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	Title:  Text and the Creative Process   
Lesson #4
	Grade 12

AMC 4M, Music For Creating

	Critical Learning
	Guiding Questions

	The Creative Process is an eight-stage cycle that provides a practical framework for musical study, performance and creation;
Creativity associations, opposites, 
Poetic text can be used for vocal setting and also as inspiration for instrumental musical composition;


	1. Is it possible to think creatively about the music you listen to, are studying or playing, or do you only think creatively about the music you are composing?

2. How might you generate musical ideas from a piece of text?



	Curriculum Expectations
	Learning Goals

	A1. The Creative Process: apply the stages of the creative process when performing notated and/or

improvised music and composing and/or arranging music;

A1.2 apply the creative process when composing and/or arranging increasingly complex musical works;

A2. The Elements of Music: apply the elements of music when performing notated and improvised

music and composing and/or arranging music;

A2.3 apply the elements of music and related

concepts effectively and with increasing skill

and creativity when composing and/or arranging

music in a variety of forms;

A3.2 Techniques and Technologies: apply compositional techniques with increasing skill and creativity when composing and/or arranging music;

A3.3 use a variety of current technologies with

increasing skill when practising, performing,

composing, arranging, or recording music;

B1. The Critical Analysis Process: use the critical analysis process when responding to, analysing,

reflecting on, and interpreting music;

B1.3 analyse with increasing insight and assess

the effectiveness of music from a wide range of

styles and genres and in various performance

modes, and reflect on how such analyses can

enhance their own creation or performance of

music;

B3. Skills and Personal Growth: demonstrate an understanding of how performing, creating, and

critically analysing music has affected their skills and personal development;

B3.1 analyse and assess the impact of the study of music on their self-awareness, their expressive capabilities, their awareness of social issues, and their understanding of others;

B3.2 assess, with increasing insight, their musical skills and knowledge, and develop and implement a detailed plan to enhance them and

evaluate their progress;

C1. Theory and Terminology: demonstrate an understanding of music theory with respect to concepts of notation and the elements and other components of music, and use appropriate terminology relating to them;

C1.2 extend their understanding of, and use correct terminology related to, the concepts of

notation in a variety of activities.


	At the end of this lesson, I can:

1. Become familiar with the 8 stages of the Creative Process;

2. Use the stages of the Creative Process to generate original musical ideas;

3. Apply the principles of creativity to music.



	Instructional Components and Context

	Readiness

Whether you are composing a musical masterpiece or a miniature, or writing, painting, or designing, you will pass through the stages of the creative process. Each stage is necessary and should be completed before moving to the next. Skipping or skimming a stage could stall the creative “flow” and/or lead to writer’s “block”. So we will provide an example of this process: we are going to “walk” through these stages now, to familiarize you with the journey from idea to end product. This example pertains to setting text to music, but the principles would be true for any creative project.


	Materials

Teacher Resource 5 A Walk through the Creative Process



Another view of the Creative Process
Teacher Resource 11Creative Process (AMC 10)
Teacher Resource 7 Vocal Character



Teacher Resource 8 Compositional Devices



Teacher Resource 9  The Creative Process and Interpreting Text






	Title:  Text and The Creative Process   
Lesson #4
	Grade 12

AMC 4M, Music For Creating

	Minds On                                          Approximately 15 minutes
	Pause and Ponder

	Do you think you are “creative?” Are you an “original” thinker? Is it possible to think creatively about the music you listen to, are studying or playing, or do you only think creatively about the music you are composing?

We will touch on these and a number of other questions in the course of this lesson by going about a creative task and then reflecting on our process.

To begin, let’s wake up your creative mind: on a piece of paper, create a Mind Map of everything you can think of relating to: Green.

Don’t hold back, think of things that are green, memories with green in them, ideas with green in them, etc.

[You may substitute another general starting point]

Creative Thinking moves in a progression from the obvious to the subtle, literal to abstract, from the present to a “timeless now” of mental associations. Generally speaking the phases of thought are:

Description: recent or local items, events, etc. 

