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The purpose of this paper is to introduce a Rock and Pop curriculum to be employed at
Notre Dame Collegiate, a publicly-funded Catholic School in High River, Alberta. This
curriculum will be implemented at the school as optional programming in the second semester of
the 2015/2016 school year for Grade 8 and 9 students as well as for High School students as a 5credit course. This document will explore the demography of the school and the community in
which it exists and outline the teaching context and resources. A philosophy of music education
that will guide all curricular decisions and the rationale for the inclusion of such a course at the
school will also be articulated within this paper. The template plan for instruction of the course
will be included, however will not include specific lesson plans, as the curricular context is of
significant importance and any changes must be accommodated by the teacher. Rather a sample
of practical application of the concepts in the curriculum will be attached to this paper to provide
an example of expected instructional strategies. While this paper will provide a curriculum for
only Grade 8 and 9 students and for a single year of instruction at the High School level,
expansion of the curriculum for second and third years of High School offerings will be designed
should this curriculum be deemed successful and enrollment demand such expansion.
Teaching Context
High River, a Community of Demographic Shifts
On June 20, 2013 the community of High River was struck with the most significant
natural disaster in Canadian history known as the “2013 Floods”. A study of the changes High
River has experienced as a result is necessary to determine the implications for education in the
community. I compared a national 2011 Census Report (Statistics Canada, 2012) to a 2015
Community Renewal Poll (Town of High River, 2014). The 2015 Community Renewal Poll had
some inaccuracies, yet provides a lens to the kinds of changes the community has undergone.
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The original population of almost 13,000 residents before the 2013 Floods dropped to just
under 7,000 residents post-flood. In the years leading up to the flood, over half of High River
residents had completed some education beyond achieving their High School Diploma, and
approximately one-fifth of residents had not yet achieved their High School Diploma, most of
those being of school age (Statistics Canada, 2012). Following the 2013 Floods, that statistic had
shifted completely, such that the majority of High River residents now have as their highest level
of education their High School Diploma (see Figure A1) (Town of High River, 2014). Prior to
the 2013 Floods High River also had, according to statistics of mean household income, an
economic disadvantage compared to other municipalities across the province, an issue
exasperated by the flood as almost two-thirds of the remaining residents have a household
income under that of the 2010 provincial averages (see Figure A2) (Statistics Canada, 2012;
Town of High River, 2014).
The Town of High River has articulated a high value on arts and culture, including music.
Recent economic development studies advise the community to capitalize on the possibilities of
investment in the Creative Industries sector (Town of High River, 2014). The community
currently plays host to a concert series of musicians who make their profession outside the
mainstream, a competitive music festival, Alberta Culture Days, and a vibrant arts scene that
takes place during the summer months, yet the capacity for the sector to grow is limited by a
number of factors, including a lack of investment in facilities to support year-round cultural
activities (Town of High River, 2014). Despite this, many musical activities take place in High
River throughout the winter months, including a classical concert series, religious music-making
activities, and Christmas and artisans markets where musicians are encouraged to participate. In
nearby communities such as Okotoks and Calgary, many more activities are possible, High River
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residents are drawn to those regions as well (Town of High River, 2014). Cultural and economic
interest in arts and culture are countered by statistical indications that the majority of High River
residents include those who make less than $40,000, have only achieved their high school
diplomas, or are senior citizens, and therefore are less likely to support the Arts, and by
extension musical activities (Statistics Canada, 2012; Town of High River, 2014; Alberta Culture
and Tourism, 2015). In a community where support of musical activities is minimal, financial
support for music education initiatives and programs will be more difficult to locate. In spite of
the economic disadvantage, interest in developing the Creative Industries, including musicmaking, exists and places a demand for developing strong music education programs to support
that interest and counter the economic challenge.
A Temporary Foreign Worker (TFW) program that exists in Canada is used heavily by
the local meat packing plant, and has had a significant impact on the town’s population in the
past decade even before the 2013 Floods. As residents left High River following the flood, TFW
families continued to arrive exasperating the cultural shift in the community. As a result, even
though High River still remains a predominantly English-speaking community, the
representation of other cultures is widely and evenly distributed (see Figure A3). Those who
originate from a country with a focus on Catholicism are very likely to have their students enroll
at Notre Dame Collegiate or its feeder school Holy Spirit Academy.
The 2015 Community Renewal Poll did not provide any data with regards to TFWs. The
poll reported that very few people identified English as a secondary language, a reflection of the
limitations of the poll. For those who do not identify English as their primary language in High
River, it is likely that their exclusion from the poll, unintentional as it was, would also have an
effect on the data regarding income. For certain their exclusion impacts the analysis of cultural
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background, so we must rely more on the school-specific data to discuss that aspect of the
student body.
Notre Dame Collegiate’s Music Education Program
In High River approximately one-third of students attend schools in the Christ the
Redeemer Catholic School Division, with slightly lower proportion of enrollment in the Senior
High grades (Alberta Education, 2014). 344 students were enrolled at Notre Dame Collegiate in
the 2014/2015 school year, up from 280 in the 2005/2006 school year, and projected to increase
to an enrollment of 380 students in the 2015/2016 school year. Enrollment in the music
education offerings at the school have ranged from 25% to most recently 37% of the student
body. Prior to 2010 the school community was largely homogenous, mostly including students
of Western-European descent. As of the 2014/2015 school year the proportion of EnglishLanguage Learning (ELL) students increased significantly to over one-third of the student
population, the majority of whom are Filipino in origin (see Figure A6). Filipino culture is a
largely pluralistic culture, and while the majority of students who arrive from the Philippines
originally lived in the more populated areas, those who lived in the less populated areas have
developed their own sense of musical rhythm that departs from both mainstream music and
music of Western European origin (Anacin, 2014). Cultural diversity at the school will impact
the music program considerably as ELL students make up approximately 50% of the school’s
music program enrollment.
Notre Dame Collegiate’s musical education program has only existed for the past 15
years, the past 10 under my direction. The only courses consistently offered at the school have
been the concert bands, consistent with other music programs in Alberta (Wasiak, 2013). The
concert band courses include one at the Grade 7 level, one for combined Grade 8 and 9 students,
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and one for all Senior High students, each offered throughout the school year every other day in
80-minute sessions. The Senior High level concert band was for the first two years of the past
decade offered only outside of school hours (see Figure A4), however under threat of significant
attrition was placed inside the regular school schedule in the 2007/2008 school year where it has
remained. The significant decline in enrollment in the following years were the result of two
issues; the efficacy of the concert band program was measured considerably by its success in
competitive music festivals (Regelski, 2006; Myers, 2008), and the introduction of the ELL
population for whom the concert band methodology was not serving sufficiently, a fact discussed
in more detail later in this article.
Also offered at the school throughout the last decade is an extracurricular “jazz” option,
offered in a “Big Band” style for Junior High students, and up until the 2013/2014 school year as
a small jazz ensemble or “Combo” for the Senior High students, again offered throughout the
year, however only once per week for 90-minute sessions. Enrollment in jazz has steadily
decreased with the exception of the 2009/2010 school year, where a unit of musical study in the
Grade 7 concert band that focused on jazz had a direct impact on the enrollment in the following
year (Windsor, 2013). An extracurricular musical theatre program was offered for six years and
was subsequently replaced by a strictly theatrical program. A Music-Through-Technology
course was introduced to accommodate shifting student interests, but only offered in a single
semester each year every other day, as is common for all optional courses at the school, and on
occasional years it was not offered. A choral course was also offered for a single semester inside
the schedule for the first two years of my employment. A community member chose to offer a
choral course outside the schedule from 2011 to 2014 in response to the significant increase in
the Filipino population at the school and their interest in vocal music. This choral program saw
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diminishing enrollment due to inconsistency with the instructional team and a waning interest in
the repertoire which did not resemble the genres they were hoping to perform (Schmidt, 2005).
Most recently a steel pan course was introduced outside the schedule running throughout the year
once per week for 90-minute sessions, again in response to the shifts in demographics and
student interests (Windsor, 2013). This steel pan course, as well as a community steel pan
ensemble offered again throughout the school year, was made possible by a grant from the
school division to purchase the instruments. A donation from a parent fundraising organization
supplemented the grant to provide the school with a full complement of pans to offer a course on
the instruments, and both the student and a community steel pan ensemble meet once weekly for
90-minute rehearsals outside the timetable.
Three prominent music programs exist at the Junior- and Senior-High levels in High
River coinciding with the schools that exist in the community. Notre Dame Collegiate, being the
community’s youngest school, has used the music program as one of its community outreaches
in hopes of elevating its profile. Each year I produce a concert with the school’s concert bands at
the end of September for Alberta Culture Days celebrations, and am the only school music
director in the community to contribute performers to that event. Our steel pan ensembles and
jazz bands contribute to many other community activities such as Farmers’ Markets, Christmas
fairs and parades. Ours is also the only school that registers students as solo or duet performers
in the local competitive festival. While certainly the music program is seen as contributing to the
community, less focus has been placed on the needs of the students, an issue discussed by other
scholars in similar circumstances (Bowen, et al., 1929; Sherburn, 1949; Jones, 2007).
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A Philosophy of Music Education
Approximately five years ago, I faced a philosophical crisis in my music programs.
Enrollment in my band program was dwindling. I steadily increased my efforts on advocacy
while focusing on high quality performances, yet the return on the investment of my time and
effort diminished. I was forced to face a reality that, as Reimer once articulated, “there is a
positive relation between the efforts we have to expend on advocacy and the level of irrelevancy
of what we offer” (2005, p. 141). What I realized is that neither my students, parents nor my
staff were able to “perceive tangible links between school arts experiences and the lasting
intrinsic values of arts education” (Myers, 2008, p. 50). Since that time, I regularly review what
I teach and how I teach it, beginning with the questions “what is music, and what do musicians
do”, such as Thomas did as a precursor to the Manhattanville Music Curriculum Program (Moon,
2006, p. 76), and as is discussed in defining praxialism in music education (Elliott, 2009).
Many others have explored definitions of music that extend beyond the concrete
viewpoint that music is simply historical artifacts that represent sound (Elliott, 2009). Music is
sound in community, and the creation and development of that community (Jorgensen, 2002).
Music is a form of expression of concepts and emotions for which words may not suffice
(McCarthy & Goble, 2002; Elliott, 2009). Music is a temporal “aesthetic experience” (Alperson,
1991, p. 219) with its own intrinsic value. Music is contextual, and can never be duplicated in
exactly the same way with the same motivations and the same implications (Regelski, 2002;
Paynter, 2002). However none of these definitions treat music as an activity, an approach
championed by Small, but rather focuses on musical objects. Musicking is the action taken to
produce historical artifacts, develop community, create through improvisation, dance along with
sound, convey a message and study music on its own merits in non-replicable musical moments
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(Small, 1998; O'Toole, 2000). The perception and activities of music is also an innate quality of
all human beings that they experience throughout their lives (Regelski, 2006; Jaffurs, 2004;
Elliott, 2009; Myers, 2008; de Quadros, 2012; Small, 1998).
Small’s “theory of musicking” (Small, 1998, p. 12) has as its foundational principles that
musicking must work cross-culturally, engage in a cultural dialogue between participants and
musical traditions, and be situated in contexts that must be interpreted. In this way Small also
discusses the best environment to explore a musically creative process in a collaborative way
(Small, 1998). Small’s theory of musicking is more robust than praxialism, which is a term used
to describe the couching of the actions of music-making within specific contexts, in that the
concept of “musicking” expands upon praxialism to include the application of social and
political constructs that can influence the experience and the intended messaging, whereas
praxialism tends to focus only on the performers, and separate the original creators and the
audience from the act of making music (O'Toole, 2000). Therefore, “musicking”, although
praxialist in foundation, enables the instruction of music in a culturally sensitive and
empowering way (Small, 1998; O'Toole, 2000). Small’s theory also aligns well with the ideal
that music belongs to all people, and so everyone should explore their innate musicality (de
Quadros, 2012; Palmer & de Quadros, 2012; Small, 1998). In praxial musicking instruction,
curricular decisions must involve all participants so as to properly ensure that action “is
embedded in and responsive to a specific context of effort” (Elliott, 2009, p. 14), in this case the
unique identities each student brings with them. In a school with a breadth of cultural
backgrounds, a divergent preference set from Western European traditions of music, and a
significant desire to be a part of and develop community, such a theory of what music is must be
the basis for that school’s music education program (O'Toole, 2000).
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Understanding music education from the perspective of music as an activity is a
departure from the rationale used in North America until recently, including at Notre Dame
Collegiate (Regelski, 2009). Music has been used in education for many ancillary purposes,
including as a means of developing musical communities, to perpetuate and sometimes transform
musical traditions, for social means to improve and benefit society, and to enrich culture or
ennoble the masses, and I am not immune to many of these rationale (Jorgensen, 2002). In
Alberta, the current music education curriculum tends more to perpetuate Western European
musical traditions (Wasiak, 2013) through a concert band “methodolatry” (Regelski, 2002, p.
111). In each of these circumstances the last ones to be considered are the students themselves.
These ancillary goals for music education are those that Regelski discusses when he states “any
teaching that regularly ‘turns off’ students (to certain kinds of music, to continued study, etc.),
amounts to harm done” (2012, p. 13).
A system of music education must not allow such “conceptual imperialism” (Goehr,
1989, p. 58) perpetuated by any conservative philosophy of education that encourages the
depositing of musical “great works” (Regelski, 2009, p. 224) to purvey (Regelski, 2009; Goehr,
1989; Tanner & Tanner, 2007; Koza, 1994; Palmer & de Quadros, 2012). To be truly effective
music education offerings must be reflective of the community in which it exists, especially
where the student body is a diverse one as is now the case at Notre Dame Collegiate (Jones,
2007; Myers, 2008; Tanner & Tanner, 2007; Palmer & de Quadros, 2012). In spite of the fact
that High River has suffered a significant trauma and undergone significant demographic
changes, the idea of reconstructing the community through music runs the risk of ignoring
segments of the population as the recent Community Renewal Poll did (Town of High River,
2014), and in doing so perpetuate that form of conceptual imperialism (Tanner & Tanner, 2007).
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The unique circumstances Notre Dame Collegiate has with the dramatic changes following the
flood has no precedent and therefore no research to support instructional decisions, so an
experimentalist viewpoint of what music education can be would be inappropriate (Tanner &
Tanner, 2007). Only the philosophy of educating for lifelong musicking activity draws a balance
from a variety of student-centered theories so that learning is contextually situated and therefore
relevant. By being contextually situated, students can then make connections between musical
concepts and activities and their own lived realities, empowering them to be collaborative,
creative and culturally sensitive, and to more fully explore the innately human quality of
musicality throughout their lives (Elliott, 2009; Regelski, 2006; O'Toole, 2000; Abrahams, 2005;
Schmidt, 2005; de Quadros, 2012; Palmer & de Quadros, 2012; Small, 1998).
I have previously stated my philosophy that “music education has as its most
fundamental purpose the development of students as lifelong musickers” (Windsor, 2014), to
which I would offer a slight alteration to ensure every student, regardless of background, is
included in that statement (de Quadros, 2012). This statement is based on a framework of
critical pedagogy in music education in which education has as its fundamental purpose the
empowerment of all people to become more fully human (Apple, 2014; Freire, 2000; Abrahams,
2005) and that musicality is hardwired into what it means to be human (de Quadros, 2012). I
believe that viewing music education through a praxial view of “musicking” is the best method
of guiding students through the process of “conscientization” (Freire, 2000, p. 109; Schmidt,
2005, p. 6) by providing a student-centered democratic learning environment in a way that
honours the uniqueness of each individual involved, and empowers students to more fully
explore their identity throughout their lives through the innately human activity of music-making
(Abrahams, 2005; Schmidt, 2005). Musicking instruction must empower all participants to
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engage, question, challenge, contextualize, create, develop and collaborate in musicking activity
(Abrahams, 2005; Schmidt, 2005). A system of education that operates under this philosophy
must involve systematic scaffolded instruction on how to do each of those activities through the
use of relevant content, theory and skill as tools for deeper musicking (Schmidt, 2005; Palmer &
de Quadros, 2012).
Rationale
The rationale is synopsized for consumption by policy-makers in the form of a video,
found as Appendix F. While this video provides a synopsis, the full basis for the decisions that
led to the development of this curriculum are discussed in detail herein.
Melding Philosophy with Policy
Policy regarding music education as part of Fine Arts programming at Notre Dame
Collegiate exists in two forms; explicit and implied. The explicit policy is defined
predominantly by Alberta Education through Ministerial Orders, provincial curricula, and in the
province’s Guide to Education. According to the most recent Ministerial Order, the overarching
principle of education in Alberta is to empower students to become “engaged thinkers who are
ethical citizens with an entrepreneurial spirit” (Alberta Education, 2013). Engaged thinkers
students are to “think creatively” (Alberta Education, 2013), and students with an entrepreneurial
spirit are to develop the ability to innovate. The Ministerial Order does not explicitly indicate
these are skills attributable to music, nor that music should be the vehicle to instruct these skills,
so we defer to research linking music education with the development of the skills of creativity
and innovation (Benedict, 2006; Colwell, 2005; Hope, 2010; Partnership for 21st Century Skills,
2007). Also, engaged thinkers and ethical citizens are expected to develop skills of
communication in a way that respects the contribution and uniqueness of every individual in the
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interaction (Alberta Education, 2013). This skill is better known as collaboration, and is
intrinsically linked with musical activities (Henneman, Lee, & Cohen, 1995; Kaplan, 2014;
Windsor, 2015). An emphasis on students as “lifelong learners” is also included in the
Ministerial Order, and emphasized multiple times in the province’s Guide to Education (Alberta
Education, 2013; 2014).
The provincial curriculum for music education, as well as for other arts programs,
indicate in its preamble that music is “partly developed from the insights and interests of those
involved” (Alberta Education, 1988), indicating a recognition of the need for contextualized
music instruction. The curriculum also states that music is “partly derived from tradition”
(Alberta Education, 1988) without specifying which tradition music derives from, suggesting
that each program should respond to the local music ethnography, yet the standards articulated in
the curriculum are decidedly of the Western European tradition (Wasiak, 2013; Regelski, 2006;
Bradley, 2007). Although the curriculum indicates that music should be offered “throughout the
grades” (Alberta Education, 1988) that expectation is disconnected from the implementation
guide that states all arts including music are listed as optional after Grade 6 (Alberta Education,
2014).
There is no explicit policy specific to music education for Christ the Redeemer Catholic
Schools or for Notre Dame Collegiate with the exception of a reference to “excellence in …
extra-curricular activities” (Notre Dame Collegiate, 2014) to which all optional programming
would be relegated. As a result all policy regarding music education is implied by how it is
implemented historically. At Notre Dame Collegiate, as throughout the school division, musical
education programs are available at all grade levels and “creativity permeates the district”
(Schille, 2015).

