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From the Editor

The sun is making a rare winter
appearance as I write this in mid-
February, its rays filtering through a
sparkling fine mist of snowflakes on their
way to join several inches of the white
stuff already on the ground. It’s been a
winter of monumental proportions for
many of us — brain-numbing cold in
Minnesota and across the Plains states,
floods in Virginia and Oregon, paralyzing
snow and ice all down the Eastern
seaboard. (Look out, you folks in Hawaii
— we may all move out there next
winter!) If things haven’t started to thaw
yet in your neck of the woods, we hope
that this issue’s cover will at least give
you warm thoughts. Specially designed
for The Orff Echo by Cleveland artist
Nancy Lick, it’s a tribute to childhood, as
well as to green grass and gentle spring
breezes.

This issue’s focus section, coordinated
by Editorial Board member Martha Riley,
looks at early childhood. Authors
Michael Smith, Marilyn Gunn, Marilyn
Wood, Kit Bardwell and Doug Goodkin
offer a wealth of practical information

and thought-provoking ideas. While they
all approach the subject from different
perspectives, one message comes through
loud and clear — treasure and nurture this
special time of life. Allow it to flower as
it should, full of rich experience built
with the raw materials of childhood —
song, dance, play, laughter and imagin-
ing. I’d like to extend warm thanks to
AOSA member Linda Miller and her
students at the Cleveland Music School
Settlement, who allowed me to photo-
graph them for this special focus section.

Elsewhere in this issue, two articles
offer personal reflections on two different
events that occurred last summer. Lisa
Mandelstein shares thoughts on cross-
cultural understanding gleaned from her
experiences at the International Summer
Course at the Orff Institute in Salzburg,
while Betsy Kolasky contributes her
thoughts and impressions concerning
Musica Humana, the University of St.
Thomas’ Orff Centenary celebration.

Bob Bergin, of Rhythm Band Instru-

_ments in Fort Worth, recently wrote an

editorial for the Forth Worth Star-

Telegram about the need for national
standards of education in our schools. He
has generously given permission for the
article to be reprinted here. While you
may already be convinced of the need for
high expectations for our students, the
article offers articulate, compelling
arguments, along with facts and figures,
that you may find helpful when discuss-
ing this matter with others. You may even
be prompted to write a letter to your
representatives in Congress.

Looking for a place to study this
summer? Don’t miss our special advertis-
ing section for summer courses that
begins on page 37. You'll find Orff
Schulwerk training courses as well as
many other workshops and classes.

Finally, thank you to all who took the
time to respond to Point~Counterpoint
for this issue. Whether or not you were
acting on our plea for more input that we
made in the last issue, you have helped
keep Point~Counterpoint alive. Keep
those letters coming!

-D.M.
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Carl Orff
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President’s Message

Carolee Stewart, AOSA President

The topic of this message is a highly
sensitive one: Carl Orff and the Third
Reich. Recent conjecture in the media
about Orff’s activities during the 1930s
and 1940s has prompted me to write this
response, in which I confront the
recurring false notion that Orff was a
member of the Nazi Party. This subject
has not been addressed in The Orff Echo
because our purpose in this educational
quarterly is to expand on Orff’s peda-
gogical ideas. However, with the
knowledge that this subject is sure to
continue to surface, I have decided to
address the issue in order that future
attention to this topic in the media will
not take you by surprise and so that you
will have some information on which to
base your views.

First I would like to offer some
suggestions about why this subject is
- being raised more frequently at this
particular time. I believe there are several
reasons. One is that the centenary of
Orff’s birth occurred during the same
year as the 50th anniversary of the end of
World War II. It follows, then, that if Orff
would have been 100 this year, he was a
musician during the time of the National
Socialist Party. For some, this raises
questions about Orff’s activities in
Germany during that era. A second
reason is that historians are now writing
more and more about individuals who
lived through the National Socialist
period because there is less discomfort in
writing about people who are no longer
alive. One would hope that this distance
can give the contemporary generation of
historical writers the advantage of a more
objective perspective. Finally, musicolo-
gists have begun to examine music more
in socio-political contexts rather than
considering it as pure art, not a product
of a particular time and place. The long-
standing tradition of treating music as
absolute is fading, being replaced by
“thicker” interpretations that take many
factors into consideration.

The disadvantage where Orff is
concerned is that he was not one to write
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about his political views. Because he is
not here to discuss them, historians are
reconstructing his thoughts and actions
through letters, government documents,
newspaper accounts and interviews.
Interestingly, some of these reconstruc-
tions ignore the content of Orff’s musical
and educational works, which provide
valuable evidence about Orff’s views.

I cannot answer all questions related
to this complicated issue; in fact, nobody
can. I do not claim to be an historian; I
am a music educator. My ideas here are
based on thoughtful reading, serious
discussion and earnest reflection. Each of
us must make up our own mind individu-
ally, based on how we interpret the
writings of historians. Writers of history
have the responsibility to try to present
thoughtful interpretations based on
carefully researched data; readers have
the responsibility to weigh the informa-
tion honestly, in light of their knowledge
and experience. I have relied heavily on
the ideas and writings of Esther Gray,
Hans Maier, and Hermann Regner in
constructing my view.

Party records show that Orff was
never a member of the Nazi Party. Those
who claim his Party membership are
uninformed. Besides knowing that Orff
was not a Nazi, we also know that he was
suspected of anti-Nazi beliefs and
activities. As a result, he was investigated
by the Party in 1942 and found to be
politically uninvolved — neither supporter
nor resistor. This information is reported
in Michael Meyer’s book, The Politics of
Music in the Third Reich (1991, page
200), and has been confirmed by other
historians. Despite this evidence, you
may find as I have that the opposite view
has been widely proliferated in the
American and British press to the extent

- that false information frequently appears

in articles about recordings and live
performances of Orff’s music.

One example of irresponsible journal-
ism on the subject of Orff can be found
in the June 1995 issue of Classic CD,
where an article begins with a heading

that characterizes Orff as “A Nazi
sympathizer, a recluse, a man obsessed
with primitive rhythms.” A second
example is in the August 1995 Azlantic
Monthly, where the author admits to not
having studied Orff’s biography, but
concludes that “the most haunting clue
[about Orff’s political involvement in the
Third Reich] may be a photograph of
Carl, age three, holding a tin drum.” Such
statements do not help us to understand
Orff as an historical figure.

Among recent, sometimes sensational
portrayals of Orff that have received
wide attention in Europe are two films
(one British, one German — both called O
Fortuna!) by British filmmaker Tony
Palmer and an article entitled “Carl Orff

“and the Third Reich” by historian

Michael Kater of York University in
Toronto (published in a German history
journal, Vierteljahreshefte fiir
Zeitgeschichte, January 1995).

I have seen both Palmer films. By
juxtaposing cuts from interviews,
musical performances, and various
scenes of Nazi Germany, Palmer portrays
Orff as possessed by demons, tormented
with guilt, motivated by self-interest, and
unethical. Further, he is implicated in
Nazi atrocities because he lived in
Germany during the National Socialist
period. The British version of the film is
being shown on some U.S. cable stations,
so you may be able to judge it for
yourself.

I have read translated portions of
Kater’s German article and have dis-
cussed it with German and American
scholars who question the fairness and
accuracy of his interpretations. Given the
same interviews and documents Kater
had access to, others see Orff’s life
differently. Of concern are the impres-
sions he creates through innuendo. For
example, Kater says that the musical
elements used by Orff in Carmina
Burana and Catulli Carmina “were
buttressed by a strongly accentuated,

continued...
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often ostinato rhythm which could
remind one of the staccato of Fascist
military drums or the steady beat of
marching boots.” You may have the
chance to judge Kater’s work for yourself
in his forthcoming books, Musical
Careers in the Third Reich (fall 1996)
and Composers of the Nazi Era: Eight
Portraits (in progress; both Oxford
University Press).

In another sensationalistic commen-
tary, John Rockwell, a former critic for
the New York Times and a self-claimed
fan of Orff’s music, surprised and
disturbed some members of his audience
when he brought up issues raised by
Kater’s article in his keynote address
during the opening banquet at the
University of St. Thomas Centenary
Celebration. I was present when
Rockwell made his remarks and know
that only minutes before he began his
speech he had been told about the article
by Kim Kowalke, who lectured the
following day. Rockwell spoke extempo-
raneously on the subject of Orff’s activity
during the period of National Socialism,
without having read the article. Univer-
sity of Rochester musicologist Kim
Kowalke later presented an objective and
convincing view of the musical and
political events leading up to the first
performance of Carmina Burana. During
that very rich and significant weekend at
the University of St. Thomas, these two
examples emphasized opposing ways that
Orff is presented as an historical figure:
one responsible and careful, the other not.

Regarding the question of Nazi
approval of Orff’s music, his works drew
a mixed reception from Party members.
This was due to varying views about
music held by the many individuals who
regulated the arts during the National
Socialist period. These differing opinions
are evidenced in the initial reactions to
Carmina Burana. After its first perfor-
mance, both hostile and favorable
reviews appeared. For some influential
individuals, the “non-German” elements
were objectionable and may have caused
Orff some difficulty in scheduling
performances of the work. On the other
hand, it was well received by some
performers and audiences. I have not seen
any evidence that identifies Carmina
Burana with National Socialism.

Many people ask why Orff remained
in Germany during this period, when so
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many artists left in protest. We will never-

know; however, we can hypothesize.
Orff deeply loved his country, its people,
its rich cultural heritage, and its lan-
guage. He was steadfastly Bavarian.
Both his stage works (four of them in
Bavarian) and the Schulwerk reflect this
very strongly. He had already lived
through the governments of the Empire
and the frequently-changing administra-
tions of the Weimar Republic, and there
was reason to hope that National
Socialism would end and that better
times were ahead.

‘When one looks at the legacy of a
composer, one must consider his music.
Because Orff’s musical output includes
both his stage works and his educational
ideas, this is where we should look for
clues to his beliefs. In several of his stage
works he seems to project anti-Nazi
sentiment through his librettos as well as
the stories he told. Die Kluge (1942), Die
Bernauerin (1945), Astutuli (1946), and
Antigonae (1948) all emphasize the
shortcomings of omnipotent tyrants and
the perils of the people who follow them.!
Astutuli in particular has been cited as
anti-Nazi because it is the story of a
shrewd figure who cons an entire village
of people into giving up their clothing. It
reminds one of human stupidity and the
hazards of seduction.

The thematic material in Orff’s music,
then, gives us a window into his political
views. While he neither supported nor
resisted the Nazi effort, he did comment
through his music. For example, in his
opera Die Kluge (1942) Orff makes a
number of bold statements, such as the
following, in which the thrée vagabonds
sing:

Faith has been beaten dead,
Justice lives in greatest danger,
Piety lies on the straw,

Humility screams murder,

Arrogance is foremost,

Patience has lost the fight,

Truth has flown into the sky,

Loyalty and honor have gone to sea,
Piety goes begging,

Tyranny carries the scepter further,

Malicious envy is free,

Charity is bare and cold,

Virtue has been driven from the
country,

Deceit and evil remain!

This is a classic example of how art is
political and reflects life. While he was
not politically involved, Orff did not
escape being influenced by the events in
his environment. How could anyone? In
his stage works, one hears a reflection of
humankind spoken through the voice of a
man who lived through one of the most
hellish periods humanity has ever
experienced.

Any scholar trying to portray Orff as a
Nazi supporter would have difficulty
explaining how a Nazi could have
developed or promoted the Schulwerk.
The very essence of the Schulwerk defies
everything that the Nazi Party repre-
sented. Conceived early in the 1920s as a
pedagogical approach that invites
individual responses and draws on
music, instruments and dance from
earlier historical periods as well as non-
German cultures, the Schulwerk repre-
sents anti-racist thought that affirms a
pluralistic vision of culture. When Orff
was investigated by the Party in 1942, it
was because of concerns about the
Schulwerk philosophy. Several times
during the Third Reich officials threat-
ened to close the Giintherschule — the
school in Munich where the Schulwerk
had been taught since 1924 — and the
building was finally confiscated for use
by the government in 1944,

Orff devoted himself to his educa-
tional ideas and his composition while
remaining politically uninvolved. One
should consider what options he had.
Would a composer trying to survive in
Germany during these threatening times
purposely produce works that risked
being banned or drawing negative and
potentially harmful attention? Further, I
wonder how we, in the relative comfort
and security of our times, can even begin
to understand what it was like to exist
under such dangerous and uncertain
conditions when decisions were laden
with political overtones.

In closing, we should not raise Orff
onto a pedestal and idolize the man. I do
not believe that Orff ever wanted this.
Orff was human and he may have used
poor judgment — just as we all may in our
own attempts to live our lives.

Some of these political accusations
about Orff can hurt and confuse those of
us who work daily to give students the
benefits of Orff Schulwerk. It is well
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established that Orff has influenced the
course of music education throughout the
world in a profound and lasting way. We
must acknowledge, not ignore, the past.
At the same time it is our role to carry on
Orff’s ideals, which survived one of the
darkest periods of world history, for the
benefit of the children of the world today
and tomorrow.
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Focus on Early Childhood

these precious young learners.
-Martha Riley

Early Childhood

As the mother of both a kindergartner and a preschooler, I am constantly amazed by
the inquisitiveness and creativity of children! Their tremendous interest in sand, dirt,
rocks, sticks and water is something I often wish I could circumvent, yet no less
passionate is their fascination with sound, color and movement. As I witness their
natural impulse to respond and move to any type of music, to imitate vocally any
interesting sound they hear, to create their own instruments from toys and objects
never designed for musical purposes, I often feel that I need not “teach” them any-
thing, merely provide materials for them to teach themselves. They find such satisfac-
tion in mixing together any small parts, such as puzzle pieces, beads, marbles, and
little toy dinosaurs, to make “soup.” In the same spirit of play and experimentation,
they freely mix songs and rhymes from various sources to make new compositions. As
1 listen to these partly recognizable free-association creations, I realize that children
absorb everything they hear, and though it may not come out again for months, nothing
is really forgotten. We must be careful what we feed these young minds! Every
experience, every sound, every image should be of the highest quality, for none of

these escapes the scrutiny of childhood.

In this early childhood issue we offer a wonderful variety of articles by experienced early childhood teachers and music
educators. Michael Smith reminds us that Orff Schulwerk not only provides a strong musical foundation, but — in the midst of a
society that pushes our young toward the adult world at an accelerating rate — also affirms and celebrates childhood. Marilyn
Gunn discusses the National Association for the Education of Young Children’s handbook of “Developmentally Appropriate
Practice” and its application to music education. Marilyn Wood presents practical tools for developing the singing voice of the
young child, and Kit Bardwell gives us excellent ideas for incorporating creative movement into our classes. Finally, Doug
Goodkin urges us to think long and hard about the impact of electronic media, particularly television, on young children and
suggests that we, as music educators, have an important role in counteracting the negative effects. We hope you will find some
practical suggestions for developing musicianship in the young child, as well as gain a new understanding and appreciation for

Orff and the Hurried Child

o those who aren’t directly
T involved, the business of music

education may appear to be
frivolous. Activities such as singing,
games, playing instruments and dancing
to folk tunes may seem insignificant
when measured against the tasks and
challenges of modern life. What differ-
ence do such activities make? Shouldn’t
we be more attentive to the “basics”? Are
these experiences really essential to the
development of our youngsters? Of
course, the answer is a resounding “yes”!
It is through just such “frivolous”
musical activities that young children are
given the opportunity to integrate heart-
felt response with thoughtful insight. It is
when the child’s head is connected with
the child’s heart that he is set free to
reach out to others and share more
generously. Such an integrated and

8

Michael Vernon Smith

sharing community could have the power
and wisdom to overcome many of the
pressing personal and social issues of
today’s world.

Perhaps the Orff Schulwerk classroom
is a place to start. The Schulwerk offers
children, not only a musical foundation,
but opportunities to gain the kind of
insights that can help them understand
themselves and the world at the dawn of
a new century. Reaching beyond curricu-
lar boundaries, it addresses issues that
concern the whole child. All educators
can agree that a well-adjusted and
affirmed child stands a better chance of
growing into a well-adjusted and
affirming adult — and how we teach and
treat today’s children will most certainly
be directly reflected in the level of care
expressed in the lives of tomorrow’s
adults. Both the context and content of

Orff Schulwerk encourage this sort of
development to occur.

The Hurried Child, by David Elkind,
offers significant insights into the state of
childhood in our time. Elkind suggests
that, unlike in days past, the child of
today is no longer guarded and protected.
He states that “the concept of childhood,
so vita] to the traditional American way
of life, is threatened with extinction in
the society we have created. Today’s
child has become the unwilling, unin-
tended victim of overwhelming stress —
the stress borne of rapid, bewildering
social change and constantly rising
expectations.”! Gone are the days when
the status of childhood was made special
through such practices as, for example,
the wearing of a distinct wardrobe.
Today, pressured by both home and the
marketplace, children are encouraged to
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share in adult tastes, responsibilities and
issues long before they have the tools to
understand them. Human development
takes time. If, throughout the years of
childhood, the development of important
life truths and skills is left unattended,
children grow up to be incomplete adults,
playing incomplete roles in a society less
fit to meet the challenges of a changing
world. -

The activities of an Orff Schulwerk
classroom, while intrinsically worth-
while, also provide a framework within
which children can work through the
important developmental tasks of
maturation. Let’s look more closely at
these frameworks and how they work to
affirm and guard the estate of childhood.

First, there is the instrumentarium. It
communicates so clearly and so delight-
fully to the child’s heart, fostering an
enchantment with the world of sound.
Just as children are naturally drawn to
explore wider areas of their surroundings,
using these instruments naturally leads
the child outward into a richer sound
environment. Perhaps even more basic is
the validity given the investigation of
body sounds. This is a natural place of
beginning for the child, and to dignify
such fascination with interesting and
creative sound-play is to give affirmation
to the children as they come to under- -
stand music on their own terms.

Perhaps most salient in the Orff tonal
palette are the mallet instruments. They
produce sounds separate from the world
of adult tonal color and yet are a means
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to authentic musical expression. The
ability to create and manipulate such
quality sounds also serves an important
social function by defining and reinforc-
ing the parameters of childhood musie-
making. The child is allowed to express
herself on her own terms, unmeasured by
adult music-making conventions and
standards. She is free to explore, create
and express feelings and ideas that are
distinctly childlike and developmentally
appropriate.

Along with its distinct tonal color,
Orff Schulwerk encourages a unique
repertoire of games, chants and songs
that celebrate and validate childhood.
The child is met musically and socially
on his own terms. Good teaching requires
this. Only if the individual is encountered
at his own beginning place can the
teacher hope to encourage growth. Such
a basic pedagogical principle seems
obvious. Yet, as Elkind points out, the
amount of pressure that the modern
music industry places upon young people
today to adopt adult listening habits
(thereby confronting adult issues) is
intense and perhaps all too often reso-
nates through the ranks of music educa-
tors. The Orff manner of honoring a
treasury of childhood games and songs
creates a territory in which children’s
musical abilities can grow and ripen.

There is nothing wrong with the status
of childhood. 1t is to be nurtured. But
neither is there anything wrong with
growing into adulthood. Indeed, the work
of childhood is not complete until this

Focus on Early Childhood

destination has been reached. But how
does the music educator balance the need
to guard childhood with the need to
nurture the development of adult ideas,
attitudes and musical abilities? The Orff
educator answers this question with the
use of form. The example of the railroad
locomotive sitting in the middle of an
open field comes to mind here. Though it
appears to be totally free, it is not
actually liberated until it is supplied with
guiding tracks. So too is the child
musician. The improvisatory and
compositional play of the child is not
truly liberated until he is given the
guiding principles of traditional musical
pedagogy. It is through the modeling of
such constructs that truly creative
improvisatory play and subsequent
learning can be accomplished. As a
result, patterns borrowed from traditional
pedagogy, such as the bordun and the
ostinato, find new and fresh voices as the
creative spirit of the child is allowed to
explore her unique musical personality.
At the same time, these traditional
practices serve as a foundation for
musical development. It is through the
introduction of these established musical
models and procedures that the necessary
developmental bridge into the world of
adult music is provided.