Association and Connections: drawn from memory or experience

Laterals: distant associations involving a mental “leap” of skipping one or more “steps” in a logical chain of connection.

[see Assessment for Learning]


	Assessment for learning (AfL)
Mind/Concept Map: Green

Look for: fluency, clarity, range, sophistication [laterals]

Descriptive

  e.g. Green as adjective

  Green as noun (inexperienced; envious; golf)

  Green as ecological

Connective

  e.g. Memories: Spring, Christmas, etc.

  Surname

Figurative

  e.g. Green movement or Party

Lateral

  e.g. Vivaldi

Links in this lesson:

Teacher Resource 5 A Walk through the Creative Process



Another view of the Creative Process
Teacher Resource 11Creative Process (AMC 10)
Teacher Resource 7 Vocal Character



Teacher Resource 8 Compositional Devices



Teacher Resource 9  The Creative Process and Interpreting Text




	Action!                                            Approximately 200 minutes
	

	Group Activity

The following section of this lesson models the creative process as it applies to generating ideas for a composition based on a text source. Since this process involves reinterpreting literal ideas into musical ideas, we have modeled the evolution of ideas and various technical and artistic concerns that arise as the compositional process moves through the stages of the creative process, as set forth in the Ministry documents. Students are encouraged to read Views of the Creative Process.
Students will require resources in order to Concept Map, Placemat and Jigsaw in this activity.

The Creative Process and Interpreting Text

Teacher Resource 9  The Creative Process and Interpreting Text



Stage 1: Challenging and Inspiring

Brainstorming I: Develop an initial Idea

The Idea for a new composition comes from an impulse, perhaps to express a feeling or thought, or it may be a problem or challenge that you want to solve.

Think – Pair – Share Take a moment to think about ideas, thoughts, issues or feelings that you might consider using as a starting point for a musical composition.

Brainstorming is an effective method for flushing out dormant ideas or eliciting new ideas about what a creative team is thinking.

Music composition is generally not done in creative teams, so there is often no one to “toss around” ideas with. This is where the personal brainstorming through the concept map is useful. Word webs can assist you in exploring your apparently “random” ideas. Be open-minded, impulsive, and even “illogical.” The intuitive, “unconscious” mind often sees connections and solutions immediately, bypassing the linear steps of sequential logic. You will know when you have exhausted a web, because new ideas and connections will just stop, and you may sense an eagerness to move to the next step. Look for patterns in your web and images or concepts that recur under different guises. Is there another idea or concept in your web that seems worth exploring in a new web? Then start another web on a fresh sheet of paper, and make new connections. Once you have narrowed down you ideas to one or two central concepts that capture the energy of your initial impulse, you are ready to move on. 

Stage 2: Imagining and Generating

Gathering materials and resources related to your central concept is your next step. Imagine a giant basket that you are going to fill with all the sights, sounds, ideas and sensations that you think might be useful and inspiring for your composition. 

To be receptive to new ideas does not mean that you must use every idea, but you must be willing to consider and sort the ideas that come, and to keep looking. This is a highly receptive phase of the creative process: suspend judgment, defer criticism and editing. 

The experience of generating ideas operates on different levels of depth; these may be described as:

1) descriptive: literal– concrete associations, recent and local ideas;

2) connective: experiential– personal associations, cross-referenced prior knowledge;

3) figurative: analogical– metaphorical associations, symbolic, abstract

4) oblique: lateral– intuitive associations, superseding sequential logic.

To Word Web, you begin with a single-word concept in the centre of the page. Circle it and spoke out to any associations you might have with the central word. You are generating and following trains of thought, so spoke out from any word which evokes new associations and pursue that line of associations until it ceases to yield new ideas. Then return to the central concept or the next most inspiring word.

