of a two-dimensional work.
The foreground is closest to the viewer, then the middle ground and, most distant, the
background.

Gradation
See Value

Hue
See Chroma

Media and Techniques

The materials and procedures used in making art, such as drawing/ painting materials,
sculptural materials such as clay, wood, or stone; and procedures such as modelling,
carving, or construction; print-making materials and techniques such as relief
printing, etching, or lithography; electronic media and techniques such as film-
making or computer-generated imagery.



Pattern
A decorative arrangement created by repeating a motif.

Perspective
A method of representing the illusion of volume in three-dimensional objects and depth
of space on a two-dimensional surface. Techniques include:

Atmospheric perspective: the use of gradation of colour, overlapping and relative
degrees of detail to suggest an impression of depth in space.

Linear perspective: the use of real or suggested lines that converge on a vanishing
point or points on the horizon or at eye level (and link receding planes as
they do so) to suggest depth in space.

Isometric perspective or projection: the use of lines to represent an object in
which the lines parallel to edges are drawn in their true length and do not
converge; sometimes used in architectural or mechanical drawing to
convey the actual dimensions of an object.

Primary and Secondary Colours
Primary colours are red, yellow, and blue. Mixing pairs of primary colours in equal
proportion forms secondary colours. These are orange, green, and violet

Printmaking
Techniques of art that are designed to create reproducible images: etching, engraving,
woodblock and other relief printing, lithography, serigraphy (silkscreen).

Proportion

The ratio between the respective parts of a work and its whole. A canon of proportion is
a mathematical formula establishing ideal proportions of the human body, as seen in
ancient Egyptian and Greek sculpture and reinterpreted in the Renaissance by Leonardo
da Vinci

Representational Art
Aurt that seeks to portray things seen in the visible world; sometimes called figurative art.

Schematic Layout
Sketches or diagrams of works made for projecting the appearance of a final work.

Sculpture

Any work carried out in three dimensions, as opposed to drawing, painting, flat collage
and printmaking, which are usually two-dimensional. Relief sculpture refers to
compositions in which parts project from a flat surface.
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Style

A manner of expression characteristic of an individual, national, or cultural group, genre,
or historic period. Several key terms spanning all arts disciplines (and most often applied
to Western art forms) include:

Folk: forms of arts that are linked to the social life and traditions
of specific communities. Participation is not restricted to
the professional artist.

Classical: in Western art, forms that conform to Greek and/or Roman
models, or highly developed and refined styles of any
culture; those which aspire to an emotional and physical
equilibrium and which are rationally, rather than intuitively
constructed. Classical forms have developed all over the

world.

Romantic: in Europe and America, 18™ 219" century forms that
express the individual’s right to expression and
imagination.

Modern: forms that broke with romantic and classical traditions in

the late 19™ and early 20™ centuries and which established
new approaches to creating and performing based on ideas
and technologies that looked toward the future; forms are
sometimes called avant-garde (before their time).

Postmodern: forms that emerged in the 1970s, primarily in the United
States and Europe. As a reaction to modernism, artists —
and particularly architects — returned to borrowing from the
classical tradition, often using allusions ironically.

Symbol
Something that stands for, or suggests, something else by reason of relationship,
association, convention, or accidental resemblance.

Symmetry

Arrangement of elements that are balanced around a line or point; bilateral symmetry-
balanced distribution of elements on the opposite sides of a linear axis or medial
plane(forms like leaves or the human body); radial symmetry- balanced distribution of
elements around a central axis(forms like composite flowers).

Texture, Surface Texture, Visual Texture

The tactile quality of the surface of a painting, sculpture, or building (rough, smooth,
patterned). Visual texture refers to the illusion of texture created on a flat surface through
line or brush stroke.
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Three-dimensional (3D)
The physical characteristics of artwork that have depth, width, height and volume (most
sculpture).

Two-dimensional (2D)
The physical characteristics of artwork that are carried out primarily on a flat surface
(most drawing, painting, printmaking).

Value and Gradation of Colours or Greys
Value refers to the lightness or darkness of a colour, or to gradations of black, greys and
white.