Rock and Pop: A Curriculum for Developing Lifelong Musickers
Joel Windsor

Page 14

The explicit policy for music education at the provincial level and implied policies
regarding music education at Notre Dame Collegiate coincide with my philosophy in terms of
instructing for creativity, collaboration, sensitivity to context and lifelong learning. Explicit
policy also aligns with my philosophy of music education on empowering all students through
relevant and culturally sensitive instruction, however implied policy does not align on those
points. This Rock and Pop course will shift the implied policy to realign with the explicit
provincial policies by making musical learning more available to all students and not just those
enrolled in concert band, as well as using content that is more relevant to the students and avoids
conceptual imperialism. Instructing students to music as an activity will be the manner in which
each of these policies will be realized.
A Musical Ethnography of Notre Dame Collegiate
Many of the decisions regarding Notre Dame Collegiate’s music educational
programming has been influenced by the demographic shifts of the student body from largely
homogeneous to including a large component of ELL students. Further, there are many students
(just under one-half) who identify as non-Catholic, so religious music that centers around
Catholic ideals tends to alienate those students. As a result a wider array of musical offerings
have been provided to students that escape the concert band “methodolatry” (Regelski, 2002, p.
111) over the past few years. The school introduced a choral program with the intention of
meeting the desires of the ELL population, however interest waned as the course focused on
literature in the Western European tradition, so ELL students unofficially deemed the course
irrelevant in a similar manner as other educators have experienced (O'Toole, 2000; Bradley,
2007; 2012; Schmidt, 2005). In the effort to avoid even accidental conceptual imperialism, any