Today’s music teachers may find the
material presented by Elkind and others
to be insightful, but they certainly won’t
find it surprising. Anyone who meets
young lives in today’s classrooms is very
much aware of the pressing fact that
being a child in these times is not easy.
Nevertheless, caring and effective music
educators can impact the lives of their
young charges significantly. Perhaps a
respite from the stress of the modern
world can be found, in part, in the music
classroom of dedicated teachers who are
willing to stand against the tide of
popular sentiment and guard the bastion
of childhood for the good of today’s
children and the greater good of
tomorrow’s world.

Michael V. Smith, Ph.D., is Director of
Music Education and Assistant Professor
of Music at Augustana College in Rock
Island, Illinois.

! David Elkind, The Hurried Child:
Growing Up Too Fast Too Soon, Revised
Edition. Reading, MA: Addison-Wesley,
1989. 3.
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Meeting Their Needs:

Developmentally Appropriate Music for Young Children

ike the typical elementary-
I general music teacher, I am faced
with providing a quality music

program for children ranging in age from
five to twelve. On occasion, even a four-
year-old or thirteen-year-old is thrown in
for good measure. The search for
materials for my youngest pupils is a
frustrating one. Unfortunately they
generally come in the form of a “cook-
book” — recipes of songs and activities
that are dripping with cuteness. To
continue the analogy, they are all desert
recipes when what I'm really looking for
is something in the whole wheat line.
Forgive me for repeating an old adage,
but when you give this teacher a fish, I
only eat for a day, but if you teach me to
fish, I can eat until I’ ve caught the limit
established by the Fish and Wildlife
Commission of my state. Young children
are an entirely different kettle of fish. If
you don’t believe me, ask one to tell you
a joke and you'll see exactly what I
mean. To design a music program which
meets the needs of young children, I must
understand young children.

The National Association for the
Education of Young Children NAEYC)
is an organization at the forefront of
promoting research in early childhood
education and disseminating its findings.
It was founded in 1926 with the purpose
of improving the quality of care for
children from birth through age eight.
This organization publishes the journal,
Young Children, six times per year, as
well as books, brochures, videos and
posters that cultivate parenting and
teaching skills. The bible for state-of-the-
art early childhood programs in this
country is the NAEYC handbook,
Developmentally Appropriate Practice in
Early Childhood Programs Serving
Children From Birth Through Age 8,
Expanded Edition, 1989; Sue
Bredekamp, Editor. Hundreds of early
childhood professionals shared their
expertise, and from this a “consensus
definition” of developmentally appropri-
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ate practice was created. This book sorts
through the abundance of research on
young children and categorizes common
practices as appropriate or not, recogniz-
ing that children pass through predictable
stages of development, and that a
program designed for five-year-olds is
inappropriate for three-year-olds. Though
not specifically addressed, the informa-
tion on developmentally appropriate
practice is applicable to music education.
T’ve selected for discussion those
NAEYC position statements on develop-
mentally appropriate practice pertinent to
this area.

Birth to Age Three

Holding and touching are deter-
mined by infants’ preferences for body
contact. They depend on being carried
as an introduction to sensory and
motor experiences. They delight in
hearing language and other sounds.
Babies may beam or calm themselves
when they are held close by adults who
enjoy warm physical contact. (p.17)

Now is the time to rock and sing to a
child. In addition to establishing human
trust, these experiences introduce the
child to the pulse of steady beats and the
versatility of the human voice.

In high-quality programs for
infants, the children are offered
choices from a wide variety of materi-
als to play with and to explore.
When children direct their own play,
they see themselves as competent
people — a major building block in
feeling good about themselves. (p.19)
Once we understand that toddlers
learn by active involvement with
people and by manipulating objects,
it becomes clear that such activities
as coloring book worksheets, and
models made of clay or other materi-
als that children are supposed to
imitate are inappropriate. (p. 22)

As soon as a baby is capable of
grasping a toy, she should have noise-
makers available — a rattlg or a squeeze

toy, or even a pot and a spoon. When my
niece was still young enough for her age
to be counted in months, she had a
squeaky-dog that thrilled her endlessly.
Her father eventually had heard enough
and removed the squeaker from the dog.
The baby squeezed the dog several times,
trying to get it to squeak. Eventually she
gave up, dropped the dog, and never
played with it again. Sometimes it is
difficult for an adult to survive a child’s
explorations in sound, but wear ear plugs
or take an aspirin. Better yet, sit down
and squeeze your own toy, beat your own
pan — just don’t remove the squeaky!
This is an opportunity for self-discovery
and self-confidence.

Three-Year-Olds

Adults support 3-year-olds’ play
and developing independence, helping
when needed, but allowing them to do
what they are capable of doing and
what they want to do for themselves.
Three-year-olds are not comfortable
with much group participation. Adults
provide plenty of space and time for
children to explore and exercise their
large muscle skills like running,
jumping, or galloping. (p.47-48)

Explorations in sound should con-
tinue. A music center is a wonderful asset
to any preschool program. It might
include an assortment of woods, skins,
and metals — all sturdily built. Children
are more important than instruments. If
the instrument you give to a three-year-
old keeps you wringing your hands in
fear that it might be dropped, put it away
and give the child something less fragile.
The music center might also include a
child’s sturdy, easy-to-operate tape player
and a variety of music — not just-
“children’s” music, but all styles repre-
senting various eras and cultures. Group
activities should be short and flexible.
Rather than executing specific move-
ments prescribed by the teacher, children
should be generating their own move-
ments. “How do you think a lion would
move?” and not, “This is how a lion
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moves.” To quote Maurice Sendak, “Let
the wild rampus begin!”

Adults provide opportunities for 3s
to play by themselves, next to another
child, or with one or two other chil-
dren. Adults recognize that 3-year-olds
are not comfortable with much group
participation. Adults read a story or
play music with small groups and
allow children to enter and leave the
group at will. (p.48)

Blackburn Elementary School in
Independence, Missouri, where I teach,
has a preschool program for three- and
four-year-olds. There is a music center as
well as centers for art, books, house,
blocks and sand. When a teacher sits on
the floor to read a book to a small group,
most children stay for fairly extended
periods of time if the book is engaging
and read in an animated manner, A
favorite at our school is Eric Carle’s
Today Is Monday. Every child here has
heard the book read dozens of times, and
yet they gather around the teacher and
giggle every time they sing “Wednesday
zoop!” Often a child or two moves away
from the group, but every time a certain
sung portion of the book is repeated, they
sing along as they move about the
periphery.

Four- and Five-Year-Olds

Teachers prepare the environment
for children to learn through active
exploration and interaction with
adults, other children, and materials.
Children work individually or in small
informal groups most of the time.
(p-54)

Again, the music center is an ideal
setting for individualized exploration.
This center could be as described for
three-year olds. It could also include an
area for music writing. The music writing
area is stocked with plain paper and/or
large staff paper, music books with lots
of pictures, and crayons and paint.
Children “compose” on paper by copying
notes and inventing their own musical
symbols. My students often proudly
present their compositions to me.
Obvious notes are interspersed with
flowers, dogs, zigzags and squiggles.
They can perform these compositions —
never the same way twice, but the
children are quite proud of their accom-
plishments.
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The difficulty here is that this age
includes a lot of our kindergarten pupils.
Guidelines suggest 2 maximum of twenty
children in a group with two adults. Most
educators of kindergartners would find
this a dream come true! Perhaps the
move toward academic programs for
kindergartens in the past twenty years is
due to overcrowding. It is easier on
teachers to herd children together for
instruction in isolated skills rather than
guide twenty-plus separate beings in
twenty-plus separate activities.

One way the music teacher can
compensate for this is to alternate group
activities with individual activities that
will fit within a group structure. An
individual/group structure might be
expressed through having students draw
what they hear — a group activity, but
with each child making his individual
expression — or through having children
move to music — again a group activity,
but one that allows the children to
respond as individuals. Another indi-
vidual/group activity would be to give
the students two objects, a piece of paper
and a straw, for example, then ask them
to count how many different sounds they
can make with them.

In order to provide more opportunities
for small group environments for the
kindergartners, I created a board game. I
made a large loop with pictures of
different instruments in every space.
Every instrument is pictured with two to
four notes. Each child rolis a die and
moves a button around the board. They
may then play the instrument on which
they land the number of times indicated
by the notes. There is no winner - play
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continues until they are tired of the game.
Play can move in either direction. It is
low intensity, non-competitive, and the
children only have to deal with three or
four other children. This is certainly not
ideal, but it is an acceptable compromise.

Five- Through 8-Year-Olds

The curriculum is integrated so that
children’s learning in all traditional
subject areas occurs primarily through
projects and learning centers that
teachers plan and that reflect
children’s interests and suggestions.
Teachers guide children’s involvement
in projects and enrich the learning
experience by extending children’s
ideas, responding to their questions,
engaging them in conversation, and
challenging their thinking,. (p.67)

Once again, the school system is not
designed to reflect current knowledge of
how children learn. Research indicates
that the optimum class size for this age
group is no larger than twenty-five with
two adults, or eighteen with one adult.
Research also indicates that an integrated
approach is most effective. There are no
“subjects.” All learning is related.
NAEYC recommends that specialists in

Marilyn A. Gunn

music, art and physical education work
alongside classroom teachers on a daily
basis, and that these subjects not be
relegated to the specialist alone for a

- pull-out period once or twice a week.

Within the existing system, the best tactic
1s to communicate often and well with
classroom teachers so that the focus of
music room activities reflects special
projects in the classroom.

continued ...
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Curriculum is designed to develop
children’s knowledge and skills in all
developmental areas — physical, social,
emotional, and intellectual — and to
help children learn how to learn — to
establish a foundation for lifelong
learning. (p.67)

In reviewing the curriculum objectives
for music in my district, you might
conclude that the children are only heads.
“Children will be able to identify....
Children will be able to define...” This
attitude makes the curricular information
more important than the child. It also
makes téachers feel like failures when
most of their students don’t become
musically literate with one or two
exposures per week. To prepare students
for life-long musical learning, some of
those first important lessons aren’t
directly related to music. During these
early years, students need social skills,
such as how to choose a partner: “How
can you use your face to let someone
know you’d like to be their partner?”
This in itself can be a lesson for the day.

Children don’t learn to be masters of
their language unless they are encour-
aged to use it often and in their own
ways. The same is true of music. Don’t
make it an idol. Allow children to play
with it. Teach a song, then ask what the
song would sound like if it were sung by
a monkey. Let the children choose new
animals, and accept the sounds they
assign them. Let the children change a
song. For one of my Christmas programs
the students chose Rudolf the Red-Nosed
Reindeer with the added commentary
between phrases (“like a light bulb!”) and
Jingle Bells with a shouted “one-horse
open sleigh-hey!” Another music teacher
at the program informed me that she
didn’t allow her students to sing them
that way. Let the children have some
ownership of the music.

It is important to remember that
young children are concrete learners.
Anytime you put an object in their
hands, they pay more attention, learn
faster, understand better, and are more
enthusiastic learners. Centers work
well, as do activities using scarves,
hoops, parachutes and balls. Primary
students should play instruments
frequently. Simple borduns and
improvised melodies are appropriate.
Complex patterns and composed
melodies are not. If 50% of the
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children don’t get it within five
minutes, it’s too difficult. Remember,
you are teaching success, not failure.

One final caution: there are two
aspects of developmental appropriate-
ness. I have focused on age appropriate
practice. There is also individual appro-
priateness. Not all three-year-olds wake
up on their birthday at the same level of
development. The very same child will

be at different phases physically, emo-
tionally, cognitively and socially. The key
to a quality music program for young
learners is to design the program to fit the
child, rather than designing the child to
fit the program.

Marilyn A. Gunn teaches general
music K-6 at Blackburn Elementary
School in Independence, Missouri.

Peg Hoenack's Musiciforks

The Path to Music Literacy!

Success, skills, accountability with Peg Hoenack's

Music Through Recorder Program

Stand-up books, tapes, CD's, workbooks, staff note visuals
* instant success!” Kids love it Send for calalog!

....... Watch your students........
Sing, Play, Create, Write, Read, Analyze,
achieving six of the new National Standards using

let's Sing and Play, BA. 1.................. $4.75 ea., 10 or more copies
64 folk songs and classics Letter notes. Chord symbols
Let’s Write and Boad Musig, with 54 duplicatable worksheets..... $43.50

8409 Seven Locks Rd.,Bethesda, MD 20817

Tel. 800-466-TOOT (8668)
Fax 301-469-9252

Jim Tinter Productions
7777 Westfield Road
Medina, OH 44256
PH/FAX (216) 887-5500
Orders (800) 230-3577

Dealer inquiries welcome.

RECORDER PLAYING
WILL NEVER BE THE

The Orff Echo — Spring 1996



Focus on Early Childhood

Vocal Development in Early Childhood

ne of the greatest gifts a music
O teacher can give to children is to

help them “find” their singing
voices. The best age to begin this search
is at the preschool level. The first question
we must ask ourselves is “How do
preschoolers learn?” If you spend any time
watching and observing the young child you
will find that they learn through their play. So,
as music teachers, how can we combine vocal
development with play? I will give you some
examples of ways that we “play” in my
preschool class when I am working on this
most important musical goal.

Because the true singing voice of the child is
the head voice, we want to find ways to focus
the voice into this higher range and lighter
quality. We know that the young child can
sing very comfortably between
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and some studies indicate that
even higher pitches are possible without
strain. Once children sing below these
notes, they are singing in the “chest”
register and it is physically difficult for
young children to switch quickly from
chest to head voice. The pure, light sound
of the head voice allows for better pitch
and vocal flexibility and enables the child
to sing higher pitches.

Vocal Exploration

Children must find out that their voices
can produce high, mediom and low
sounds. One “playful” way of helping
them find these sounds is to ask them to
imitate animal sounds through games like
“Can You Make a Sound?”

Children also enjoy producing animal
sounds as they listen to stories. A few good
examples are The Cow and the Elephant
(ISBN 0-3-7-03048), Mr. Little’s Noisy
1,2,3 by Richard Fowler (ISBN (0-448-
190202-0), and Hoot Howl Hiss by
Michelle Koch (ISBN 0-688-09651-4).

Another idea is to use children’s
nursery thymes or poems and have the
children say the rhyme or poem in voices
of different characters. For example, using
“Humpty Dumpty,” have a giant who is
one of the king’s men tell you this tragic
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tale in his low giant voice, then have one
of the king’s trained fleas tell you this sad
tale in his high, little flea voice, one of the
king’s horses tell you this story in his
“neighing voice” and finally, one of the
king’s men who is so upset by this whole
thing that he has the hiccups and tells the
story in a very “jerky” (staccato) voice.
Whistles can be useful for sound
exploration. Using a slide whistle or a
siren whistle, have the children sing back
the sounds the whistles make. Put a tissue
paper pumpkin or a tissue paper Christmas
tree or a valentine on the lens of a flash-

Can You Make A Sound?

light and have the children use their voices
in a siren-like sound as the flashlight is
moved up and down. See if they can stop
when the light goes off. Have individual
children do these activities as well as the
whole group.

Bi-Tonic, Tri-Tonic, and Folkloric
(MRD) Songs

Using folk songs that are limited to sol-
mi, sol-mi-la, or mi-re-do pitches is helpful
for successful singing. Also, using those
pitches for “sung conversations” with the
children or for occasionally singing

continued ...
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©1989 BrandArt Music, LLC
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Individualize this by substituting the child’s name for “can you” (“Sara make a sound”). Use
animal puppets or pictures of animals or pictures of objects that make sounds. Especially look for

sounds that will emphasize high and low extremes.

Freckles

o
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Frock-les is my pup-py Ho is ver-y shy

K you'll sing his pame to me, he will tell you "hi"

© 1989 BrandArt Music, LLC
used by permission

Using a puppet, first have the whole group try to get “Freckles” to come out to see them by
singing his name on sol-mi. Then give each child the opportunity to sing “Freckles” and to “pet”
the puppy dog puppet. Young children respond very quickly to puppets and will often sing to the

puppet before they will sing alone to you.

Look At Me!

Look! Look! Look at me! (Lookl Look! Look at mel) [ am jump-ing you can see. (I am jump-ing you can see.)

© 1989 BrandArt Music, LL.C
used by permission

Use a “pop-up” puppet to help the children know when it is their turn to sing and do a movement.
When the puppet is inside the cup, it’s the teacher’s turn, and when he pops out, it is the children’s
turn to sing and do the movement. The movement should change each time the song is repeated.
After several different days of doing this activity, the children should be given the opportunity to
“lead” the class. A child will sing the teacher’s part and do a movement they want the class to echo
back. (Movements should be something we can ALL do, and do over and over. In other words,
cartwheels, splits and the like are not acceptable choices!)
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instructions to the class, helps them hear
you improvise vocally and will encourage
them to try out those pitches as well.
Children this age will actually sing better
alone than in groups, so provide opportuni-
ties for them to sing alone in non-threaten-
ing ways. Using a puppet can help, such as
in the songs “Freckles” and “Look at Me.”

Antiphonal songs like “Skin and
Bones” are good choices.

Children also enjoy telephone conver-
sations with a “music phone.” This can be
made from PVC pipes fitted together in a
“C” shape, available at hardware stores for
a few dollars. The child holds the “phone”
up to his mouth, the other end on his ear
and sings into the phone. The sound of his
singing is amplified into the ear.

After a lot of experience with the above
activities, try making up stories. Use
pictares or puppets to help stimulate
creative ideas. The music phones can also
be used in this activity by having the
children call a puppet and “sing them a
story” about the pictures they see.

Independent Singing

~ Children need to sing independently.
Encourage this by singing a song for the
children several times, then begin to leave
out words at the ends of phrases and other
places in the song. See if the children will
sing the words you omit. (Just stop
singing. Usually they will sing the words
when they realize you are not going to!)
After they have heard the song a number
of times, you can begin to leave out larger
parts for them to sing and then have them
sing the whole song without you.

You can also play games where actions
substitute for words, replacing more and
more singing with actions until finally the
whole song is just actions. This encourages
the children to hear inside their heads — to
audiate. Finally, have them sing the whole
song without you.

Repetition

One of the best things about preschoolers
is that they love repetition. It gives them
security and ownership. This means that you
can “play” these games on many days for
reinforcement and growth. This is especially
helpful as not every child develops at the
same rate. Some children come to you
singing beautifully, some come to you having
never sung at all. If you are fortunate enough
to have a class of preschoolers, I hope you
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Thees was an  old wom-an al skin—— and bones, Oo - 00 - c0 - o0

She lived down  by. the olde . grave- yemd. Oo - o0 - o0 - oo

One night——... she thought  she'd a  walk OCo - 00 - 00 - oo,

She  walked—.. down by— ths old. grave- yard, Oo - o0 - 00 - o0
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She wat to  the cloa - et to a broom. Oo - 00 - o0 - oo.

Shs o ~ pened ths  door—— and Boo! (Spoken)

Teach the children the “o0” part before you begin the song. You can explain that this song “sings” a
story and that they will help by singing the “oo” part when it comes in the song. The teacher sings the first
part of the song, and the children sing the “00” part each time. On another day, use a pretend microphone
and hold it up to a child’s mouth on the “00” part and have that child sing alone.
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© 1993 BrandArt Music, LLC
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This song should be sung to the children with the teacher adding the motions. Ask the children
questions about the words in the song. Teach the children the movements and they can add them
while the teacher sings the song again. Next, sing the song about a little, bitty bear and have the
children do smaller motions while only the teacher sings. Next time through, sing about a
“humongous” bear while the children do great big motions. Now see how much of the song the
children can sing by themselves while you do the motions with them. Ask them to play a game
with you that will involve leaving out some words but still doing the actions. Sing the first phrase
for them again, and ask them to sing that part. Now, think that part, and perform the actions for it.
Complete the song with singing and movements. On the next repetition leave out the first two
phrases, etc. When the children can do the whole song with just actions, have them go back and
sing the whole song with actions by themselves. They are the performers and you are the
audience. They will be able to do the whole song fairly accurately.

Movements:

There once was a great big bear = arms out to sides and curved around,
swaying on the beats

fold arms across body (crossed) and pulse
arms on the beats ,

shake head from side to side on beats
shrug, arms out to sides, palms up, pulsing
beats with arms

rub tummy in circles on beat

point to face on beats and “scowl” .

point to self on “I” and away on “you”
pump arms as if running, then hide your
face behind your hands

point to your tummy on the beats

who sat in a living room chair =

no one ever dared =
to ask him why he was there =

his tummy began to growl =
and he had a terrible scowl =
if T were you =

I’d run and hide =

or you might end up inside =

enjoy playing with them as much as I do. If
you don’t have a class of preschoolers, go
find some! They are WONDERFUL and the
greatest impact that you will ever have as a
teacher is when you work with these
delightful young children.

