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EdTPA Lesson 1 – Lesson Plan 
 
Student Teacher: Scott Little   Date of lesson: September 17, 2019 
Class name: AP Music Theory  Class Timing:  1:56pm-2:40pm 
 
 

Central Focus / Learning Objectives / Student Learning Objectives 
Focus:  Building and identifying various triads and seventh chords. 
 
Objectives: 

• Students will define terms related to building chords, triads, and seventh chords. 
• Students will explain how to build major and minor seventh chords. 
• Students will build and identify major, minor, dominant, half-diminished, and fully-diminished 

seventh chords. 
 
State Standards Addressed: An understanding of how to build and identify various seventh chords 
contributes towards achieving the following state standards at the HS IV – Mastery level: 

• 4CE – Identify non-traditional harmonic progressions in selected repertoire. 
• 5CE – Aurally and visually identify the tonality of a given work in relation to intervals, scales, 

primary and secondary chords and key relationships. 
• 5PR – Improvise over chord progressions and symbols in a variety of styles. 
• 8PR – Compose an original work or arrange a pre-existing work for a variety of performing 

ensembles. 
• 2RE – Describe how compositional devices and techniques are used to provide unity, variety, 

tension and release in a music work. 
 
   

Materials 
• Lesson 1 PowerPoint Presentation - Chords and Triads 
• Triad Building Exercises worksheet 
• Chord Building Exit Ticket 
• Chord Building Extension Exercises Worksheet 

*Note:  All materials for this lesson were created by Scott Little. 
 
 

Information about the Class 
Grade levels / Groupings: 8 girls, 9 boys; 6 in grade 10, 2 in grade 11, 9 in grade 12; 12 with band 
experience, 3 with choir experience, 2 with limited formal experience. 

 
Prior Academic Knowledge and Conceptions 

Successful completion of this lesson requires student knowledge of the following:  Reading notes 
on treble and bass clefs; determining major key signatures; building musical intervals of various sizes and 
qualities.  At an earlier date, students were given a Chord Building and Identification Pretest.  An analysis 
of students’ responses on this pretest shows that students have a general familiarity with the shape and 
structure of triads (3 notes stacked harmonically as a 3rd and 5th above the root note) but a limited 
understanding of how various triads are designated as having various qualities.   

 
Special Modifications and/or Accommodations for Exceptional Students 
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No students are on IEPs or 504 plans, so (to the best of my knowledge) no official modifications 
and/or accommodations have been mandated for this lesson.  However, the class contains a range of 
students, including gifted students and students who are underperforming (as noted in the Context for 
Learning Template).  For students who are underperforming (including Student 3, a Focus Student), I will 
model more explicitly as appropriate, and I will individually check in with them often in order to guide 
their thinking.  I will also match questions directed toward them to their ability levels in order to help 
them feel success in class and remain engaged.  Student 1 (a Focus Student) is gifted and has a large 
amount of prior musical knowledge and experience.  Student 1 was the only student in the class to 
achieve a perfect score on the Chord Building and Identification Pretest.  Therefore, I have created the 
Chord Building Extension Exercises worksheet for this student to complete during these lessons.  This 
assignment calls on the student to apply knowledge in more complete musical contexts (such as using 
chords to accompany a melody), to make inferences as to why certain harmonies work better than others 
depending on context, and to make purposeful creative choices. 
 
Differentiation / Planned Support  

To support the whole class’s understanding of content, I will model proper thinking and problem-
solving at various points throughout the lesson.   

For this lesson, students will be placed into purposeful groups.  These groups are built to include 
a heterogenous mix of student ability levels and background knowledge.  Each group contains at least one 
student who performed highly on the pretest.  This method of constructing groups allows students who 
are more familiar with this content to support the learning of students who are struggling.  Also, giving 
high performing students a chance to serve in a leadership role helps reinforce their understanding of 
content and helps engage them in the lesson’s activities. 

To support individual student understanding of content, I will walk around during group work 
portions of the lesson to check individual student work.  For students who are struggling, I will correct 
student misunderstandings via using leading questions and via reteaching small aspects of content.  For 
students who are doing well, I will ask them to verbally explain the thinking they used to complete 
various problems.  Asking students to verbalize their thinking helps solidify their understanding of 
content and gives me an opportunity to reinforce their use of academic and disciplinary language. 
 
Common Errors, Developmental Approximations, Misconceptions, Partial Understandings, or 
Misunderstandings 

This lesson directly builds upon content from previous lessons—students need a strong 
understanding of key signatures and of building intervals in order to build and identify triads.  Therefore, 
students who are still struggling with these older concepts will struggle with building and identifying 
triads.  To mitigate the effects of this problem on students’ abilities to perform well in this lesson, I have 
grouped students by ability level.  Students who are struggling will always be near students who have 
previously demonstrated a strong understanding of key signatures and building intervals.  Collaborative 
work on building triads will therefore help struggling students both in older areas of content and in the 
new content of working with triads. 

An analysis of student responses on the pretest showed that many students assumed diminished 
triads are made with both a diminished fifth and a diminished third, when in fact the third should be 
minor.  Students may also have a similar misconception about augmented triads (thinking both intervals 
in these triads must be augmented, when, in fact, the third should be major).  To correct this 
misconception, I will emphasize that both augmented and diminished chords have only 1 augmented or 
diminished interval (respectively). 
 

 
Lesson Procedures 

Opening (Launch):  In order to maximize instructional time, I will project Slide 1 of today’s 
PowerPoint, which directs students to sit in new assigned groups for this lesson.  I will also pass out the 
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Triad Building Exercises and the Chord Building Extension Exercises to students as they enter the room.  
To open the lesson, I will briefly review much of the content that the class has covered so far, including 
scales, keys and key signatures, and intervals.  I will explain how these subjects are sequential, and that 
we will now add on more info to build chords, the basis of harmony. 
  
Activities 

1. Project Slide 3.  Explain the definitions of “chord” and “triad.”  Note that “chord” is a general term, 
referring to any set of 3 or more notes sounding at the same time.  ”Triad” is more specific, referring to a chord 
with only 3 notes structured as a root, 3rd, and 5th.  Explain how chords are named by their root note and their 
quality. 
2. Project Slide 4.  Relate the triad “snowman” analogy, a quick way to remember the general shape of triads.  
Triads stack upward from the root, making a “snowman-like” shape. 
3. Project Slide 5.  Explain how to specifically build major triads.  Discuss 2 methods of building triads:  
First, you can use the Major Triad Formula:  Root Note + a Major 3rd above the root + a Perfect 5th above the 
root.  Alternatively, students can write a major triad by stacking the 1st, 3rd, and 5th scale degrees of the major 
scale built on the root note (1st scale degree). 
4. Model building a major triad. 
5. Have students work collaboratively on the first page of the “Triad Building Exercises” packet in their 
assigned groups.  Explain why groups have been constructed as they have been and encourage students to work 
collaboratively.  As students work, walk to each group and monitor student progress.  Ask students to verbalize 
their thinking as they work through problems.  Intervene as needed. 
6. Review student work on building major triads.  Call on various students to explain the process they used to 
complete the problems.  Build on student responses to address common concerns. 
7. Project Slide 6.  Discuss how chords have qualities like intervals have qualities, and these qualities can be 
adjusted.  But chord qualities are adjusted by adjusting the intervals that compose the chords.   
8. Explain how to build minor triads using the Minor Triad Formula:  Root Note + a minor 3rd above the root 
+ a Perfect 5th above the root.  Discuss the similarities and differences between major triads and minor triads, 
noting that minor triads are major triads with a third lowered by one half step. 
9. Model building a minor triad. 
10. Have students work collaboratively on the second page of the “Triad Building Exercises” packet in their 
assigned groups.  As students work, walk to each group and monitor student progress.  Ask students to verbalize 
their thinking as they work through problems.  Intervene as needed. 
11. Review student work on building major triads.  Call on a new set of students to explain the process they 
used to complete the problems.  Use problem 17 (which calls on students to determine if a triad comprised of C-
Eb-Gb is major, minor, other) as a segue into discussing augmented and diminished triads. 
12. Project Slide 7.  Discuss that the difference between major and minor triads is their third, while their fifth 
remains perfect for both chord qualities.  For augmented and diminished triads, the fifths will also be adjusted.  
Also, remind students that minor intervals are closer to diminished intervals than major intervals are to 
diminished intervals.  The same is true of minor and diminished chords (both have minor thirds).  Major and 
augmented chords are similar in the same way (both have major thirds).  Relay the interval formulas for each 
chord:  Augmented triad = Root Note + Major 3rd above the root + Augmented 5th above the root; Diminished 
triad = Root Note + minor 3rd above the root + diminished 5th above the root. 
13. Model building an augmented triad and a diminished triad on one root note. 
14. As before, have students work collaboratively on the third page of the “Triad Building Exercises” packet in 
their assigned groups.  As students work, walk to each group and monitor student progress.  Ask students to 
verbalize their thinking as they work through problems.  Intervene as needed. 
15. Project Slide 8.  Review student work on building augmented and diminished triads and on identifying 
triads of various qualities.  Also, run through the questions on Slide 8 to check student understanding of how to 
construct chords of various qualities.  (Questions include:  “Will we ever write a diminished third?” and “True 
or False:  Augmented chords contain 2 augmented intervals.” 

