K. Flynn — Orchestra Febru
: ary 26, 2010
Orchestra — Period 4 - NYS Music Standards: 1-3

Second Year Teacher Observation
Bowing Unit: Lesson 5

Ensemble: Orchestra: 21 students of NYSSMA Level three and four technical ability.

Goals Specific to the Unit:
1) Students will be able to discuss and demonstrate the twelve basic bowing
techniques required for orchestral playing.
2) Students will be able to assess and analyze the type of bowing and bow
placement required when looking at a piece of music.
3) Students will have an understanding of the importance of performing with the
correct bowing technique, distribution and placement in orchestral situations.

Objective: Upon successful completion of this lesson, students will be able to discuss
and demonstrate thirteen different bowing techniques. In addition, students will be able
to perform a variety of bowings presented in their music with 100% accuracy.

Motivation: The motivation for this lesson is to have the students begin to understand the
different types of bowing techniques used in string music playing. Each bowing acts like
a tool and can be placed in the student’s tool-box. Different bowings are to be used when
they are called for in the score but in higher level playing, certain bowings are assumed
and are not necessarily noted on the sheet music. It is important that the ensemble begins
to match bow placement so that the group looks and sounds uniform, in addition to being
able to execute what is being shown on the page. Students have reviewed each of the
required bowings within each piece and I plan to use today’s class as an assessment of
how well they understand which techniques are required in each of their pieces.

Skills: Playing, tuning, and performing various bowing/bow-combinations on musical
instruments.

Instructional Materials: Scores, Baton, Bowing Technique Handout, Blackboard, Chalk
and a Pencil. Students are required to have their folders (with music inside), their

Bowing Technique handout and a pencil.



New York State Standards:

Standard 1 — Creating, Performing, and Participating in Music

Students will compose original music and perform music written by others. They
will understand and use the basic elements of music in their performances and
compositions. Students will engage in individual and group musical and music-related
tasks, and will describe the various roles and means of creating, performing, recording,
and producing music.

Standard 2- Knowing and Using Music Materials and Resources

Students will use traditional instruments, electronic instruments, and a variety of
nontraditional sound sources to create and perform music. They will use various
resources to expand their knowledge of listening experiences, performance opportunities,
and/or information about music. Students will identify opportunities to contribute to their
communities’ music institutions, including those embedded in other institutions (church
choirs, industrial music ensembles, etc.). Students will know the vocations and

avocations available to them in music.

Standard 3- Responding to and Analyzing Works of Music
Students will demonstrate the capacity to listen to and comment on music. They

will relate their critical assertions about music to its aesthetic, structural, acoustic, and
psychological qualities. Students will use concepts based on the structure of music’s
content and context to relate music to other broad areas of knowledge. They will use
concepts form other disciplines to enhance their understanding of music.

Procedure:

Students will prepare their instruments, rosin bows and place their music in the following

order:

Repertoire:

Legend — David O’Fallon

Mercurius — Shirl Jae Atwell

A Hero’s Journey — Soon Hee Newbold

Warm Ups: _
1. Tuning — The concertmaster will give an “A” for the group to tune to. Students

will use the “A” to check against their other strings and ensure that all four
strings are in tune with one another.
2. I will assist students as necessary as some instruments are prone to have pegs

that slip.
3. Pose the following question to the class — While rehearsing today, think about

the following question: Why is it important to know different bowing
techniques? How does it affect the orchestra?



Scales:

. The orchestra will warm-up on a two-octave C major scale in half notes

utilizing a legato bowing pattern (two notes sturred per bow).
Students will be randomly chosen to hear/watch other sections to see if they are
not only in tune but also playing with the correct bowing technique.

. The orchestra will warm-up on the same scale, this time just in one octave.

Students will be asked to perform this scale with a spiccato bowing (four of the
same notes per bow).

Hear the critique from the students in the class.

5. Have the entire orchestra perform the same scale one more time the same way.

Piece #1

Have the orchestra perform the same scale with the same rhythm but while
demonstrating the col legno bowing technique.

“Legend”

1.

Before playing the piece, have the group look at the piece and try to find the
different bowing techniques that are required. For example, measure six
requires the class to play the combination legato-detache bowing that we used
in the warm-up on Monday. Measure twelve requires a sixteenth note slur in
the first violin part. Measure sixteen, combination slur-up-up bowing. There is
tremolo required in measure 37. Staccato is required at measure 116.