GLOSSARY OF KEY TERMS IN DANCE

AB

A two-part compositional form with an A theme and a B theme. The binary form
consists of two distinct, self-contained sections that share either a character or quality
(such as tempo, movement quality, or style).

ABA

A three-part compositional form in which the second section contrasts with the first
section. The third section is a restatement of the first in a condensed, abbreviated, or
extended form.

Abstraction

Movement that is removed from a particular or representational context and manipulated
through the elements of space, time and force in order to create a new sequence or dance
that retains the essence of the original movement.

Agility
The ability to move in a quick and easy fashion.

Alignment
The relationship of the skeleton to the line of gravity and base of support

Articulation of Body Parts
The distinct movements of one or more parts of the body as the rest of the body serves as
support.

Axial Movement or Non-locomotor Movement

Any movement that is anchored to one spot by a body part using only the available space
in any direction, without losing the initial body contact. Movement is organised around
the axis of the body, rather than designed for travel from one location to another.

Balance
A state of bodily equilibrium; the point where the sum of all the forces acting upon the
body equals zero and the forces are in equilibrium.

Canon

Choreographic form that reflects the musical form of the same name, in which
individuals and groups perform the same movement or phrase beginning at different
times.

Chance
Choreographic process in which elements are specifically chosen and defined, but
randomly structured to create a dance or movement phrase.



Choreographic Principles
Factors to be considered in the attainment of an aesthetically satisfying dance
composition.

Choreographic Structure
The specific compositional forms in which movement is structured to create a dance.

Choreography
1. The art of making dances;
2. Making a dance with a process that involves the understanding of choreographic
principles, processes and structure.

Clarity
Clear execution of a movement or task.

Climax
The “high point,” or the point of culmination in a dance.

Contrast

The introduction of a theme or pattern different in nature from the original, yet related to
it, which, by means of its very opposition, highlights the former to result in a new
strength of meaning.

Counterbalance
Any weight that acts to balance another weight; in dance, any limb moving in one
direction must be given a counterweight.

Countertension
A state of two opposing pulls (e.g., in the body, the dominant up/down tension of
standing).

Elevation
The body’s propulsion into the air away from the floor, such as in a leap, hop, or jump.

Ensemble
The dynamic interaction and harmonious blending of the efforts of many artistes involved
in the dance activity.

Entrances and Exits
The places of entry and exit for each dancer in a dance. They refer both to the physical
space of the performing area, as well as the sequence of the dance itself.

Flexibility
Range of motion determined by a person’s particular skeletal structure and muscular
density.
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Force
The instigator of movement, a push or pull.

Form

The overall structural organisation of a dance or music composition (e.g., AB, ABA, call
and response, rondo, theme and variations) and the interrelationships of movements
within the overall structure.

Gesture
The movement of a body part or combination of parts, with the emphasis on the
expressive aspects of the move.

Improvisation
Movement that is created spontaneously, ranging from free-form to highly structured
environments, but always with an element of chance.

Locomotor Movements
Movement in space, including walking, running, skipping, hopping, galloping, sliding,
leaping, etc.

Mirror Imaging
A “follow the leader” exercise for two or more dancers in which one person initiates
movement and the other(s) attempts to imitate the leader simultaneously and exactly.

Musicality
The attention and sensitivity given to the musical elements of dance during creation or
performance

Neuromuscular Coordination
The efficient and appropriate response of muscle groups in the execution of an action or
task.

Non-locomotor Movement
Movement in place, including twisting, balancing and extending. See Axial Movement.

Pantomime
A situation in which the performer relies totally on gesture, facial expression and
movement, rather than speech, for enactment of material.

Personal Space
The “space bubble” or the kinesphere that one occupies; it includes all levels, planes and
directions, both near and far from the body’s centre.

Phrase
A brief sequence of related movements that has a sense of rhythmic completion.



Positive Body Image
Acceptance of one’s body as it is, with recognition of its capabilities and limitations.