Closure:  To clearly define the end of today’s lesson, I will give students the Chord Building Exit Ticket.  
This exit ticket asks students to recall various information from the lesson and gives me a chance to 
formatively assess student understanding of the lesson’s content. 
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Theoretical Principles and/or Research-Based Best Practices 

The purposeful grouping of students throughout this lesson is informed by Lev Vygotsky’s 
concept of a student’s Zone of Proximal Development.  This concept states that the extent to which a 
student is able to learn is increased by working with a more knowledgeable peer (or instructor).  By 
putting struggling students in groups with higher performing students, the struggling students’ Zones of 
Proximal Development are extended, allowing these students to learn more than they would have learned 
without the help of more knowledgeable peers. 

The Chord Building Extension Exercises given to Student 1 push the student to apply his 
previous knowledge of chords and triads to new contexts, to analyze music in light of his previous 
knowledge, and to create new music.  This kind of work therefore pushes the student into higher levels of 
thinking according to Bloom’s Taxonomy.  

The content of this lesson (and of subsequent lessons) is structured to follow a purposeful 
sequence.  As discussed above, building chords requires an understanding of building intervals.  Teaching 
triad chords is a logical starting point, as these chords contain fewer notes than seventh chords, which will 
be taught later. 
 
 

Academic Language Demands 
This lesson requires that students are familiar with various terms related to intervals, including: 

major, minor, diminished, augmented, perfect, quality, magnitude, root, and harmony/harmonic.  Students 
must be able to group the first five terms listed as “types of qualities.”  As the lesson progresses, students 
will learn new terms such as chord, triad, 3rd, and 5th.  The last two terms, along with “root,” are “chord 
tones.”  Students will need to be able to use all of these terms in their discussion of building and 
identifying triads in order to prepare for later lessons (including both lessons in this segment, and later 
lessons, such as lessons on chord inversions). 
 
 

Evaluation and Assessments 
This lesson provides multiple opportunities for informal assessment.  Throughout the lesson, I will 

ask students questions to elicit student understanding of material.  These questions assess the extent to 
which students can verbalize their understanding of terms related to triads and how to build various triads.  
Example questions include: 

• What is the definition of a chord?  [Any set of 3 or more notes occurring in harmony.] 
• Which intervals are used to build triads?  [Answer: 3rd and 5th above a root] 
• Why is the root note important?  [It tells us which key signature to use to build a major triad.] 
• How can you adjust a major triad to be a minor triad?  [Lower the 3rd by 1 half step.] 
Also, at various points throughout the lesson, I will direct students to work collaboratively on the 

Triad Building Exercises worksheet.  This worksheet follows the sequence of lesson instruction so that 
students can practice building and identifying various triads directly after having received relevant 
instruction.  While students work, I will walk around and check in with individual students and with small 
groups.  Asking students to complete in-class exercises gives students a chance to practice applying the 
newly learned material.  Also, this practice allows me to structure their practice in a scaffolded manner, as 
the exercises given to students move from easiest to hardest:  adjusting given chords to be a new quality, 
building a specific quality of chord on a given root note, and identifying the quality of a given chord out 
of a variety of quality options. 

Finally, at the end of this lesson, I will give students a Chord Building Exit ticket.  This assessment 
asks students to individually define various terms related to chords and triads and to explain how to build 
triads of various qualities.  This assessment allows me to assess student understanding individually and to 
provide written feedback. 
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EdTPA Lesson 2 – Lesson Plan 
 
Student Teacher: Scott Little   Date of lesson: September 18, 2019 
Class name: AP Music Theory   Class Timing: 2:01pm – 2:40pm 
 
 

Central Focus / Learning Objectives / Student Learning Objectives 
Focus:  Building and identifying various triads and seventh chords. 
 
Objectives: 

• Students will define terms related to building chords, triads, and seventh chords. 
• Students will explain how to build major and minor seventh chords. 
• Students will build and identify major, minor, dominant, half-diminished, and fully-diminished 

seventh chords. 
 
State Standards Addressed: An understanding of how to build and identify various seventh chords 
contributes towards achieving the following state standards at the HS IV – Mastery level: 

• 4CE – Identify non-traditional harmonic progressions in selected repertoire. 
• 5CE – Aurally and visually identify the tonality of a given work in relation to intervals, scales, 

primary and secondary chords and key relationships. 
• 5PR – Improvise over chord progressions and symbols in a variety of styles. 
• 8PR – Compose an original work or arrange a pre-existing work for a variety of performing 

ensembles. 
• 2RE – Describe how compositional devices and techniques are used to provide unity, variety, 

tension and release in a music work. 
 
   

Materials 
• Lesson 2 PowerPoint – Triads Review and Seventh Chords 
• Seventh Chord Building Exercises Worksheet 
• Chord Building Extension Exercises (continued use from Lesson 1) 

*Note:  All materials for this lesson were created by Scott Little. 
 
 

Information about the Class 
Grade levels / Groupings: 8 girls, 9 boys; 6 in grade 10, 2 in grade 11, 9 in grade 12; 12 with band 
experience, 3 with choir experience, 2 with limited formal experience. 

 
Prior Academic Knowledge and Conceptions 

Successful completion of this lesson requires student knowledge of the following:  Reading notes 
on treble and bass clefs; determining major key signatures; building musical intervals of various sizes and 
qualities; and building and identifying triads of various qualities.  An analysis of students’ responses on 
the previously administered Chord Building and Identification pretest shows that only about half of the 
class (8 students) have a correct prior concept of what a seventh chord is (in terms of general structure).  
Only one student demonstrated an ability to build and identify specific qualities of seventh chords. 

 
Special Modifications and/or Accommodations for Exceptional Students 

No students are on IEPs or 504 plans, so (to the best of my knowledge) no official modifications 
and/or accommodations have been mandated for this lesson.  However, the class contains a range of 
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students (as noted in the Context for Learning Template).  For students who are underperforming 
(including Student 3, a Focus Student), I will model more explicitly as appropriate, and I will individually 
check in with them often in order to guide their thinking.  I will also match questions directed toward 
them to their ability levels in order to help them feel success in class and remain engaged.  Student 1 (a 
Focus Student) is gifted and has a large amount of prior musical knowledge and experience.  I will 
challenge this student with more difficult questions when appropriate, and I will continue to guide this 
student’s work on the Chord Building Extension Exercises worksheet (given to the student in Lesson 1) at 
available moments throughout this lesson. 
 