Marilyn Wood is on the faculty at Middle
Tennessee State University. She also is the
coordinator of the Preparatory Program at
MTSU, where she teaches preschool music

classes for three-, four- and five-year-olds.
Marilyn holds a M.M.Ed. degree from the
University of North Texas, and a B.M.Ed.
degree from Oklahoma Baptist Universiy.
She received her Orff Schulwerk teacher
training through the Master Class level from
the University of Memphis. Besides her
interest in preschoolers, Marilyn has also
directed children’s community choir and
children’s theater:
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Sing For The Morning

songs for voices and Orff instruments
by Alice Olsen
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ETHNIC INSTRUMENTS

OUR JSPECIALTY

¢ Talking Drum Special - Nylon strings don’t break.
Made in Ghana. Full size. $49.00

e New: Small Embossed Metal Doumbec -
Featherweight, but big sound. Comes with carrying
case. $40.00

¢ New:Vietnam. Chun Mo - 3 wood blocks ,carved
handle, very elegant looking, sounds great. With
mallet. $29.00

° New: Musical Coloring Books. Women

* Composers or American Composers. $3.95 each.
Bios included, good information, fun, well designed.
These are a great deall

* Sing & Shine On - by Nick Page. Teachers guide to
multicultural song leading. $19.95

4501 Interlake Ave. N #9 ° Hot Marimba - by Walt Hampton. Zimbabwean-style
Seattle, WA 98103 music for Orff Inst, Tape $14.95. CD $17.95.
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Available soon:

Dance Through The Days

Dances and music
for Orff instruments
by Alice Olsen
Order from:
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Call or write for our free catalog. Sonor & Studio 49 Instruments
( (206) 548-0916

Alice Olsen Publishing Co.
3515 NE 130 th Ave.
Vancouver, WA 98682
(360) 896-4048

Dealer inquiries welcomed

Kindermusik: My New Friend

"You'll like your new music class, " Sara's mother said. "You remember your
Kindermusik class in our old town. This is Kindermusik, too! You'll meet many
of the children you'll go to school with in the fall and I'm sure you'll find a
special friend." Sara wasn't sure. She didn't know anyone and she missed
Mrs. Pringle, the Kindermusik teacher who had taught her since she was a
toddler. Now she was five, in a new town, and lonely. Everyone around her
seemed to know each other. The the music began. It was "Looby Loo, " one of
her favorites! Sara grabbed a hoop and began dancing, pretending she was
sharing it with her best friend back home. Then a little girl with curly red hair,
bright eyes, and sneakers she'd colored herself jumped into the hoop with
Sara. "Hi, my name is Angela. What's yours?" Sara smiled shyly. "Sara." "My
Jamily just moved here, " said Angela. "Mine, too." said Sara, and she knew
she'd found a friend.

This is the world of Kindermusik, where you can fulfill your
love of teaching through an exciting program of music and movement
designed for children 18 months through seven years. You begin by
attending one of our workshops. 2, ‘ 7

Let your love of music and teaching take you in new K 1IAZ1 7V IAATICI ]I~
directions. Call 1.800.628.5687 (ext. B238) for a FREE sample AVILIVIVINA 41 [=P]TAN
lesson information about Spring and Summer workshops. e

THE PREMIER Music PRoGRAM FOR YOUNG CHILDREN.
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Focus on Early Childhood

ver the past fifteen years,

educators of the very young

child have been growing in
strength and numbers. A great deal of
research has been pursued on how best to
begin a child’s many years of education. I
do not claim to be an expert in this field,
but I have learned much from twenty
years of work as an itinerant artist,
presenting dance and drama workshops
to young and old alike.

When discussing creative movement
in early childhood, I am referring to
children between the ages of three and
six years old. I am aware that organized
groups have their own definition of the
ages for early childhood, but I am most
familiar with this age range, which is that
of the traditional preschooler.

Why should creative movement
be included in early childhood
education?

If you were to look at the lives of
Western children before this century, you
would see that they were considerably
restricted in their freedom of self
expression. There was little tolerance for
child play, let alone imaginative dance.
Today’s children live in a society that
places greater value on the formative
years. Nevertheless, dance and creative
movement are not part of our “melting
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bhotos by Kit Bardwell

Celebrate with Dance

Kit Bardwell

pot” culture. At best, creative dance is
allowed to exist for only a brief time in a
child’s life. Too soon these energies are
channeled into sports or possibly
structured folk dances, if the children are
Iucky. Precious are the few years when a
child is allowed to soar like a butterfly,
gallop with powerful hooves or be so
small that no one can see her at all.

My own memories of kindergarten in
the mid ’50s are dominated by the image
of Miss Smith (also my father’s kinder-
garten teacher), playing the piano while
we all moved in a circle depicting
different animals with our arms and gait.
Somehow I knew then, as I do now, that
this was imagination at its best: to
actually put your body where the music
leads your mind.

Creative movement gives young
children the opportunity to explore and
experience some of the many facets of
their physical world. They learn, for
example, that balancing on one foot is
hard to do, twirling around makes you
dizzy, and that there are so many
different ways to move on your two feet.
Children also learn how to share space
with other children. As music teachers,

- we are aware that for the first few years

of a child’s life, he is primarily a kines-
thetic learner. How better to introduce
children to the vast world of music than
to allow them to move their bodies and .
imaginations to the beat of everything
from Bach to the drums of Ghana?

What are some of the move-
ment or musical concepts that
can be taught to young children
through creative movement?

Creative movement can be used as a
vocabulary builder for movement
concepts. Young children generally
understand the difference between
moving forward and backward or the
difference between running and
galloping. Through structured creative
dance, children are able to identify the
name with the movement.

A favorite among my young
students is this version of “Red
Rover.” The class stands at one end of
the room while the teacher sings; “Red
Rover, Red Rover please gallop (skip,
twirl, hop, etc.) right over.” This is
sung on sol mi la. The class then uses
the locomotive movement in the
teacher’s song and gallops across the
room. The teacher may call an indi-
vidual child to move “over” on his
own, and the children also may have a
chance to choose how Red Rover will go
over.

Skipping is a large motor coordination
skill that is usually attained during a
child’s fifth or sixth year. The difference
between hopping, (hopping on one foot)
and jumping (on two feet) is easily
illustrated to children who, at this age,
generally have little difficulty remember-
ing which is which. '

Under, over and around are con-
cepts that can be experienced by
playing this game with the nursery
rthyme, “Jack be Nimble.” The class
lines up at the end of the room. The
teacher stands at the opposite end,
holding a mallet, and says, “Jack, (or
the child’s name), be nimble, Jack be
quick, Jack jump over the candle
stick.” The child who has been called
gallops or skips across the room to
where the teacher is holding the mallet
on the floor like a candlestick. The
child then jumps over the mallet. The
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teacher may change the chant to “Jack
went around,” or “Jack crawled under
the candlestick.” The child would then
run around both the teacher and the
mallet candlestick or would crawl
under the mallet which is being held
horizontally a foot or so above the
floor by the teacher.

When teaching musical concepts
and listening skills, stop and go, soft
and loud, fast and slow are all concepts
that are easily experienced through
creative dance. Students have endless
fun moving throughout the room while
listening to music played by the
teacher on a piano or recorder.

It is important that all movement
games be simple and clearly struc-
tured. For example, ask students to
tiptoe like fairies when the music is
soft or make big steps like giants when

The Orff Echo — Spring 1996

the music is loud rather than asking them
to “be fairies” or “be giants.” Lack of
structure leaves the students wandering
aimlessly or running out of control.

How much choreographed
movement should be included in
a creative movement class?

Dancing songs like “I’'m a Little
Teapot” are an important part of our
heritage and should be included in
creative movement classes along with
dancing songs from other cultures. I
have found that new choreography to
“cute” songs often doesn’t stand the
test of time. I also do not consider
hand motion songs as being the same
as dancing songs. Instead, there are
play parties galore for the very young
child. You will find them in the same
resources as the play parties for older
children. “Charlie Went Over the

MUSIC TOGETHER®
Developed by the Center for Music and Young Children
Teacher Trainings in Early Childhood Music
Orff Teachers * Music Educators
Early Childhood Professionals ¢ Parents

A family music experience enjoyed by thousands since 1987.
Workshops available nationwide! Call or write for information.

MUS ]IQ Center for Music and Young Children

R 217NassauStree Prmceton NJ 08542 _ '1'800'7(:

Focus on Early Childhood

Ocean,” “Sally Wore a Red Dress” and
“Oats, Peas, Beans and Barley Grow”
are excellent singing/dancing games to
add to your collection which includes
such favorites as “London Bridge” and
“Ring-a-Round the Rosie.”

What lies ahead for creative
movement in early childhood?

Even though it appears that the
education of teachers for early child-
hood is evolving at an exciting rate, it
will be some time before we can take it
for granted that creative movement
will be included in the curriculum of
every preschool or center where very
young children are instructed. Until
then it is important for parents and
early childhood teachers to just jump
in and try some. Dance with your
children. They will not judge your
abilities. Dance with your children and
celebrate!

Kit Bardwell is Artistic Director of
the Pocket Theatre at the Kansas City
Museum in Kansas City, Missouri. She
holds a B.M. from the North Carolina
School of the Arts and a M.M. from the
University of Missouri - Kansas City.
Kit has completed all three levels of
Orff teacher training and was a
presenter at the 1992 and 1993 AOSA
national conferences as well as at the
Orff 100 International Conference of
Music and Dance in Melbourne,
Australia last summer.

Photographs are of students at the

Purple Dragon Preschool in Kansas
City, Missouri.
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you could have a class-
room space that wouid
CHANGE as QUIC !i.Y,
as the attention span of your students e

It's so simple it's amazing! Find out why elementary music teachers are so
enthused about flipFORMSs. Give us a call, we'll give you more information.

Call 1-800-733-0393 DEPT. 51RJ

Wowgor

SUPPORTING YOUR VisION OF WHAT MusIC EDUCATION CAN BE.
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Focus on Early Childhood

Early Childhood and the Electronic World

Doug Goodkin

“By age five, the average American child has watched 6,000 hours of television.”

his startling information should
T be the opening sentence of every

early childhood education
textbook. It should be framed on the wall
of every preschool classroom across the
nation. It should serve as a reminder that
if we are to fulfill our vow to serve each
child’s inmost needs, we must come to
grips with the education we as a culture
have chosen for our children.

If we assume an average of fourteen
waking hours per day, we discover that
approximately 25% of waking hours in
our children’s first five years is spent in
front of TV, accounting for over a year of
the child’s life. If we add video games
and computer experiences, the time in
front of screens increases. Regardless of
the quality of day care, preschools or
parenting, it is clear that we as a nation
have unconsciously chosen television as
a primary caretaker and teacher of our
children. We are just now facing the
consequences of that choice as we meet
children who lack the foundation for
critical thought, heartfelt emotion and
social grace.

It is time to re-evaluate our choice and
look again at this teacher’s credentials.
Making a conscious choice begins with
asking the right questions. Let us begin
with this one: what are the young child’s
developmental needs and what dangers
are involved when we ignore them in
exchange for 6,000 hours of electronic
stimulation?

Three major areas are crucial for
development in the early years. Like
speaking before reading or crawling
before walking, they form the essential
foundation from which future learning
builds. If the experiences that meet these
developmental needs are not given, the
ability to handle the later tasks of
learning is impaired. The three areas that
should form the center of the
preschooler’s experience are:

» Language exploration

» Movement, motor development and
sensory experience

* Fantasy play
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Babies, toddlers and young children
are constantly babbling, singing, talking,
relentlessly moving, wiggling, touching,
feeling, tasting, endlessly fantasizing,
creating and imagining. They need not be
consciously taught these things in a
formal sense. The voice simply loves to
sound, the hand to touch and the mind to
fantasize. Early childhood education at
its best is education in its pure form,
“leading out and drawing forth” (the
original meaning of the Latin root,
educare) the child’s innate need to speak,
move and imagine. How might a home,
daycare center or preschool nurture these
desires?

This process requires an intimate
companionship with boredom. Boredom
represents an impasse in a cycle of
energy, forcing the mind to gather its
resources and escape from the labyrinth
of inertness. Often our most exciting
moments lie just on the other side, and it
is important to allow the time and space
to live through the full cycle of stimula-
tioi, exciternent and boredom. These
experiences are particularly important to
the healthy development of fantasy.

Playing and exploring also include
language, a form of play with others.
Language cannot progress without the
human response of conversation. To

If we assume an average of fourteen waking hours per day, we
discover that approximately 25% of waking hours in our children’s
first five years is spent in front of TV, accounting for over a year of

the child’s life.

First, it can provide a space in which
those needs can come to flower, a
“kinder-garten” in which the stimulation
of materials, fellow children, and adults
promotes growth. The Montessori
approach, one such carefully thought-out
garden, pays precise attention to the
learning environment based on a pro-
found understanding that we teach
simply by what we choose to place
before the child. This is particularly
crucial in the sensory-motor area -
playgrounds, fields, gardens, kitchens,
jump ropes, musical instruments,
puzzles, finger paints, clay, dress-up
clothes and more serve the child’s deep
desire to explore. Before we hear a single
word spoken about curriculum goals, we
already know much about a school or a
home by observing the physical space
and set-up.

Second, the home or school should
provide ample opportunity for play. The
young child needs many hours of
unstructured, non-directed exploration to
allow the mind and body to find its own
rhythm and create its own structures.

“con-verse” is to engage in “verse” with
somebody. From the casual daily flow of
conversation to more formal discussions,
language grows through play.

The third crucial element of effective
education is guidance, particularly from
adults, though also from older children
and partially from peers. The passing on
of our collective wisdom in the use of
elegant language, articulate movement
and imaginative fantasy is a large part of
our responsibility as teachers. We serve
children best when we remember that we
are guiding them towards the kinds of
skills and experiences that define human
potential.

Language development aims towards
the clarity of syntax and grammar, the in-
creased consciousness that vocabulary pro-
vides, the communication that organized
thought allows and the aesthetic pleasure
of literature and poetry. Movement aims
for the strength, grace and coordination
realized in sports and brought to the aes-
thetic realm through dance, the deep plea-
sure of being at home in our bodies. Fan-

continued ...
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RE, MI...”

It’s an old familiar song. “Funds for music education aren’t

available. Funds have been cut. Sorry, not in the budget.”
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tasy aims to focus the
endless parade of ran-
dom images our mind
generates into the cre-
ative acts of making art,
visualizing our inten-
tions, remembering our
pasts and seeing stories
in our dreams. The
mothering of speech,
movement and fantasy
requires adult humans —
not TV or computer
screens —rather, teachers
who, in addition to un-
derstanding sequential
development, have the
ability to know each
child and are inspired by
their own love for the material.

‘We now have a framework that allows
us to question intelligently the effects of
our opening statement, a lens through
which to look at how television serves —
or fails to serve — the needs of children.
Here is a beginning list of questions we
might ask:

» Does television serve the child’s needs
for interactive language development?

» Does it serve the child’s need for
motor response and physical involve
ment in learning?

 Does it serve the sensory/ touch
component of knowledge?

» Does it encourage active imaginative

response? )

Does it teach children to find their

own body/mind rhythms and work

through boredom?

» Does it know the child at the other end
of the screen?

¢ Can TV or even computers be true
teachers as we have defined them?

» What happens when the equivalent of
more than a year of the child’s first
five years is spent on an activity
that neglects crucial developmental
experiences?

If we answer these questions honestly,
it is clear that television, video games
and even computers are poor teachers for
young children. They speak o the
children, but not with them. They
encourage physical inactivity and
contribute to poor posture. They neglect
the sensory elements of touch, taste and
smell and overload our vision and often
our hearing. Their constant visual and
aural assault makes us increasingly numb
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rather than alert and aesthetically
aware. The pairing of image and sound
atrophy our capacity to create our own
imagery, which in turn is an essential
component of later critical thinking
and metaphorical understanding.
Television and video games habituate
the nervous system and create a form
of addiction; children (and adults)
repeatedly by-pass their rhythms of

Focus on Early Childhood

children enter first
grade without the
crucial experiences of
language, movement
and fantasy, we cannot
teach as we have
taught. Teachers of all
ages across the nation
report the increasing
simplification of their
curriculums and
lowering of their
standards to meet
today’s student.?

In light of this, we
need to re-think the
casual attitude that TV
and video games are
just harmless entertainment and easy
baby-sitting. We must come to grips
with the stark facts of what American
children across all social and economic
classes are experiencing. We may feel
a moment of self-satisfaction that our
children don’t watch too much TV and
that our children go to a good school,
but we cannot treat this as simply a
personal issue and a family choice.
These “other” children will be at

The music classroom is a living museum of fading practices, a
place where nursery rhymes once chanted on the parent’s knees
are spoken, sung, danced and dramatized, where the clapping
plays and ring games no longer passed down by older children are
kept alive, where the child’s imagination is given free reign within

the structure of artistic form.

boredom for instant passive entertain-
ment. The eye of the screen is one-way
only — it never knows the child at the
other end — and this includes clever
“interactive” computer programs that
simulate responses. Finally, they rob
children of precious opportunities to
play, explore and engage the world
with their inherent capacity for awe
and wonder — opportunities that will
never come again in precisely the
same way.

Nature’s dictum of “use it or lose it”
means that our entire educational
system will become, is already becom-
ing, remedial education. When young

school with our own, will be riding the
buses, will be hanging out as teenagers
on the corner we walk by. We must
take responsibility for this as a collec-
tive cultural problem that affects every
one of us every day.

By now it should be clear that,
regardless of the content of TV
programs, the nature of television is
antithetical to our highest goals as
educators. However, the content is not
incidental to the issue of the child’s
emotional and spiritual health. Con-
stant exposure to relentless violence,
sex without love (often paired with a

continued...
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violent act within two minutes — notice
the juxtaposition of images next time
you watch an action show or movie
preview), bumbling male role models,
smart-aleck kids, and general celebra-
tion of stupidity wears deep grooves in
the child’s psyche.

There is growing pressure in
schools today to develop values
curriculums simply to teach basic
standards of human decency. Here we
have two cultural forces working at
cross-purposes, with the children
caught in the middle, understandably
confused. Who should the kids believe,
the teachers or the TV? One teaches
the slow, patient work of effort, the
other, immediate gratification. One
says work cooperatively with your
neighbor, the other says do whatever
you can to get what you want. One
says talk out your problems, the other,
learn how to use a gun.

What can be done? Our first
impulse might be to move to the
extreme and renounce all television
and related media. Yet we all have
experienced the warmth of a family
enjoying a favorite TV show, the
pleasure of an artistically conceived
special about baseball or jazz, the
sense of participating in history by
watching the launch of a space shuttle
or the crumbling of the Berlin Wall.
Small doses are not the problem. The
primary issue here is the devastating
effect of excessive watching by
children, especially young children.

Though pulling the plug may
ultimately prove to be the simplest
decision, there are other possible
remedies. Knowing children need to
move, play, imagine and converse, we
may choose to limit the amount of
viewing time. Knowing that early
childhood is an especially fragile and
vulnerable period, we may be more
conscious of what age we allow certain
media experiences. Knowing that
children need protection from images
they’re not (and may never be!) ready
for, we may monitor more closely the
content of their viewing.

But even if the flickering blue lights
ceased to shine in households across
the nation, we would still be left with
the needs they temporarily fulfilled.
TV is powerful for a number of
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reasons, but among them is the prom-
ise of satisfying real hungers — our
hunger for stories, for images, for
stimulation, for calming, for connec-
tion. The promise never truly delivers,
never sticks to the ribs or satisfies our
appetite, partly because of the inherent
limits of the media and partly because
programming is largely driven by
money above soulful concern.

If we shut it off, we must be
prepared to meet these hungers in other
ways. We need not look for the next
exciting technological solution here.
This is a human dilemma and the
answer is as simple as remembering
what nurturing families and communi-
ties have provided for their offspring
for thousands of years — stories around
the campfire, at the dinner table, by
the bedside, places to play and
imagine, opportunities to sing,
dance, make music, act, make art,
and adults who speak, play and work
with their children.