I will stop as necessary to fix any bowing issues that might occur. I hope for
the group to read straight through this piece today as we have worked on these
issues earlier in the week.

Upon completion of the read-through, discuss what went well in regard to
bowing technique and what still needs improvement.



Piece #2

“A Hero’s Journey”

1.

Before beginning, ask members of the ensemble what bowing issues we need to
look out for in this piece.

Have the group begin the piece and let them play until measure 13.

3. Stop and ask members of the orchestra if the bow placement was uniform

amongst paired sections and if the tempo has changed at all due to improper
bow placement? Note: I will only stop and question, if I feel that the bowings
are not being played accurately.

Have the group begin again and play through the piece to measure 107.

5. Discuss what went well with regard to bowing technique, and what still needs

improvement.

If time allows...

Piece #3

“Mercurius”

1.

Begin by asking members of the orchestra to discuss what bowing issues
present themselves in this piece. Look for answers such as (sections who are
paired together need to visually communicate with one another for proper bow
placement, those with held notes need to save bow and maintain proper
dynamics, bow direction needs to match what is printed in the part, measure 60
paired sections need to play the syncopation in the same part of the bow, with
the same amount of bow).

Have the group play through the piece while focusing on playing with proper
bowing technique, intonation and rhythm.

Discuss what went well with regard to bowing technique, and what still needs

improvement.



Summary Questions to be used for assessment:

1) What are the thirteen basic bowing techniques and what do they mean/how do
they sound?

2) How does visual communication aide in performing the proper bowing
techniques?

3) When playing a spiccato bowing, it is important to play where in the bow?

4) What reasons do composers have for dictating different bowings in your parts?

5) Ask again - Why is it important to know different bowing techniques? How
does it affect the orchestra?



DATE February 26, 2010

Topic: Review of bowi . o
repertoire. wing techniques and practical application of those techniques in concert

Grade Level and Course: 9/10 Orchestra

Established Goals (content, learning & behavioral):

L Sfude_n'rs will be able to discuss and demonstrate the thirteen basic bowing
techniques required for orchestral playing.

2. Students will bf" able to assess and analyze the type of bowing and bow
placement r"equu'ed when looking at a piece of music.

3. S'rude_nfs wn!l ha.ve an understanding of the importance of performing with the correct bowing
technique, distribution, and placement in orchestral situations.

Motivation: How will you “hook” your students?
1. Sfude-nfs have been working in this unit for the past week. They have been told that I
am using today's class as an informal assessment of their knowledge of bowing
techinque.

What do you want students to understand Essential Questions:
by the end of the lesson?

©

Students will understand that ...

1. There are many different types of 1. Why is it important to know different bowing
bowings that allow for a diversity of techniques? How does if affect the
sounds when playing a string instrument. orchestra?

2. Different bowings are required in each 2. What reasons do composers have for
piece of music that they may perform. dictating different bowings in their parts?

3. Visual communication is a component of

achieving proper bowing technique.
4. Composers dictate bowings for various

reasons. »
5. Several bowing techniques require the //’////

ifi NUN
students to actually use specific parts of 2/// g /

the bow (not all bowings can be executed N
o the middlc =

properly at the middle or tip for example).

S

_/"

o
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v d

/ﬁ should students know by the end of the | What should students be able to do by the end

esson? @ of the lesson?
Students will know. . . Students will be able to. . . @
1. The thirteen basic bowing techniques and 1. Demonstrate the thirteen basic bowing
be able to state what they mean/discuss techniques on their instruments.
how they sound. 2. Accurately perform the bowings that are
2. How visual communication can help when presented in their current concert
working on bowing technique. repertoire.

3. Where to place the bow to achieve the
proper sound/execute the proper
technique.

v

Misunderstandings: What are the typical misunderstandings students bring to the classroom
as it applies to these goals and understandings?

1. It is possible to confuse spiccato and staccato bowings in printed music. ®

2. Tt is possible to confuse the fact that both spiccato and staccato bowings fall under

the umbrella category of Marcato bowings.

3. Hooked bowings and combination legato-detache bowings can look similar when written.
Assessment: What evidence will students produce to demonstrate what they
know, understand and can do? What criteria needs to be met to reach the lesson
goals?