Differentiation / Planned Support  

To support the whole class’s understanding of content, I will model proper thinking and problem-
solving at various points throughout the lesson.   

For this lesson, students will be placed into purposeful groups.  These groups are built to include 
a heterogenous mix of student ability levels and background knowledge.  Each group contains at least one 
student who performed highly on the pretest.  This method of constructing groups allows students who 
are more familiar with this content to support the learning of students who are struggling.  Also, giving 
high performing students a chance to serve in a leadership role helps reinforce their understanding of 
content and helps engage them in the lesson’s activities. 

To support individual student’s understanding of content, I will walk around during group work 
portions of the lesson to check individual student’s work.  For students who are struggling, I will correct 
student misunderstandings via using leading questions and via reteaching small aspects of content.  For 
students who are doing well, I will ask them to verbally explain the thinking they used to complete 
various problems.  Asking students to verbalize their thinking helps solidify their understanding of 
content and gives me an opportunity to reinforce their use of academic and disciplinary language. 
 
Common Errors, Developmental Approximations, Misconceptions, Partial Understandings, or 
Misunderstandings 

This lesson directly builds upon content from previous lessons—students need a strong 
understanding of triads in order to build and identify seventh chords.  Because students’ understanding of 
triads is quite new, I have structured this lesson to include review of how to build triads.  This review is 
more student-led than the direct instruction given on triads in Lesson 1, therefore requiring students to 
recall previously learned information which helps solidify their memory of content. 

An analysis of student responses on the pretest shows that only half of the students in the class 
understand the general structure of seventh chords (4 notes built as a root, 3rd, 5th, and 7th).  Some students 
wrote seventh intervals instead of chords, and others wrote three-note chords as opposed to four-note 
chords.  These students may therefore be confused by the disconnect between the rationales for naming 
some chords “triads” and others “seventh chords.”  The former term refers to the number of notes in the 
chord (3) while the latter refers the largest interval in the chord (a 7th).  Other students wrote seventh 
chords with the proper structure, but they did not include proper accidentals in either chord to build the 
correct quality of chord.  Students do, however, have an understanding of how to build various intervals, 
but the nature of their incorrect placement of accidentals in questions 5 and 6 (which ask them to build 2 
dominant quality seventh chords) shows that students do not know how to build seventh chords of the 
same quality, even if that quality was not the quality asked for by the question.  This data may suggest 
that students did not consider how to break seventh chords into their component intervals (root, 3rd, 5th, 
7th) or parts (triad and 7th interval) and how to keep these components the same in quality.  This problem 
is a deeper misunderstanding than if students built two chords of the same, but incorrect, quality. 
 

 
Lesson Procedures 

Opening (Launch):  To maximize instructional time, project Slide 1 of today’s PowerPoint, which 
reminds students to move into their same groups as the previous lesson.  As students enter, pass out the 
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Seventh Chord Building Exercises Worksheet.  Open class by discussing the nature of yesterday’s 
content:  We learned how to build triads of various qualities.  Note that today, we will add on to our 
knowledge of triads to make a new type of chord (seventh chords).  
 
Activities 

1. Project Slide 2 (title slide).  Review the content of the previous lesson (building and identifying triad 
chords) in reference to students’ performances on the Chord Building Exit Tickets administered at the end 
of the previous lesson.  Note student misunderstandings, such as the difference between the definition of a 
chord (a general term for a group of 3 or more notes occurring at once) and the definition of a triad (a 
specific term for a type of chord with exactly 3 notes in Root-3rd-5th construction). 

2. Project Slide 3.  Using the flowchart, discuss how to categorize notes in harmony, ranging from general 
terms to more specific terms. 

3. Project Slide 4.  Work with students to categorize each example using appropriate terminology.  Note that 
many examples can be given multiple names, but one name is the most specific (e.g. 3 notes may be a 
chord, but it would be more specific to call that chord a triad, and even more specific to call that chord a 
major triad). 

4. Project Slide 5.  Review how to build triads via calling on various students.  Ask various questions to 
prompt students to explain how triads are built and adjusted such as “What’s the difference between 
augmented triads and major triads? [Answer: The 5th is raised by 1 half-step]. What do you have to do to 
make a major triad into a diminished triad?” [Lower both the 3rd and 5th by 1 half step each.] Have various 
students come to the board and fill in all of the interval formulas projected on the slide. 

5. Project Slide 6.  Model how to build every type of triad quality on one root.  Remind students to start by 
building a major triad using the key signature of the root note.  Then, adjust that major triad to build other 
types of triads. 

6. Project Slide 7.  Note that so far, the class does not have a way to deal with chords with more than 3 notes; 
however, the class does have the needed information to break the 4 note chords into manageable chunks—
the bottom triad and the outer seventh.  Model breaking a displayed 4-note chord into its triad and its 
seventh, determining the quality of the triad and of the seventh, and naming the 4-note chord by the 
qualities of its parts (e.g. Major triad – Major seventh). 

7. Choose 2 of the displayed 4 note chords for students to break into parts and name on their own.  Walk 
around and assess students’ work.  Provide feedback, both positive and critical, to individual students and 
discuss common errors with the whole class as appropriate. 

8. Review student work on naming 4-note chords.  Call on various students to discuss their work and to 
explain how they thought through problems. 

9. Project Slide 8.  Tell students that we will refer to 4-note chords as seventh chords due to the size of their 
largest interval (the seventh above the root).  Discuss what it means for a seventh chord to be an extension 
of a triad:  Building a seventh chord involves adding another note on top of a triad, therefore increasing its 
maximum number of notes and its total size.  Discuss how the qualities of seventh chords will be named for 
the combination of the qualities of its parts.  Just as before, students will have to break a seventh chord into 
its 2 components (its triad and its seventh), determine the qualities of those parts, and then match those 
qualities to the proper corresponding seventh chord formula to determine the seventh chord’s overall 
quality. 

10. Have students work collaboratively in their groups to complete page 1 of their Seventh Chord Building 
Exercises.  Walk around and assess students’ work.  Provide feedback, both positive and critical, to 
individual students and discuss common errors with the whole class as appropriate. 

11. Review student work on extending triads, on building major and minor seventh chords, and on identifying 
major and minor seventh chords. 

 
Closure:  To close this lesson, I will briefly summarize what content was learned today (how to extend 
triads into seventh chords, how to break up seventh chords into their key components, and how to 
combine component qualities to determine seventh chord quality).  I will note that tomorrow’s lesson will 
include new formulas for other types of seventh chords, and I will ask students to complete any 
unfinished in-class exercises for homework. 
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Theoretical Principles and/or Research-Based Best Practices 

The purposeful grouping of students throughout this lesson is informed by Lev Vygotsky’s 
concept of a student’s Zone of Proximal Development.  This concept states that the extent to which a 
student is able to learn is increased by working with a more knowledgeable peer (or instructor).  By 
putting struggling students in groups with higher performing students, the struggling students’ Zones of 
Proximal Development are extended, allowing these students to learn more than they would have learned 
without the help of more knowledgeable peers. 

The content of this lesson (and of subsequent lessons) is structured to follow a purposeful 
sequence.  The basic structure of seventh chords can only be taught after teaching triads (in Lesson 1).  
Also, seventh chord quality terms such as Major and Minor are more familiar to students than terms such 
as Dominant, Half-Diminished, and Fully-Diminished.  Therefore, Major and Minor are taught in this 
lesson, and other sevenths are taught in Lesson 3. 
 
 

Academic Language Demands 
This lesson requires that students are familiar with various terms related to intervals, including: 

major, minor, diminished, augmented, perfect quality, magnitude, triad, root, 3rd, and 5th (the latter 3 
being in reference to chord tones).  Students must be able to group the first five terms listed as “types of 
qualities.”  As the lesson progresses, students will learn new terms such as “seventh chord” and 7th (in 
reference to chord tones).  Students will need to be able to use all of these terms in their discussion of 
building and identifying triads and seventh chords in order to prepare for later lessons (including both 
lessons in this segment, and later lessons, such as lessons on chord inversions and on analyzing music). 
 
 

Evaluation and Assessments 
This lesson provides multiple opportunities for informal assessment.  At the opening of the lesson, I 

will lead a review of content learned in Lesson 1 by calling on various students to recall information 
about how to build various triads.  Questions included in this review include: 

• Which intervals are used to build triads?  [Answer: 3rd and 5th above a root] 
• Why is the root note important?  [It tells us which key signature to use to build a major triad.] 
• How can you adjust a minor triad to be diminished?  [Lower the 5th by 1 half step.] 
Throughout the lesson on new content, I will ask students questions to elicit student understanding of 

material.  These questions assess the extent to which students can verbalize their understanding of terms 
related to triads and how to build various triads.  Example questions include: 

• How many notes are in seventh chords?  [4] 
• What does it mean for a seventh chord to be an extension of a triad? [The 7th interval is added on 

top of the triad.] 
• What are the 2 components of a seventh chord? [Its triad and its seventh interval.] 
Also, at various points throughout the lesson, I will direct students to work collaboratively on the 

Seventh Chord Building Exercises worksheet.  This worksheet follows the sequence of the lesson so 
students can practice building and identifying various triads directly after having received relavent 
instruction.  While students work, I will check in with individual students and with small groups.  Asking 
students to complete in-class exercises gives students a chance to practice applying the newly learned 
material.  Also, this practice allows me to structure their practice in a scaffolded manner, as the exercises 
given to students move from easiest to hardest:  adjusting given chords to a new quality, then building a 
specific quality of chord, and then identifying a given chord’s quality out of a variety of options. 

Finally, at the beginning of this lesson, I will collect the Triad Building Exercises from the previous 
lesson to assess student work and provide written feedback. 
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EdTPA Lesson 3 – Lesson Plan 
 
Student Teacher: Scott Little   Date of lesson: September 19, 2019 
Class name: AP Music Theory   Class Timing: 1:56pm – 2:40pm 
 
 

Central Focus / Learning Objectives / Student Learning Objectives 
Focus:  Building and identifying various triads and seventh chords. 
 
Objectives: 

• Students will define terms related to building chords, triads, and seventh chords. 
• Students will explain how to build major and minor seventh chords. 
• Students will build and identify major, minor, dominant, half-diminished, and fully-diminished 

seventh chords. 
 
State Standards Addressed: An understanding of how to build and identify various seventh chords 
contributes towards achieving the following state standards at the HS IV – Mastery level: 

• 4CE – Identify non-traditional harmonic progressions in selected repertoire. 
• 5CE – Aurally and visually identify the tonality of a given work in relation to intervals, scales, 

primary and secondary chords and key relationships. 
• 5PR – Improvise over chord progressions and symbols in a variety of styles. 
• 8PR – Compose an original work or arrange a pre-existing work for a variety of performing 

ensembles. 
• 2RE – Describe how compositional devices and techniques are used to provide unity, variety, 

tension and release in a music work. 
 
   

Materials 
• Lesson 3 PowerPoint – Sevenths Review and Other Seventh Chords 
• Triad Building Exercises (returned with feedback–continued use from Lessons 1 and 2) 
• Seventh Chord Building Exercises Worksheet (continued use from Lesson 2) 
• Chord Building Exit Ticket (returned with feedback) 
• Seventh Chord Building Exit Ticket 
• Chord Building Extension Exercises (returned with feedback–continue use from Lessons 1 and 2) 
• Chord Building “Cheat Sheet” handout 

*Note:  All materials for this lesson were created by Scott Little. 
 
 

Information about the Class 
Grade levels / Groupings: 8 girls, 9 boys; 6 in grade 10, 2 in grade 11, 9 in grade 12; 12 with band 
experience, 3 with choir experience, 2 with limited formal experience. 

 
Prior Academic Knowledge and Conceptions 

Successful completion of this lesson requires student knowledge of the following:  Reading notes 
on treble and bass clefs; determining major key signatures; building musical intervals of various sizes and 
qualities; building and identifying triads of various qualities; and building and identifying major and 
minor seventh chords.  At an earlier date, students were given a Chord Building and Identification Pretest.  
An analysis of students’ responses on this pretest shows that only one student demonstrated an ability to 
create seventh chords of a specific quality (dominant quality).  The content of today’s lesson (chord 
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qualities which are less familiar to students—dominant, half- and fully- diminished) is likely unfamiliar to 
the vast majority of students. 

 
Special Modifications and/or Accommodations for Exceptional Students 

No students are on IEPs or 504 plans, so (to the best of my knowledge) no official modifications 
and/or accommodations have been mandated for this lesson.  However, the class contains a range of 
students and ability levels (as noted in the Context for Learning Template).  For students who are 
underperforming (including Student 3, a Focus Student), I will model more explicitly as appropriate, and 
I will individually check in with them often in order to guide their thinking.  I will also match questions 
directed toward them to their ability levels in order to help them feel success in class and remain engaged.  
Student 1 (a Focus Student) is gifted and has a large amount of prior musical knowledge and experience.  
I will challenge this student with more difficult questions when appropriate, and I will continue to guide 
this student’s work on the Chord Building Extension Exercises worksheet (given to the student in Lesson 
1) at available moments throughout this lesson. 
 
Differentiation / Planned Support  

To support the whole class’s understanding of content, I will model proper thinking and problem-
solving at various points throughout the lesson.   

For this lesson, students will be placed into purposeful groups.  These groups are built to include 
a heterogenous mix of student ability levels and background knowledge.  Each group contains at least one 
student who performed highly on the pretest.  This method of constructing groups allows students who 
are more familiar with this content to support the learning of students who are struggling.  Also, giving 
high performing students a chance to serve in a leadership role helps reinforce their understanding of 
content and helps engage them in the lesson’s activities. 

To support individual student’s understanding of content, I will walk around during group work 
portions of the lesson to check individual student’s work.  For students who are struggling, I will correct 
student misunderstandings via using leading questions and via reteaching small aspects of content.  For 
students who are doing well, I will ask them to verbally explain the thinking they used to complete 
various problems.  Asking students to verbalize their thinking helps solidify their understanding of 
content and gives me an opportunity to reinforce their use of academic and disciplinary language. 
 
Common Errors, Developmental Approximations, Misconceptions, Partial Understandings, or 
Misunderstandings 

This lesson directly builds upon content from previous lessons—students need a strong 
understanding of triads and of the basics of seventh chords in order to build and identify more 
complex/less familiar seventh chords.  In previous lessons on intervals (outside this lesson segment), 
students struggled with diminished intervals.  Diminished intervals are difficult for 2 reasons:  first, they 
manifest differently for some intervals than others (2nds, 3rds, 6ths, and 7ths have different rules for 
diminished intervals than unisons, octaves, 4ths, and 5ths); second, to convert intervals that are major in 
the major scale (2nds, 3rds, 6ths, and 7ths) into diminished intervals, students must lower the top note of 
the interval by 2 half steps, which can be a difficult process for some students.  In short, working with 
half- and fully-diminished seventh chords poses the largest problem for students due to the presence of 
diminished intervals within these chords.   

To account for this difficulty, I have structured this lesson to include both a review of various 
triads (including diminished triads) and a review of basic seventh chords.  These reviews will allow me to 
activate student prior knowledge in each area separately before calling on students to combine their prior 
knowledge when building half- and fully-diminished seventh chords.  I will also focus on this problem 
explicitly in my explanation of how to build these types of seventh chords. 
 

 
Lesson Procedures 
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Opening (Launch):  Before students enter the room, project Slide 1 of today’s PowerPoint, which 
reminds students to sit in their assigned groups.  Return various graded student work to students (see 
Materials).  Once class begins, tell students about the upcoming assessment on this material (the Posttest, 
administered at the start of the following class period).  Give an overview of today’s lesson’s focus:  to 
learn all remaining types of seventh chords. 
 