Rock and Pop: A Curriculum for Developing Lifelong Musickers
Joel Windsor

Page 15

musical offerings that are to be deemed relevant by the student body must reflect their interests
and their musical learning demands (Schmidt, 2005; Regelski, 2006).
In a survey of Grade 7 students, nearly every student placed at least some value on
listening to music, and approximately 75% of them placed at least some value on playing or
performing (see Figure A5). A differential should be noted between those that value playing or
performing music and the 54% of Grade 7 students who actually enrolled in a music course,
indicating students not enrolled in concert band prefer to participate in informal musical learning
experiences rather than formalized musical learning at the school, an issue discussed by other
music educators (Campbell, 1995; Jaffurs, 2004; Regelski, 2006). Most of the students prefer
Rock ‘n’ Roll, and many also enjoy genres of the Pop variety (see Figure A7). Interesting to
note is many also enjoy band-related music, which is most likely a reflection of their
participation in the concert band offered at the school, whereas preferences of other genres will
more likely be due to their informal musical experiences (Schmidt, 2005). When asked
specifically what types of musical offerings students wanted to see at the school, the most
common requests were “guitar”, “piano” and “Rock Music”, followed closely by various genres
of electronic music such as Pop, K-Pop and Dubstep, also reflected in a survey in 2013 that
resulted in the introduction of the Steel Pan course at the school (Windsor, 2013). Students also
listed “singing” but never listed “choir” as a desired musical offering. While some students also
requested ethnomusicological courses and dance classes, it is obvious that the styles of music
and instrumentation considered most relevant by students are those related to the Rock and Pop
musical genres.
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Engaging and Ethical Music Education
Regelski discusses “virtue ethics” (Regelski, 2012, p. 16), an aspect of professionalism in
music education where educators not only avoid causing harm to students, but that they ensure
musical learning is notable and consequential (2012). Musical learning therefore must be
relevant, constructive and, as Regelski states, not “turn off” (2012, p. 13) students to such
instruction. Wasiak points out a history of regularly turning students off from music instruction
as evidenced by the fact that only 10% of high school students participate in school musicking
activities in Alberta (2013). In Notre Dame Collegiate, students find various musical learning
opportunities to be irrelevant, and therefore do not engage in it, causing dwindling enrollment
such as was seen in the diminished concert band enrollment in 2010 and the lack of sustainability
in some jazz and choral classes (see Figure A5).
With ELL students making up 50% of musical enrollment at the school, the steel pan
ensembles were also introduced to address the “Whiteness” (Bradley, 2007) the concert band
methodology disseminates, however unintentionally perpetuated the issue. Many of the ELL
students were familiar with the steel pan instruments and the styles of music and rote musical
learning associated with it (Anacin, 2014; Tanner C. , 2006; Windsor, 2013), so were expected to
enroll in the steel pan ensembles, yet they did not. As many of the ELL students were children
of TFWs, those students were unable to attend any class that took place outside the regular
timetable as they had no means of travel and could not afford the fees (Ngo, 2009).
Unintentional as this outcome was, it perpetuated the accessibility of only the least relevant
musicking opportunities for ELL students at the school. Rock and Pop will address this
accessibility as it is offered during the regular schedule and with minimal fees.
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The Rock and Pop curriculum will also address other obstacles to educating ELL students
in music. ELL students must contend with a language barrier, as well as a lack of familiarity
with the instruments most commonly taught in formal music education courses such as concert
band (Ngo, 2009). Assessment practices will be designed in such a way that students are not
penalized for a lack of base knowledge, but rather rewarded for their musical development.
These issues are discussed in more detail later in this paper.
Zones of Proximal Development and Partly-Guided Instruction
Decisions about how to deliver musical instruction will avoid a formalized instructional
perspective, yet mediate an informal learning environment as well (Campbell, 2001; Jaffurs,
2004). Campbell states that musical transmission can take place in three forms; formal,
informal, and partly-guided instruction (Campbell, 2001). In formalized education the teacher
retains control over curricular decisions and runs the risk of allowing their own musical identity
to override those of students. In informal instruction students are provided complete control over
curricular decisions, but here there is no requirement to expand their musical viewpoints and
understandings. The concept of partly-guided instruction, where an “on-site transmitter” (as
cited in Jaffurs, 2004) provides a level of mentorship and expertise without retaining complete
control over curricular decisions (Campbell, 2001), aligns well with Vygotsky’s concept of a
“zone of proximal development” (Miller, 2011, p. 178). Vygotsky explains that students develop
most effectively and efficiently if engaged within their current capacity of knowledge, skills and
attitudes and challenged in a collaborative way by a mentor or more knowledgeable and
experienced colleague (Miller, 2011). Avoiding taking students completely beyond, and
preventing them from experiencing music solely within, their zone of proximal development will
nurture their development more relevantly as well (Campbell, 1995; 2001; Jaffurs, 2004). To
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achieve this partly-guided scenario, students will be grouped according to similar skill and
knowledge levels to ensure all students are engaged within their zones of proximal development,
and the role of the teacher will be as that on-site transmitter as the students music.
The teacher must not retain control over the musical resources, but simultaneously must
ensure every voice is heard and included in the final decisions in order to guarantee a
collaborative experience, as opposed to simply a cooperative one with oppressed, underrepresented participants. Students will explore their collaborative skills by being situated within
their zones of proximal development in their collegial interactions with myself as the on-site
transmitter to guide them in the collaborative process. Not only is this a curricular goal, but it is
critically important where ELL students do not necessarily have the verbal capacity or
confidence to articulate their interests with their English-speaking friends (Ngo, 2009), such as is
the case at Notre Dame Collegiate. ELL students have experienced this oppression in the concert
band class when they simply acquiesced to the will of their English-speaking colleagues to not
appear invasive when the student musicians were given license to select a piece of music for
performance. As the on-site transmitter I will mediate group activities to ensure that true
collaboration and therefore equal representation of every student is reflected in the musical
selections.
Genres of music will be explored with students in reverse chronological order to more
relevantly address the students’ zones of proximal development. Students at Notre Dame
Collegiate are most familiar with and find most relevant Rock and Pop music with an emphasis
on Pop music due to the students’ age and the fact most ELL music students were most exposed
to Pop music in their home countries (Anacin, 2014). Students’ familiarity with such genres
constitutes their prior knowledge, and is situated comfortably in their zones of proximal
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development. Scaffolded instruction will begin from that prior knowledge and layer into the
students’ understandings the social constructs and influences on music that predicated their
more-familiar musical experiences. Likewise students will begin with basic instrumental
performance skills and basic musical concepts and develop in a scaffolded way to expand upon
their zone of proximal development, recognizing that musical meaning is more fully realized
when integrated with the development of musical skill and knowledge (Palmer & de Quadros,
2012).
Standards and Assessment
The standards of musical learning and measurement of student achievement will be based
on the Core Music Standards (CMS) as presented by the National Association for Music
Education (National Association for Music Education, 2014). These standards are focused on
“lifelong goals, artistic processes and creative practices” (National Coalition for Core Arts
Standards, 2014, p. 2) in arts learning including musical learning, and that such learning takes
place within specific contexts and under certain influences. As the standards focus on the
processes and practices, they direct attention to the act of making music, or rather on musicking.
They measure the students contextualized musicking activities as evidence of the ability to
engaging in such activities throughout their lives, and as a result are a perfect match for the
philosophy that underlies this curriculum. Further, CMS have been articulated explicitly for
Guitar/Keyboard/Harmonizing Instruments and for Ensembles, both applying directly to this
Rock and Pop curriculum.
CMS state the expectation that Grade 8 students (who are combined with Grade 9
students at Notre Dame Collegiate) will achieve at least an Intermediate level (on a scale of
Novice-Intermediate-Proficient-Accomplished-Advanced) in each of the objectives by the end of
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the course, and High School students in their first year will achieve a standard of Proficiency as a
minimum. However, as this course has not been previously offered, assessment of student
achievement will be scaled according to a “Musicking” rubric appropriate to the grade level to
accurately reflect their rate of development in each of the standards. Students will likely begin
the course with a novice level of skill as well, and while specific skills are not articulated in
CMS, there is a necessity for skill development to help students fully realize the context and
purpose for their musical activities (Palmer & de Quadros, 2012). Rubrics will also aid in the
assessment of those skills as students progress to an Intermediate level of ability for Grade 8 and
9 students, and to a Proficient level of ability for High School students.
Students are familiar with cumulative assessments, such that if a student is awarded 60%,
65% and 75% on three assignments they will be given a median course mark of 67%. The
challenge with such an assessment technique is students are penalized for any lack of skill or
unfamiliarity with the music, instruments, creative processes or expectation of collaboration they
have at the outset of the course. At Notre Dame Collegiate this will likely impact any student
who has experience in one genre but not the other, such as with the ELL students who have
largely been exposed to only Pop music and little to no Rock music (Anacin, 2014). With the
use of rubrics such as Appendices D and E, student marks would be reflective of their progress at
the end of the course to accurately reflect their development, and feedback would be provided to
the students regularly to help them self-assess. In informal learning environments students
would be self-critical and self-assess using arbitrary techniques. In this partly-guided scenario
students’ intrinsic motivation would remain, however the articulated standards and skills would
provide more clarity for the students and their understanding of their own development, another
form of conscientization. By reflecting the informal learning experience more closely, students
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will continue to experience the kinds of musicking activity they can enjoy throughout their lives
(Jaffurs, 2004).
Facility, Community Resources and Equipment
Notre Dame Collegiate’s music facilities include only the music classroom and a
computer lab. The music classroom does not, as of yet, have practice rooms available, although
that is a notable deficiency reported by a consultant in a recent Fine Arts review of the school
division (Schille, 2015) that is being addressed presently. The music classroom provides access
to a full percussion section with two drumsets, three full-sized electric pianos, a few guitars, a
full complement of concert band instruments and a set of steel pans. Should the need arise for
students to rent missing instruments, there are three stores in the nearby city of Calgary who