Individual – Group - Concept Map
Sitting at tables of 4-6 but working on individual sheets of paper, word web on the central concept word, “nature.” Once you have done as much as you can, check in with your table group to ensure that everyone has finished. As a table group, Pair-Share with each other person in your group, showing your lines of association, and seeing theirs. Once each pair in the group has shared, return to your sheet and add any new ideas you were stimulated to think of that you had not had before. Avoid simply copying others’ ideas, but allow their ideas to suggest new ideas associations to you.

In my example, I began with the word “nature” in the centre of the page and webbed words that lead me to “a walk by the ocean.” Since I am setting text, I looked through my poetry and remembered the poem, Sky, Sea, Shore by James Reeves.

The Text

For this “walk” through the creative process, I am working with text, so I will explore the poem that I have chosen to set to music:

Sky, Sea, Shore        James Reeves

Stars in a frosty sky

Crackle and blaze;

Streams in the lowland meadows

Linger and laze;

Shells on the seashore gleam,

Washed by the tide;

Seagulls over the harbour

Circle and glide.

Blue smoke and prancing steed,

Swallow and snake and swan–

How many more

Curving, glistening S-things

In sky, sea and shore?

The Framework

In this stage, you are “imagining and generating” your composition. What sounds, colours, gestures would you like to have? What instruments would you like to use?

Imagine the best result for your completed piece: how long is it? What happens in it?

Are there loud, fast, melodic, rhythmic, colourful passages? Is there accent, dissonance, melody, etc.?

Composers working on a commission usually know who they are creating a new piece for, how many instruments they will use, who has special abilities with certain instruments, how long the piece should be, and so on. I call this the “framework” of your composition, it sets certain practical limits within which your imagination can focus. If there are not limits set for you, then set your own, now. What instruments or voices do you want to compose your piece for? This can change later, but make some decisions now, even if they feel arbitrary.

Placemat
On a piece of chart paper placed in the centre of your table group, write the previous poem In clear, but not oversized lettering. As a group associate vocal or instrumental sounds, or gestures to this poem. Spoke out from specific words or phrases to your section of the chart paper and your descriptor of a musical gesture or motif that you associate with those words.

You will now associate ideas within the poem with musical ideas.

Let us begin with:

Description: Colourful action words = what colourful musical sounds? Instrument or instrument combination? Playing techniques? Registers? Harmonies, etc.

Connection: Colourful action words connect to what similar active gestures? Analogies: a word or phrase from the poem is analogous to what musical gesture – pitch, rhythm, timbre –based idea?

Images and Sounds

I’m going to begin by looking at the colourful words in the poem and Brainstorm ways that my instruments could express these sounds. You may use a word web BLM for this purpose, or simply place the starting point word in the centre of the page and spoke outwards in different directions. If a word sparks another word, spoke out from it rather than the central word. This leaves a visible record of your thought/association process.

Some things to look for in the text:

· colourful action words, Words such as “frosty, gleam, washed, curving, glide, prancing, and glistening.” These can suggest musical movement, such as rhythms, skips and other motivic ideas. 

[Example of generating instrumental ideas from the text: I am going to allow these action words to suggest musical gestures, which I can give to any instruments. I will also record any ideas I have for particular instruments. For frosty, a mid-register flute flutter tongue, and/or a mid-register cello tremolo. For “gleam” I will use a held clarinet note in the upper register together with a cello harmonic and a tap on the suspended cymbal. For curving, I will have instruments moving in narrow intervals, and so on.]

· colourful descriptive words, such as “crackle, blaze, linger, laze, circle and glide, These words can suggest instrumental timbres, instrumental combinations and/or harmonies. Again, generate instrumental ideas that suggest “crackle, blaze, and glide, etc. to you.]

· Words that have their own sound that instruments might imitate, such as the “s” words, such as “stars, streams, shells, seagulls, swallow, snake, swan” and, of course, “sky, sea and shore”.

Vocal

If I am setting this poem to music, I want to enter the spirit of the poem and inhabit the voice of the poem itself. What vocal colours do you hear in the text? What instrument(s) do you want to have accompany the voice? If it is piano, then what piano harmonies and textures do you imagine? My vocal setting will be for medium voice and piano.