L Students will be asked to perform several of these bowings in class
Today. I will be informally evaluating how each student executegr~ =

< Each of the bowings in class.
3 students will be asked to critique each other. Their responses will demonstrate their knowledge

)]

@

of the material.
3. When working on their repertoire, I can assess which bowings are being played correctly (as the

composer has asked) and which bowings need to be fixed/which students need to review further.

tation & Teaching Strategies: i.e. Pairs, small groups, Y class — Y class, whole

P class, jig saw, pair shares, carousel, lab

' 3 1. Whole group instruction
| v

Student Orien

2. Sectional critique

Lesson Design Template Oct 09
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pow consists of a piece of slightly flexible wood on which an

L usi : amount of horse hair is moun and
awn using the playgr’s right hand. Before playing, the player adjusts a screw at one e:\:;of meg;v[:;,ti;ﬁnun
hﬂ;mn(::ﬁ }:o:n"‘:l"’e’l::e‘; "'::ke ﬁm}‘:r‘:in with the string hair is then lightly rubbed with a substance called
rosthy resin hardened into a block. The rosin is sti i ; X ’

strings enough to set them vibrating when the bow is drawn tlcrr::.:"llll:z:l.ucky wlows the togipthe

Th;&artb:)-iflhe stnnged instrument where the bow actually touches the strings is between the end of the fingerboard
and the dge, w_hrgh su;pends the strings above the body and transmits their vibrations into this body in order to
amplify them. Within this area the player can choose how far between these two points the bow will be drawn, in
order to produce variations in volume and timbre: the closer to the bridge, the greater the volume.

Thespeedntwhichthebowisdmwnandd:eamournofpmsmappliedbymelmdmnlsoimportmtin

detzr:mining the exact sound produced. Players will also vary the amount of bow used according to the articulation
reqmmd and the dynamic of the passage. At very soft dynamics, the bow must be drawn fast in order to keep the
string ringing, whereas at Joud dynamics this is not always necessary. Thus, a fast bow with hard pressure, drawn
close to the bridge, will make a powerful, Joud sound, whereas a lighter but equally fast bow near to the fingerboard
will be the optimum for producing a light, delicate sound.

etooommldwbowpmciselyinorda'wpmduenwidenngeofwlm

The player's hand must be very agile and abl
esinordertoobminthiswnuolanukesevenlyemofpnctiu.

and bow strokes. Developing the arm's muscl
Basic bow strokes

The down-bow stroke is executed starting from near the frog of the bow (i.e. R =/ |
nearest the hand). The bow is then "pulled” to produce sound. This is the
two bow strokes for symphonic strings, usually used on

(' stronger of the
) accented beats. The second stroke is known as the up-bow, beginning from
nearer to the tip of the bow which is "pushed"; it is the weaker bow stroke. e
Notation for down-bow (left) and up-bow.

With these bow strokes, there are several techniques that can be used to
ce various articulations and effects. Note that, in the notation examples given, the bow-stroke symbols are

explicitly stated to demonstrate the bowing; in string parts, the bowing is usually indicated only for the first note ofa
phrase or where an unusual bowing is used (€.g. two up-bows on consecutive détaché notes).

s

Détaché

o
=&

Whmmbowing;ueimﬁmted.démchéismuned.

without separation between notes. The bow direction alternates with each note. This is

Détaché is played smoothly,
thing else is indicated, although players, may choose to articulate otherwise to enhance

the default playing style if no
the musicality of the passage, especially in solo parts.

Legato

http://“ﬁld.youngcomposers.oom/Bowing_techniquc 2/18/2010
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note that follows. A note marked staccato may

Adotindiwmsepmationbawemdzcmmkednoteandthe
notes. Depending on context, marcato may

sometimes be considered "short"; the bow is completely stopped between
bcpafotmedonoroﬂ'thesuing.the latter being called spiccato.
Repertoire example: Tchaikovsky, Pyotr Ilyich. Symphony No. 6 ("Pathétique
Violin I, mm. 9-14.

™), Op. 74: I1L. Allegro molto vivace.

Martelé

Grand Martelé.

swmmlﬂt\vobwsmphyed

i betwamd:enotes.'l‘lwymaynlsobeplnyedinwbolebows;thisiskmwnm

Accented potes.

An.acanispaformedsimﬂuwadot.onlywnhmonbawpmmmdn"gursla-"wund.Asubdewcemis
the “strong” beat(s) of each measure; however, accents can notated to indicate a change from the

usually implied o8 °% ) ;
ﬁme.igmrdsmpbedmnsorwmdwemongmnuW:mimpume.

Slurred
Portato or ondulé

c py———

A teruto mark indiatuamdoorandulé.wmai:wcdledlawébmvbng. Mmplnyedondww-ing; the bow
2/18/2010
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