already service those needs for the school. There has also been a great deal of investment in
professional audio equipment including sound boards, microphones, speakers and amplifiers,
cables and recording equipment, and interactive whiteboards were recently added to the
classroom as well. Some other equipment for exploratory purposes exists as well, including a DJ
controller for use with software available in the computer lab, as well as a small set of MIDI
controllers for similar use. Most software used by students is open-source and therefore free,
including Audacity®, Virtual DJ and the Google for Education suite of applications, however
studio licenses for SmartMusic® and NoteFlight® are both purchased for the school’s music
education program annually. The only performing facility in the school is a gymnasium with
raised theatrical space that is neither conducive to appropriate acoustics nor audienceship,
however this space is regularly used for all musical performances.
Resources in the community revolve around mostly private music instructors and
performance opportunities. There are a large number of private piano, voice and strings teachers
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within the community of High River. Expanding to the neighboring community of Okotoks that
number of private instructors increases, yet only a handful of private instructors offer guitar or
percussion instruction. There are very few public performance facilities designed for music,
with community halls and churches being the only buildings available. Outdoor performance
opportunities are readily available, with two outdoor stages, multiple green spaces and parks, and
a street in downtown High River that has been designed to be closed to traffic for the purposes of
community activities such as artisans markets. Each of these outdoor venues are dependent upon
the weather and the ability to transport equipment to and from those locations, and so tend only
to be available for 3 months out of the school year. As discussed previously in this paper,
financial resources in support of music programs cannot be depended upon, however the
community has an obvious desire to provide as many opportunities as possible for musical
activity, and does so through volunteerism (Town of High River, 2014).
Curriculum Map
This proposed curriculum applies to a course that will be offered only during the second
semester beginning in February of 2016 as an optional musical offering every other day for 80minute classes. For Grade 8 and 9 students, this curriculum and the second-semester scheduling
aligns with the Junior High General Music Program of Studies and the expectation that a 75-hour
approved optional course be offered for students (Alberta Education, 1988; 2014).
For High School students, the course does not align with the General Music 10 Program
of Studies, so either must be approved as a new Locally Developed Course (LDC) or align with
an already approved LDC. An already-approved LDC outline for a 5-credit Rock and Pop
course exists, however expires prior to implementation of this proposed curriculum (Christ the
Redeemer Catholic Separate Regional Division No. 3, 2014). In anticipation of the need to
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replace the expiring LDC this proposed curriculum must also meet the need for 5-credits, which
translates to 125 instructional hours were it not for the fact the school offers Self-Directed
Learning (SDL) opportunities allowing for flexibility in meeting that criteria (Alberta Education,
2014). SDL sessions are offered four days per week for 25-minute sessions and can be used to
provide background instruction for the content and skills of the course during the first semester,
and to enhance the learning already taking place during the second semester. Grade 8 and 9
students will also be given the opportunity to participate in these SDL sessions. SDL sessions
are accounted for in the curriculum maps in Appendices B and C.
Curricular Content
The content of the course is largely dictated by adherence to the partly-guided
instructional philosophy, zones of proximal development, and the need for contextualized
musicking activity throughout the course as discussed previously in this paper. Content selected
must reside within, yet near the furthest ranges of, students’ zones of proximal development and
must be relevant to the students’ backgrounds and interests (Regelski, 2006). Rock and pop
genres are those that Notre Dame Collegiate students articulated the most interest in and
experience with, making such content most appropriate for addressing students zones of
proximal development. As the on-site transmitter, I will help them explore the context of the
creation of music in those genres as a way of gradually expanding their zones of proximal
development within Rock and Pop as well as in the musicking for a purpose in performance. All
curricular content must meet these criteria to ensure optimal student development in musicking
activity. (Campbell, 2001; Jaffurs, 2004; Miller, 2011; O'Toole, 2000; Palmer & de Quadros,
2012; Small, 1998)
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Skills and Concepts
As indicated previously, this curriculum will arm students with the skills and
understandings to be used as tools in their musical activities both during their time in school
musicking and throughout their lives (Palmer & de Quadros, 2012). Very few resources exist for
Rock and Pop curricula in North America (Hebert & Campbell, 2000), so I derived the skills and
concepts for this curriculum from the current, yet expiring, LDC for Rock and Pop and aligned
them with the Core Music Standards (Christ the Redeemer Catholic Separate Regional Division
No. 3, 2014; National Association for Music Education, 2014). The skills focus on technical
proficiency on guitar, bass guitar, keyboard, drumset or voice, instruments for which there are no
criteria in the currently adopted curriculum for instrumental music in Alberta (Hebert &
Campbell, 2000) (Alberta Education, 1988). For example, a student guitarist will be exposed
first to basic chords performed in simple down-up strumming patterns, and developed to the
point where students will be able to perform Travis picking style. Similar skills will be explored
with keyboardists including solid and broken triads as well as open and closed voicings. The
concept of notation will progress from the simplistic Pop chord notation as is often found on
many chord charts with lyrics on the internet, and expand through chords with altered tones,
rhythmic notation, tablature and Western European notation, all the while examining the
advantages and disadvantages of each. Basic forms including simple ternary and 12-bar blues
are discussed in the Grade 8 and 9 curriculum, and further forms are discussed including rondo,
theme and variations, and more complex ternary forms in the High School course.
Creativity and Collaboration
In recognition of research indicating creativity and collaboration are skills that can be
systematically developed, this course endeavours to do exactly that (Hope, 2010; Henneman,
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Lee, & Cohen, 1995; Kaplan, 2014). While students arrange a selection of music performance,
they will also experiment with simple and unique melodic motifs. As the course progresses,
students will learn to plan a melodic excerpt that can be used within a specific performance
context. Compositional skills could be scaffolded in subsequent years from that point.
Collaboration begins with each of the students becoming self-aware with regards to their own
personal interests and skills by completing an “Anonymous Music Snapshot”. Each student
would then be involved in a process of grouping these snapshots according to similarities. The
result will be groups where students can share in their musical development equally after having
recognized the talents and interests of one another. Collaborative activity continues to develop
to a point where all students in a group are contributing musical ideas for a common purpose
while empowering one another to use and develop each individual’s unique skills (Abrahams,
2005). In the design of the second- and third-year High School Rock and Pop curriculum skills
in creativity and collaboration would match the appropriate CMS levels of Accomplished and
Advanced.
Contextualized Musicking and Musicking with a Purpose
Recalling from earlier in this paper that the concept of musicking is a praxialist theory, an
important component of praxialism is the situating of the musical activity (Elliott, 2009; O'Toole,
2000). Therefore as part of the musical selection process for each group of students they must
research the social influences and constructs of the time in which the music was originally
created, concepts that would not be discussed in many other music curricula (Hebert &
Campbell, 2000). Contrary to the currently-approved Rock and Pop course (Christ the Redeemer
Catholic Separate Regional Division No. 3, 2014), the historical context of modern music is
explored in reverse chronological order to maintain focus on that content which is most relevant
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(Hebert & Campbell, 2000). As an example, one song that may be selected by a student is
“Shake It Off” as recorded by Taylor Swift, a pop song that has a relatively simple form, simple
chord relationships, and a repetitive nature that will reside easily within a novice’s zone of
proximal development. Following exploration of that song, students can be introduced to one of
Taylor Swift’s first hits as a Country Rock musician, “You Belong With Me” which has a
slightly more complex set of chords, opportunities to teach tablature and for creative exploration
through improvisation, and opens students to a discussion about Taylor Swift’s musical origins
and the influences she has had that has caused her to become a crossover artist.
The situating of the musical activity is further learned and rehearsed through studying the
audience students are expected to perform for. Having already researched the social constructs
that form the context of the original creation of a song, they will also place their own
performance of that song in the context of the message they wish to convey, their own
understanding of how the audience is likely to perceive that message, and any accommodations
to ensure their performance is effective. Students may review how other artists, such as Taylor
Swift, have adjusted their performances to a specific audience, as Swift did in her recent
Edmonton performance (Sperounes, 2015). A student who, in a SDL session (as discussed in the
Curriculum Map) worked on an adaptation of Avicii’s “Wake Me Up” in the audio file in
Appendix G, provides an example of such a learning process. Having researched the context of
the song’s creation, the student adjusted her performance of the song to suit a specific message
for a performance at a talent show while also considering the skills of her partner musicians.
Students learn to contextualize their own music through the actual activity of performing for
others and responding to the performances of others in a critical fashion. Through learning to
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contextualize their musicking activity they can reapply these methods to contextualize any
musicking activity they do throughout their lives.
Summary
My Rock and Pop curriculum conforms to a philosophy of music education that seeks to
empower all students to become lifelong musickers. I systematically mapped out the instruction
of the necessary skills, concepts and attributes to be able to engage in music-making activities
with others in a relevant, meaningful and expressive way throughout their lives. My curriculum
also conforms to standards currently being adopted by educational organizations throughout
Canada and the United States, and prepares for Alberta to adopt similarly-designed standards.
The design of this curriculum purposefully avoids dictating a specific method of music-making,
and rather values the democratic methods of collaborating for a common purpose with the
teacher in a mentorship role. Relevant music-making activity for students is also given
significant importance in the design of this curriculum, and the scaffolding of instruction based
on relevancy is expected throughout the delivery of this course. My curriculum is also uniquely
designed for application at Notre Dame Collegiate, taking into account student interests,
backgrounds, and changing demographics as well as the opportunities and challenges the
management of the school provides. Students who participate in this program will be exposed to
a truly unique musical learning experience that values their individuality and identity formation
while empowering them to music well into the future.
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Appendix B - Curriculum Map – Grade 8/9 Rock and Pop
Timeline
Pre-February
(3 or 4 weeks of
25-minute Flex
Blocks)