Instrumental

If I am creating an instrumental work, I do not need a voice or anyone to say/sing the text. The text is simply inspiring my musical ideas, although there may be features in the text that will inspire similar features in the melody. For this example, I want to have my new work performed in class, so I will pick five instruments: flute, clarinet, trumpet, cello and percussion. 

Concept Formation
As a group, go through the poem now and generate lists of the colourful, imagistic words in the poem and their possible interpretations in musical terms. Translate the text into sound and be as specific as possible as to the instruments, the musical gestures (pitch content, gestural style, possible rhythmic content, instrumental combinations, etc.) For example, for “frosty sky,” you write “flute.” This is insufficient. this is too general – the flute is an instrument, not a musical idea. Instead perhaps “3 flutes, upper register sfz-piano triads” more closely captures a sound gesture, and the instruments that you are imagining.

Stage 3: Planning and Focusing

Selection

In this stage you will compile the results of your brainstorming and idea generating. Look for patterns in the ideas and possibilities that you have generated and develop an outline, or “compositional plan” of your entire piece. This plan places your musical gestures on a timeline, so that you can begin to see your composition as a whole before you get immersed in the moment-to-moment details. Your plan should contain a “beginning, middle and end”. Always having a sense of where the piece is “going” will help tremendously to help you see where ideas connect and where there are gaps, or what is needed and not needed, where there is “too much’ or not enough. Do not expect that you have “everything” for your piece, rather, just have enough to “get started.”

Vocal

Composers usually set the actual words of the poem in the original order, so you must be sensitive to mood, subject, choices of words, etc. to guide you in your interpretation of the poem. [Example: My setting of this song will be in three sections. The first section will move from staccato gestures to sustained notes as the text moves from the first four lines, from “Stars…to…laze.” The second section will introduce continuous undulating movement in the piano, as suggested by the seashore and seagulls. The final section will introduce an angular motive as well as a serpentine melodic line, as suggested by the “prancing” and “curving” words in the final verse.

Instrumental

You do not need to follow the structure of your poem. Remember, you are not reproducing the poem, you are creating an entirely new work inspired by the poem.You can rearrange the images to create a more satisfactory musical form.

Compositional Plan

With musical gestures collected and sorted by relationship to the poem, your group should now develop a compositional plan. The plan can often be verbal, stating the objectives of the piece, perhaps some intentions for some of the important moments. Main ideas can now be set into the timeline. Your composition may follow the literal structure of the poem, line for line or stanza for stanza, or your group may group similar ideas within the complete poem, and restructure how these ideas will relate to each other formally.

For your Plan, state your compositional intentions – duration, instrumentation, statement of ideas or gestures, areas of conflict or development, of variation. 

Create a timeline and fill in plans and ideas for each minute of the piece. 

Stage 4: Exploring and Experimenting

In Stage 3, we developed a compositional plan, placing your many ideas within a musical structure with a beginning, middle and end. In Stage 4, we are going to develop these ideas. It is not enough to state a gesture once, or simply repeat it. Musical ideas, once expressed, must transform in order to remain interesting. Even in a simple melody like “Twinkle, Twinkle, Little Star”, the pitch patterns change before they return. And when the phrases repeat, the context for the music has changed.

Here is a short list of compositional devices you can use to develop or vary your melody. Experiment with each one. Only some will yield useful results. Keep these and build up the content of your composition.

Repetition

Add non-harmonic tones

Simplification

Transposed repetition

Fragmentation

Melodic inversion

Rhythmic alteration

(partial repetition)

Re-combination

Other permutations
Change register

Change speed

Change key

Vocal

Imagine how the singer will perform this text by saying it over to yourself with different word rhythms, inflections and speeds. Where should the vocal line begin? Move to? Should it move by steps? By skips? Where are the rhythmic contrasts? High notes? Long notes?