Projection
1. A confident presentation of one’s body and energy to vividly communicate
movement and meaning to an audience;
2. Performance quality.

Reordering

A choreographic process in which known and defined elements (specific movements,
movement phrases, etc.) are separated from their original relationship and restructured in
a different pattern.

Repetition
Performing a movement theme, or a portion of it, a number of times for emphasis.

Rhythmic Acuity
The physical, auditory recognition of various complex time elements.

Rondo
A choreographic form that reflects the musical form of the same name, in which one
principal theme is repeated at intervals, with contrasting episodes between the repetitions.

Shape
The positioning of the body in space (curved, straight, angular, twisted, symmetrical, or
asymmetrical).

Space
The medium in which movement takes place; a defined area.

Strength
The ability to exert tension against resistance. Dancers build strength at all the joint
angles by doing exercises that require movement through the full range of motion.

Stylistic Nuance
The subtle or slight movements that identify the distinct characteristics of a particular
performer, or the dances of a particular choreographer or period.

Tempo
1. The rate of pulses or beats in music;
2. The relative speed at which a dance phrase or composition is to be performed.

Unison
Dance movement that takes place at the same time in a group.
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GLOSSARY OF KEY TERMS IN DRAMA

Antagonist
The main opponent of the protagonist.

Blocking (Floor Plan)
1. A way to organise the action onstage;
2. A-rehearsal device to clarify script, character and stage picture by arranging floor
patterns and performers’ spatial relationship to each other and the set (usually
designated by the Director). Performers follow blocking in performance.

Body Alignment
The relationship of the skeleton to the line of gravity and the base of support.

Casting
The selection of actors or performers.

Character
A person, animal, or entity in a story, scene, or play with specific distinguishing physical,
mental and attitudinal attributes.

Characterization
The process of creating a believable “person” by exploring the physical, social and
psychological dimensions of a role.

Character Dimensions
Physical (e.g., gender, age, external traits), social (e.g., occupation, family) and
psychological (e.g., attitudes, motivation, values) aspects of a character.

Climax
1. The point from which the major conflict can go no further without bringing about
resolution;
2. The highest point of dramatic tension.

Comedy
A drama of light and amusing character, typically with a happy ending.

Conflict
1. Tension between two or more characters, or between action and ideas;
2. The fundamental struggle that leads to a crisis and climax of a scene or play.
Crisis
A decisive moment or turning point in the dramatic action.
Diction

1. Choice and use of words in speech or writing;
2. The degree of clarity of enunciation or distinctness of speech.
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Drama
A composition in verse or prose intended to portray a character, or tell a story through
action and dialogue and designed for theatrical performance.

Dramatic Elements
Six major elements of drama according to Aristotle: plot, character, theme, dialogue,
music and spectacle.

Ensemble
The harmonious blending of the efforts of the many artistes involved in a dramatic
activity or theatrical production.

Exposition
Information provided by dialogue, rather than through dramatic action, necessary for an
understanding of time, place, plot, character and theme.

Five “W’s”
1. Who - refersto roles and characterisations
2. What - refers to dramatic action
3. Where — refers to setting, locale, environment
4. When - refers to time of day, year
5. Why - refers to motivation

Formal Dramatic Productions
Dramatic activity designed for presentation, with a focus on final production and the
audience reception.

Genre
A method of categorizing play scripts. The major genres include: tragedy, comedy,
melodrama and farce.

Gesture
The movement of a body part (or combination of parts) with the emphasis on the
expressive aspects of the move.

Imagery
1. Aterm for any expression, reference, or allusion that appeals to the senses, such
as colours, sounds, odours, or visual description;
2. The collective term for images, or a pattern of images in a literary work.

Improvisation
1. The spontaneous use of movement and speech to create a character or object in a
particular situation;
2. Anintuitive and immediate response, rather than a behaviour that is rehearsed.
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Inflection
An alteration in pitch or tone of voice.

Informal Production

The exploration of all aspects of a dramatic work (such a s visual, oral and aural) in a
setting where experimentation is emphasised — similar to classroom dramatisations with
classmates and teachers as the usual audience.