February
(7 x 80-minute
classes)

March
(8 x 80-minute
classes)

April
(9 x 80-minute
classes)

May
(10 x 80-minute
classes)

June
(5 x 80-minute
classes)

Content

Skills

 Select an instrument from guitar, keyboard, bass guitar or
drumset; voice is another option but can be combined with any
harmonic instrument.
 Create groups of students based upon chosen instrumentation
and basic skill
 Select a song with a simple form (no more than two parts) that
can be adapted to the group’s skill and instrumentation
 Begin researching the original context of the song
 History of 21st Century modern music
 Interpreting and performing basic chords in Major and minor
tonalities
 Listening to music for identifying rhythm, tonality and common
time signatures
 Collaborate within groups to perform the selected song.

 Basic harmonic skill on guitar, keyboard,
bass guitar, drumset or voice (down-up
strumming, root position chords, basic rock
beats)

 Instrument care and
maintenance
 Social constructs of
modern music in the 21st
Century as influences on
music of their own
preference

 MU:Pr4.1.E.5a
 MU:Pr4.2.H.5a

 Written: Ethnography of a song
 Written: Playlist of Songs (must be appropriate for
interest, knowledge, technical skill and context of
students in a group)

 Operation of Sound Equipment (recording
equipment, amplification, cables, etc.),
 Recognize basic rhythms and tonality in
musical recordings
 Recognize common time signatures
 Collaboration with others in a group

 Pop chord symbols, guitar
chord charts and rhythmic
notation
 Common Chord
Relationships (I-IV-V-vi,
tonality)






MU:Pr4.2.H.8a
MU:Cr1.1.H.8a
MU:Pr4.3.H.8a
MU:Pr4.3.E.8a

 Audience and Stakeholder Study
 Practice reading music by chord charts, pop chord symbols and
rhythmic notation
 Introduction to tablature and Western European notation
 Continued collaboration within groups to perform the selected
song.
 Mini-Performances of selected songs by each group for critical
response from classmates
 Select another song for the group to perform, increasing in form
complexity
 Continued practice reading Western European notation and
tablature
 Interpretation of more complex chords (7ths, sus, bar chords,
etc.)
 Infusion of creative elements into first song
 Continued collaboration within groups to perform second song
with a specific message or meaning to be conveyed.
 History of popular music of the 1980s and 1990s.
 Select another song from the 1980s and 1990s for the group to
perform
 Continued collaboration within groups for creativity and
authenticity of messaging

 Pop chord symbols, guitar chord charts and
rhythmic notation reading and performing
fluency
 Intermediate harmonic skill on guitar,
keyboard, bass guitar and voice (bar chords,
inversions, arpeggiations and lead tones)
 Creative experimentation

 Ethnography of an
Audience
 Basic Forms (A-B, A-B-A,
and 12-Bar Blues)
 Advantages and
disadvantages of simple
notation systems
 Tablature
 Western European notation
(treble clef and bass clef)
 The effects of alternate
chords such as 7ths, sus,
and bar chords
 Advantages and
disadvantages of tablature
and Western European
notation
 Social constructs of late
20th Century music (1980s
and 1990s) as influences
on modern music
 Connections across genres
of modern music