This is when teachers of Orff
Schulwerk will finally have their day,
for we are constantly involved with
preserving the tried-and-true gifts of
that endangered species, children’s
culture. The music classroom is a
living museum of fading practices, a
place where nursery rhymes once
chanted on the parent’s knees are
spoken, sung, danced and dramatized,
where the clapping plays and ring
games no longer passed down by older
children are kept alive, where the
child’s imagination is given free reign
within the structure of artistic form.

But we must not be content to think
that by the very nature of how we
teach, we have done our share. We
must do more than our share, That
means informing ourselves, informing
others, starting TV Turn-off campaigns
in our schools, questioning every facet
of education being run through com-
puters, stitrring up trouble, learning
how to “just say no” when the next
“advance” in technology tries to shame
us into thinking we’ll be left behind if
we don’t subscribe. What is called
“progress” is often the excessive
intervention that Carl Orff warned us
about when he said: “Man exposes
himself to spiritual erosion if he
estranges himself from his elementary

essentials and thus loses his balance.””?
Let us stand up for the elementary
essentials of childhood and help
restore balance in our children’s lives,
anticipating the day when a new
statement will be written:

“By age five, the average American
child has been bounced on the knee to
countless nursery rhymes, told endless
fairy tales, sung hundreds of songs,
danced, painted, sculpted, built,
played instruments, acted and
enjoyed doing precisely what chil-
dren need and love to do.”

Doug Goodkin teaches music and
movement at The San Francisco
School. As well as being a frequent
presenter at workshops and confer-
ences, he is a lecturer and founding
member of Xephyr, an Orff-based adult
performing group. Doug teaches Orff
Schulwerk teacher training courses at
Mills College in California and
teaches his own course, Jazz and Orff
Schulwerk, through San Francisco
State University. He is an author of the
Macmillan/McGraw-Hill textbook
series, Share the Music.

Notes

'This data can be found in both A is for .
Ox (p. 39) and The Index of Leading
Cultural Indicators (p. 103). (See
Related Recommended Reading)

This is amply documented in scores of
books and studies, as well as my own
personal conversations with teachers of
children of all ages. Some choice
selections include the first chapter of
Endangered Minds, “Kids’ Brains
Must Be Different,” and the chapter,
“Schooling and the New Illiteracy” in
Christopher Lasch’s book, The Culture
of Narcissism; W. W. Norton &
Company, 1979.

*Orff Schulwerk: Past and Future.”
A reprint of Carl Orff’s 1963 speech
at the opening of the Orff Institute,
The Orff Echo, Vol. 27, No. 4;
Summer 1995.
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Related Recommended Reading

Bennett, William J. The Index of Leading
Cultural Indicators. New York: Touch-
stone, 1994. A book about the alarming
state of our youth — the epidemic increase
in murder, violence, rape, suicide, depres-
sion, alcoholism, drug addiction, TV
watching, falling test scores, illiteracy and
aliteracy, hopelessness and rage.

Healy, Jane M. Endangered Minds. New
York: Touchstone, 1990. Research from
an educational psychologist about why
today’s children are less able to concen-
trate, absorb and analyze information
and literally think as well as previous
generations.

Mander, Jerry. In the Absence of the
Sacred. San Francisco: Sierra Club,
1991. A far-reaching book by a former
advertiser that connects television,
computers, corporations, space colonies
and biogenetics with the genocide of
Native Peoples worldwide.

Pearce, Joseph C. Evolution’s End. San
Francisco: HarperCollins, 1992. Deep
thinking about practices that block our
evolutionary potential, with special
emphasis on how TV impedes our
neurological development.

Postman, Neil. The Disappearance of
Childhood. New York: Vintage Books,
1982. This delightfully readable author
talks about the erosion of boundaries
between adults and children. If you’re

- curious about why kids and adults dress
alike, why kids on TV act like miniature
adults and adults act like children, if
you’re wondering about the sexy children
in Calvin Klein’s ads, read this book.

Postman, Neil. Conscientious Objections.
New York: Vintage Books, 1988. If
you’ve watched too much TV and have a
short attention-span, this book of essays
includes a 15-page summary of The
Disappearance of Childhood as well as a
number of other thought-provoking essays.
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Postman, Neil. Technopoly. New York:
Vintage Books, 1992. In his most recent
book, Postman extends his concern about
TV to the mega-business of technology
and the surrender of culture to its dictates.

Books, 1995. Sanders investigates the
nature of oral cultures and the need for
early childhood to recapitulate those
experiences to form the base of literacy.

Winn, Marie. Unplugging the Plug-In
Drug. New York: Viking Penguin, 1987.
Suggestions for organizing a TV Turn-
Off Event in your school or community.

Sanders, Barry. A is for Ox: The Collapse
of Literacy and the Rise of Violence in an
Electronic Age. New York: Vintage
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Janet Robbins

Since its inception in 1976, the Gunild Keetman
Assistance Fund has enabled dozens of AOSA
members to continue their education in Orff
Schulwerk or to pursue creative projects. With the
help of a Keetman grant, Lisa Mandelstein traveled
to Salzburg last summer to attend the International
Summer Course at the Orff Institute. In gratitude for
this assistance, Lisa wrote the following article in
which she shares some of her personal experiences
and insights gained during those two weeks.

The International Summer Course:
Thoughts on Cross-Cultural Understanding

am an intuitive cook. While my

partner whips out incredible menus

by researching cookbooks and
following recipes religiously, my
specialty is creating dishes with what is
left over, available in the house. Thisis a
gift given by my mom from years of
making do, stretching and substituting,
along with a knack for recognizing spices
and tastes and daring to mix, try, estimate
and improvise. I don’t remember any
disastrous meals growing up, but if time
was tight or exhaustion too deep our final

3., 66

resort was the Colonel’s “secret recipe.”

These days I think about the “recipe”
of ourselves, what makes us who and
what we are. Our points of reference
relate to culture, class, race, places we
have lived, religion, personal experience
and many others facets of ourselves. As
we interact, all our individual points of
reference color and spice our meeting,
the process of relating, and the results.

The International Summer Course at
the Orff Institute in Salzburg, Austria,
was a fascinating example and laboratory
for further thought and experience in how
we view ourselves and others. I spent two
weeks there last summer, learning more
about the Orff Schulwerk process,
studying in the unpretentious and
beautiful Institute with teachers from
around the world, dancing, singing,
playing, talking and living with people
from twenty-eight countries.
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Lisa Mandelstein

Doug Goodkin’s opening session dove
directly to the heart of our similarities
and differences. In one activity we were
to regroup by the first letter of our
names. Four of us stood in the middle
long after the rest of the room was quiet
as I tried to figure out why Lilian, Liang-
Yu, and Lon Po didn’t think I should be
in their group. I realized that in the
subtlety of the Chinese language my “L.”
sound was completely different than their
softer “Dlh.” And, we all laughed when
we went around the circle and found
Li-Hui who had placed herself in the
“D” group!

Later in the same session I had a more
sobering experience. We were to choose
a pursery rhyme in our native language
and then, with eyes closed, recite the
rhyme over and over as we listened for
and found the others who would be
speaking the same language. When I
opened my eyes I was in a group with
many Caucasian women and one Asian
woman. It is painful to admit that my
first thought was “How did she end up
here?” When I asked her where she was
from she replied, “Toronto.” I wondered
how many other erroneous assumptions I
had made without the opportunity to be
corrected? in my classroom? in the
wide world?

As our morning group worked with
various teachers over the two-week
period, patterns of interactions seemed to

emerge. The Americans almost always
volunteered to try things out in front of
the group, the Taiwanese women almost
never. The Greek women usually
wouldn’t volunteer in front of the whole
group, but when small group creation
was called for they were very active with
strong ideas and preferences.

But were these simply patterns, or
were they the beginning of stereotypes?
If so, how can we break through the
barriers to understanding created by
stereotypes? It begins with the realization
that we’re “inside looking out” — that our
points of reference are coloring our
opinions — at the same time we are
“outside looking in” to cultures we do
not know. After a week I found that some
of my assumptions about Taiwanese
women had more to do with how much
English they could understand than any
actual cultural phenomenon.

Perhaps this is often the case for
students in our multi-lingual classrooms,
whether because of language, physiologi-
cal difficulties, social stresses, or a lack
of sleep or food. As I talk to my students,
explaining what we will be doing, how
the game is played, saying, “Okay, now [
need three people to...,” blah, blah, blah,
blah, blah... How many are tuning out or
not understanding, or worse, misunder-
standing? How much time is lost from

“precious once-a-week music sessions as I

explain everything in advance?

continued...
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stemming from a cultural
and political disagree-
ment. While this is not the

Donna Marchet

One afternoon, a supposedly simple
five-minute activity, to create a sound
setting for the words “thunderstorm with
a flashlight,” became a humorous fiasco
when no one else in my group under-
stood what the words meant. Talking
about music is often appropriate and
valuable — setting up an experience,
describing or evoking a quality for
movement or a sound piece, analyzing
the results afterwards. But sometimes the
most salient moments are those without
words. Mari Honda and Sofia Lopez-Ibor
gave masterful teaching examples of this
during the summer course. Wiggling
eyebrows, tongue clicks, nonsensical
humming and hand gestures guaranteed
everyone’s attention while deftly
showing what to do. Suddenly we were
all on even ground without the barrier of
language, attending and exploring in a
new way. What a relief and what an
opportunity when words are left behind,
when teaching transcends words.

We are all different and this is a
wonderful thing. It is sad and angering
that anyone’s race or heritage has ever
been used as an insult when these are
precisely the elements that make our
world so rich. In America’s melting pot I
often forget that this applies to Cauca-
sians (again exposing an unconscious
racism on my part). The many languages
spoken, and the folk music and dances
shared during the course highlighted this
fact: that Caucasians are not just “white”
but Finnish, Austrian, Bavarian, German,
Ttalian and more, with an infinite number
of combinations.

While sharing is a key to greater
understanding it can also lead to conflict
and separation. During the course an
unfortunate misunderstanding occurred,
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forum to discuss the issue
in dispute, I came away
understanding the hurt and
anger we all experience
when we feel we are
misrepresented, the need
to have one’s culture and
music portrayed in a way
we feel is accurate, and
the fear and trepidation as
we attempt to teach or
share music and activities
from other cultures in a
manner that is accurate and respectful.

The Orff Institute’s International
Summer Course can widen our pal-
ettes, expand who we are, broaden our
life experiences. I collected some great
activities, soaked in some amazing
experiences of masterful teaching
process, and gained skills, but what I
treasure most looking back to this time
was the opportunity to leave my
ordinary life, to bump up against
myself and all that “comes up” when
thrown into the unfamiliar, Feelings
surfaced: nervousness and fear about being
good enough, liked and accepted; sadness
about our past isolation from others which
often manifests in discomfort and dislike
of others; guilt and sadness related to

Donna Marchetti

unintended prejudice; and transcending
these other emotions, the joy, exuberance
and honest delight to meet and play with
new and wonderful people. '

Perhaps some of the most powerful
moments for me took place in the
dormitory kitchen at the Orff Institute.
It’s a common room with ten or so fold-
down burners, little lock-shelves in each
refrigerator and cabinet, and the smatter-
ing of old cookware you would expect in
a rustic cabin or summer beach house.
After a day of classes students regrouped
with the people they knew, speaking
comfortably in their own language, to
prepare familiar, comforting, simple
dishes. As I walked through, Chinese,
Italian and other aromas competed for my
attention. And I quickly found that the best
way to get a taste of someone else’s
cooking is to start cooking yourself!

We each have so much to offer the
world and there are so many opportuni-
ties to receive. We stretch out into new
territory and then retreat to the more
familiar. And little by little things can
change. Each time we notice our differ-
ences and allow ourselves to feel the
discomfort, talk about it, perhaps laugh
or cry about it, we bring ourselves closer
to people everywhere. Each time we
admit we have had a prejudiced or racist
thought and confront ourselves with
compassion, growth takes place. I believe
we are all doing the best we can. But I
also think that I will only see my full
humanity when I learn to see every
person as fully human. And so I need
to keep working.

In the end we humans have much
more in common than not. A sign in the
special education class at my school
proclaims, “We all smile!” I would add
that we all need to create, to move and
dance, to laugh and be with others, and to
make joyful sounds. We know this. It’s
why we teach music and especially
why we teach the Schulwerk. This is
not a “secret recipe”!

Lisa Mandelstein is in her eleventh
Year as a music specialist working with
children K-5 at Neil Cummins Elemen-
tary School in Marin County, California.
A vocalist and songwriter, she is also a
founding member of the performance/
improvisatory group Xephyr. Lisa holds
degrees in music therapy and music
education, and completed Orff certifica-
tion at the University of Northern
Colorado. She is past president of the
Northern California Chapter of AOSA.
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~_ Reflections on Musica Humana:
From Classroom to Concert Hall

Orff Centenary Celebration, July 28-30, 1995, Minneapolis, Minnesota presented by the
University of St. Thomas; Jane Frazee, chair

n Orff conference, like music
A itself, is an ephemeral affair; it

passes in a flurry of participation
and experience. Rarely do we have the
opportunity or time to think about our
experiences in depth or to consider their
implications for our own work. I was
asked to report, and therefore to reflect,
on a most extraordinary, once-in-a-
lifetime conference — Musica Humana. 1
hope to give those of you not able to
attend a sense of the conference. I will
also tell you about some of the issues this
conference raised for me. It certainly
changed my perspective about Orff
Schulwerk, the Schulwerk’s uses in the
classroom and in performance, and about
Carl Orff as both a composer and a person.

Friday Evening: Welcome Dinner, Keynote
Address, International Folk Dancing

"The prosperous downtown Minneapolis
Club, the brass ensemble playing works
from Music for Children, and the entirely
civilized dinner all proved accurate
harbingers of the coming weekend. This
would be no ordinary Orff gathering, but a
centenary celebration simultaneously
retrospective, celebratory of the present,
and hopeful about the future.

In his Keynote Address, “Carl Orff: A
Vindication at Last,” music critic John
Rockwell approached his subject from an
historical perspective. He certainly woke
up his audience! It was a shock for those
of us most acquainted with Orff the
educator to realize that Orff the person
lived in Germany throughout the Nazi
regime and the years of World War 11,
and that certain of his works received
Nazi approval.* Rockwell placed Orff in
a line of musical descent which included
Debussy, Satie, Weill, Virgil Thompson
and Phillip Glass, deeming Orff one of
the “minor” composers. I heard
mutterings around the table; this was not
exactly what we had come to hear at a
Centenary Celebration!
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Betsy Kolasky

Yet perhaps we needed to hear it, to
realize that Orff, seminal as he is to our
pedagogy, is but one 20th century voice.
Maybe we need to understand that what
we are doing when we use Orff’s stylistic
preferences is perpetuating a single
musical style from the first half of the
century. Are we to take it as a given for
all time, or to develop it for our own
time? I thought of this question as I
listened in November, at the AOSA
National Conference, to Heather
McLaughlin’s account of marimba
building and playing in Victoria, Austra-
lia. With much zest and little money, the
Aussies have blended African instru-
ments, world music, and Orff stylistic
devices into a unique sound.!

‘and fun practicum. Kim Kowalke, of the

University of Rochester, ended the
morning with a fascinating, detailed,
musicological discussion of “Orff and
Musical Theater in the 1930s.” We
listened to excerpts of unfamiliar works,
tracing the evolution of Orff’s style.
Kowalke’s many specifics provided a
factual basis for John Rockwell’s more
general comments abouts Orff’s political
decisions. One gained the impression that
Orff, faced with a world that politicized
art, shifted now one way during the Nazi
regime, now another way during the
postwar rehabilitation of Germany to
insure the acceptability of his music. We
who live in easier times cannot know
what we would have done.

I came away with the sense that we should not yield to tempta-
tion and create an icon out of a very real man. We do better to
acknowledge the limits as well as the genius of Orff the man,

composer and educator.

After dinner, as Verena Maschat led us
in international folk dancing, we felt once
again the power of music to unite. Thus the
evening came to an end with the natural
gregariousness of an Orff gathering.

Saturday Morning: Concurrent Sessions:
“Improvisation in Orff Schulwerk,”
Steven Calantropio; “Dance Improvisa-
tion,” Danai Gagne,; “Body Music,”
Doug Goodkin; “Orff Schulwerk
Practicum,” Verena Maschat; “Orff and
World Music,” Mary Shamrock. Lecture:
“Orff and Musical Theater of the
1930s,” Kim Kowalke.

It was difficult indeed to choose
which of the concurrent sessions to
attend, focusing as they did on cracial
aspects of Orff Schulwerk and given by
expert practitioners. I chose to listen to
Mary Shamrock, given my scanty
knowledge of world music, and was
rewarded with a comprehensive lecture

Saturday Luncheon & Demonstration:
“Dance Pieces in the Style of the
Giintherschule,” Jacque Schrader, Chris
Landriau, Danai Gagne. Saturday
Afternoon Address: “The Dance Style of
the Giintherschule,” Verena Maschat.

Luncheon provided the backdrop for a
dance demonstration that was an eye-

continued ...

*Editor’s note: Other facets of Orff’s
work, including the Schulwerk, were
regarded with great suspicion by the Nazis.
In addition, several of his stage works are
thought to be highly satirical, veiled
criticisms of the Third Reich. See “At
Home with Carl Orff” by Glenn Loney,
The Orff Echo, Winter 1995, and “Orff
Schulwerk: Past and Future,” speech by
Carl Orff, The Orff Echo, Summer 1995.
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opener for some, and a reminiscence for
those with longer experience. Using
stick, hand drum and kettle drum,
Schrader, Landriau and Gagne created
dance improvisations$ of enormous
vitality and appeal that brought the
audience to their feet in prolonged
applause. Later Verena Maschat talked
about the Giintherschule, making a
remote era come alive. Did you know
that Giintherschule performers toured and
were highly acclaimed? Maschat showed
photographs of such polish and precision
that one longed for a video.* Dorothea
Gunther, Maya Lex and Gunild Keetman
all brought Orff’s prewar ideas to
fruition. After the war, Orff and Keetman
reworked these ideas for children.

Maschat’s lecture made me realize
that Orff Schulwerk always has been —
and always will be — what practitioners
make of it. When we listen to a presenter
today, we should try to understand that
person’s concept of Orff Schulwerk.
There are many differences in outlook,
and each presenter reveals a facet of the
Schulwerk. Some use Music for Children
as instrumental scores. Others use these
volumes as a text on which to improvise.
Some use process to enable students to
create their own musical ideas. Others
use process to sequence lessons which
include planned student outcomes.

Saturday Afternoon: Concurrent Ses-
sions, Performance by Xephyr.

Saturday afternoon gave us another
opportunity to sample an aspect of the
Schulwerk. I wandered in and out of
several sessions to gain a flavor of them.
The participatory sessions reflected the
energy, creativity and musicality of both
participant and presenter. It was, as
participant Roger Sams noted, a rare
opportunity to work in the Orff media
with people at the same level of develop-
ment. What would we be like as musi-
cians (and as teachers) were we to
regularly explore Orff media on an adult
level? The performing group Xephyr ‘
showed us what very talented teachers
can do. They were wonderful! Beyond
the sheer enjoyment they provided, one
sensed in their work a reflection of

*Editor’s note: The AOSA A/V Library
contains a silent video of the
Giintherschule performers that has been
converted from an old film.
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Schulwerk as the music of the child
within us all. How might an opportunity
to create, rehearse and perform change
us? That is an open question, and one we
might consider in our local chapters.

Saturday Evening: Children’s Demon-
stration, Blake School Children; Perfor-
mance, Song-Dances to the Light, by
Libby Larsen, commissioned by AOSA
for the Centenary, and Carmina Burana:
Orchestra Hall, downtown Minneapolis.

I hope you now have some idea of the
intensity with which this weekend
proceeded. By Saturday evening we were

’ chock-full of new impressions, yet had

major performances still to come. The
evening washed over me in a splendid tidal
wave of sound. It is only some months
later that I have found words to express the
issues raised for me by the performances.