Lighting
The illumination of the stage or playing area by means of artificial light.

Makeup
Cosmetics used to change the appearance of the face and other exposed surfaces of the
body in order to emphasize characteristics appropriate to a role.

Performance

The imitation of life in front of at least one other person. In a broad sense, performance
refers to the presentation of any kind of entertainment, from play to concert, solo
presentation to ensemble collaboration.

Playmaking

A term used to describe dramatic activities that lead to improvised drama with a
beginning, middle and end and that employ the general form and some elements of
theatre.

Playwriting

The act of creating the plot, theme, characters, dialogue, spectacle and structure of a play
and organising it into a playscript form. It involves the ability to imagine the entire
production scene and to put it into written form so that others may interpret it for the
stage.

Playwright
One who writes plays; dramatist.

Plot

The story as revealed through the action and dialogue of the characters. Plot structure
usually includes a beginning, middle and end and entails a problem, complications and a
solution.

Properties (Props)
Obijects used on stage such as furniture, utensils, ornaments and personal possessions.
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Proscenium

A theatre in which the audience sits on one side, facing towards the stage. Usually, the

action is viewed through an opening or frame (the proscenium arch), which extends into
the audience space. In a thrust configuration, the stage extends into the audience space.
In an arena theatre, the audience sits around the stage.

Protagonist
The principal character that carries the main thought of the play.

Resolution
The final unfolding of the solution to the complications presented in the plot of the play.

Rising Action
Term used in discussion of the structure of a play to designate the complications of the
plot leading to the crisis (or turning point).

Role

The characteristic and expected social behaviour of an individual in a given position (e.g.,
mother, employer). Role portrayal is likely to be more predictable and one-dimensional
than character portrayal.

Scenes
The subdivision of an act in a play, identified by place and time.

Script
The written dialogue, description and directions provided by the playwright.

Setting
The time and place of a scene or play.

Sound Effects or Environment
Actual or simulated sounds used to create an aural atmosphere.

Stage Directions
1. Description or direction that indicates actors’ movements or stage business;
2. Locations on a stage from the actors’ position (centre stage, stage right, stage left,
upstage [toward, or at the back of the stage], downstage [toward, or at the front of
the stage]).

Stage Manager
The head of the production staff that, once the play begins, takes charge of the stage, the
actors and the crews.

Technical Theatre
Design and creation of sets, lighting, sound, properties and costumes/makeup.
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Tragedy
Plays of an elevated and poetic style involving serious action with strong moral
implications. The defeat of the protagonist (often a person of high rank) is brought about

by an inability to overcome a character flaw, or some event beyond human control, such
as fate, or the will of the gods.
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GLOSSARY OF KEY TERMS IN MUSIC

AB
A two-part musical form in which both parts are distinctly different.

ABA

A three-part musical form in which the second section (B) contrasts with the first section.
The third section is a restatement of the first (sometimes in a condensed, abbreviated, or
extended form).

Accompaniment
A part performed with the main part for richer effect.

Alto
1. The lowest voices of women and pre-pubescent boys;
2. Instruments that play the notes of these voices.

Arpeggio
The production of tones in a chord in succession, rather than simultaneously.

Arrangement
Music that has been changed from the original way in which it was written.

Articulation
1. In performance, the characteristic of attack and decay of tones and the manner and
extent to which tones in sequence are connected or disconnected;
2. The way in which musical sounds begin, end and are connected with each other.

Bar or Measure
A number of notes grouped between stressed beats that are usually the same number of
beats apart.

Bar-line
A vertical line across the staff dividing the music into bars (measures).

Bass
1. The lowest voices of men;
2. Instruments that play the notes of these voices.

Beat
The unit of rhythm; rhythmic pulse felt in most music.

Cadence
A group of chords or notes at the end of a phrase or piece that gives a feeling of pausing
or finishing.
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Canon
A composition in which one part or voice is imitated in its entirety by the other parts.
The parts overlap and may or may not be on the same pitches.

Chord
A combination of three or more tones sounding together.