MU:Cr2.1.H.8a
MU:Re8.1.H.8a
MU:Pr5.1.H.8a
MU:Pr6.1.H.8a
MU:Re9.1.H.8a
MU:Re7.1.H.8a
MU:Pr4.1.H.8a
MU:Pr4.1.E.8a

 Written: Sound Equipment
 Written: Simple Notation
 Written: Listening Lab – Rhythm, Tonality and Time
Signatures
 Skills Demonstration: Interpret notation
 CMS-based Rubric for Performing
 CMS-based Rubric for Creating
 Written: Know Your Audience

 Social constructs of Early
Rock ‘n’ Roll (1950s
through 1970s) as
influences on modern
music

 MU:Pr6.1.E.8a
 MU:Pr6.1.E.8b
 MU:Cn11.0.T.8a

 History of Rock and Roll, 1950s through 1970s
 Continued collaboration within groups for creativity and
authenticity of messaging

 Read, interpret and perform tablature and
Western European notation
 Read, interpret and perform more complex
chords
 Intermediate harmonic skill on guitar,
keyboard, bass guitar and voice (bar chords,
inversions, arpeggiations and lead tones)
 Performing in a stylistically appropriate
fashion for the genre of music being
performed.
 Intentional creativity

Concepts

Core Standards

Assessment

 Private Performance – For Response from Classmates
 Public Performance – March 23 Talent Show
 CMS-based Rubric for Responding
 Written: Ethnography of a New Song

 MU:Cr3.1.H.8a
 MU:Cr3.1.E.8a






 MU:Cr3.2.H.8a
 MU:Cr3.2.E.8a
 MU:Cn10.0.H.8a

 Written: Playlist of Songs (must be appropriate for
interest, knowledge, technical skill and context of
students in a group)
 Written: Ethnography of a New Genre
 Private Performance – For Response from Classmates
 Musicking Rubrics for development in creating and
responding.
 Public Performance – June 10 Summer Fine Arts
Festival
 Written: New Skills Inventory and Course Feedback
 Musicking Rubric for development in creating,
performing and responding

Skills Demonstration: Interpret Chords
Written: Treble and Bass Clef Notation and Tablature
Private Performance – For Response from Classmates
Musicking Rubric for development in Performing
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Appendix C - Curriculum Map – Rock and Pop 15 (5-Credit)
Timeline
PreFebruary
(3 or 4 weeks
of 25-minute
Flex Blocks)

February
(7 x 80minute
classes)
March
(8 x 80minute
classes)

April
(9 x 80minute
classes)

Content

Skills

Concepts

 Select an instrument from guitar, keyboard, bass guitar or drumset;
voice is another option but can be combined with any harmonic
instrument.
 Create groups of students based upon chosen instrumentation and
basic skill
 Select a song with a simple form (no more than two parts) that can
be adapted to the group’s skill and instrumentation
 Begin researching the original context of the song
 History of 21st Century modern music
 Interpreting and performing basic chords in Major and minor
tonalities
 Listening to music for identifying rhythm, tonality and common
time signatures
 Collaborate within groups to perform the selected song.

 Basic harmonic skill on guitar, keyboard,
bass guitar, drumset or voice (down-up
strumming, root position chords, basic
rock beats, pentachords and broken triads)

 Instrument care and
maintenance
 Social constructs of modern
music in the 21st Century as
influences on music of their
own preference

 MU:Pr4.1.E.8a
 MU:Pr4.2.H.8a

 Written: Ethnography of a song
 Written: Playlist of Songs (must be appropriate for
interest, knowledge, technical skill and context of
students in a group)

 Operation of Sound Equipment (recording
equipment, amplification, cables, etc.),
 Recognize basic rhythms and tonality in
musical recordings
 Recognize common time signatures
 Collaboration with others in a group
 Pop chord symbols, guitar chord charts
and rhythmic notation reading and
performing fluency
 Intermediate harmonic skill on guitar,
keyboard, bass guitar and voice (bar
chords, inversions, arpeggiations and lead
tones)
 Creative experimentation

 Pop chord symbols, guitar
chord charts and rhythmic
notation
 Common Chord
Relationships (I-IV-V-vi,
tonality)
 Ethnography of an Audience
 Basic Forms (A-B, A-B-A,
and 12-Bar Blues)
 Advantages and
disadvantages of simple
notation systems
 Tablature
 Western European notation
(treble clef and bass clef)






MU:Pr4.2.H.Ia
MU:Cr1.1.H.Ia
MU:Pr4.3.H.Ia
MU:Pr4.3.E.Ia

 Read, interpret and perform tablature and
Western European notation
 Read, interpret and perform more complex
chords
 Intentional creativity

 Theme and Variations
 The effects of alternate
chords such as 7ths, sus, and
bar chords
 Advantages and
disadvantages of tablature
and Western European
notation
 Social constructs of late 20th
Century music (1980s and
1990s) as influences on
modern music
 Connections across genres of
modern music












MU:Cr2.1.H.Ia
MU:Re8.1.H.Ia
MU:Pr5.1.H.Ia
MU:Pr6.1.H.Ia
MU:Re9.1.H.Ia
MU:Re7.1.H.Ia
MU:RE7.2.H.Ia
MU:Pr4.1.H.Ia
MU:Pr4.1.E.Ia
MU:Cr3.1.H.Ia

 Written: Sound Equipment
 Written: Simple Notation
 Written: Listening Lab – Rhythm, Tonality and Time
Signatures
 Skills Demonstration: Interpret notation
 CMS-based Rubric for Performing and for Creating
 Written: Know Your Audience
 Written: Listening Lab – Basic Forms
 Private Performance in SDL – For Response from
Classmates
 Public Performance – March 23 Talent Show
 CMS-based Rubric for Responding

 Audience and Stakeholder Study
 Practice reading music by chord charts, pop chord symbols and
rhythmic notation
 Introduction to tablature and Western European notation
 Continued collaboration within groups for performance.
 Mini-Performances of selected songs by each group for critical
response from classmates
 Select another songs for the group to perform, increasing in form
complexity
 Continued practice reading Western European notation and
tablature
 Interpretation of more complex chords (7ths, sus, bar chords, etc.)
 Write and record an improvisatory idea that matches one of the
group’s songs
 Continued collaboration within groups to perform second song
with a specific message or meaning to be conveyed.

May
(10 x 80minute
classes)

 History of popular music of the 1980s and 1990s.
 Select another song from the 1980s and 1990s for the group to
perform
 Select another song from one of the studied periods for the group
to perform
 Continued collaboration within groups for creativity and
authenticity of messaging

June
(5 x 80minute
classes)

 History of Rock and Roll, 1950s through 1970s
 Select another song from the 1950s through 1970s for the group to
perform
 Continued collaboration within groups for creativity and
authenticity of messaging

 Performing in a stylistically appropriate
fashion for the genre of music being
performed.
 Proficiency skills on guitar, keyboard, bass
guitar and voice (Travis picking, voicings,
hand positions)

 Social constructs of Early
Rock ‘n’ Roll (1950s
through 1970s) as influences
on modern music

Core Standards

 MU:Cr3.2.H.Ia
 MU:Cr3.2.E.Ia
 MU:Cn10.0.H.Ia

 MU:Pr6.1.E.Ia
 MU:Pr6.1.E.Ib
 MU:Cn11.0.T.Ia

Assessment

 Written: Ethnography of New Songs
 Recorded: Read, Interpret and Perform Chords
 Written: Western European Notation and Tablature
 Private Performance in SDL – For Response from
Classmates
 Musicking Rubric for development in Performing
 Written and Recorded: Idea for Improvisation
 Written: Playlist of Songs (must be appropriate for
interest, knowledge, technical skill and context of
students in a group)
 Written: Ethnography of a New Genre
 Private Performance in SDL – For Response from
Classmates
 Musicking Rubrics for development in Creating and
Responding.
 Public Performance – June 10 Summer Fine Arts
Festival
 Written: New Skills Inventory and Course Feedback
 Musicking Rubric for development in Creating,
Performing and Responding
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Date of Assessment: ___________________

How to use this rubric:
Step 1 – Circle the categories of Skills on this side and the categories of Core Music Standards on the reverse side of this rubric you wish to assess. Then place the number of categories you
circled in the “Total Number of Categories Assessed” box on the reverse side, and multiply that by 12 to reach the total value of the assessment.
Step 2 – For each category circled, choose a number that accurately reflects the students’ musicking activity based on the descriptors in each of the Novice, Intermediate and Proficient levels
of achievement. Place that value in the “Total” column beside that category.
Step 3 – Add the totals from the Skills side of this rubric and place that value in the appropriate box on the reverse side. Add the totals from the Core Music Standards side and place that value
in the appropriate box.
Step 4 – Total the Skills and Core Music Standards scores to determine the total score for this assessment.
Step 5 – Add whatever comments you deem necessary for the student to understand what strategies they can use to improve.
Skill
Rhythm

