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From the Editor

It’s probably January as you
read this, and you’ve had a
nice long rest. No? Winter
break was bursting at the
seams with holiday celebra-
tions and obligations? Projects
long procrastinated? Or were
you just trying to get those
piles of laundry put away? Join
the club. But regardless of how
hectic December can be, we
seem to approach January with
a refreshed feeling about
life and work.

We hope that this issue of
The Orff Echo will enhance
that renewal. Coordinated by
Janet Robbins and Liz
Gilpatrick, our focus this time
is on singing. We offer a vari-
ety of articles, rooted firmly in
practicality, about this part of
our work that is at the heart of
music teaching and learning.

Carolyn Beckie, Jo Ella Hug,
Judith Ritchie, Vicki Salmon,
Tossi Aaron, Mary Helen
Solomon, Marilyn Collins and
Mary Goetze all contributed to
this special section. Nancy
Cooper’s Focus on Research
column also concerns singing,
as she leads us through a
survey of recent research from
which we may draw implica-
tions for teaching. In addition,
Alan Purdum offers a creative
look at how Orff Schulwerk
may be used in the church

or synagogue.

Beginning with the spring
issue, our newsletter, Rever-
berations, will have a new
editor. Jessie Vance of Roches-
ter, New York, will be filling
in as Reverberations Interim
Editor while a search is con-
ducted to find a permanent

Membership Form

editor. If you have journalistic
talent (and some extra time!),
take a close look at this issue
to see if you might be interested.

And while you’re at it, take
some time to savor the photos
from Northwest Horizons -
Exploring the Elements in
Seattle/Bellevue. If you were
there, they’ll bring smiles of
recognition; if you weren’t,
they just might inspire you to
make plans for Tampa in ‘98.
The conference was truly an
event not to be forgotten.
Congratulations and kudos to
Doug Wilson, Donna Poppe,
Diane Graham, all the commit-
tees and everyone who worked
hard to make the conference
such a great success!

-D.M.
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__ vast majority.of AOSA members_are

Statistics are fascinating things. You
can prove just about anything if you
know how to interpret statistics to your
advantage. Casey Stengall, the legend-
ary manager of the New York Yankees,
once said, “If you put one foot in the
freezer and the other foot in the oven,
statistics say that you're comfortable.”

According to the statistics culled
from membership applications, the

President’s Message
Jack Neill, AOSA President

Orff Schulwerk approach have a
broader definition of the word “music”
than many people. These teachers and
their students testify daily to Carl
Orff’s assertion that “Elemental music
is never music alone, but forms a unity
with movement, dance and speech.”
The skillful music teacher guides the
students in the fusion of these arts, all
aimed toward the students’ musical
and personal growth. The language

to the goals and ideals implied). The
Board spent a great deal of time in
thoughtful discussion regarding the
document and applauded MENC for
taking the lead in this endeavor. In the
end, it was felt that the paper’s lack of
any significant mention of the vital
importance of movement in teaching
music to young children precluded
AOSA’s complete endorsement. After
much consideration, a decision was

music teachers of one kind or another.
More people check the blocks identify-
ing themselves as “Music Specialist”
and “Church Musician” than any other
categories offered on the form. The
uninformed might interpret this as an
indication that most AOSA members
are primarily interested in developing
proficient young musicians for the
school and the church, skilled practi-
tioners of the musical arts whose
principal goal is performance. This.
interpretation may lead some to
assume that our students spend most of
their time playing a type of ready-
made performance product; these
- people will likely be completely
oblivious that the process involved in
developing a performance in the spirit
of the Schulwerk is creative, explor-
atory rather than directive. They often
remain unaware of what Werner
Thomas called the “continuous ars
inveniendi, a spontaneous art of
discovery with a hundred ways and a
thousand possible structures.” A blind
interpretation of statistics can lead one
to miss the point entirely.

The point is, we’re not just music
teachers. Anyone attempting to analyze
AOSA’s membership statistics should
know that teachers who espouse the
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teacher uses the Schulwerk in this
manner to teach language, just as the
movement teacher uses it to teach
movement and dance.

Teachers who work with young
children understand well the special
significance of the kinesthetic aspect
of learning. From the moment of birth,
a child’s development is measured in
movement skills. The ability to hold
the head erect, to turn over, to coordi-
nate the hands and eyes, to crawl, to
stand, to walk, to skip, to gallop, to
cross the mid-line are all milestones in
a child’s growth. Children thrive on
movement; typically, children are in
motion all of their waking hours. A
truly child-centered teaching approach
must attermpt to develop students’
skills, concepts and aesthetics by
drawing upon this constant impulse
for movement.

AOSA was recently invited to
consider a position paper produced by
MENC (Music Educators National
Conference) entitled “Where We
Stand.” This paper was published in
the September, 1997, issue of Music
Educators Journal, and includes a
number of statements representing
MENC’s position on a variety of issues
that concern music education. The
AOSA National Board of Trustees was
asked either to endorse or support the
paper (“endorse” meaning complete
agreement with all tenets of the paper;
“support” being a lesser commitment

made to be listed as a supporier of the
MENC position paper.

Specifically, the Board felt that, in
the section of the paper entitled
“Objectives of Music Education,” the
lack of reference to movement in the
Pre-K and K-12 programs was a
serious omission. Phrases used in the
paper such as “responding to music”
and “understanding relationships
between music, the other arts, and
disciplines outside the arts” were
considered too general to express the
significance of movement in musical
development. It was likewise felt
that the section entitled “Facilities”
should include mention of the need
for safe and adequate space for
children’s movement.

In the words of Patricia Shehan
Campbell and Carol Scott-Kassner
(Music in Childhood, Schirmer, 1995,
p. 185): “In the world of children,
music and movement are nearly
inseparable from one another... The
foundation of music is ultimately and
intimately entwined with their physical
selves.” We have all seen this. It’s not
a matter of interpreting any statistics.
Now we must articulate it to school
boards, administrators, colleagues, and
the public at large through our words
as well as our actions.



Focus on Singing

Singing

This issue’s focus section on singing is filled with
scenes from classrooms. Many of the authors take us
> “inside” their classrooms to view both students and
the teaching process. In the first two articles we are
transported to specific places, watching the thought-
ful work of teachers as they help students sing
tunefully and expressively. In “Coaxing Success:
Developing Pitch Accuracy,” Carolyn Beckie, Jo
Ella Hug and Judith Ritchie describe specific
strategies for helping students find their singing voices. The delicate care that is required to help young and
older students tackle problems of pitch accuracy becomes clear through their personal stories. Next, we
settle into a seat in Vicki Salmon’s high school choral rehearsal to experience the way she uses gesture and
movement. From the warm-up to the final movement canon, the inseparable nature of moving and singing
comes to life. You will find yourself dancing, too! '

Then move on to “Rounds and Canons” by Tossi Aaron in which the focus shifts to song itself. What
shall we sing today? is a recurring question for both novice and experienced teachers, and Tossi’s musico-
logical “dig” has unearthed some lesser-known repertoire for singing. Once again, practical suggestions
for teaching, accompanying, and moving to rounds bring us home to our work with children. Beyond
thinking about new repertoire, Mary Helen Solomon reminds us of Carl Orff’s challenge, “let the children
be their own composers™ in her article, “New Songs to Sing.” Using examples from her work with chil-
dren, she offers several possibilities for compositional work. Ideas from the Schulwerk’s primary sources
serve as starting points for transforming the elements of speech and rhythm into songs for singing,
moving and playing. ