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Autumn 
	Topics/Books from POR.


	Musical learning
Lesson structures:


	AUTUMN 1
Journey to the River Sea

#thatPOWER




	
WALT: develop and practise techniques for singing and performing
WALT: Recognise individual instruments and voices by ear.
WALT: identify key elements that give the music its unique sound. 
WALT: Talk about music using appropriate music vocabulary (e.g. the ways the voices are used, the contrasting texture of solo voice and choir, singing in harmony, the lyrics etc.).

Before you begin
· It’s a good idea to listen to the song through at least once where you are focused entirely on the structure. This will help you prepare for the different singing styles required for a good, authentic performance. #thatPOWER has the following structure: Intro, Chorus, Verse 1, Pre-Chorus, Chorus, Verse 2, Pre-Chorus, Bridge, Extended Chorus. Notice that the driving synth-drum rhythm in the Verse and Pre-Chorus drops out at the start of the Chorus, making it feel euphoric.
· You may decide before any rehearsal that you will get better results if singers are split into two groups – a group to voice the rap in the verses (the will.i.am part) and a group to cover the Chorus (the Justin Bieber part). Even in this instance, it is nice to have some moments in the song when everyone is singing.
· Watch the original music video – it has lots of performance ideas that you could mine for inspiration.
Warm-up
· Have singers start with a shake down to get rid of any tension in the body: shake feet, legs, hands, arms, body, shoulders. You could run through a round of Rubber chicken.
· Next, ask singers stretch their arms up/out and give a massive yawn, then flop down like a puppet with cut strings. Let the singers slowly pick themselves upright to a (slow) count of 10.
· Have singers write their names with their tongues; then try and write it backwards. Now they should do the same with their surname. Then attempt a sentence. This will really warm-up mouths in preparation for singing/rapping all the lyrics in the song.
· Have the singers unwrap some pretend ‘magic’ bubble gum and chew it. They should pretend it is their favourite three course meal, making different expressions for each course.
· Let the singers sing long notes for different vowels (A, E, I, O, U), noticing the different shape their mouth makes for each one.
· Ask singers to breathe in to a count of four (1, 2, 3, 4) and then exhale for another count of four (1, 2, 3, 4). Then have them breathe in for 4 and breathe out for 6. Next, try breathing in for 4 and out for 8.
· Have a try of the Numbers/intervals warm-up. 
· The diaphragm is a large muscle below the lungs and above the hips; it expands and contracts as you breathe in and out, and should be the source of your singers’ power. Have singers stand up straight and make a panting noise, like a small dog. They should be able to see their diaphragm moving in and out; let them feel how their diaphragm is working – put hands just above their belly button to feel the muscle movement. Try again, this time, bark like a medium-sized dog; then like a large dog. All the power in singing should come from the diaphragm and not the throat or chest. The more aware singers are of this, the more they will naturally do it when they are singing.
· #thatPOWER is quite wordy, so try out a couple of tongue twisters – there are some examples in the Song Bank, or you can choose your own (anything with lots of consonants).
Teaching and rehearsing the song
· Listen to the performance track, display the lyrics using the Song Bank, and discuss the lyrics together. As with the structure of this song, there are two distinctive styles/approaches. The Verse and Pre-Chorus are essentially a brag e.g. ‘Used to have a piggy bank, but now I got that bigger bank’; the Chorus, however, is a celebration of life: ‘I’m alive, I’m alive, I’m alive/ And I’m lovin’ every second, minute, hour…’. 
· Play the backing track to the singers and ask them to notice the structure. It’s useful to be aware of the structure and shape of the song in order to learn the song off by heart.
· Practise the Verse and Pre-Chorus without pitch at first, so you can get used to the rhythms.
· The two singing styles in the original track and the Sing Up version are pop vocals for the Chorus and lightly vocalised rap for other sections. The things to remember are that pop vocals in #thatPOWER need to be as smooth as possible and are lyrical: the shape of the melody is as important as the words. Have the singers sing the Chorus without the words, for example to ‘la’ instead – you’ll notice the shapes the melody makes. Rap vocals, like poetry, are more focused on the rhythm of the words. The rhyming words at the end of each verse line punctuate the rhythm.
· Ask the singers to follow the score as they listen and draw key phrases as a doodle. Just as the song tells a story, each phrase should too. Singers should be encouraged to make every phrase a mini-story with its own shape. How can they make these mini-stories exciting for the listener?
· This song has a tricky Chorus, in that it starts with a large leap of a fifth into a high, held note. The most common mistake here is for singers to tighten their throat the higher they go in pitch. This will produce a strangled sound and should be avoided. Singers need to relax their jaw by yawning and singing a low note. Hold that wide shape of the mouth, and then sing the start of the Chorus again, slowly, with the held shape ‘on’. Experiment with this – singers should find that the more circular their mouth is, the easier the note is to sing. This time, when singers gets to the held note, encourage them to push with their diaphragm so the note smoothly swells and has shape.
· One of the tricky issues when it comes to learning rap is working out how the rhythms work with each phrase. One of the best things to help with this is to display the lyrics and underline the stressed syllables in the rap. Then run through the rap slowly, without the pitches at first. Make sure there is  consensus in your group on all the pronunciation. Practise this a few times through, before trying it a bit faster, and then add the pitch. Keep trying to speed up, little by little, until you get to the tempo of the track. Make sure you isolate any difficult passages e.g. ‘They hatin’ on me ‘cause I’m doin’ what they can’t’, which is twice as fast as the rest of the rap and needs to be practised slowly at first, and then sped up. Make sure jaws are nice and relaxed, and the diaphragms are engaged. 