The teacher part of me beamed and
applauded in admiration at the Blake
School Demonstration. In a few weeks
and with a volunteer group, Pat Rice,
Arvida Steen and John Woodward had
helped their children put together an Orff
demonstration of which any of us might
be proud. One could not help but
compare this demonstration with the
polished singing of the children’s
choruses for Song-Dances and Carmina,
and the precision of the Orff instrumen-
talists playing alongside the Minnesota
Orchestra in Song-Dances. The latter
represented music practiced and per-
formed traditionally. Audience reaction,
alas predictably, was far more appreciative.

It was as if the creative aspects of the
Schulwerk presented by the Blake School
children just didn’t “show” in the concert
hall as well as we would like them to.

Of course, it is entirely possible that
the formal stage is simply not the best
place to showcase creative aspects of the
Schulwerk. But I have come to wonder if
there is not an inherent tension between
process and product in the Schulwerk.
The more we make room for children’s
creative ideas, the more they take owner-
ship and learn, and the less polished the
results. The more we adults create the
framework and supply the ideas, the more
polished the results, but at the cost of less
child input, ownership and learning.

Sunday Orff Sing, Angela Broeker.
Concurrent Sessions: “Orff Schulwerk in
American Music Education,” Doug
Goodkin; “Bridging the Two Cultures:
Classroom and Concert Hall,” Libby
Larsen. Performance: The Children of
SCORE (String, Choral, Orff, Re-
corder Ensemble). Sunday Brunch &
“Celebration Reflections,” Christoph
Maubach. Performance: The Wise
Woman and the King.

Sunday morning found us singing
works from Music for Children and a
selection of Orff’s choral works, includ-
ing a very early Ave Maria. I next
listened to Libby Larsen’s account of her
compositional process. The text for Song-
Dances to the Light was developed by a
group of children, while musical ele-
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ments were shaped by other factors:
Larsen’s understanding of the Orff
instrumentarium, and her own style and
practical experience in writing for
professional orchestras. What could she
write that would sound good, given the
twenty minutes of rehearsal time the
orchestra was likely to give her piece,
and the inherent difficulties of balancing
the Orff instumentarium — and elemen-
tary instrumentalists — with the
professional orchestral sound? Her talk
offered a fascinating glimpse into the
world of a contemporary composer.

We then heard a unique blend of Orff
instramentarium, beginning strings, and
choir presented by The Children of
SCORE, a performing group from
Virginia. Here was another example of
the diverse uses to which the Orff
instrumentarium can be put. Finally, it
was on to brunch, concluding remarks by
Christoph Maubach, and the last of many
wonderful performances: Orff’s opera,
The Wise Woman and the King. The best
of all possible Orff weekends had come
to an end. '

What did I take away from Musica
Humana?

« arenewed appreciation of the vitality
of Orff’s works.

« asense that the Schulwerk continues to
grow in new ways. Xephyr is one
example, Australian marimba music
another.
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» a sense that we should not yield to
temptation and create an icon out of a
very real man. We do better to acknowl-
edge the limits as well as the genius of
Orff the man, composer and educator.

o asense that each of us needs to
articulate our own conception of Orff

Schulwerk and to test that idea against
the reality of our classroom experi-
ences. It is not only the luminaries
who create the Schulwerk; it is also
you and I, working in our own
classrooms. What we accept and
transmit will become part of the
Schulwerk of the 21st century. Best
wishes in your own Orff journey.

Betsy Kolasky teaches K-3 general
music in Blissfield, Michigan, where she
coordinates an aesthetics education
program, Arts Unlimited, for her school.
She holds a B.A. from Swarthmore
College, M.A. from Columbia University,
and a B.A. in Music Education from
Bowling Green State University. She has
completed all three levels of Orff
Schulwerk training, and is active in her
local AOSA chapter.

lsee Heather McLaughlin, “Boris the
Bassman and Friends: the Australian
Marimba Movement,” Tapestry of Time,
AOSA National Conference, November.
8-12, 1995; Notes, p. G-72.

Photos courtesy of the University of
St. Thomas
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Point~Counterpoint

Barbara Potter and Martha C. Riley, Editors

What constitutes good reper-
toire in Orff Schulwerk instruc-
tion? Is there a standard repertoire of
songs and chants our children should
learn? Is it necessary to moderate
creativity in order to place more empha-
sis on traditional materials? We asked
these questions in the Winter 1996 issue
of The Orff Echo. Here are your replies:

Music teachers sometimes think the
creative opportunities inherent in the Orff
process give the teachers the privilege of
creating songs and rhymes for the
children. Why not, instead, use exem-
plary literature as the springboard for the
child’s creativity? The ticky-tacky
literature used to develop creativity in
children in this country is inexcusable,
While in Mannheim I saw teachers
trained by Orff himself who were
providing experiences for children that
were exemplary; they were subtle,
magical, quiet, wonder-full. The basis for
those children’s creative expressions was
great children’s literature as well as folk
songs and rhymes.

T'am offended by the deluge of
materials that are composed by every Mr.
and Ms. Music Teacher so they can be
creative and have something published,
not because their students should receive
exemplary literature. Imagine the
arrogance of these “composers” thinking
their childish creations are good enough
for children. As another European
contemporary of Orff said, “Only the
finest composers should strive to be good
enough to compose for children.”

While consensus on what makes great
children’s music literature may never be
achieved, it is possible to recognize
musical junk food. Plato said art contains
more than what is on the surface; it also
communicates something below the
surface. Cheap, catchy literature around
obvious subjects as Halloween, dental
health or bicycle safety week offers
nothing below the surface. “But they like
it” may be the response. And I respond
back, “They like junk food and junk TV.”
Responsible parents feed their children
what is good for them, not just the things
they like.
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Choose children’s music literature that
is as delicious after fifty singings as it
was the first time you heard it. If after
twenty times it tastes like old gum then
there wasn’t much to it to begin with. If
we continue giving in to children’s
desires and insignificant composers’
egos, providing childish rather than
child-like literature, we can expect empty
concert halls in twenty years. Through
neglecting great children’s music
literature, the subtle sensitivity required
to hear the expressiveness communicated
by great composers will not develop.

-Name withheld by request

The thought of our individualistic Orff
teachers developing a standard repertoire
on which all could agree would seem to
be the original “impossible dream,”
However, I too am troubled by some of
the material being used by Orff
Schulwerk specialists. What can be
done?

The only real criteria for selection of
material must finally be the musical taste
of the teacher and the musical needs of
the students. In my opinion, analyzing
what makes the material in the original
Music for Children volumes of such high
quality and of such long-lasting appeal is
the surest way toward developing
standards for selection of teaching
materials. Anyone who has taught even a
few pieces from these volumes can attest
to the true and deep musical satisfaction
that comes from teaching them — over
and over again.

What are these qualities? Accepting
the fact that some of the most important
qualities are probably too difficult to put
into words, three that are important to me
are: texts which are truly poetic and
worthy of many repetitions; a high
standard of musicianship that is never
sacrificed for the sake of “instant appeal”
and “cuteness”; and the unfailing ability
to inspire and to provide meaningful
opportunities for beautiful improvisation
on the part of the students. When these
same qualities are infused into authentic
music of our own heritage or into
traditional music of any culture, this

music becomes worthy to be included in
an Orff Schulwerk curriculum. When this
happens, and the materials we use have
been carefully and thoughtfully selected
for their musical and pedagogical value,
there is no need to “moderate creativity.”
Instead creativity is released and nur-
tured.

-Marilyn Davidson, Bergenfield, NJ

One of Orff’s biggest contributions to
music education is child-centered
creative activity. A major portion of the
songs and poems that a teacher chooses
should be flexible enough to allow the
children to have a part in creating the end
product.

Folk materials are a good starting
point. Not only do folk songs and
traditional poems lend themselves to a
variety of arrangements and chances for
creative input, they also help to build a
heritage of common understanding
through musical experiences.

Composed materials also fill a special
niche. A folk song may not always lend
itself to the specific concept that a
teacher wants to present. Sometimes
composed pieces may be designed
around that concept and offer a better
choice. Another advantage of composed
materials is that they often present a
more current or child-oriented perspec-
tive. Few folk songs address current
topics such as ecology or drugs. Many
topics that interest children, like outer
space, sports or dinosaurs, are also not
part of folk literature. Composed
materials grant us special opportunities to
honor the things that are important and of
interest to our students.

Look for quality materials of all kinds.
Choose pieces from Orff’s original
Schulwerk, from folk material, from
contemporary works, from the classics,
from every source available. When
making choices ask yourself these
questions: Does it work with my stu-
dents? Are they able to put their own
individual stamp on the piece in some
way? Do they ask for it again? Does it
embody the elemental style promoted by
Carl Orff? Does it have the simplicity of
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a classic? Materials that meet these
standards should be included in an Orff
Schulwerk-based repertoire.

-Alice Olsen, Vancouver, WA

The whole basis of Orff Schulwerk
centers on the creativity of both the child
and the teacher. We have the opportunity
to select materials that will enhance our
program based on our own circumstance.
As a teacher in an elementary school
with students from more than thirty
countries, it would be negligent to ignore
their wealth of folk music, dance, poetry
and language. Since I see my students
only once a week, adherence to a
standard repertoire could in fact preclude
my “creating” with the international
material at my disposal.

Also at the heart of Orff Schulwerk is
a natural leaning toward cross-curricular
teaching. There are times when a story or
a poem in a reading book, a social studies
lesson or a math concept can easily be
interwoven with an Orff-Keetman piece.
A standard repertoire of songs and chants
could overlook this dimension of
teaching completely.

Good repertoire in Orff Schulwerk
instruction comes from the evolving,
learning and creating process of being a
good teacher. Teaching a standard
repertoire would be a return to “text-
book” teaching.

-Wes McCune, Alexandria, VA

Choosing repertoire is difficult. As a
published composer who has produced
many of my own original musicals, I do
see the value and importance of music
for the occasion; however, I find myself
teaching using standard American folk
music more than newly composed
repertoire. I also usually prefer to write
my own accompaniments for the Orff
instruments, writing for the needs of the
children. I do not feel we should be
bound by specific music in a standard set
repertoire... the wildflower would wilt
with these restrictions.

-Cak Marshall, Verona, PA

via e-mail

If there were a standard Orff
Schulwerk repertoire I feel it should
emphasize the importance of becoming
familiar with the original Music for
Children by Orff and Keetman. Their
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inspiring genius has given us the gift of
aesthetically beautiful music within the
reach of all children. As the tenets of Orff
Schulwerk state, there really is a place in
this music for each child, even those with
limited experience. Perhaps most
important is the sense of belonging that
each child finds while contributing to the
whole.

1 think that many teachers are increas-
ingly aware that children everywhere
have a desperate need to experience
beauty. Most of us are striving to instill
altruism, respect, and even reverence in
children. A vast number of our students
are so bombarded and overstimulated
that they have never experienced a true
moment of silence. Nor have these
children ever been truly awed or inspired
by the wonders of nature, literature, art or
music. Someone, somewhere, shared the
beauty with us and inspired us to teach.
We must get in touch with that spirit lest
we lose sight of inspiration. We do not
just teach notes and rhythms; we teach
children. Musie for Children gives us the
perfect paradigm for both.

-Meg de Mougin, Terre Haute, IN

via e-mail

Do TV shows and music videos
for children help us or hinder us
in our music education process?
Children’s cassette tapes, music videos,
and TV shows such as “Barney” and
“Kid’s Songs” are immensely popular
with young children these days. Although
these tapes and shows are designed to
entertain rather than educate, they do
often awaken children’s interest in
traditional songs. As a result, songs that
had become nearly extinct in children’s
play repertoire have come back to life.
But do the performance practices on
these tapes and programs destroy the
integrity of the songs? Do these shows
help us or hurt us?

What do you think? Please respond by
May 1, 1996. All letters must be signed,
but you may request that your name not
be printed with your letter. Please include
your telephone number. Replies may be
edited for length and clarity. Mail to: The
Orff Echo, 3105 Lincoln Blvd., Cleve-
land, OH 44118; or fax to (216) 321-
1946. You may also reply by e-mail to
bxfn94b @prodigy.com

Contact your music dealer
or NES Arnold Inc
Tel 410 553 9700
Fax 410 553 9502
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With Sonor’s Primary Line,
we're setting instrument
standards all over again.

Setting instrument standards has been a goal
at Sonor for more than one hundred years. With
the Primary Line, we're setting standards again
in early music education instruments. All of
our instruments are designed to be superior in
their durability and sound quality. They're also

affordable, making them ideal for limited budgets.

Developed with the child in mind, all barred
instruments include printed note names and
notation symbols, as well as flexible pins.
Resonator boxes have all-wood construction,
ensuring excellent sound quality. With equal
width bars on xylophones and metallophones,

o’ SONOR

A DIVISION HOHNER
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it’s easy for a child to transfer from one instru-
ment to another.

Whether you're looking for xylophones,
triangles, or wood blocks, you'll find exactly
what you need with Sonor’s extensive line of
educational instruments. You'll also find superior
customer support and readily available replace-
ment parts.

For more information and a free catalog,
call us toll-free at 1-800-446-6010, or write
to HSS, Department ED-3, P.O. Box 9167,
Richmond, Virginia 23227. And find out why
Sonor instruments are still setting standards.

SETTING STANDARDS FOR MORE THAN A CENTURY.
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Guest Editorial

United States Needs National Standards for Education

Bob Bergin

Editor’s note: The following article appeared in the January 19, 1996, edition of the Fort Worth Star-Telegram.

I’ve never heard anyone complain
about requiring all pilots of international
flights to speak English. Likewise, most
people entrust their lives to a surgeon
only when they know that the person
with the scalpel meets standards set by
the medical profession. And we Ameri-
cans have been blessed with the stan-
dards for a very successful democracy:
our Constitution and Bill of Rights.

But what about education? Why is it
that national standards for American
education never existed before 19947 In
that year, Congress passed legislation —
Goals 2000 — calling for school systems
to voluntarily meet national academic
standards. (My own professional associa-
tion, the Music Educators National
Conference, coordinated the preparation
of standards for all of the arts taught in
schools.)

But now even the modest guidelines
of Goals 2000 are in danger of being
eliminated by the current Congress
because of budgetary and ideological
reasons. This opposition to educational
standards will have dire consequences
for our children and, ultimately,
America’s future.

I’m not referring to goals for literacy,
or math skills for high school graduation.
Nor am I talking about standardized tests
to measure how well students in a
particular school are doing relative to
those in the rest of the country. I'm
talking about rigorous, day-to-day
expectations for competency in each
subject, expectations that are part of a
teacher’s daily lesson plans.

This lack of high educational stan-
dards makes mediocrity good enough.

Take literacy, for instance. Conven-
tional wisdom says that the American
public reads on a sixth-grade level;
consequently, newspapers and magazines
are geared to the reading comprehension

The Orff Echo — Spring 1996

of twelve-year-olds. Even the most
optimistic projections for recent high
school graduates — in the absence of any
national standards — is ninth-grade
reading proficiency. In other words, after
twelve years of education, we are
satisfied if our kids can read and compre-
hend material three grades below them.

There are many things wrong with
such complacency, but two are glaring.
First, in practical terms, kids who move
from one school district to another can
find themselves well ahead of or far
behind their classmates. If they’re ahead,
they wait for the others to catch up.
Lagging behind is much worse.

Last fall, a family with a fifth-grader
moved into my Arlington neighborhood
from a nearby state. The Arlington school
district is one of the best in the region, so
the youngster soon found himself
scrambling to catch up. The disparity
between his previous school and his
current one is not merely a matter of
funding. Per capita spending on educa-
tion is only one of several factors
influencing academic achievement.
Performance is also profoundly influ-
enced by expectations: the higher our
standards, the better kids do.

Yet lack of educational standards
exerts a second, far heavier toll:
America’s competitive edge in the world
economy is eroding.

Too many of our children never
realize their full intellectual potential
because they attend schools where low
expectations prevail due to an antiquated
belief in the principle of community
control. Complete local autonomy,
however, belongs to the horse-and-buggy
era, when people often spent their entire
lives in an area of no more than a few
square miles. Today, commerce and
telecommunications extend our radius of
activity to whole continents and beyond.

In this global context, our educational
goals must expand, too.

The House appropriations bill for
1996 drastically cuts education spending
and zeros out all Goals 2000 funding,
including money for state grants. The
Senate’s version is slightly better — it
retains $310 million for state initia-
tives — but the two versions have yet to
be reconciled.

In contrast, the White House budget is
fully committed to improving education
and provides $750 million for state grants
and national programs under Goals 2000.

Listening to the debate unfold, we
shouldn’t believe those in Congress who
claim that national standards will be
too rigid and fiscally burdensome for
local communities.

National educational standards are
ideals that can be modified or aug-
mented, if necessary. In the meantime,
they will benefit schools in Texas and
across the country through exhortations
to educational excellence.

The next time you hear someone
bashing educational standards, ask them
why we Americans should be satisfied
with a second-rate education for our
children. Let’s raise our standards.

Bob Bergin is president of Rhythm
Band Instruments. He also is president of
the Music Industry Conference, an
advisory body to the Music Educators
National Conference. Bob previously
served as Industry Representative to the
National Board of Trustees of AOSA.

Please call the Music Educators
National Conference at 1-800-828-0229
for a copy of the National Music
Standards or other related publications.
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Video Preview

John Feierabend:

A Talk with Parents about Music in Early Childhood

The AOSA A/V Library features
many excellent videotapes recorded at
sessions from past AOSA national
conferences. However, the library
collection also contains a few tapes
that were produced outside the organi-
zation. One such tape is the 1991
parent information and music advo-
cacy tape featuring Dr. John
Feierabend of the Hartt School of
Music in Hartford, Connecticut.
Although the videotape focuses on the
first five years of life, it presents an
effective case for music education at
all levels. B

This high-quality video was made
for Connecticut Public Television
with production funding provided by
Lego Systems, Inc. in Enfield,
Connecticut. Dr. Feierabend was a
recipient of the international Lego
Award, which recognizes significant
contributions to children’s education
and general well-being.

Images of infants, young children
at home and in group settings, a
Suzuki violin class, and even a college
choir are woven into the film. Inter-
views with Dr. Feierabend, parents,
early childhood and music educators
provide the supporting rationale.
Harvard University psychologist
Howard Gardner and Edwin Gordon,
Professor of Music at Temple Univer-
sity, are among those interviewed.

The principal philosophical basis
for Dr. Feierabend’s educational
theories is that “music in early
childhood develops lifelong abilities
and sensitivities which enrich
everyday life for all people. Neglect
of that development in early child-
hood causes an irreversible loss of
that potential.” Parents are the first
teachers, and need to be encouraged
and supported in that role. :

34

Beth lafigliola

The parents who are interviewed
have attended parent-child classes and
have become acquainted with tradi-
tional songs in order to prepare
themselves for the important task of
nurturing their child’s musical skills.
Stimulating parent involvement and
generating enthusiasm are important
facets of Dr. Feierabend’s work.
Likewise, this tape encourages the
viewer to get involved in music
education and demonstrates the
necessity of music educators being
involved with the community.

The scene opens with a silhouette of
a New England home with a wide front
porch. As we get closer to the scene,
the focus of our attention is a father
with his young son seated on his lap.
Dr. Feierabend and his preschool son
chant rhymes such as traditional knee
bouncing chants and tickling games
that open the door to his young child’s
heart and musical mind.

Parents need to take advantage of
the “teachable moments” in the daily
lives of their children, says Dr.
Feierabend. Some important times for

singing songs may be while riding in
the car, at the dinner table or at
bedtime. In the film, a mother is shown
first singing to her wide-eyed infant,
and then later singing while her
preschool children rock in a clothes
basket as part of imaginative play. The
mother uses her knowledge of song
materials, a pleasant singing voice, and
good rapport with the children to
match the music to each child’s mood,
age and abilities.

“Music is a natural and somewhat .
spontaneous activity for young chil-
dren,” says Regina Miller, Professor at
the University of Hartford and a
director of an early childhood center.
She adds that the children often sing
to themselves while doing other
things. Early childhood educators at
the center enjoy using music as a
vehicle for teaching language and
pre-reading skills.

Dr. Feierabend encourages the use
of music in group child care settings,
but recognizes music as an important
area of growth separate from the
intellectual development needed for

Tape(s) requested

Dates: 1st choice 2nd choice

Name

Address

City, State, Zip

Credit card # (MC or Visa; $12 minimum)

Signature

Expiration date:

* Limit 3 tapes per order. Loan time 2 weeks from
date mailed. Order tapes by number; give alternate
dates. Use form provided above or photocopy. All
tapes are VHS format.