Pitch Accuracy and
Intonation

Clarity and Technique

Dynamics and
Expressive Qualities

Novice

Intermediate

Proficient

Basic rhythm and rhythmic notation (quarter-notes, halfRhythm and rhythmic notation (now including eight-notes and some dotted figures)
Rhythm and rhythmic notation are being read and performed fluently, including some
notes, whole notes and appropriate rests) are being read,
are being read, understood and performed with accuracy, are appropriate for the
sixteenth-note rhythms, tuplets, are appropriate for the time signature and style of the
understood, and performed with accuracy.
time signature in use and are consistent with other performers in the group.
music, and are consistent with other performers in the group.
1
2
3
4
5
6
7
8
9
10
11
12
On instruments that can be tuned, intonation is constantly being reviewed to remain within
On instruments that can be tuned, intonation is regularly
On instruments that can be tuned, intonation is regularly within 5 cents of
3 cents of accuracy. All major and minor chords, sevenths and suspensions are performed
within 10 cents of accuracy. Simple chords are
accuracy. All major and minor chords are performed with accuracy when read off
with accuracy when read off notation including chord charts and pop chords, and simple
performed with accuracy when read off notation
notation including chord charts and pop chords. Drumset players maintain a
chords are performed with accuracy when read off standard notation. Drumset players are
including chord charts and pop chords. Drumset players
backbeat, employ the use of specific percussive sounds consistently throughout a
able to shift their backbeat appropriately for the structure of the music, use specific
are able to maintain a bass pulse and a backbeat with
song, and use cymbals for expressive intent.
percussive sounds consistently throughout the song, and use each drum and cymbal for
consistency and accuracy.
expressive intent.
1
2
3
4
5
6
7
8
9
10
11
12
Guitarists are able to get strings to speak consistently using bar chords in a downGuitarists are able to get strings to speak consistently using a variety of chords in down-up
Guitarists are able to get strings to speak consistently
up pattern and simple short melodic motifs. Bass guitarists have each tone speak
strumming, Taylor picking and simple melodies in first position. Bass guitarists have each
using a down-up pattern, and bass guitarists have each
consistently in multiple positions on the fretboard with walking picking, including
tone speak consistently in multiple positions on the fretboard with walking and percussive
tone speak consistently in first position with walking
the use of octaves and fifths. Keyboardists perform solid and broken chords in
picking, including the use of octaves, fifths and lead tones. Keyboardists perform solid and
picking. Keyboardists perform solid chords in closed root
closed root position in various octaves using both hands with clarity. Singers
broken, closed and open chords in various positions and octaves using both hands with
position using both hands with clarity. Singers perform
perform over a range of at least an octave accurately and enunciate consonants
consistency to the form. Singers perform over a range of at least an octave accurately,
tetrachords accurately and enunciate consonants and
and vowels clearly and with strength using a microphone in largely stepwise
enunciate lyrics with attention to dipthongs clearly and with strength using a microphone
vowel sounds appropriately. Drumset players play basic
melodies. Drumset players play more syncopated beats and basic fills as setups for
using relative intervals. Drumset players play a variety of beats and are able to shift
beats with hands in feet performing unison rhythms
phrasing.
between simple and compound meters and half and double time.
1
2
3
4
5
6
7
8
9
10
11
12
A range of dynamics including at least three terraced levels of dynamics is
A small range of dynamics including usually two terraced
A wide and continuous range of dynamics are employed to bring about a musical effect and
employed to bring about a musical effect and illicit a specific response, and
levels of dynamics is used, and phrasing is limited
illicit a specific response, and phrasing is employed in macro and micro views as well as to
phrasing is employed in the macro view across the entire piece of music as well as
specifically to the form of the music performed.
connect structural elements of the music.
in the micro view within each section of the form.
1
2
3
4
5
6
7
8
9
10
11
12

Total
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Don’t forget to complete the first side of this page!
Core Music Standard

Creating

Performing

Responding

Comments

Novice

Intermediate

Proficient

Total

Student generates melodic, rhythmic and harmonic ideas for use in improvisations
Student generates simple melodic, rhythmic and harmonic ideas
Student generates melodic, rhythmic and harmonic ideas for melodies over
over three-or-more-chord accompaniments and compositional forms using a
for simple melodies to match a chordal accompaniment and uses
specified two-to-three-chord progressions and simple forms, uses standard
variety of techniques, uses standard notation and recording equipment to
recording equipment to document those ideas. Student is also
notation and recording equipment to document the ideas, is actively refining those
document those ideas, refines the ideas using specific criteria, and performs those
experimenting with notation systems to document creative ideas.
ideas to a specific purpose, and is presenting those ideas.
improvisations for others.
1
2
3
4
5
6
7
8
9
10
11
12
Student demonstrates an understanding of the context influencing both the
Student identifies and employs structural characteristics that are reflective of
Student demonstrates an understanding of the context of the
creation of the repertoire and the audienceship of it; identifies structural
creation and performance contexts; identifies planned practice strategies with
creation of the music, of the audience and applicable
characteristics that are reflective of those contexts; identifies planned practice
other students to improve and make more versatile performances; includes
performance styles; applies practice strategies to improve
strategies with other students to improve performances; includes personal
personal interpretations of the repertoire for a purpose; performs a variety of
performances; and performs expressively and with technical
interpretations of the repertoire, and performs expressively with technical accuracy
techniques expressively and accurately with intentional improvisations and
accuracy.
and sensitivity to the audience.
sensitivity to the audience.
1
2
3
4
5
6
7
8
9
10
11
12
Student applies criteria to select a varied repertoire that connects to their
Students selects music with specific characteristics that connect to their interests,
Student selects repertoire that is appropriate for their interests
interests, skills, purpose and context; can compare different performances and
skills and purpose; understands how the elements of music are manipulated and
and skill, understands how repetition, similarities and contrasts
explain how the elements of music combined with a specific context illicits a
used in conjunction with a specific context to illicit a response; can identify
connect with the context to illicit a response; can identify
response; can identify interpretations of the expressive intent of a performance by
interpretations of the expressive intent of a performance by linking elements of
interpretations of the expressive intent of a performance.
linking elements of music to context; applies established criteria to analyze the
music to context.
purpose and efficacy of a performance.
1
2
3
4
5
6
7
8
9
10
11
12

Total Score for Core Music Standards

plus Total Score for Skills (other side)

equals Total Student Score for this Assessment

Total Number of Categories Assessed

x 12 =
the total value of
this assessment

Content of this rubric adapted from the Core Music Standards.
National Association for Music Education. (2014). Core Music Standards.
Retrieved April 6, 2015, from NAfME National Association for Music Education:
http://www.nafme.org/my-classroom/standards/core-music-standards/

Rock and Pop: A Curriculum for Developing Lifelong Musickers

Joel Windsor
Appendix E – Rock and Pop 15 Musicking Rubric

Page 43

Musicking Rubric

Student Name: ______________________

Date of Assessment: ___________________

How to use this rubric:
Step 1 – Circle the categories of Skills on this side and the categories of Core Music Standards on the
reverse side of this rubric you wish to assess. Then place the number of categories you circled
in the “Total Number of Categories Assessed” box on the reverse side, and multiply that by 12
to reach the total value of the assessment.
Step 2 – For each category circled, choose a number that accurately reflects the students’ musicking
activity based on the descriptors in each of the Novice, Intermediate and Proficient levels of
achievement. Place that value in the “Total” column beside that category.
Skill

Rhythm

Pitch Accuracy and
Intonation

Clarity and Technique

Dynamics and
Expressive Qualities

Novice

Step 3 – Add the totals from the Skills side of this rubric and place that value in the appropriate box
on the reverse side. Add the totals from the Core Music Standards side and place that value
in the appropriate box.
Step 4 – Total the Skills and Core Music Standards scores to determine the total student score.
Step 5 – Add whatever comments you deem necessary for the student to understand what strategies
they can use to improve.