	
	

	 AUTUMN 2

Odysseus

Something inside (so strong)

	WALT: Improvise and compose, with sound, playing around with pitch and rhythm to create a strong hook. 
WALT: Create fragments of songs that can develop into fully fledged songs. 
WALT: Listen and appraise, identifying the structure of songs and analysing them to appreciate the role of metaphor.
 WALT: Understand techniques for creating a song and develop a greater understanding of the songwriting process. 

Before you begin
· Talk about apartheid and its historical reference within this song.
· Listen to some gospel singing to familiarise singers with this vocal style.
· Follow the performance track of the song and discuss the message it carries.
· Get a feel for the structure of the song and see how choruses fit between the verses.
· Notice that the harmony parts sometimes act like a backing group, which is typical of the gospel style.
· Be aware that the ending (bar 66 onwards) has optional solo phrases and repeated sections to build up to a climax at the finish.
Teaching and rehearsing the song
· Tackle the second part (Voice 2), which enters at bar 45-54 and again at bar 63-66. You may want half the group to try this, or just try it with a small group. Bear in mind that the harmony part divides again for the final chorus (bar 66), so have enough singers to guarantee a sufficiently strong vocal line.
· Initally leave out the optional solo (bar 67) and learn the additional two parts to practice blending them together, so that the harmony sounds effortless with real gospel verve and passion!
· Allocate solo parts for bar 67 and the final bar.
· If your singers are up for it, have a go at the close harmony in bars 33 and 37. The two phrases are actually quite straightforward, musically, but your singers will need some vocal courage to hit the opening note and make the responses sound convincing and spontaneous!









Spring
	Topics:

	Musical learning

	Spring 1

Arabian Nights

TBC

	WALT: Sing a round and accompany themselves with a beat. 
WALT: Listen and copy back simple rhythmic and melodic patterns.

This beautiful, atmospheric song celebrates the triumph of light over darkness — it is for the major Indian festival Diwali, which is particularly significant in Hinduism. 


	Spring 2

Corey’s Rock

Whatever I do


	WALT:  Identify drum patterns, basslines, and riffs and play them using body percussion and voices.
WALT: Engage the imagination, work creatively in movement in small groups, learning to share and develop ideas. 
WALT: Develop listening skills and an understanding of how different instrumental parts interact (texture) by responding to each part through movement.

Getting started
· Listen together to the first minute or so of the song and ask the class to describe the message behind it. Ask them to use some adjectives to describe the mood of the music and how it makes them feel.
· Prepare voices for very high and low singing by doing some group yawning. Start high, mouths wide, sliding down to the lower register. Have fun – encourage some over-the-top yawning!
· This song has a high-pitched flute counter-melody in the verse. Explain to the class that a counter-melody is a different tune which complements and is played at the same time as the main tune. Play the backing-track – can they spot the counter-melody?
· Listen to the chorus (‘And whatever I do…’, bars 22–37). Notice that, in places, the parts echo each other; and, elsewhere, they all sing in block harmony, ie. with the same words/rhythms but on different notes.
Improving the sound
· The words of the chorus contain lots of repeated notes (on ‘whatever I do’, ‘make my journey’ and ‘take my place’). Concentrate on keeping the musical phrases smooth and flowing here, and avoid the temptation to accent the repeated notes.
· The song contains several jumps between low and high notes. Isolate tricky corners, such as ‘Like the sun I’ll shine my light,’ and sing them through slowly, encouraging the class to feel with their voices how to pitch the jumps between notes without sliding up to them.
· Ensure that children have a good posture, preferably standing. Their weight should be evenly distributed on the balls of both feet, and shoulders should be relaxed – not hunched or pushed right back. If the children are using the words, display them on the whiteboard or projector screen, so that they are not looking down and singing into their chests.
· Think about where singers are going to breathe. You’ll want the children to have enough breath to sing with power and control, and where possible to avoid interrupting the smooth musical phrases by taking a noisy gulp of air!