* Handling fees are as follows: 1 tape per order -
$6; 2 tapes per order - $10; 3 tapes per order - $12.
Make check payable to AOSA. Visa or Mastercard
$12 minimum.

* All tapes are the property of the American Orff-
Schulwerk Association. No tape may be
reproduced for any reason. We regret that tapes
cannot be shipped outside the U.S.

* Order from Beth Iafigliola, A/V Librarian, 2536
Robinhood Dr., Cleveland, OH 44134,
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reading, writing and computation. Dr.
Feierabend briefly explains the
theories of Howard Gardner, who has
identified seven areas of intelligence.
Gardner states that each person
possesses competence in several areas,
but the areas may vary in strength. The
area of strength becomes most impor-
tant when there is a group project.
Gardner says solutions to problems
depend on the input of all group
members who utilize these varied
abilities and strengths.

Dr. Feierabend extends the idea of
musical intelligence further by refer-
ring to research findings in music
perception, as outlined by Edwin
Gordon. Gordon says that one measure
of musical intelligence is the ability to
perceive music “in your head” without
listening to the actual sound. Gordon
further states that this ability is
influenced by experiences at certain
times in life, and that music education
should be based on these experiences
or it becomes education “about music,”
and leads to little real involvement or
respect on the part of the students.

Whatever your experience or
teaching situation, you will find this
appealing videotape filled with
stimulating ideas that will open the
door to musical involvement in your
home, school or community. (AOSA
A/V Library listing: 65JF)

Other tapes featuring music
in preschool and early
childhood:

8 IC Richard Gill; “I Can Make
Music”; Richard Gill, along with
Michael Atherton and Helen Newton,
works with a group of three- to five-
year-olds. The professionally made
tape is intended for parents, student
teachers, music education students and
preschool teachers.

9 NB Doug Goodkin; “Near the
Beginning: Orff Schulwerk for Pre-
school”; A demonstration class with a
group of three- and four-year-olds.
Special focus on appropriate materials
and process.
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17 YL Marcelyn Smale; “Young
Learner, Active Learner”; Ms. Smale
offers suggestions for working with
preschoolers. Includes a children’s
demonstration which is a session on
the concept of accent.

17 LS Marcelyn Smale; “Developing
Listening Skills in Preschool”; A
demonstration class with a group of
preschoolers focusing on development
of listening skills. Activities are
intended to stimulate sound localiza-
tion and auditory motor skills, as well
as auditory and visual discrimination.

21 PD Lillian Yaress; “Prop Up the
Day”; Imaginative use of props as an
aid to teaching K-3.

21 NB Lillian Yaross; “Near the
Beginning”; Short and simple activi-
ties for preschool children in a demon-
stration session.

HOT MARIMBA!
Orff Instrument Settings of
Zimbabwean-Style Marimba Pieces

by percussionist Walt Hampton

Raise the energy level of your 3-6 gr. Orff instru-
ment ensembles several notches with these pieces
inspired by the marimba bands of Zimbabwe.
Book with performance hints, background, copy-
permissible scores, & cass. or CD.

67-x Book/tape $14.95 tent

71-8 Book/CD $17.95 tent.

My Harvest Home

Polish Songs, Games, Dances, Customs
Dancer and singer Andrea Schafer shares some of
her favorite traditions from her Polish-American
childhood.

Book includes all cultural context, crafts projects,
recipes, dance instructions, sayings, songs; CD or
cass. of outstanding Polish musicians included.
68-8 Book/audio cass. $17.95 tent.

69-6 Book/CD set $20.95 tent.

Order from your favorite dealer!
Publisher: World Music Press 1-800-810-2040

39 0T Katherine Smithrim; “Once
Upon a Time”; Ms. Smithrim leads a
group on a musical exploration for
four- and five-year-olds inspired by a
children’s book about going to the moon.

78 PP Carol King; “Process for

Primaries”; Basic process for teachers .

of children K-3.

DULCIMERS

KITS and
BOOKS

for students
schools and
teachers

Backyard Music
P.O. Box 9047
New Haven, CT
‘ 3 06532-0047
new number: (203)-28 1-4515

(800-722-9956

FAX: 503-585-9414

? WE SALUTE THE NATIONAL MUSIC STANDARDS

503-399-0345 )

Please call or write

?ﬁBA‘NﬁrsictA

for a copy of our
catalog and our

For Children newsletter RONDO
B
PO Box 3730 A
Salem, OR 97302
S H
We can S I Ej 0 U @
help you put A\ S
those building blocks in place. R F
\ y
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Video Tapes

AA-AO

41X
4RE

6 GC

7CI

81C

9 MF

9NB

10 BR
10 PM

11 GK1
11 GK4

12 SR

12 BM

13 RD1
13 RD2

14 CO

15181

16 SP

16 PL

17 YL
17LS

18LA
18 SB

20CC
20 TO

21PD
21 NB

2208

23 Sp
23RR
23FD

24 AF

26 AA

28 AE

American Odyssey

Steve Calantropio
Intermediate Improvisation
Rhythm and Elemental Music

Jane Frazee
The Gift and Challenge of Carl Orff

Danai Gagne and Judy Thomas
Children Involved: Developing African
Materials

Richard Gill
I Can Make Music

Doug Goodkin

A Multi-Faceted, Multi-Cultural
Experience for Upper Elementary
Students

Near the Beginning: Orff Schulwerk for
Preschool

Lynne Jessup
Back to the Roots: African Xylophone
Pacific Music Beyond Hawaii

Gunild Keetman

Films from German TV
11 GK2 11GK3

11 GK5 11GK9 11GK16
Helen Kemp

Sing und Rejoice: Guiding Young
Singers

Body, Mind, Spirit, Voice: Developing
the Young Singer

- John Langstaff

Ritual Dance, Morris/Sword Dance
Part 1 ’
Part 2

Peggy McCreary
Caring for Your Orff Instruments

Beth Miller
Introduction to Schulwerk: Three

Sessions
15182 15183

Konnie Saliba

Singing, Playing, and Moving: Theory,
Activity, Creativity

A Process Lesson

Marcelyn Smale

Young Learner, Active Learner
Developing Listening Skills in Preschool

Jim Sclomon

Latin and African Rhythm Ensemble for
the Elementary School

South of the Border

Jos Wuytack

Orff Schulwerk Process; Chicago, 1987
Travelling Through Orff with Jos

Lillian Yaross
Prop Up the Day
Near the Beginning

Margot Schneider
Orff Schulwerk in China, 1985-86

Panel Discussion

Soundings: Past and Future; Cleveland,
1983

Reminiscences, Reflections of Toronto;
Detroit, 1988

Founders Day Panel; Indianapolis, 1993

Margaret duGard
Afro-American Culture
Pat Hamill

Arts Alive

Sue Snyder
Educating Administrators

29 WH

30FS
30 HB

31 PP

33LS
33 MB

34 MG

351

36 BE
36 ML

37FP

38 MB

390T

40 AG

41 MD

42 JH

43 VS

44 BA

45GS

46 MP

47 TR

48 MW
48 SS
48 Sp

49 AC

S0 MC
50SD

51JZ

52FC

531IM

54YT

55CS

56 AL

Grace Nash

Winter Holidays

Bob deFrece

From Song to Movement
Handbells: Another Voice for the
Instrumentarium

Portrait of Polynesia

Lois Birkenshaw-Fleming
Everybody, Let’s Sing
Mainstreaming: Babysitting or True
Integration?

Dee Joy Coulter

Music’s Gift to the Developing Mind

Nancy Ferguson
Jewels for Juveniles

Rick Layton

Beginnings to End

Bring the Music to Life: Dramatic
Experiences for Middle School

Ursula Rempel and Carolyn
Kunzman

For Our Pastance, We Play and Dance

Mary Shamrock

Multi-Cultural Bridges: Report from
China

Katharine Smithrim

Once Upon a Time for Preschool
Avon Gillespie

Possibility Teaching

Danai Gagne

Moving with the Drum, Drumming with
the Movement

David Holt

Jaw Harp Playing

Barbara Grenoble

Visualizing Sound

Dr. Rene Boyer-White

Folksong Treasure of Black America
Marion O’Connell

A Guide on the Side: Working with
Musically Gifted Children

Brigitte Warner

Musica Poetica

Atlanta Closing Session

Tribute to Gunild Keetman

Isabel Carley

Speech Play: The Magic of Words
Speech Play: From Speech to Song
Speech Play: Storytelling Plus
Elizabeth Gilpatrick

Aleatoric Composition

Barbara Haselbach

Master Class

Poetry from Song-Dances to the Light
Jack Neill

Jazzin’ Up the Joint

Judith Cook Tucker

Forging Community Bonds Through
Multi-Part Songs

Pam Hetrick

Interlocking Melodies: A Balinese
Pentatonic Alternative

Teruko Yaginuma

Impression and Expression: Schulwerk
Development of Japanese Song Material
Ramon Williams

Caribbean Songs and Rhythms for the
Classroom

Ben Snowball

Songs and Dances of Alaskan Natives

56 AL

59 GN
59BG

Elizabeth Villarreal Brennan
Songs, Dances, and Games of the Andes
Region

Distinguished Service Awards
Grace Nash, 1989 Interview
Barbara Grenoble, 1990 Interview

59 JP/LY Jacobeth Postl and Lillian Yaross, 1991

59 JF

60 ED

61 PW

62DJ

63 PS

64 LL

64 CP

65 JF

66 ML

67 SC

68PP

69 PM

70 PS

71 GC

72TV

73AC

74CM

75JD

76BB

TIGW

78PP

T9MB

80 IR

81 BH

82TT

83PD

Interview

Jane Frazee, 1992 Interview

Cynthia Campbell

Early Dance with Children

Paul Winter

Adventures in Making Your Own Music
David Jorlett

Vocal/Choral Techniques for the
Developing Voice

Peter Sidaway

Mood and Mode in Music-Making
Libby Larsen

Beyond John (Cage): New Parameters
in Music

The Compositional Process for Song-
Dances to the Light

John Fejerabend

A Talk with Parents About Music in
Early Childhood

Maja Lex

Vintage Dance Film (no sound)

Rosalyn Payne
Step Chill’n: Understanding a True Folk
Tradition

Jay Broeker
Poems to Pieces

Portia Maultsby
African-American Music

Peter Sparling

Dance as Music — the Sound is in the
Muscle

Virginia Ebinger

The Games Children Play

Millie Burnett

Celebrations! Theme and Variations for
Non-Traditional Holidays

Marilyn Davidson

Along Came a Spider

Clyde W. Morgan

The Dances Carnival

Marie Louise Hatt-Arnold

Introduction to the Jaques Dalcroze Method
Byran Burton

Entering the Circle

Graeme Webster )

Australian Chants, Rhymes and Games

Carol King
Process for Primaries

- Ellen McCullough-Brabson

Musical Instruments from Around the World

Jo Ella Hug
Integrating Recorder Pedagogy in Upper
Elementary
Martha Riley
Backwoods Heritage: Old-Time Songs
and Dances
Linda Ahlstedt
The Unicorn: Tapestries of Time
Sharon Grady

Playing If Out: Process Drama in Music
and Art Education

This is a particial list of videos available from the AOSA A/V Library. For a complete list write to Beth Iafigliola, A/V Librarian, 2536 Robinhood Dr., Cleveland, OH 44134.
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ORFF
Schulwerk

Summer Program
< Levels | & ll:
1 Basic Concepts

July 8-19, 1996

) Belmont University
$chool of Music
Nashville, Tennessee

For reglstration brochure,

¢ call program coordinator |
Emily Gaskill i

815-385-8408

1 or 815-784-7304

o MORE THAN 50 weeklong workshops for
teachers, students, performers and music lovers

o GRADUATE CREDIT available (2 credits for
many workshops)

Foundations of Kindermusik Linda Swea
Kindermusik Beginnings Linda Swears
Growing with Kindermusik Linda Swears
Foundations of Kindermusik Elaine Harris

Advanced Kindermusik Techniques Elaine Harris
Kindermusik for the Young Child: Year I Linda Lockart
Orff Certification: Level I Jay and Angela Broeker; Brian Burnett

Kodaly Certification: Level I and ITII Carol Brown, Susan Brumfield, Sean Deibler, Jean Sinor, Pat Windemuth

MUSIC EDUCATION SYNTHESIZERS, MIDI & COMPUTERS

Dalcroze Eurhythmics in the Classroom and Introduction to Synthesizers, MIDI &
Private Lesson Tom Parente : Computers Joel Phillips / Barton Bartle

Developing The Child Voice Through Classroom  Intermediate Synthesizers, MIDI &
and Choral Singing Joan Gregoryk Computers joel Phillips

FOR HIGH SCHOOL &
MIDDLE SCHOOL MUSICIANS
Vocal Institute ¢ Piano Camp ¢ Composition
Week © Organ Week e Music Theater
Workshop » Middle School Vocal Camp

For a catalog contact:

Westminster Choir College
of Rider University

Office of Continuing Education

101 Walnut Lane, Princeton, NJ 08540
Phone: 609-924-7416 ext. 227

Fax: 609-921-8829 or 252-0477
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acation and study near the

Park, one of America’s favorite
vacationlands.

ORFF SCHULWERK TRAINING COURSES

SUMMER OF 1996 Jos Wuytack, instructor
“Potpourri” - July 29-August 2
Konnie Saliba, instructor

Level 111 - June 17-28 You may study throughout the
Level I - July 1-12 academic year and summers or in
summer sessions only.

FOR INFORMATION, WRITE OR CALL: Division of Continuing Education,
Western Carolina University, Cullowhee, NC 28723.-9035
Telephone (704) 227-7397 or (800) 928-4968.

Great Smoky Mountains National

MASTER OF MUSIC EDUCATION
ORFF-SCHULWERK CONCENTRATION

An Equal Opportunity Institution

ESTERN
AROLINA

A\

“Riorrg  HowE™

»
OCH

TO ATLANTA

IVERSITY

- o

Schulwerk

» Shirley McRae

~ Pedagogy - Levellll

Vivian Velasquez, ator
Orff Schulwerk Cettifi Program -

s Vegas

Music Depart &

RSITY. OF NEVADA LAS'VEGAS

~ Pedagogy-levelsi&ll

~ Koylehio
~ Sue Mueller

Recorder

ICS

ythm
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21st Summer Workshops Carnegie Mellon University

Dalcroze Eurh

Carnegie Meilon
Daicroze Training Center
Certification and
License Programs

Workshop 1
July 8-12, 1996
Workshop Il
July 8-26, 1996

Rhythmic Movement -
Solfege,
Improvisation — Pedagogy

Both workshops are
designed to enhance
musicianship, teaching
and performing skills.

Contact;

Dr. Marta Sanchez

Music Department
Garnegie Mellon University
Pittsburgh, PA 15213-3890
(412) 268-2391 or 2373
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TWELVE REASONS TO STUDY
ORFF AT ST. THOMAS
THIiS SUMMER!

Judy Bond, Leve/ I Randy Edinger, Level I Nancy Miller, Movement
Angela Broeker, Choral Jane Frazee, Level 111 Roger Sams, Level I

Jay Broeker, Level II Cindy Hall, Recorder & Level 1 Jacque Schrader, Movement
Steve Calantropio, Level I1I JoElla Hug, Recorder Arvida Steen, Level 11

Twenty-five summer courses offer new opportunities for all K-12 music educators including:
o Orff Master Class, Steve Calantropio
o Curriculum Development for Orff Teachers, Jay Broeker, Arvida Steen
e Teaching World Music, Bob Walser ‘
s Choral Conducting, Angela Broeker
s Developing the Child Voice, Joan Gregoryk

UNIVERSITY OF ' GRADUATE PROGRAMS IN Music EDUCATION
ST I HOMAS _ Jane Frazeg, DIRECTOR
LD
L . LORI101 Telephone: 612-962-5870
‘y 2115 Summir Ave. 800-328-6819
S8t. Panl, MN 55105-1096 Ext. 2-5870
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Bay Area '
Orff Schulwerk -
Certification //ﬂ > N

Course
Levels I,11,111

usic n %he
oundains

come experience
Orff « Kodaly « taban
for credit in a
relaxing Colorado
vacation retreat

__![[[llll |||! %
L

July 29 - August 9, 1996

Introductory Course

- Faculty: .
- Mary Shamrock :
~ Richard Layton August'5 - 9 with
Doug Goodkin Janet Greene
- near Pagosa Springs
July 18-20, 1996

- Vicki Salmon -
James Harding
Contact Bel Canto Studios

- 7 - Comejm“n s m;/hu hcubﬂ'ful _ e
i “7 ‘/ ¥ . - : : : : s

-~ M llege | 3223 Weather Vane (

- Ml"S, CO"ege Campus 225 Weather Vane Lane
A — (214) 682-0860

Contact:
- Roxie Sater .
Mills College Alternative Program
5000 Mac Arthur Bivd ;
Oakland, California 94631

(510). 430-2019

George Mason University

@)ﬁ CJJc‘bul‘werk %ﬁzﬁmﬁm

Jury 15-26, 1996 * Monday-Friday, 9 a.m. to 4 p-m., 3 graduate credits
Level F—Donna Fleetwood ~ Recorder—Carolee Stewart  Lewel II—Richard Layton
Movement—Danai Gagne  Lewvel III—Carol Erion

SUPPLEMENTAL STUDIES IN ORFF SCHULWERK

Jury 8-12 « Monday-Friday, 9 a.m. to 5 p.m., 3 graduate credits
-week courses designed to enrich and extend the experiences,
have been completed.

ay be taken before or after the three levels

For the first time, George Mason will offer a group of one
skills, and knowledge gained in Orff. Any of these courses m
Some courses are available with no Orff training.
* Music IN EARLY CHILDHOOD *
* CREATIVE MOVEMENT FOR CHILDREN *
* RENA1ssaNCE Music AND DANCE FOR THE ELEMENTARY CLASSROOM
* TEACHING CREATIVELY BY WORKING THE WORD: LANGUAGE Music, MOVEMENT *
Tuition for all classes is $460; and on-campus housing is available. For further information,
contact Dr. Martha Giles, Department of Music, Mail Stop 3E3, George Mason University,
Fairfax, Virginia 22030-4444; or call (703) 993-1391.
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&

DALCROZE SOCIETY OF
AMERICA Open to anyone
interested in the unique
approach to education in
music and through music
developed by Emile Jaques-Dalcroze. His
Eurhythmics training emphasizes the inter-
connectedness of body, mind and emotion.
MUSICIANSHIP through rhythmic movement,
ear-training, improvisation
GENERAL DEVELOPMENT of concentration,
coordination, sensitivity

centrarl Orff Schulwerk in Connecticut

CONNECTICUT

UNIVERSITY ]une 24 - ]LIZy 5,1996
Orff Level I

Vivian Murray, principal instructor
Debbie Sjianberg, movement instructor

Orff Level 11

Marilyn Davidson, principal instructor
Debbie Sjianberg, movement instructor

Dalcroze Summer Programs, 1996;

¢ The Juilliard School, Evening Division
JULY 22-AUGUST 9 '
60 Lincoln Center Plaza, NY, NY 10023
(212) 499-5000; Robert Abramson, Dir.