Chorus
1. The part of a piece of music where everyone joins in and performs together;
2. A group of singers and the music written for them.

Clef
A symbol written at the beginning of a musical staff (stave) to indicate the pitch of the
notes.

Compose
To create original music by organising sound.

Consonance
Two or more sounds that are perceived to have stability; in harmony, consonant intervals
are those that are treated as stable and do not require resolution to another set of intervals.

Contour
The shape or direction in which a succession of tones moves.

Countermelody
A second melody played against, or simultaneously with, the main melody.

Density or Texture
The “thickness” of the musical sounds.

Descant
A countermelody added above the melody.

Devised Scale
A scale which is constructed by an individual and which does not conform to any of the
common scale patterns.

Devised Symbols
Symbols which are not part of the notational system in common use and are invented by
an individual to represent a particular sound.

Dissonance
An interval or a chord that sounds unstable and pulls toward a consonance.
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Double —Bar line
A double vertical line, the second line of which is usually thicker, that is used to signify
the end of a piece or section.

Duple Time
Music with two beats to the bar.

Dynamics
1. Degrees of loudness.
2. The effect of varying degrees of loudness and/or softness in the performance of
music.

Elements of Music
Pitch, rhythm, harmony, dynamics, phrasing, style, interpretation, and appropriate
variations in dynamics and tempo.

Ensemble
1. The harmonious blending of the efforts of the many artistes involved in a musical
activity.
2. Any group of players or singers.

Flat
A sign that is used to indicate that the pitch of a note is lowered by one semitone.

Form

The overall structural organisation of a music composition (e.g., AB, ABA, call and
response, rondo, theme and variation, sonata-allegro) and the interrelationships of music
events within the overall structure.

Fugue

A composition in which a theme is stated in one voice and imitated in other voices
successively. The theme appears frequently during the composition, but other melodic
material may also be introduced.

Harmonic Minor Scale
A scale that contains the pattern, tone, semitone, tone, tone, tone,
One and a half tone, semitone.

Harmony
1. The simultaneous sounding of two or more tones.
2. Structure in terms of treatment of chords.

Homophonic Texture
A melodic line supported by a harmonic accompaniment that has a similar rhythm to the
melody.
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Improvise
To perform music as an immediate reproduction of simultaneous mental processes.

Interval
The distance in pitch between two notes.

Key

Music is said to be in a particular “key” when it is based on the scale starting with the key
note of the same name (e.g., music in the key of F major is based on the scale of F
major).

Key Note or Tonic
The starting note of a scale. Key signatures and scales are named after their key note.

Key Signature
A group of sharps or flats placed on the staff immediately after the clef to indicate the
key of the music.

Leap or Skip
An interval that skips at least one letter name and is therefore larger than a step (e.g., C-F,
A-C, B-G, etc.).

Major Scale
A scale that contains the pattern — Tone, Tone, Semitone, Tone, Tone, Tone, Semitone
(or using the solfa names doh, re, me, fah, soh, lah, ti, doh).

Major Tonality
Tonally,the organisation of music around a key that is based on a major scale.

Measure
See Bar

Melodic Minor Scale

A scale that contains the pattern: tone, semitone, tone, tone, tone, tone, semitone, when
ascending and the pattern: tone, tone, semitone, tone, tone, semitone, tone, when
descending.

Melody
1. The tune.
2. Arrangement of notes in sequence to form a musical idea.

Metre or Meter
The basic pattern of beats in successive measures, usually expressed in time signature.

Minor Tonality
Tonally, the organisation of music around a key that is based on a minor scale.
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Monophonic Texture
Music having a single melody without accompaniment.

Motif or Motive
1. The shortest recognizable melodic pattern.
2. A pattern of two or more tones.

Moveable Doh

A system of music reading in which each scale step is given a name. Because the
intervals between the levels, or degrees, of a scale remain fixed, the scale steps are the
same in all keys.

Natural
A sign that is used to cancel the effect of a flat or sharp and restore a note to its original
pitch.