Activities 

1. Project Slide 3.  Prepare students for working with more complex types of seventh chords by reviewing 
Page 3 of the Triad Building Exercises Worksheet.  This slide displays the correct answers for the 
worksheet so that students to self-assess their own work.  Call on various students to explain why certain 
answers are correct.  Build on student responses to help avoid common student misunderstandings and to 
reinforce previously taught content.  Do the same with Slide 4 (which has other types of problems). 

2. Project Slide 5.  Review how triads are built and how various triad qualities can be created.  Be explicit in 
addressing common student errors, such as incorrectly using all diminished intervals to make diminished 
triads (in fact, only the fifth has to be diminished). 

3. Review seventh chords by asking students key questions, such as:  “What is a seventh chord?”  “How many 
notes are in a seventh chord?”  “How do we break seventh chords into 2 main parts?”  “What is the formula 
for a major seventh chord?”  “Which intervals are adjusted when converting a major seventh chord into a 
minor seventh chord?” 

4. Project Slide 6 and continue reviewing previously learned seventh chords. 
5. Project Slide 7.  Explain again how to break seventh chords into their 2 parts: Their fundamental triad and 

added seventh.  At the board, model determining a seventh chord’s quality by breaking a seventh chord into 
its two parts (triad and seventh), determining the individual qualities of those parts (e.g. Major, minor, 
diminished, etc.), combining those qualities into one statement (e.g. minor triad-minor seventh), and then 
matching that combined quality statement with the corresponding seventh chord quality (e.g. minor seventh 
chord). 

6. Project Slide 8 and then Slide 9.  Review the correct answers for the first page of the Seventh Chord 
Building Exercises which students were asked to complete in their collaborative groups at the end of 
Lesson 2 (and as homework, if not finished in class).  Review by calling on various students to state the 
answer to various questions and verbalize the process with which they arrived at their conclusions.  Build 
on student responses, both accurate and inaccurate.   

7. Project Slide 10.  Explain how to build a new type of seventh chord:  the dominant seventh chord.  Explain 
that this seventh chord is comprised of a major triad and a minor seventh.  Model building a dominant 
seventh chord from scratch off of a root note. 

8. Have students work collaboratively in their assigned groups to complete Sections 6 and 7 of the Seventh 
Chord Building Exercises worksheet.  As students work, walk to each group and monitor student progress.  
Ask students to verbalize their thinking as they work through problems.  Intervene as needed. 

9. Review student work on creating dominant seventh chords.  Call on various students to explain the process 
they used to complete the problems.  Build on student responses to address common concerns. 

10. Project Slide 11.  Explain how to build the 2 remaining types of seventh chords:  the half-diminished and 
fully-diminished seventh chords.  Explain how both seventh chords have a diminished triad, but only the 
fully-diminished seventh chord has a diminished seventh.  Lead a discussion about why these chords are 
named what they are.  Model building a half-diminished seventh chord, and then converting it into a fully 
diminished seventh chord. 

11. Have students work collaboratively in their assigned groups to complete Sections 8-11 of the Seventh 
Chord Building Exercises worksheet.  As students work, walk to each group and monitor student progress.  
Ask students to verbalize their thinking as they work through problems.  Intervene as needed. 

12. Review student work on creating half and fully diminished seventh chords.  Call on various students to 
explain the process they used to complete the problems.  Build on student responses to address common 
concerns. 

13. Project Slide 12.  Briefly review all triads and seventh chords discussed so far, noting their similarities and 
differences.  Note the symbols associated with various chords.  Also note that no seventh chords used 
augmented triads. 
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Closure: To clearly define the end of today’s lesson, I will give students the Seventh Chord Building Exit 
Ticket.  Once students have completed the Exit Ticket, give them the Chord Building Cheat Sheet 
handout for their use as a study tool.  When class is over, have Student 1 come to the piano with his 
Extension Exercises work.  Play through all 3 tasks for him and provide verbal feedback about his choices 
of chords in the first 2 exercises and his creation of a melody in the last exercise. 
 
 

Theoretical Principles and/or Research-Based Best Practices 
The purposeful grouping of students throughout this lesson is informed by Lev Vygotsky’s 

concept of a student’s Zone of Proximal Development.  This concept states that the extent to which a 
student is able to learn is increased by working with a more knowledgeable peer (or instructor).  By 
putting struggling students in groups with higher performing students, the struggling students’ Zones of 
Proximal Development are extended, allowing these students to learn more than they would have learned 
without the help of more knowledgeable peers.  

The Chord Building Extension Exercises given to Student 1 push the student to apply his 
previous knowledge of chords and triads to new contexts, to analyze music in light of his previous 
knowledge, and to create new music.  This kind of work therefore pushes the student into higher levels of 
thinking according to Bloom’s Taxonomy.  
 
 

Academic Language Demands 
This lesson requires that students are familiar with various terms related to intervals, including: 

major, minor, diminished, augmented, perfect, quality, magnitude, triad, seventh chord, root, 3rd, and 5th, 
7th (the latter 4 being in reference to chord tones).  Students must be able to group the first five terms 
listed as “types of qualities.”  As the lesson progresses, students will learn new terms such as “dominant, 
half-diminished, and fully-diminished” (as types of qualities specific only to seventh chords). Students 
will need to be able to use all of these terms in their discussion of building and identifying triads and 
seventh chords in order to prepare for later lessons (including both lessons in this segment, and later 
lessons, such as lessons on chord inversions and on analyzing music). 
 
 

Evaluation and Assessments 
Throughout the lesson, I will ask students questions to elicit student understanding of material.  These 

questions assess the extent to which students can verbalize their understanding of terms related to 
building an increasing variety of seventh chords.  Example questions include: 

• What is the triad-seventh combination for a half-diminished seventh chord?  [Diminished-minor] 
• How can you convert a half-diminished seventh chord into a fully-diminished seventh chord? 

[Lower the seventh by one half step.] 
Also, at various points throughout the lesson, I will direct students to work collaboratively on the 

Seventh Chord Building Exercises worksheet.  This worksheet follows the sequence of the lesson so 
students can practice building and identifying various triads directly after having received relevant 
instruction.  While students work, I will check in with individual students and with small groups.  Asking 
students to complete in-class exercises gives students a chance to practice applying the newly learned 
material.  Also, this activity allows me to structure their practice in a scaffolded manner, as the exercises 
given to students move from easiest to hardest. 

Finally, at the end of this lesson, I will give students a Seventh Chord Building Exit ticket.  This 
assessment asks students to individually answer various questions related to seventh chords and to explain 
how to build seventh chords of various qualities.  This assessment allows me to assess student 
understanding individually and to provide written feedback. 
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Kent State University 
Student Teaching Experience 

Ms Melinda Kellerstrass, University Supervisor 
Fall 2019 

 
Lesson Planning Template 

 
Student Teacher: Scott Little   Date: Oct. 20, 2019   

Time: Saxophones – 4A – 10:53-11:18 
Percussion – 4B – 11:22-11:47 

 Full Band – 4C – 11:51-12:16 
 
Class name: Fall Concert Band  District: Cuyahoga Falls School: High School  
          Room: 260 and 263 

 
 

 
Central Focus /Learning objectives/ SLO:  
 
 Saxophone Sectional: 
   
  Focus: Accurate rhythm and technique. 
 
  Objectives:  
   Students will play compound meter sections of Fantasy on an African American  

Spiritual with rhythmic accuracy. 
   Students will explain how their parts fit together within their section. 
 

Percussion Sectional:  
   

Focus:  Executing unified accelerando.  
  
  Objectives:   

Students will accurately perform individual parts in Mandjiani. 
   Students will perform a unified accelerando by engaging listening and  

watching skills. 
 
 Full Band Work:   
 
  Focus:  Refining performance of Mandjiani. 
 