+ The Longy School
JULY 29-AUGUST 16 Additional Courses
One Follen St., Cambridge, MA 02138
(617) 876-0956; Lisa Parker, Director ] uly 1- ]uly 26, 1996
* Dalcroze Training Center . Music Across the Curriculum - Nick Page
JULY 22-AUGUST 16 _— . Ymmg | Teaching Culture through Music and Song - Dennis Waring
Ee%t . OiMusg Czrg:ggxhegelllgrzxgmversxty - e 1 | Tolk Dance - Judith Stames-Hamilton
orbes Ave., Pitts , : - ) )
(412) 2682391; Marta Sanchez, Direcior E v African Music for the Classroom - Dennis Waring
¢ Dalcroze Training Program | © | Assessment in Music Education - Molly Weaver
JULY 29-AUGUST 16 N Integrating the Arts - P. Perry/C. Broadus-Garcia/R. Caspers
I;O“(;‘; ;;Xfmﬁ‘g’m”\‘gﬁ (;EI%)IS ||| Introduction to Computers in Music Education - Molly Weaver
ve. NE, e, L e . _ , .
(206) 527-7034; Julia SchneblyBlack, Dir. - ~ , Pedagogy and Curriculum - Jennifer Davidson
’ ?Sggggl_]%)&fezmme . = For Further Information Contact:
Cleveland, OH P A : Dr. Pamela Perry, Director/Summer Music Institute
(216) 9325825; Terry Boyarsky . =y Central Connecticut State U?i‘.'ersity
Licensed teachers are available for workshops. ' o~ 1615 Stanley Street/New Britain, CT 06050
For further information contact: . < ) TEL: (203)832-2903, FAX: (203)832-2902

Dr. Julia Schnebly-Black, Dalcroze Society of
America, 3871 45th Ave., NE, Seattle, WA

email: perry@csusys.ctstateu.edu
98105, (206) 5277034 -

e e e et et

The University of Memphis

\e{ED)]
g Department of

Orff Schulwerk Summer Courses

July 15-26, 1996

LEVEL I: Shirley McRae Movement: Darva Campbell
LEVEL Il: Konnie Saliba Recorder: Deanna Stark
LEVEL Hll: Jos Wuytack

For information, contact Barbara Myers, Department of Music, The University of Memphis
Memphis, TN 38152. Tel. 901/678-3532 Fax: 901/678-3096

A Tennessee Board of Regents Institution / An Equal Opportuniy, Affirmative Action University
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Woest Chester University
Music Education Summer 1996

May 28-June 28: Vitalizing Music in the
Elementary Classroom—XKaren Markey
610-436-3030

June 24-June 29: Teaching Ethnic Music—
Bryan Burton 610-436-2222

July 1-July 19: Methods and Materials of
Research—Carol Belmain 610-436-3027

July 1-July 2: Piano Skills for Music
Educators—Colleen Ludeker 610-436-3028

July 8-July 12: Integrating the Curriculum
—Susan Snyder, Bryan Burton 610-436-2222

July 22-August 2: Kodaly Level I, Kodaly
Level II—Janos Horvath and Jane Pippart-
Brown 610-436-3032

For further information contact:
Dr. Timothy Blair, School of Music, West Chester University,
West Chester, Pennsylvania 19383 610-436-2536

July 15-July 26: Orff-Schulwerk Level I—
Susan Ayers Davis, Karen Markey (Basic);
Colleen Ludeker (Movement); Martha Crowell
(Recorder) 610-436-3030

July 15-July 26 Orff=Schulwerk Level IL—
Karen Markey (Basic), Colleen Ludeker
(Movement), Martha Crowell (Recorder) 610-
436-3030

July 29-August 2: Instrumental Literature and
Methods—Bryan Burton 610-436-2222

August 5-August 16; Technology in l‘
Secondary Music—Floyd Richmond 610-
436-3031

August 5-August 16: Music Notation—Floyd l
Richmond 610-436-3031

GERMANY
JINJULY |
SOUND
LIKE THE

PLACE TO
BE?

YOU BET!

Orff in America's Finest City

San Diego, California
Introduction to Orff
August 5-9, 1996
$300
2 Units graduate credit
Level One
August 5-16, 1996
$550
4 Units graduate credit
Clinicians:

Jeff LaMarca
Lillie Sharp-McGee
More information contact:
Course Coordinator
Deanna Watson
612 Carla Ave.
,Chula Vista, CA 91910

Ef you would like to:

 Spend July 13 - 20th in the Black Forest area of Germany

* Meet music teachers and therapists from around the world

¢ Discover new ideas about thythm and movement in

education taught by:
e Carol Bauer - Lecturer of Music Education Workshops
* Barry Bernstein - Rhythm for Life™ group percussion
* Dr. Ulla Eilerman - Professor of Dance and Movement
* Nuri Ruheibany - Composer and Conductor,
A Orff Instrument Specialist
« Have a wonderful time while you are learning!

Then you should register for:
The International Society for Further Music Education's
21st International Sutnmer Course in English Language.

For complete brochure or additional information
Contact Vicki West or Judy Pine at West Music Company
1-800-373-2000 or 1-800-397-9378

Cost is approximately $500.00 which includes room and board (double
occupancy). Session opens July 13,1996 at4:00 p.m. and ends Friday, July 19.
Departure is after breakfast (included) Saturday, July 20. Course in held in
Trossingen, Germany at the Bundesakademie

Closest airports are Zurich, Switzerland or Frankfurt, Germany
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Seaitle Pacific University’s
Northwest Institute for
Music Education presents...

e L
16th Annua

Orff Schulwerk
Training Courses

« Introduction to Orff Schulwerk

July 8-12, 1996; $305.
Donna Kling Knudson, Lucy Kay Blilie

o Teacher Tratning: Levels I, IT
and Extensions in Orff Schulwerk

July 15-26,1996; $595.
David Asplund, Joe Berarducci, Susie
Green, Jan Hall, Shelley Nordlund

Levels courses are approved by the
American Orff=Schulwerk Association.

th Annual o
Training Courses

s Levels I, Il and HI Teacher
Training Program

Includes pedagogy, materials, folk
music, solfege and choral techniques.

June 25-July 9, 1996; $595.
Rita Klinger, Susan Senft

* Koddly Sampler,
June 25-27,1996; $150.

Call (800)648-7898
Jor a detailed brochure.

Seattle PacificUniversity
Division of Continuing Studies
Seattle, WA 98119
FAX: (206)281-2662
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V S,chulerk, Levels I II and III |

July 8-19

Faculty: Virginia Ebinger, Carolyn Tower,
Nancy Miller, Cora Lippi,
Dianne Ladendecker, and Vicki Dohrmann

4 semester hours graduate credit

Workshop credit available

For information on the Orff courses or the
M.M. in Music Education, contact: e Ster
Webster University Music Department

470 Fast Lockwood Avenue UNIVERSITY

St. Louis, Missouri 63119-3194

314-968-7032 SAINT LOUIS - GENEVA
LEIDEN » LONDON » VIENNA

Webster University is accredited by the NASM and the North Central Association of Colleges and Schools. Webster University admits students with-
out regard to race, sex, sexual orientation, color, creed, age, national/ethnic origin, or nondisqualifying handi

_~®’. 1176 Worship and fusie Confercnecs "®:

Vs - These conferences are for: Pastors * Musicians * Worship s
4

[ Chairpeople Lay Leaders * Christian Educators o N
" SOUTHEAST & ' NORTHEAST & WEST
“The Church: Visible Signs “The Sacraments: “How Shall We Sing the Lord’s
of Invisible Grace” A Radical Demand” Song in a Strange Land?”
Montreat Conference Center Westminster College University of New Mexico
Montreat, North Carolina New Wilmington, Pennsylvania Albuguerque, New Mexico

 June16-22, June 23229

S July1a-20
NSNS~ Conference Leadership S~ o/~~~

Cynthia A. Jarvis Cynthia Campbell Tom Troeger
Deborah A. McKinley Arlo Duba Hanan Yaqub
David Dahl David Cherwien Howard Rice

1. Randolph Taylor Alice Parker Michael Burkhardt

Helen Kemp Andre Thomas Allen Pote

Michael Jothen Carolee Curtright Paul Westermeyer

Marvin Mills John Horman Doug Adams
Kenneth Lowenberg, Director Craig Dobbins, Director Karmen Van Dyke, Diractor

sponsored by the Presbyterian Association of Musicians

For more information:
PAM National Office 100 Witherspoon Street  Louisvilte, KY 40202-1396
;s@é phone; 502-569-5288 e fax: 502-569-5501

(RIBLAESTE
I~
OF Mys1CIANS

Special Advertising Section
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UNIVERSITY OF KENTUCKY
SUMMER 1996

Orff Schulwerk Training

Teacher Training Levels 1 & 2

Curriculum Development Course
June 17 - 28,1996  Fee $275

June 24 - 28, 1996 Fee $175
Jay Broeker, Cindy Hall, Nancy Miller, Arvida Steen

American Folk Music and the Kodaly Concept

July 29 - 31, 1996 Fee $90
Jill Trinka, Instructor

The University of Kentucky is located at the heart of the beautiful bluegrass area within a few hours drive of Chicago,

Atlanta, St. Louis, Charleston, and Nashville. Reasonable on- campus housing is available. Graduate and
undergraduate credits are available. For information, please write: Dr. Cecilia Wang, UK School of Music, 105 Fine

Arts Building, Lexington, KY 40506-0022, or call 606/257-8203 or 606/257-4900.

V;er and Mary Helen Solomon and Karen Medley, Instructors
Donna Brmk Fox Coordlnator |

I-'or furtl)er /nformat/on and appl/catlons call |- 800 873 2758 or

SCHOLFMUSIC . Summer Session, Dept. ORFF, Eastman School of Music, 26 Grbbs Stroe_

44

UNIVERSITYOFROCHESIER Rochester New York 14604,
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With an emphasis on the

Movement-Music
Connection — i
and applications for the pre-school - Willodmud, .
J and elementary school curriculum. _Join us on Lake Geneva, -
A JULY 15 - 26, 1996 - Wzsconsmfor"* ‘

Instructors: Janet Greene & Susan Kennedy
“Western State College is located 30 miles west gf the Continental Divide in the Upper Gunnison

River valley at 7,700 feet. Recreate and exaltate as you study in “The Gurmnison Country” —miles - =
of natural diversity, mountain forests, alpine tundra, sage and grass land, irrigated farmiand, and P or S 0 ) S
mountain lakes and rivers. .

For information contact: Janell Larson

Department of Continuing Education & Conference Services,
Western State College , Taylor Hall 206D, Gunnison, CO 81231

(970) 943-2885 or (800) 876-5309

/ University of North Texas
o7 17 17 17 l HH, College of Music

1996 Summer Workshops
Experiences That fRefresh.’
May28 -Junel
" INTEGRATING COMPUTERS INTO MUSIC PROGRAMS o Craig Harms, Jeff Windsor S
May29 - Juse 1 . Summe1 St1 ingalon

+" DEVELOPING THE MUSICAL CHILD: AGES 3-8 © John Feierabend '(folk muszc tmd dmu‘c)
« IMPROVIZATION FOR INSTRUMENTAL MUSIC TEACHING o Chris Azzara .

May29 - Junell

-SCHULWERK: LEVELS ], 11 o Esther D’Agrosa, Chris Judah
1 /CHORALMUSIC: A REFLECTIVE PRACTICUM  * Doreen Rao, David Elliott

OOL CHORAL MUSIC o Susan Conkling
EOR MUSIC TEACHERS & Jill Trinka

* Eugene Corporon
* UNT Woodwmd Facully

o Susan Brumfield, Kathy Kuddes
Jean Smor, Jill Trinka, Eva Vendrei
o Jill Trinka

Center fi ] .ucatlon‘ Dr lll Trmka, Dlrector ,‘ ’
College ol' Masic, University.of N 3
(512)264-185]

SUMMER 1996
San Francisco State University
Jazz in Elementary Music:
An Orff Schulwerk Perspective
with Doug Goodkin
The course that helps bring America's own

music into the classroom. , — e
June 17- 23, 1996 ‘T (800) 393-3655

For further information, contact Doug Goodkin Music Workshops
1232 Second Avenue, San Francisco, CA 94122 2851 N. Farwell
415-564-1597 Milwaukee, WI 53211
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Experience learning desighed with children in mind!
Orff Schulwerk training in 1996 at

COLORADO STATE UNIVERSITY

Fort Collins, Colorado + With faculty

Liz Gilpatrick and Judith Cole

Intro. to Orff Schulwerk e June 10-14
2 sem. hre. grad. credit available

Levels | and Il o June 17-28

5 sem. hre. grad. credit avallable
contact Dr. Robert Harding,

Dept. of Music, Theatre, and Dance ® CSU ¢ Fort Colllins, CO. 80523

phone: (970)491-5529 o fax: (970)491-7541 or
Liz Gilpatrick 205 Grouse Court, Louieville, Co., 80027

(303) 665-2108 * Fax: (303) 665-9338 ¢ e-mall: lizgllp@aol.com

e . ?,_,.,.A,_,A,;l'lu;Hm:tt;.S,cha(z.IJ.SL%M

WEEKLONG WORKSHOPS:

July 8-12

* Active Kids Need Active Learning

Geraldsne Stromberg

Workshop focusing on nine key experiences

in movement designed to assist all children

with beat competency, movement and

dance.

July 15-19

* West African Singing, Dancing and
Drumming

Kathy Armstrong

An exciting hands-on course to introduce

the traditional music and dance of Ghana,
West Africa,

July 22-26

* Music and the Language of the Dance
Ann Hutchinson Guest

Music and dance educators — learn the

language of dance strategies to enhance
movement experiences in teaching.

* Folk Dancing with Style

Sanna Longden

Learn dances from around the world and how to
teach them. _

July 29-August 2

+ Music and Movement in the Early Years

Jobn Feierabend

Learn current research findings and the
implications of that research on the development
of an early childhood music and movement
curriculum.

* Elemental Music Education for All Ages
Maria Seeliger

Explore and nurture the creative spirit and ability
found within through the application of Orff
Schulwerk principles. Leatn how to use
exploration, expression, creation and improvisation
as basic components of music, movement and

speech.

SPECIAL PROGRAM

¢ Education Through Movement:
Weikart Summer Training Institute,

Clinton, MI

June 16-August 16

Al Holcomb, Director

MUSIC AND MOVEMENT/DANCE
WORKSHOPS

June 24-August 16

We make summer study easy!

* Air-conditioned housing
available

* On-campus travel agency

* Shutde service

* Graduate credit

* Centralized registration,
housing and parking

Call or write.for our free Hartt
Stmmerterm *96 Catalog and
join.us for a summer session!

HARTT SUMMERTERM
University-of Hartford
200 Bloomfield Avenue
West Hartford:CT 06117
Tel:: 1-800-955-4278
860-768-5020

Fax: 860-768:4441

UNIVERSITY
OFHARTFORD

200 Bloomfieit Avercue, Wost Hartiord, GT 06117

The University of Hartford admits students of any race, age, color, creed, gender, physical ability, sexual orientation, national and ethnic
origin to all rights, privileges, programs, and activities generally accorded or made available to students of the University.
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BOOK REVIEWS

Millie Burnett, Editor

The opinions stated are those of the reviewer and not of the editors or the
American Orff-Schulwerk Association. The editors wish to thank those publishers
and members of industry who graciously donate copies of books and material for review.

MUSIC MATTERS, by David Elliot.
Oxford University Press, Inc., 1995.
ISBN 0-19-509171-X. $35.

The arrival of David Elliott’s Music
Marters could not be more timely. The
profession has, at last, a carefully argued
rationale for the place of music in general
education. That place has been steadily
eroding as time and resources to support
arts education in the schools have
become increasingly scarce. Rushing to
fill the arts void in schools are such
established cultural institutions as
orchestras and museums. A December
24,1995 New York Times article informs
us that — with generous foundation
support — concert halls and museums are
turning into teachers.

Elliott’s book reveals, in plain
language, why this is an alarming
development for arts teachers and their
students. Orchestras and museums regard
arts education as synonymous with
appreciation; students are the passive
audience for, rather than active partici-
pants in, artistic and musical events.
Curriculum development and assessment
are rare.

Elliott insists that education in music
should be conducted according to the
nature of the subject matter itself. His
definition of music as a “diverse human
practice” leads to the obvious assumption
that education in music ought to develop
practitioners, or musical apprentices.
With Howard Gardner he believes that
music is an intelligence, not a talent; it is
a form of knowledge like language or
math that can be acquired by most
children. Musicianship is achieved by a
“reflective music curriculum,” inspiring
the kind of work Elliott acknowledges
currently takes place in excellent Orff
and Kodaly classrooms.

The three sections of Music Matters
take up the issues of defining the nature
and significance of music, developing a
music education philosophy based on the
definition, and delivering the results in
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the classroom. These serious matters are
carefully considered in comprehensible
English. In fact, Elliott’s writing style is
engaging, even unexpectedly whimsical
(“doesn’t know a ‘C’ from a sea”). He
loves to play with words and is (unfortu-
nately, in my view) given to making up
his own: “musicing” and “listenership”
are two examples. Frequent quotes, while
useful for supporting his case, sometimes
interrupt the flow of the text. These are
small quibbles in light of this path-
breaking contribution.

This refreshing new direction in music
education philosophy owes its appear-
ance to a half century of philosophical
preoccupation with the doctrine of music
education as aesthetic education. I think
it unlikely that Elliott would have been
compelled to offer such a strong defense
of music-as-action had music education
philosophers not for so long exclusively
promoted music-as-product (the musical
work). With helpful examples he builds
his case for a new philosophy based on
his concerns about the limits and logical
fallacies of the old.

The importance of listening in the
music education curriculum is not
neglected in Music Matters. However,
Elliott makes an important distinction
between expressing verbal knowledge
about musical elements and understand-
ing the ways these elements work
through actual performance. He believes,
along with many experienced music
educators, that listening must be
contextualized in artistic music-making
experiences.

Proponents of the aesthetic music
education philosophy advanced the
notion that music educators should
concentrate on teaching children to
respond aesthetically to recordings
(thereby becoming consumers of music).
This view led one of the most respected
aesthetic philosophers, Bennett Reimer,
to criticize the strong emphasis on
performance in Kodély and Orff pro-
grams. The music classroom was not, in

his view, the place to develop artistic,
creative practitioners.

In the context of this incongenial
philosophical climate, Orff teachers can
be proud of leading the way toward a
reexamination of the importance of
participatory musicianship development
in music education since the 1960s.
Music Matters confirms the philosophical
legitimacy of these efforts. ‘

-Jane Frazee, Minnesota

CARMINA BURANA, Carl Orff/Hap
Grieshaber, Schott Music Interna-
tional, 1995. ISBN 3-7957-0294-1. $39.

In celebration of the Orff Centenary,
Schott Music International issued several
special editions of Orff works and Orff-
related materials. By far the most elegant
of these is the book of Hap Grieshaber’s
wood engravings based on Carmina
Burana that are paired with excerpts of
Orff’s Carmina manuscript. It is an
impressively-sized art book, protected by
a case, that begs to be displayed promi-
nently in your library or living room.

The woodcuts, printed in red, orange,
gold, green, blue, brown and black,
evoke the earthy themes of the text. The
art is highly stylized and full of energy.
There are thirteen prints in all. One, The
Rowan Tree, is printed on linen on both
the front and back covers, and the
remaining twelve are grouped as trip-
tychs, interspersed with pages of Orff’s
manuscript. The music is not presented in
score form; rather, there are identifying
motifs written in pencil on hand-drawn
staves that are treated as elements of art
arranged on canvas. The entire text of the
Orff work is printed in the original and in
German translation in the back of the
book, where there also appears an
English translation of Werner Thomas’
comments.

In 1934 Grieshaber and Orff were
both coincidentally attracted by the
Codex Burana, Grieshaber by the images

continued...
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- STUDIO A9

SERIES 2000

Our premier line of quality instru-

ments features all wood construc-
tion, full volume and dynamic re-
sponse. Series 2000, meticulously
developed through new technology,
reflects the skilled craftsmanship
necessary to satisfy the highest
musical standards.

CANTABILE SERIES

These instruments have been
designed with affordability in
mind. The Cantabile Series
features all wood construc-
tion and a well-balanéed,
rich timbre.

A complete line of Orff
hand drums, small percus-
sion, mallets, stands and
accessories is available.

Contact your dealer for a
free color catalog or

MMB MUSIC, INC.
Contemporary Arts Building
3526 Washington Avenue
Saint Louis, Missouri 63103-1019

SOLE U.S. AGENTS

TOLL FREE
800 543-3771

(within USA)
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in the illuminations, Orff by the rhythm
and sound of the poetry. In 1965, in
honor of Orff’s seventieth birthday, the
Wiirttemburg Staatstheater mounted an
exhibit of Grieshaber’s engravings ‘
printed on Japanese rice paper. The
Manus Press used the engravings to
produce a collector’s book printed on
handmade paper and bound in sackcloth,
which contained the poem cycle,
“Carmina Burana,” by French poet
Jacques Prévert. The present volume
recalls the special nature of that book.

. Also in 1965, in another very rich
collaboration, Grieshaber and Orff
produced a similar book based on
Astutuli.