Natural Minor Scale
A scale that contains the pattern, tone, semitone, tone, tone, semitone, tone, tone.

Notation
The name given to ways of writing music.

Note
1. A musical sound.
2. A sign that represents a musical sound.

Octave
1. Aninterval of eight notes.
2. Addistance of eight pitch names or scale degrees (e.g., C to C, B to B, etc.).

Ostinato (pl. ostinati)
A short rhythmic or melodic pattern that is persistently repeated.

Pentatonic Scale
1. A scale of five notes.

2. One in which the tones are arranged like a major scale, with the fourth and
seventh tones omitted.

Phrase
A continuous length of melody or harmony that acts as a complete thought (similar to a
sentence or a line of poetry) consisting of two or more motifs.

Pitch
The height or depth of a sound.
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Polyphonic Texture
Two or more independent melody lines sounding together.

Quadruple Time
Music with four beats to the bar.

Question-Answer Phrases
A pair of phrases, the first of which ends inconclusively, sounding as though it should be
“answered.” The question phrase ends on a note other than the tonic, while its “answer”
generally ends on the tonic.

Range
The distance between the lowest and highest pitches that a particular instrument or voice
can produce.

Refrain
1. The chorus.
2. A phrase or verse that occurs at the end of each stanza of a song.

Register
The pitch location of a group of tones (if the group of tones consists of all high sounds
they are in a high register and vice versa).

Rest
A sign that indicates a period of silence.

Rhythm

The treatment of time in music. In a broad sense, it includes metre, melody, harmony and
the whole movement of music through the grouping of bars into phrases, phrases into
sentences and sentences into a completely integrated piece of music.

Rondo
A musical form in which one theme or section alternates with two or more contrasting
sections (e.g., ABACA, ABACADA, ABACABA).

Round
A song in which two or more voice parts sing the same words and pitches, but start and
finish at different times.

Scale
1. A series of notes in alphabetical order, starting with the key note after which the
scale is named.
2. An arrangement of pitches from lower to higher according to a specific pattern of
intervals or steps.
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Score
Musical composition written in notation.

Semitone
The smallest interval from one note to another in Western music.

Sequence
Repetition of a melodic pattern at a different pitch level.

Sharp
A sign that is used to indicate that the pitch of a note is raised by one semitone.

Simple Time
Time where the main beat can be subdivided in two. In Simple Time, the top number of
the time signature is usually two, three, or four (duple, triple and quadruple respectively)

Skip or Leap
See Leap

Soprano or Treble
1. The higher voices of women or pre-pubescent boys.
2. Instruments that play the notes of these voices.

Staff or Stave
The five lines and four spaces on which music is written.

Tempo
The speed of music.

Tenor
1. The higher voices of men.
2. Instruments that play the notes of these voices.

Texture

1. The thickness or thinness of the musical sound based upon the number of
different tones produced simultaneously or in proximity to one another;

2. The kind of horizontal and vertical relationships of musical materials (e.g., one
unaccompanied melody, a melody supported by harmony [or chords], two or
more melodies sounding simultaneously).

Theme and Variations
A form in which a basic melody (theme) is presented and then repeated in a series of
modified versions.
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Timbre
1. The character or quality of sound that distinguishes one instrument, voice, or
other sound source from another.
2. The quality or “colour” of a tone.

Time
The number of beats in a bar

Time Signature

Two numbers (written one above the other) or a sign placed on the staff at the beginning
of music (after the clef and key signature). The top number gives the number of beats in
a bar, while the lower number gives the type (or value) of the beats.

Tonality
The harmonic relationship of tones with respect to a definite centre or point of rest.

Tone
A musical sound; the quality of sound made by a voice or instrument; two semitones

Tonic
See Key Note.

Traditional Symbols
Notational symbols found in common use in Western music.

Treble
See Soprano.

Triple Time
Music with three beats to a bar.

Unison
Two or more voices, or instruments, singing or playing the same notes.

Verse-Refrain
A form, common in folk and popular songs, in which verses having the same music, but
different words, are each followed by the same refrain.
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