Instrumental

Collect the instrumental ideas/gestures from Stage 2, place them on a timeline in Stage 3, now you are going to develop and vary the musical ideas/gestures. Experiment with your ideas and the techniques mentioned above. Transfer gestures between instruments. An idea may have begun on the flute or the trombone, but how would this gesture sound on the violin or trumpet? Change registers, change speeds, change keys.

Graphic Score with Timeline

Your musical ideas have been gathered and sorted.  Now it is time to visualize the compositional plan as a graphic score. Place the musical ideas in the order you would like to have them presented in the composition. The traditional Sonata form was Exposition, Development, Recapitulation. Can you apply these concepts to your composition?

On a piece (or pieces) of chart paper, create a timeline that represents the total duration of your piece, and begin drawing in where instruments will be playing and what the musical gesture might look like.

Role Playing
Within your group, self identify if you have a developed expertise or experience in one of the following areas:

Composer Representative

Conductor

Vocalist

Wind Player

Brass Player

String Player

Percussionist

Concert Programmer

Now each of the groups experts will move to individual tables (i.e. all conductors at one table, all vocalists at another, etc.) The Composer Representatives will each begin at a separate table and rotate from table to table at 5 minute intervals. The Composer Representative will “pitch” the proposed composition to the expert panel

Each expert group will review the Compositional Plan for each composition and provide expert feedback and helpful suggestions on such matters as: length, practicality, intended audience and use of composition. The panel may also suggest practical solutions for their instrumentation.

Stage 5: Producing Preliminary Work

In Stage 5, you will produce a first draft, which could be a shorthand graphic score, or a melodic/harmonic sketch. Your first draft should be a musical realization of your compositional plan. If you are using a computer program, this might consist of a complete accounting of all the intended for your piece, with bars of the essential music and empty bars of in in place, as well as many bars left empty.

You then proceed to a full second draft, where more details and decisions have been made. There is still room to expand on some great new possibility you just though of, or to cut a section you have finally decided does not “work.” You are moving from the creative phase of this composition to the editorial phase now. The time for new ideas and diversions is complete.

Stage 6: Revising and Refining

This necessary stage allows the “critical, analytic” mind back into the creation process. Until now, being overly analytical or critical might have blocked your creativity, but now that the composition is in full draft, a critical eye is welcome. 

Critical analysis: Is the piece too long, or short? Is there too much or not enough of something? (too repetitive, too busy, too slow, too sparse).

Technical analysis: are there notation errors? Are all the parts correctly written for the performers? Are the dynamics, phrase marks, articulations, vocal texts, etc. written in properly?

Once Stage 6 is successfully completed, the piece is ready for performance.

Stage 7: Presenting, Performing and Sharing

This necessary stage allows you, the composer, to compare your imagined, planned and notated composition with a live performance. If you were using a computer program, comparing the playback file with a live performance can be very instructive. This is also the stage where you hear other’s work and comment on any insights you may have.

Stage 8: Reflecting and Evaluating

In the last stage of the creative process, which can also be the first stage, thoughts move inwards to consider the music you have created, the experience creating it and evaluating what went well, where there can be improvements and what you might wish to create next. There is always more to learn, ways to improve, areas to explore. This is what is known as intrinsic motivation: inner, personal desire to create, perform, learn, produce. Without intrinsic motivation, accomplishments can be hollow if they felt imposed or achieved for outer glory or recognition. If you develop intrinsic motivation, personal satisfaction is guaranteed, and recognition will come without effort.


	

	Consolidation                                  Approximately 15 minutes
	

	Exit Card

Students reflect on their use of the creative process by commenting on achievement of their goal for each stage.

CP Stage

Main Goal or Objective

Stage 1

Stage 2

Stage 3

Stage 4

Stage 5

Stage 6

Stage 7

Stage 8


	


12
Grade 12 University/College Creativity, AMC-4M Lesson 4

Ontario Music Educators’ Association www.omea.on.ca
11
Grade 12 University/College Music For Creating AMC-4M Lesson 4

Ontario Music Educators’ Association www.omea.on.ca