Intermediate

Basic rhythm and rhythmic notation
Rhythm and rhythmic notation (now including eight(quarter-notes, half-notes, whole
notes, syncopations and some dotted figures) are
notes and appropriate rests) are
being read, understood and performed with accuracy,
being read, understood, and
are appropriate for the time signature in use and are
performed with accuracy.
consistent with other performers in the group.
1
2
3
4
5
6
7
On instruments that can be tuned,
On instruments that can be tuned, intonation is
intonation is regularly within 15
regularly within 8 cents of accuracy. All major and
cents of accuracy. Simple chords are
minor chords are performed with accuracy when read
performed with accuracy when read
off notation including chord charts and pop chords.
off notation including chord charts
Drumset players maintain a backbeat, employ the use
and pop chords. Drumset players
of specific percussive sounds consistently throughout
maintain a bass pulse and a backbeat
a song, and use cymbals for expressive intent.
with consistency and accuracy.
1
2
3
4
5
6
7
Guitarists are able to get strings to
Guitarists are able to get strings to speak consistently
speak consistently using a down-up
using bar chords in a down-up pattern and simple
pattern, and bass guitarists have
short melodic motifs. Bass guitarists have each tone
each tone speak consistently in first
speak consistently in multiple positions on the
position with walking picking.
fretboard with walking picking, including the use of
Keyboardists perform solid chords in
octaves and fifths. Keyboardists perform solid and
closed root position using both hands
broken chords in closed root position in various
with clarity. Singers perform
octaves using both hands with clarity. Singers perform
tetrachords accurately and enunciate
over a range of at least an octave accurately and
consonants and vowel sounds
enunciate consonants and vowels clearly and with
appropriately. Drumset players play
strength using a microphone in largely stepwise
basic beats with hands in feet
melodies. Drumset players play more syncopated
performing unison rhythms
beats and basic fills as setups for phrasing.
1
2
3
4
5
6
7
A range of dynamics including at least three terraced
A small range of dynamics including
levels of dynamics is employed to bring about a
usually two terraced levels of
musical effect and illicit a specific response, and
dynamics is used, and phrasing is
phrasing is employed in the macro view across the
limited specifically to the form of the
entire piece of music as well as in the micro view
music performed.
within each section of the form.
1
2
3
4
5
6
7

Proficient

Accomplished

Rhythm and rhythmic notation are being read and performed
fluently, including some sixteenth-note rhythms, tuplets, are
appropriate for the time signature and style of the music, and are
consistent with other performers in the group.

Rhythm and rhythmic notation are being read and performed
fluently and include stylistic interpretations of rhythm that cannot
be notated, and are in cohesion with other performers in the group.

8

9
10
On instruments that can be tuned, intonation is constantly being
reviewed to remain within 5 cents of accuracy. All major and minor
chords, sevenths and suspensions are performed with accuracy when
read off notation including chord charts and pop chords, and simple
chords are performed with accuracy when read off standard notation.
Drumset players shift their backbeat appropriately for the structure
of the music, use specific percussive sounds consistently throughout
the song, and use each drum and cymbal for expressive intent.
8
9
10
Guitarists are able to get strings to speak consistently using a variety
of chords in down-up strumming, Taylor picking and simple melodies
in first position. Bass guitarists have each tone speak consistently in
multiple positions on the fretboard with walking and percussive
picking, including the use of octaves, fifths and lead tones.
Keyboardists perform solid and broken, closed and open chords in
various positions and octaves using both hands with consistency to
the form. Singers perform over a range of at least an octave
accurately, enunciate lyrics with attention to dipthongs clearly and
with strength using a microphone using relative intervals. Drumset
players play a variety of beats and are able to shift between simple
and compound meters and half and double time, and use the basic
five rudimental groups to achieve a desired effect.
8
9
10
A wide and continuous range of dynamics are employed to bring
about a musical effect and illicit a specific response, and phrasing is
employed in macro and micro views as well as to connect structural
elements of the music.
8

9

10

Total

11
12
On instruments that can be tuned, intonation is constantly being
reviewed to remain within 3 cents of accuracy. All major and minor
chords are performed with accuracy when read from standard
notation, and sevenths, suspensions and diminished chords are
performed with accuracy when read off simple notation. Drumset
players manage their beat for the structure of the music, and add to
phrasing and expressive intent using percussive sounds that are not
attached to a pulse.
11
12
Guitarists use a variety of chords using a variety of strumming and
picking techniques and perform scale-based melodies in a variety of
fret positions. Bass guitarists perform bass lines that explore
inversions and lead tones across octaves as a method of melodymaking using multiple positions on the fretboard with a variety of
picking styles. Keyboardists infuse melodic motifs with solid and
broken, closed and open chords in various positions and octaves
using both hands with consistency to the form and context of the
performance. Singers explore consistent use of vibrato along with
diction and inflection clearly and with strength using a microphone
and without a microphone. Drumset players vary their beat, meter
and style appropriate to the music, and purposefully use various
forms of the five rudimental groups to achieve a desired effect.
11
12
A wide and continuous range of dynamics, macro and micro
phrasing as well as structurally connective phrasing, and consistent
use of articulations are employed to illicit a specific response.
11

12
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Don’t forget to complete the first side of this page!
Core Music Standard

Creating

Performing

Responding

Novice

Intermediate

Proficient

Accomplished

Student generates simple melodic, rhythmic
Student generates melodic, rhythmic and harmonic
Student generates melodic, rhythmic and harmonic ideas for
and harmonic ideas for simple melodies to
ideas for melodies over specified two-to-three-chord
use in improvisations over three-or-more-chord
match a chordal accompaniment and uses
progressions and simple forms, uses standard notation
accompaniments using a variety of techniques, uses standard
recording equipment to document those
and recording equipment to document the ideas, is
notation and recording equipment to document those ideas,
ideas. Student is also experimenting with
actively refining those ideas to a specific purpose, and is
refines the ideas using specific criteria, and performs those
notation systems to document creative ideas.
presenting those ideas.
improvisations for others.
1
2
3
4
5
6
7
8
9
10
Student demonstrates an understanding of the context
Student identifies and employs structural characteristics that
Student demonstrates an understanding of
influencing both the creation of the repertoire and the
are reflective of creation and performance contexts;
the context of the creation of the music, of
audienceship of it; identifies structural characteristics
identifies planned practice strategies with other students to
the audience and applicable performance
that are reflective of those contexts; identifies planned
improve and make more versatile performances; includes
styles; applies practice strategies to improve
practice strategies with other students to improve
personal interpretations of the repertoire for a purpose;
performances; and performs expressively and
performances; includes personal interpretations of the
performs a variety of techniques expressively and accurately
with technical accuracy.
repertoire, and performs expressively with technical
with intentional improvisations and sensitivity to the
accuracy and sensitivity to the audience.
audience.
1
2
3
4
5
6
7
8
9
10

1

2

3

4

Student applies criteria to select a varied repertoire that
connects to their interests, skills, purpose and context; can
compare different performances and explain how the
elements of music combined with a specific context illicits a
response; can identify interpretations of the expressive
intent of a performance by linking elements of music to
context; applies established criteria to analyze the purpose
and efficacy of a performance.

Students selects music with specific characteristics that
connect to their interests, skills and purpose;
understands how the elements of music are
manipulated and used in conjunction with a specific
context to illicit a response; can identify interpretations
of the expressive intent of a performance by linking
elements of music to context.

Student selects repertoire that is appropriate
for their interests and skill, understands how
repetition, similarities and contrasts connect
with the context to illicit a response; can
identify interpretations of the expressive
intent of a performance.
5

6

7

8

9

10

Total

Student generates melodic, rhythmic and harmonic ideas for
compositions in compositional forms using a variety of styles and
techniques, uses standard notation and recording equipment to
document those ideas for reproduction, refines drafts of those
compositions using specific criteria, and performs those
compositions with consistency.
11
12
Student applies theoretical and structural characteristics
reflective of creation and performance contexts to repertoire
used for individual and small group performances; develops
rehearsal strategies with other students to address performance
challenges and refine performances; includes personal
interpretations of the repertoire for a purpose; performs with
technical accuracy a variety of styles expressively with intentional
improvisations and sensitivity to the performance context.
11
12
Student applies criteria to select a varied repertoire that connects
to their interests, skills, purpose and context; can analyze and
compare the structure of different performances and explain
how structure, elements of music and specific context combine
to illicit a particular response; uses research to link elements of
music to context to explain interpretations of expressive intent;
applies personally-developed criteria based on research, personal
preference, analysis, interpretation, expressive intent and
musical qualities to critique the efficacy of a performance.
11
12

Total Score for Core Music Standards
Comments
plus Total Score for Skills (other side)

equals Total Student Score for this Assessment

Total Number of Categories Assessed

x 12 =
the total value of
this assessment

Content of this rubric adapted from the Core Music Standards.
National Association for Music Education. (2014). Core Music Standards.
Retrieved April 6, 2015, from NAfME National Association for Music Education:
http://www.nafme.org/my-classroom/standards/core-music-standards/