-Carol Erion, Virginia

ORFF-KLAVIERBUCH, Piano Duets,
Volume 1 & 2. Arranged by Hermann
Regner. Schott Music International,
1995. ED 8268, ED 8269. $15.95 each.

ORFF-KLAVIERBUCH, Piano Solo,
Easy Pieces and Arrangements.
Arranged by Hermann Regner. Schott
Music International, 1995. ED 8264.
$10.95.

Here’s a way to bring back the
sensibility of a simpler time — a time
we’ve only read about with envy, a
time before television and other
electronic devices, when folks made
their own entertainments. One of these
very social events was music-making
around the piano in the parlor. Besides
playing accompaniments for singing,
people played duet transcriptions of
symphonies and operas. A very young
Carl Orff learned the standard sym-
phonic and operatic repertoire by
playing them as duets with his mother.

Hermann Regner has compiled two
volumes of duet arrangements of
Orff’s music. The first volume con-
tains pieces from Carmina Burana,
Die Kluge, Der Mond, Die Bernauerin
and De Comoedia de Fine Temporum.
While most of us are already familiar
with the first work, this volume
provides a wonderful opportunity to
get to know other works that are
seldom performed in this country. The
second volume contains pieces from
the Schulwerk. Because only half of
these pieces come from the familiar
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Murray edition and the remaining from
the original German editions or from
the supplements, this volume, too,
affords us a learning opportunity. In
addition, the second volume contains
exercises, melodies, ostinati and
borduns intended to be used in impro-
visation. Playing the duets from both
these volumes is wonderful fun and an
excellent way to learn new repertoire.

Regner has also assembled a book of
solo piano arrangements containing
music from the Schulwerk volumes, from
Klavieriibung, and from stage works
(Carmina, Der Mond and Die
Bernauerin). As much as we love the
Schulwerk pieces played on their

intended xylophones, glockenspiels
and metallophones, hearing them with
piano sonorities makes one aware that
the beauty of this elemental music is
not dependent on the medium.
Regner’s arrangements are idiomatic
and his sense of appropriateness is
unerring. You will be charmed and
educated by playing the arrangements
in this volume. It is also a collection to
share with private piano instructors
who are always on the lookout for
interesting and rewarding recital
material written by well-known
composers that can be played by young
pianists.

-Carol Erion, Virginia
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CANTO’

SOPRANO
RECORDER

Rhythm Band is proud fo introduce a new
soprano entry-level recorderwhich is eco-
nomically priced to accommodate tight
budgets. This one-piece, baroque finger-
ing soprano recorder has a dark brown
body with ivory-color mouthpiece and a
curved windway.” A bag and fingering
chart are included.

CR101
CANTO™ SOPRANO RECORDER

ORDER FROM: RHYTHM BAND INSTRUMENTS
P.O.BOX 126 » FORT WORTH, TX76101-0126

ORDER TOLL FREE: 800-424-4724
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WE SALUTE THE
NATIONAL MUSIC
STANDARDS

24 Hours A Day

":‘> TOLL FREE FAX
800-784-9401
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~ Mustc Products

PO Box 1003 Elkhart IN 46515
Tel. (219) 272-1788

Toll Free: 1-800-292-4955

FAX (219) 272-0570

58 S
1-800-292-4955
: [;’m P.O. Box 1003; Elkhart, IN, 46515

_ Now Available in Baroque of Ger

The Lyons Recorder

Expressly designed and manufactured to meet Lyons’
stringent specifications, these 2 octave, 3-piece plastic
recorders feature precise response, controlled
intonation and unequalled vesonance. Available with
either Baroque or German fingering and double
boring for C# and D#.

Comes packed in a handsome, waterproof carrying
case with cleaning rod and fingering char,

man Fingering'
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Resources For The Classroom

Marina Gorny, Editor

The opinions stated are those of the reviewer and not of the editors or the
American Orff-Schulwerk Association. The editors wish to thank those publishers
and members of industry who graciously donate materials for review.

Kids Make Music. Bogner Enter-
tainment Inc., PO Box 641428,
Los Angeles, CA 90064. UPC 7-
33774-0004-3-2; Video $14.95.

Music educator Lynn Kleiner
created this video for use with very
young children, ages two and up.
The video features approximately
thirty minutes of music activities
followed by commentary by Kleiner
and two other noted scholars,
Frances Rauscher and Cecilia
Riddell. The concluding explana-
tions given by these three are helpful
to parents and early childhood
specialists alike.

Kleiner demonstrates music
teaching with a dozen pre-school
children, mostly in a group setting,
but with individual children in some
segments. Kleiner is an exceptional
teacher, and well worth watching.
She manages to keep all learners
engaged in the activities through her
effervescent teaching personality, an
attractive puppet, a large repertoire,
and a wide variety of activities for
moving, singing and playing.

The music instruction part of the
video is a continuous stream of
activities. Selections include: “Girls
and Boys Come Out To Play,” “Hello,”
“Come Out Little Clown,” “Bell
Horses,” “Shake Those Bells,” “Stars,”
“Five Little Triangles,” “Percussion
Family” and “Two Little Sausages.”

Tempos are generally appropriate
and have been planned carefully for
young children’s locomotor abilities
and for instrument playing. Kleiner’s
students all demonstrated beat
matching skills and could “lock into”
the beat easily. Some of the tempos
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that are ideal for moving and playing,
however, are too fast for understanding
words of songs — but these problems
are minimal. Kleiner’s diction and
voice quality are outstanding.

The video is interestingly done,
with some special effects and change
of scenery to the outdoors. The focus
is on musical skills, vocabulary and
concepts, with no attempt to utilize
integrated thematic instruction or
holiday themes, an aspect this
reviewer does not see as a weakness.
Rather, by focusing solely on musi-
cal concepts, the video provides the

early childhood specialist with a
core repertory of skill-building
materials to use throughout the year.

Kleiner, in her excellent and
informative concluding remarks,
encourages parents and early child-
hood teachers to participate with
children in musical activities and to
model musical behaviors. Many
teachers could benefit greatly from
studying the video and implementing
Kleiner’s suggestions into their own
classrooms.

-Vivian Velasquez, Nevada

- RECORDER -]
, ‘

+ Ideal for Festivals and Recitals »

Isabel McNeill
Carley '

Recorder Series
Solos, Duets, Trios
with Piano
First Folk Song Suite

Suite Québecoise
C’est la Belle
Frangoise
A la Claire Fontaine
Silly Suite
Simple Suite

— Alice Olsen

Land of the
Silver Birch
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Letters
to the editor...

Send your letters to
Donna Marchetti, Editor,
The Orff Echo, 3105
Lincoln Blvd.; Cleveland,
OH 44118; Fax 216-321-
1946; E-mail
BXFNMB@PRODIGY.COM
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May We Present the

Peripole-Bergerault “Angel”

PB 6000 Baroque PB 6001 German Fingering

The Peripole Bergerault Angel Recorder
has been acclaimed as “Best” by music educators
who have had the opportunity to check it out.

» Dark brown, textured plastic, Renaissance shape. )

* Curved windway like expensive wood recorders to provide immediate PB 6000
and fluid response.

* Elegant dark, rich, woody tone quality — with plenty of focus.

* Two-piece cork-lined joints with air-tight fit of joints making low notes
easy to play and keeping the instrument in tune with itself.

* Precision cut of the bores allow very few overtones making for ease of
blowing and balanced scales in entire two octave range.

» No drifting of tonal quality resulting in fewer overblown shrieks for the
beginning student.

* Low C can be produced immediately.
* Electric-blue zippered pouch of heavy vinyl.

* Cleaning rod and cork grease included.

List Price $7.95

Special School
Price $3.95

Call today to receive our NEW color catalog with our
complete line of Peripole-Bergerault Orff Instruments

 BERGERAULT

Selem. Orepon 97301 1-800-443-3592
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From the Classroom
Liz Gilpatrick, Editor

Vocal Experiences as Play

oung children learn about
Y themselves and their environ-

ment through their play. Child
play is intrinsically rather than extrinsi-
cally motivated; children engage in play
for its own sake rather than using play
as a means to an end. Play has also
been linked to many other functions
such as creativity, problem solving,
language learning, and other cogni-
tive, social and physical elements of
child development.

Musical play is an exploration of
sound: active experiences involving
spontaneous and guided singing and
instrument play, and listening experi-
ences as others produce and reproduce
sound. Singing is the most immediate
way for children to explore and
improvise with sound, and many young

_children eagerly participate in group
singing activities in a classroom
setting. Many also incorporate the
songs and lyrics learned in the group
setting into their own play as impro-
vised responses to play or as accompa-
niments to ongoing play. Following are
some strategies for encouraging
involvement in group singing activities
in the classroom.

Songs and movement
development

Some songs encourage singing,
while others are more likely to elicit
movement. Songs such as “Clap
Hands Softly” (sung to the tune of
“Are You Sleeping?”) allow children
to focus on the vocal production of
soft and loud. Songs such as the
traditional “Head, Shoulders, Knees,
and Toes” require so much full body
physical effort that the children
focus on the movement and often
find it difficult to continue singing.

The same problem may exist when
engaging in singing activities with
movement games. One game that
allows the child to sing as well as
play includes the song “One El-
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Susan M. Tarnowski

ephant.”! Since the story has pro-
gressively greater numbers of
elephants playing on a spider web,
stretch string in a web-pattern on the
floor. Invite children to be elephants
and join each other on the web. At
the end, all children fall as the web
collapses. However, very little
movement takes place while singing,
allowing the children to concentrate
on singing well.

Another way to involve children in
movement while still focusing on the
development of singing is to use
small muscle movements. “Table
games” in which children follow
some aspect of the song with their
finger on a constructed game board
are very useful. “Go In and Out the
Window”? is an excellent example of
these table games.

A third way to incorporate singing
into movement activities is through
songs and dramatic play. A favorite
game played by my preschoolers was
actually improvised by a five-year-old
boy. After learning the song
“Tingalayo™ the child said, “I know
what we can do with this!” and ran to
hide as he became Tingalayo. He
encouraged us to call him and look for
him as we sang. Gradually he emerged
and re-joined the group as we finished
the song. He chose a new Tingalayo
and the game began again. This
simple, child-inspired game became a
standard in our room. Another favorite
dramatic play activity arose around the
song “The Old Gray Cat.”* The
children took on the roles of the cat,
the mice, and even the cheese. Again,
because movement was minimal and
because the sung story was necessary
to the action, singing was allowed to
be the central part of the activity.

Songs and language
development

In addition to songs with movement,
songs that encourage language devel-

opment are a mainstay of the preschool
classroom. Songs with dialogue
responses are helpful because the
young child does not need to know the
entire song in order to participate in
the singing. Improvised question and
answer.songs or songs with a desig-
nated child-sung segment are excel-
lent. Often these short responses can
be part of a book-reading activity. In
The Very Snowy Day,’ the lead charac-
ter explores many different winter
activities. The song “What Can We Do
On A Snowy Day?,” an adaptation of
the song “What Shall We Do”¢ with
new words substituted as the activities
in the book change, is a good example
of an appropriate song for preschool
vocal practice. Another favorite book
is Herman the Helper.” Herman is a
young octopus who enjoys helping
everyone. The following chant is
appropriate to insert after each new
adventure in the book:

F F F C

I like to help,
A A A F

I like to help,
C c 0% C
Oh yes, I do,
Bb A G F

I like to help.

Finally, songs as word games are
entertaining as well as educational
for young children. Songs which
allow word substitutions are espe-
cially enjoyed. Two good examples
are “Don’t Throw Your Junk in My
Backyard”® and “Willoughby
Wallaby Wee.”? Both allow children
to include realistic as well as silly
examples of word substitutions.
Encouraging participation in vocal

continued...
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play activities is a vital part of the
role of the preschool teacher. Teachers
must first provide a physical and social
environment that is safe and supportive
to singing and secondly, respond to
and participate in individual vocal
explorations and group singing activi-

Helpmg Music Educators Bring Out The

Genius for Over 60 Years

Notes

'See Music: A Way of Life for the Young
Child by K. Bayless and M. Ramsey.
Columbus, Ohio: Merrill Pubhshmg Co,,
1986.

ties in the classroom. Throughout all, the
vocal musical play must be enjoyable for
all participants.

Susan Tarnowski is Professor of Music
Education at the University of Wisconsin-

Eau Claire. 2See Music Maker Table Game #2: Go In

and Out the Window by S. Kenny.
Provo, Utah: Brigham Young University.

*Tingalayo by Raffi. New York: Crown
Publishers, 1989.

“From Music and You by B. Staton, M.
Staton, M. Davidson, and S. Synder. New
York: Macmillan, 1988.

The Snowy Day by E. J. Keats. New

York: Puffin Books, 1978.
GB » Studio 49 » Sonor ° 0

Recorders * Percussion
Knowledgeable personnel!

CALL TOLL FREE
1-800-247-1536

Anywhere in the U. S. A, including Alaska

TED BROWN MUSIC COMPANY

1121 Broadway Plaza * Washington 98402

®From World of Music by M. Palmer, M.
L. Reilly, and C. R. Scott. Parsippany,
New Jersey: Silver Burdett & Ginn,
1988.

"Herman the Helper by R. Krause and J.
Arruego. New York: Windmill Books
and Simon & Schuster, 1974.

8From Before the Basics: Creating
Conversations with Children by B. Bos.
California: Turn the Page Press, 1987.

, - WA, State: 1-800-562-8938  206-272-3211 *From Music and You. (See above)’
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The Book Lady, Inc.

Your #1 Source for Music
Related Children’s Books

-FREE Music Catalogs Avallable :
: The Book Lady, inc.

has brought together the

largest selection of music

books for your convenience:

Songs and Rhyming Stories

Music Related Stories

Folk Literature

Biographies

Resources

0000008000 CCROGOS
8144 Brentwood Industrial Drive

St. Louis, MO 63144
® 314-644-3252 » 1-800-766-READ « rax 314-644-6238

_ Memphis @I® Musicraft
AUSTINATO

AN OSTINATO JAMBOREE - Konnie Saliba
Speech, vocal, BP, unpitched, instrumental ostinato round-up laced with humor

Also by Saliba
One Wonld, Many Voices (folk songs) ® Yorirs, Truly! (creative options)

Good Morning Songs & Wake-Up Games * T. L. €. * Who's Who at the Zoo * From A to Zoo

‘ FREE Wealso 15;«blisi|",§;ro}'ks By ng High, I;‘éi;ker,, and McRae SAMPLES

Blue Cedar, Lakeland, TN 38002 - (800) 595-6732

f

Benefits for teachers who join
the American Recorder Society

v Adult Education Program, a systematic way to improve your playing
Y Information about workshop scholarships

Y Junior Recorder Society Class Program for Beginners (ARS members, $19.95), with
goals for beginning recorder classes, resource lists, worksheets, frae ARS Resource
Teacher consultation

N |
¢ RS Club Program (feacher/leader must join ARS, student club members, $5), with ~ §
sample meefing plans, consort playing tips, activity sheefs, “Merlin” badges ]

Discounts on ARS publications covering recorder care to repertoire
American Recorder, plus other ARS benefits

Annual ARS membership: $30 U.S., $35 Canada

American Recorder Society
Box 631, Littleton, CO 80160 -~ 303-347-1120
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_Sweet Values From

Sweet Pipes For Your
| Classroom!

DA CAPO™
SOPRANO
RECORDER

A “from the beginning”
recorder for your students to
enjoy! Sweet Pipes presents its
new starter level student instru-
ment for classroom use.

e One-piece; dark brown

® Baroque (English) fingering
e Curved windway

e Sweet, gentle tone

© Vinyl case & fingering chart.
DC23.......... $2.25

HANDS

ON

RECORDER
Another outstand-
ing, completely
sequenced, begin-
ning method book
for the classroom,
authored by Gerald
& Sonya Burakoff.
Pentatonic note
progression; musi-
cal & technical sug-
gestions; fingering
diagrams; lyrics; music presenting many
styles from many cultures;
32 pages.
SP2358........ $3.25

~ Sweet Values

@ Recorder method books, solos,
and ensemble materials

@ Classroom, ensemble, solo,
and historical recorders

@ Music for recorder and
prepared tape

@ Paul Winter's World Of
Living Music

Free Complete 1995/96 Catalog Available

FAX YOUR ORDER TOLL FREE
f 1-800-576-7608

24 HOURS A DAY

6722 Brentwood Stair, Ft. Worth, TX 76112~
TEL 817-446.3299  FAX: 8174460484 "
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Issue Focus

Fall 1996
Winter 1997
Spring 1997
Summer 1997

Listening

Recorder

The Orff Echo Editorial Calendar

Exceptional Populations
Global Perspectives

The Orff Echo is seeking articles on these topics as they relate to Orff Schulwerk or to
broader areas of teaching and learning. In addition, articles on other relevant topics are
welcomed at any time. Please send queries and submissions to the Editor, 3105 Lincoln
Blvd., Cleveland, OH 44118. The Orff Echo cannot guarantee publication of submitted
articles. Writers’ guildelines are available.

Submission Deadline

June 1, 1996
September 1, 1996
December 1, 1996
March 1, 1997

Classified Ads

Elementary music specialist
needed to teach general music
(using the Orff approach) in an
independent school to early
childhood center students (3, 4,
5 yr. olds) and first grade stu-
dents. The interviewing process
has begun. If interested, an
immediate response is encour-
aged. Call Cranbrook Schools,
~ Brookside, Bloomfield Hills,

Michigan: (810) 645-3520.
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***GET ‘EM WHILE
THEY’RE HOT*** THE TASTI-
EST RECORDER MUSIC
AVAILABLE*** 100% TESTED
AND APPROVED! Wonderful
variety of musical styles and
developmentally sequenced
materials. Each kit includes an
exciting accompaniment tape that
motivates students and makes
learning fun. Teaching suggestions
included that promote excellent
results and build students confi-
dence. See for yourself! REFLEC-
TIONS (BAG), MIDNIGHT SUN
(BAG), ROCKY ROAD (BAG),
FACE THE MUSIC (BAG/E),
50’S ROCK (C/BAG), NEW!
HOT CROSS BUNS (BAG/E),-
NEW! SEASONS (DC/BAG/D),
NEW! WARRIOR (BAG/F#ED),
DAYBREAK (C/BbAG/FEDC).
Send $9.95/selection plus $3
shipping and handling to Glenn
Weiss, 84 West Cortland Avenue,
Oceanside, NY 11572 or call
(516) 763-1925 for more informa-
tion. Satisfaction Guaranteed!

Index of Advertisers

ABA Music for Children 35
American Recorder Society 55
AOSA National Conference back cover
Backyard Music 35
Bellboards 29
The Book Lady 55
Brain Dance Ink 7
Brook Mays Music 23
Ted Brown Music Company 54
Center for Music and Young Children 17
Choristers Guild 7
European American Music 26
General Music Store 26
High/Scope Education inside front cover
Peg Hoenack’s MusicWorks 12
HSS, Inc. inside front cover
HSS, Inc. 32
John’s Music Center 15
Kindermusik International 15
Lyons Music Products 50
Maddox & Co. 26
MEG 20
Memphis Musicraft 55
MMB 48
Alice Olsen 15
Percussion Plus 31
Peripole Bergerault 4
Peripole Bergerault 52
Rhythm Band Instruments 49
Schott Music Corporation 3
Suzuki Corporation 2
Sweet Pipes, Inc. 55
Jim Tinter Productions 12
‘Waterloo Music Co. 51
‘Wenger Corporation 18
West Music inside back cover
‘World Music Press 35
Summer Study

Belmont University 37
Carnegie Mellon University 38
Central Connecticut State University 41
Colorado State University 46
Dalcroze Society of America 41
Eastman School of Music 44
George Mason University 40
Hartt Summerterm 46
International Society for Further Music Education 42
Mills College 40
Music in the Mountains 40
Music Workshops, Ltd. 45
Presbyterian Association of Musicians 43
Seattle Pacific University 43
San Djego Summer Course 42
San Francisco State University 45
University of Kentucky 44
University of Memphis 41
University of Nevada 38
University of North Texas 45
University of St. Thomas 39
‘Webster University 43
West Chester University 42
Western Carolina University 38
‘Western State College 45
‘Westminster Choir College 37

@ Printed on recycled paper

The Orff Echo — Spring 1996