Summer
	Topics:

	Musical learning

	Termly song:

Floodland

Ain’t no mountain high enough

	WALT: Compose a gentle melody inspired 
WALT:  Sing accurately and with expression.
WALT:  Play an accompaniment using tuned percussion.


Listen up!
· Listen to the performance track. There are four bars of introduction before the singing begins. This introduction sets the lively tempo and style.
· Follow the words and the rhythms carefully for the ‘verse’ section.
· Listen out for and clap along to the percussion accompaniment, particularly the tambourine.
· There are two echo tracks to help you learn the parts, one for the melody part and one for the harmony part.
Tactics
· Begin by learning the chorus section, taking care with all the syncopations – ie make sure the words ‘high’, ‘low’ and ‘wide’ all come just before the strong beat.
· Clap a steady beat of four and say the words of the first chorus (‘If you need me call me … ’) in rhythm a few times to really get the syncopations, especially in bars 4, 5 and 7. You can ‘catch’ this rhythmic feature by working with the audio tracks. Do try it without the tracks as well to ensure that the pupils have really internalised the rhythms.
· Do the same with the rhythms in the second verse (‘Remember the day you set me free … ’), saying them over a steady pulse of four beats.
· The harmony part will add ‘authenticity’ to the chorus so do have a go at this - use the echo track (harmony) for help. The lower part begins on the same note that the verse finishes on (G) and then just moves in steps apart from in bar 13.
· Make sure you work on the ending, marking the rests in the right places.
· Try to keep your diction clear and precise.



	
Treason

Divorced, beheaded, died

	
 Objectives: 
• Compose a simple accompaniment using instruments. 
• Create and perform their own class arrangement.
 • Sing and play the melody 
 • Sing in a 4-part round accompanied with a pitched ostinato.


Listen up!
· Listen to a performance of Greensleeves from the Song Bank. Discuss the style of the music, and how this might have been heard at court in Tudor times.
· Listen to the performance track, and watch the Horrible Histories video of the song here – http://bit.ly/sixwives – what do children notice about the introduction?
· Discuss how the voice is used in the song, and the differences between singing and chanting.
· Talk about the purpose of the song and, in particular, why the words of the chorus (bars 5-12) have been written in the way they have.  What other songs do children know that help them to remember things.  There are lots in the Song Bank such as Moon round and Monkey memory.
Tactics
· Warm-up: prepare for the bouncy style by asking children to pat the beat on alternate knees. Then ask them to clap the rhythm of the words at the beginning of the chorus. Older or more experienced groups could split into two parts, half patting the beat and the other half clapping the rhythm, before swapping.
· Learn the chorus together, by listening to the performance track. Notice that the first half of the chorus has G-sharps …
Divorced, beheaded and died,
Divorced, beheaded, survived.
…whereas the second half has G-naturals.
I’m Henry the Eighth, I had six sorry wives,
Some might say I ruined their lives.
· The G-sharps are higher in pitch, and there may be a tendency for children to sing them slightly flatter (lower) than they should be.
· Don’t dwell too much on accuracy of pitch – this is a fun song, whose sing-along style is far more important than accuracy of pitch.
· This song is very ‘wordy’ – those for whom speech is difficult could be asked to focus on key phrases, such as the first two lines from the chorus, depending on the significance of the difficulty. They could also make contributions in other ways – see Extended ideas.
· With the children, count aloud the beats between the choruses and verses, (there are eight between the chorus and verse, eg. at bars 13-16, but only four between some of the verses, eg. bars 33-34). Once established, this need not be continued, but will help children to anticipate when to begin the verse.
· Learn the chanted verses (verses 1, 2, 4 and 5) one-at-a-time. Listen to the performance track a few times and then work through the chant together without the backing. Ensure that there is a strong sense of beat (eg. by lightly patting knees as in the warm-up), and address any issues. For example, children might be likely to rush bar 23, or to trip over the awkward rhythm in bar 55.
Extended ideas
· Music/History: perform the song with costume and movement. Use the Horrible Histories performance as a starting-point. Children will, in groups, enjoy choreographing actions for each of the six wives and Henry VIII.
· Music: add percussion instruments. Begin with the warm-up activity for ideas, though children will enjoy composing their own rhythm ostinato (repeated idea). Try using a hand drum, such as a tamborim, to play the beat, and a tambourine for the ostinati. Ask children to listen to the song with percussion played (a) only in the instrumental sections, (b) during other parts, eg. the chorus, and (c) throughout.  Which arrangement works best, and why?