  Objectives: 
   Students will perform measures 20-49 in Mandjiani with balanced dynamics and  

appropriate phrasing. 
   Students will accurately perform measures 57-113 at an increasingly fast tempo. 
 
State Standards: (All Sections) 
 
 HS II – Developing: 
  1PR – Sing or play an increasingly varied repertoire of music representing  

diverse genres and cultures, alone and in ensembles. 
  2PR – Prepare and accurately perform a varied repertoire of ensemble music. 
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  4PR – Demonstrate ensemble skills (e.g. balance, intonation, rhythmic unity  
and phrasing) while performing in a group. 

 
Materials:  
 

Repertoire to be used includes: 
Saxophones: Fantasy on an African-American Spiritual, Arr. by Bruce Preuninger 
Percussion and Full Band: Mandjiani by William Harbinson 
 
Other materials include: 
Stands, instruments, chairs, and other standard rehearsal equipment as well as a Bluetooth  

speaker and metronome. 
 
Information about the class:   
 

Grade levels / Groupings: The full band has a total of 65 students, ranging from 9th grade to 
12th.  Instrument groupings include the following:  9 flutes, 3 oboes, 6 clarinets, 3 bassoons, 5 
alto saxophones, 1 tenor saxophone, 1 baritone saxophone, 11 trumpets, 2 French horns, 9 
trombones, 3 euphoniums, 3 tubas, and 10 percussionists. 
 
Prior Academic Knowledge and Conceptions:  
Fall Concert Band is comprised of all students who decided to not play in Marching Band.  Once 
Marching Band is over, all band students will be split into 4 concert bands based on age and 
ability level.  Fall Concert Band therefore contains students who have highly varied amounts of 
prior experience on their instruments and with music in general. 
 
Previous lessons taught students how to count in 12/8 time (and in compound time in general), 
which many students were unable to do previously.  Their ability to count rhythms in 6/8 and 
12/8 is still limited and developing. 
 
Special modifications and/or accommodations for exceptional students:  
 
A variety of accommodations are provided for students with exceptional needs.  Some students 
are given extra time to complete playing test and (infrequent) written assignments.  Also, much 
content is frequently retaught to help solidify student learning.  Finally, as is evidenced by 
sectional work in this lesson, students are frequently given targeted pull-out and small-group 
instruction to help assess individual student needs. 

 
Differentiation/ Planned Support  

 
The bulk of differentiation in this class is achieved via part assignments.  Students are assigned 
parts to play based upon prior evaluations of their ability levels.  Part assignments frequently 
rotate for each concert cycle, meaning one student may play 3rd trumpet for 2 pieces and 2nd 
trumpet for 1 piece.  This style of part assignment helps make sure students are working with 
appropriately difficult material while also being given chances to stretch their abilities.  Also, 
student seating within sections is purposefully planned.  Stronger players are placed near players 
who are struggling in order to serve as a model for the struggling players. 
 
Common Errors, Developmental Approximations, Misconceptions, Partial 
Understandings, or Misunderstandings 
Many students still struggle with counting in compound meter.  To address this, I will emphasize writing in 
counts and beats where appropriate, and I will clarify proper counting in situations where students are 
struggling.  Counting issues are especially apparent when students have to play different and offset parts.  
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To address this issue, I will separate student parts before adding them back together, and I will discuss how 
parts work together and fulfill different roles.   

When working on phrasing in Mandjiani, students may overexaggerate phrasing concepts.  To address this, 
I will compliment students on their proper phrasing, and then help students adjust their choices to match 
the style of the piece. 

 

 
 
Saxophone Sectional (Period 4A) Procedures: 
 

Opening (Launch):  I will open by stating today’s goals:  To finish the work from yesterday and 
to address other difficult spots in Fantasy on an African American Spiritual.  The ultimate goal is 
to be able to play larger chunks of the work successfully. 
Procedures/Activities 

1. Warmup with long tone exercises and scale exercises in the keys of the piece.  During scale 
work, have students play the scales on various rhythm patterns:  First, eighth notes in 4/4 time 
(one measure per pitch), then eighth notes in 12/8 time, then going back and forth between 
those meters (beat staying the same). 

2. Have students play from measure 171 to the end of Fantasy on an African American Spiritual.  
Note how the last few measures switch back and forth from 6/8 to 3/4 (hemiola).  Note that the 
last 2 notes are like eighth notes in 3/4, not in 6/8.  Work with students to properly count the last 
2 notes.  Have students add an extra note on the end of the passage to help them feel the larger 
pulse, and then remove that note.  Then, have alto saxophones play the pickup to the last 
measure of the piece, requiring them to switch from dividing beats into 3s and dividing into 2s. 

3. Go to the 4th measure from the end.  Work with the alto saxophones to make sure they are 
playing unified trills with accurate fingerings.  Have them mark in trill fingerings as appropriate.  
Have the tenor and bari sax play together.  Work with students to determine the counting for this 
measure (it’s in 3/4, but the conductor will be conducting in 6/8).   

4. Go back to 171 and play to the end, having students work to play the targeted spots with more 
accuracy when played in context. 

5. Go back to measure 74 and have students play until 98.  Because the tenor sax does not play 
here, ask him to listen to the other players so he can discuss how this section works and give 
feedback. 

6. Work with students to conclude that, in this section, the altos and the bari play opposite parts, 
meaning the parts interlock to fill in all of each measure.  Discuss why determining the way that 
parts fit together is important.  Ask students how they should play their parts in light of their new 
knowledge of part interaction. 

7. Work with students to ensure rhythmic accuracy and dynamic balance in this section. 
8. As time allows, work with students to clean the rhythm of measures 40 – 50.   

Closure: For closure, review concepts discussed in this lesson.  Have students play larger 
sections of the piece, such as 50 to the end.  Ask students to look for opportunities to notice how 
their parts interact and play various roles, and to apply that knowledge to their playing. 

 
Percussion Sectional (Period 4B) Procedures: 

Opening (Launch):  I will open by reminding students of previous work on Mandjiani, including 
the basics of counting rhythms in 12/8 meter and work on properly counting individual parts.  I 
will also discuss the importance of the percussion section’s role in this piece (they provide the 
fundamental groove over which the band is able to play).  I will then state the goal of today’s 
sectional:  to prepare the percussion section to lead the accelerando of Mandjiani. 
Procedures/Activities 
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1. Assess current student ability by having them play from measure 49-59. 
2. Discuss the difficulty of playing a unified accelerando and the necessity of today’s work (the 

percussion section establishes a new tempo and meter for the band to follow).  Discuss tempo 
goals and where the accelerando will start and end. 

3. Have students clap to your beat as you conduct through the accelerando section. Note that 
successful unified accelerando requires using both their ability to listen to those around them and 
their ability to watch the conductor while playing. 

4. Have students clap their parts as you conduct through the same section. 
5. Have students play their parts as you conduct through the section again.  Evaluate their 

performance, provide feedback, and repeat the section for solidification of the concept.  Have 
students continue playing until 75. 

6. Ask individual percussion parts (generally, played by 2 students at a time) to play alone so that 
you can assess individual parts.  Address individual part concerns with discussion and modeling.  
Ask students who are not currently playing to continue looking at their own parts.  Remind 
students that their time in band is a time to learn their parts, even when they aren’t playing or 
being directly addressed. 

7. Discuss the roles of various instruments within the percussion section, noting that the agogo bells 
(and to some extent, the bass drum), serve as leadership for the group’s rhythm overall.  Have 
students clap and count their parts as they listen to the agogo bells play. 

8. As time allows, address the final 2 measures of the piece.  Work on the mixed rhythms, 
crescendo, and final fortissimo dynamic. 
Closure: To close the lesson, I will tell students that we will also be going through the 
accelerando and the resulting 12/8 section in full band.  I will go over what we accomplished 
today and what we need to continue working on.  Then, to finally assess student growth, I will 
conduct the students going from 49 to the end of the piece.  I will give limited feedback while 
students are playing, therefore pushing them to listen and watch, as they would in an actual 
performance.   

 
Full Band Rehearsal (Period 4C) Procedures 

Opening (Launch):  I will open by telling students that we will work on Chorale 5 and on 
Mandjiani.  I will have the group play Chorale 5 in order to solidify the group’s sound and engage 
their listening and watching skills.  I will the discuss how far the group has come with their work 
in Mandjiani – from not being able to play it at all to having it essentially on its feet.  I will state 
the goals of today’s lesson:  To play the work with more mature musicianship and to get the 12/8 
section cleaner and faster. 

 Procedures/Activities 
1. Start at measure 36.  Run from 36-49 with no prior instruction as to assess current student 

balance and phrasing.   
2. Discuss the balance of this section again.  Have students raise their hands if they believe they 

play a foreground part.  Explain that foreground is the opposite of background.  Have 
instruments that are in the foreground to play.  Discuss individual part concerns, legato 
articulation, and phrasing again. 

3. Have students who play the high woodwind counter line play alone.  Discuss the difference in 
phrasing for this section.  (They should start full on each high Eb and then come down to get out 
of the way of the foreground parts.) 

4. Have students who play rhythmic pulsing harmony parts to play along with the percussion.  
Discuss the need for rhythmic unity and a slightly less legato articulation. 

5. Have all students play together again.  Discuss continued balance needs.  If needed, have all 
students play softer as to listen more to each other.  Bring the most important parts back up in 
dynamic level. 
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6. Now, have students run the section and watch your conducting to play the 5th measure fuller 
than the previous measures.  Discuss the need to continue to balance even when dynamic levels 
change. 

7. Have students go to measure 99.  Get out the Bluetooth speaker and metronome and play a 
pulse at 90 bpm.  Conduct to the Slowly and Freely section.  Assess if the students can play 
faster or need to go slower.  Move the metronome a little and repeat the section. Continue with 
this exercise as time allows. 

Closure:  To close the lesson, note the various kinds of work we did today.  Tell students that it is their 
job to play with this attention to detail and to retain their learning even as we play larger sections of the 
piece.  Conduct from measure 20 to the end of Mandjiani with a moderate accelerando and a slower-
than-performance tempo in general. 
 
Theoretical Principles and/or Research–Based Best Practices: 

This lesson follows a hierarchy of musical performance.  In sectionals, we must continue to 
address the nuts-and-bolts of the music:  it’s notes and rhythms.  As a full band, the students are now 
successfully able to play the piece’s notes and rhythms, so it is time to add in articulations, dynamics, and 
higher-level concepts like unity, balance, and phrasing.   
 

 
 
Structured Practice and Application      
 

How will you give students the opportunity to practice so you can provide feedback?   
The lesson regularly switches back and forth between direct instruction and student playing; preferably, the 

lesson will contain more playing than instruction.  This cyclical lesson structure gives students multiple chances to 
attempt to apply their learning to their playing.  It also gives me the ability to quickly assess student performance so 
I can provide both positive feedback and critique. 

 
How will students apply what they have learned?  
The ultimate goal of this lesson is to better prepare students to play their concert repertoire at an upcoming 

performance.  Students will need to apply their learning today to future playing of these piecesi.  Furthermore, the 
skills addressed in this lesson (performing a unified accelerando, demonstrating appropriate phrasing, drawing 
information from the conductor) are applicable to a variety of other pieces of music that students will play in the 
future. 
 

 
 
Academic Language Demand(s):  
  Successful completion of the lesson requires that students are familiar with the following terms:  
accelerando, phrasing, legato, cue, strong beat, 12/8 meter, foreground, and background.  Students will 
also have to be aware of how numbers are used to count in 12/8 meter (1-12, with 1, 4, 7, and 10 being 
strong beats). 
Evaluation and Assessments:  
 
 This lesson contains a large amount of formative assessment in the form of listening – every time 
the students play, I will be able to draw information about their playing and use that information to guide 
the progression of the lesson.  Generally, the entire group being worked with will play at once.  However, 
I will occasionally ask individual groups to play in order to assess their performance of their specific part.  
Due to the large size of the full band, I will rarely ask students to play individually.  (In the percussion 
sectional, I will occasionally ask individual students to play as appropriate.)  At the end of each portion of 
the lesson, I will conduct the group in playing large portions of the piece to assess overall improvement 
in student playing. 
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“Black Band” Lesson Plan – Suite Francaise 
 
Class:  Concert Band – “Black Band” 
Timing: 10:14 - 11:38, 74 minutes total (extended period) – approx. 45 minutes of instructional 
time allotted for my work with the ensemble 
Demographics:  This band is the intermediate, non-freshman ensemble comprised of 64 students 
from 10-12 grade, divided as follows: 

• 10 flutes 
• 2 oboes 
• 11 clarinets (1 on bass) 
• 3 bassoons 
• 8 saxophones (4 alto, 2 tenor, 2 baritone) 
• 8 trumpets 
• 5 French horns 
• 5 trombones 
• 3 euphoniums 
• 3 tubas 
• 6 percussionists 

 
State Standards Addressed:  HS III - Intermediate 
1CE Interpret music symbols and terms expressively while performing a varied 
repertoire of music. 
1PR Sing or play, alone and/or in ensembles, demonstrating accurate 
intonation and rhythm, fundamental skills, advanced technique and 
a high degree of musicality. 
2PR Prepare and accurately perform a varied repertoire of ensemble 
music showing continuous individual improvement in performance 
ability given the level of complexity found in the selected literature. 
4PR Perform an appropriate part in an ensemble demonstrating well-developed ensemble skills. 
 
Objectives: 

• Students will play Suite Francaise with accurate rhythm and technique. 
• Students will play Suite Francaise with accurate pitch, balance, and blend.  Students will 

adjust their playing to match those around them. 
• Students will play Suite Francaise with appropriate style as dictated by the content of the 

piece (marches and folk songs). 
 
Prior Knowledge:  Students in this band are intermediate level players.  All of them were placed 
in this ensemble via audition.  They have a solid understanding of how to count 6/8 rhythms, of 
the fingerings for most notes on their instruments, and of some basic tuning, balance, and blend 
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principles.  However, students struggle with many technical patterns in difficult keys (such as Gb 
major), understanding how their parts fit together, and tuning odd notes on their instruments.  
Also, students tend to play their part blindly, not thinking about what others are doing around 
them.  The repertoire in this lesson is difficult, both in terms of the use of odd keys for band (Gb 
major, B major, G major) and in terms of texture (frequently contrapuntal).  This piece is 
therefore meant to stretch students to think more about how their parts interact and work 
together.  Students have been working on this piece and have come quite a ways in terms of 
technique, but pitch, balance, dynamic variety  
 
Materials:   
Suite Francaise, Mvt. 1, “Normandie” by Darius Milhaud, arr. by John Higgins.  Published 1999 
by MCA Music Publishing. 
 
Procedures: 

- Open with an explanation of the piece’s origins and meaning.  This piece was written to 
celebrate the end of World War II and to thank American soldiers for their part in freeing 
France from the Axis powers.  The piece is therefore a march-like setting of French folk 
tunes.  Sometimes the piece is more march-like, sometimes it’s more tuneful, sometimes 
both at the same time; students have to know what style each part requires.  To assess 
current student ability level, run the entire piece. 

- Work backwards from the end, one musical segment at a time, to address various 
concerns in student playing.  If problems in technique or rhythm arise, address them first.  
Then, address concerns in balance, blend, and intonation. 

- From 101 to the end, many parts play in unison.  Ask these students to define whether 
they are in harmony or in unison.  When they determine they are in unison, ask them 
what that means for their pitch and who they should listen to most (the tuba).  Have 
students hold longer notes to adjust pitch. 

- At 83, many students play the melody and need to form a unified, rounder sound.  
Measures 97 and 99 have block chords.  Students need to maintain a good sound on these 
chords and avoid letting the chords get “top-heavy.”  Lower parts throughout this section 
need to stay light and energized. 

- For 79-83, address a common student problem that “the first loud part wins as the only 
loud part.”  In this piece, the texture is more nuanced.  The first fanfare figure needs to 
not overplay and the second figure needs to match the first in terms of style and dynamic.  
Also address student breathing places (the melody should breath before its pickup to 83). 

- Go back to 59.  Address a problem in student playing – they aren’t playing the piece 
dynamically.  Ask students why “dynamics” are called “dynamics” as opposed to what 
they are, “volume.”  Explain that variations in volume add interest to the piece, and that 
pieces without interest are “static” and boring.  Explain that 59 is the start of the piece’s 
gradual crescendo to the end. 
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- Run 59 to the 83 in chunks.  Work with individual sections to break up their parts and 
help them understand who has important parts and who is in the background.  Address 
pitch by having students hold the first chords of various sections.   

- Run 59 to the end. 
- At 53, trumpets need to be fuller and to create a better sound.  The runs before 59 in 

woodwinds and bells may need more technical work.  The chord before 59 needs a 
balance adjustment and pitch work.  Explain how that chord sets up our new key at 59.  
Play that chord alone and then have students play the downbeat of 59 alone. 

- Work on the section at 43.  This section needs tuning help and balance work.  For the 
chorale parts, have them play chords individually and make pitch adjustments.  Re-
explain that pitch is first about being in tune with those around you, then those who have 
the same part as you, then within the chord.  Also, the band may have gone sharp by this 
point.  If pitch is quite poor, retune individual instruments with a tuner.  Also, the melody 
at this section needs to play with more confidence and clearer phrasing.   

- From 31 to 43, address technique and confidence issues.  Remind students of the “folk-
song vs. march dichotomy” in this piece.  Work with first trumpets on the difficult 
technique of their parts. 

- Go to 23.  Address flute blend, tone, and pitch.  Again, ask students where this fits in the 
“folk-song vs. march dichotomy.” 

- Go back to the beginning.  Ask students to transfer work from the ending of the piece to 
the beginning.  Address balance problems at 18 and 19; have the old melody get out of 
the way of the new melody. 

- As time allows, work on speeding the piece up.  Use a metronome and have the 
accompaniment figures play first.  Have the melody buzz or sizzle their parts and finger 
along.  If students are being wobbly with tempo, stop conducting and push them to play 
exactly with the metronome.  Try to get up to dotted quarter = 112 or even 116.  Some 
easier sections should be doable at that tempo, but other difficult sections will be 
“dragging students along.”   

 
Assessment:   

- Of course, much of my assessment of students in an ensemble setting revolves around 
listening to how students are playing.  To assess various groups of students, I will break 
parts up and have different groups of students play. 

- To assess whether students are applying what we have worked on, I will run larger 
sections of the piece after working on smaller sections.  I will follow a whole-part-whole 
approach in this lesson. 

- This lesson also presents various opportunities for simple question asking.  I will work to 
elicit responses from students as opposed to just giving answers. 
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Unit 5 – 20th Century Classical Music – Review 
 
Class:  The Understanding of Music 
Timing: 1:08-1:52, 44 minutes 
Demographics:  4 students, all juniors or seniors; one student has formal band experience, one 
student has informal guitar experience, other students have little to no meaningful prior 
experience with music. 
 
State Standards Addressed:  HS I - Beginning 
4CE - Listen to and compare various musical styles from the United States, other 
cultures and historical periods. 
5CE - Identify musical forms used in vocal and instrumental genres from various historical 
periods. 
2RE - Respond to aesthetic qualities of a performance using music terminology. 
4RE - Evaluate the use of the elements of music as relative to expression in a varied repertoire of 
music. 
 
Objectives: 

1. Students will describe 20th century musical examples verbally and in writing using music 
terminology. 

2. Students will aurally identify major classical works of the 20th century. 
3. Students will describe the musical trends, relevant societal trends, and major composers 

of the 20th century. 
 
Prior Knowledge:  In general, students in this class lack an understanding of the elements of 
music.  They struggle to describe music using disciplinary terminology or to note aspects of a 
work beyond their personal feelings about the work’s enjoyability.  This aspect of the students’ 
prior knowledge means I need to be very explicit and broad in my descriptions of music.  I have 
to work to help students draw meaning from what they hear and know how to listen to music.  
That said, the class has already covered music from the Middle Ages through the Romantic Era, 
so students have a general understanding of the trends of Western Art Music through much of 
history.  As this lesson is a review, students already have a moderate level of familiarity with the 
pieces and concepts in this unit, but lack a solid ownership of the content. 
 
Materials:   

• Listening Examples CDs for The Enjoyment of Music, 11th Edition, by Kristine Forney 
and Joseph Machlis 

o The excepts for this unit are:   
▪ Debussy, Prelude to the Afternoon of a Faun 
▪ Stravinsky, The Rite of Spring 
▪ Schoenberg, Pierrot Lunaire 
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▪ Still, Suite for Violin and Piano 
• Listening Review Practice Sheet 
• Styles of Music Review Sheet 
• 20th Century Music Kahoot Quiz 
• Personal electronic devices / school-provided Chromebooks 

 
Procedures: 

1. Open the lesson by noting today’s goal:  to review both the listening examples and the 
content that will be tested on Wednesday’s quiz. 

2. Give students the Listening Review Practice Sheet.  Note how the sheet helps students 
connect important information to each listening example.  Have students look at the 
“What do you hear?” column.  This column gives model descriptions of each example’s 
sound.  Students will have to pick which of those descriptions best matches each excerpt. 

3. Play one excerpt.  Have students choose a “What do you hear?” description and write that 
description in the first row of the chart.  Tell students to not shout out answers for this 
review.  Work with students to make sure they have all determined the correct 
description.  Then, call on various students to fill in other parts of the chart. 

4. Repeat the process in Procedure 3 for the other excerpts. 
5. Give students the Styles of Music Review Sheet.  This sheet contains many “fill-in-the-

blank” questions about modern styles of music and the corresponding changes in society.  
Have students individually work through the first question on the sheet.  Then, field 
answers from students in order to help all students have the correct answers.  Work 
through the rest of the sheet. 

6. Have students get out electronic devices in order to take the Kahoot Quiz. 
7. Project the Kahoot Quiz and comment on student responses as the quiz progresses.  Pause 

as needed to address major misunderstandings. 
8. Have students flip their Listening Review Practice Sheets over.  Play through each 

listening example at random and have students work to recall the info of the practice 
sheets without looking at their original answers.  Then, have students check themselves 
with the front of the sheet. 

9. Address student questions and concerns about tomorrow’s assessment. 
 
Assessment:  This lesson contains a variety of opportunities for assessment.  The lesson is 
mainly comprised of 3 review activities – 2 worksheets and a Kahoot quiz.  Work students are 
working on the worksheets, I will be able to individually assess their ability to recall information 
in order to answer correctly.  Also, the worksheets prompt discussions of a variety of aspects of 
the unit’s content; in these discussions, I can ask students questions in order to elicit their level of 
understanding.  Such questions include: 

• What was the goal of Impressionism?  What did Impressionist visual art look like? Which 
nationality composed the most Expressionist music? 
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• What was the goal of Expressionism?  What major events influenced modern composers 
to compose in an Expressionist style?  Which nationality composed the most 
Expressionist music? 

• What aspects of Neoclassical style are “classical” and which aspects are “new?” 
• Various vocabulary questions:  What is syncopation? Ragtime? Atonal music? The 2nd 

Viennese School? The Harlem Renaissance? Etc… 
 
Also, the Kahoot quiz contains a variety of questions and listening examples.  Students responses 
to such questions are show after each question is answered.  This exercise will allow me to 
determine which parts of the content students understand the most and the least, directing me to 
reteach concepts as necessary. 


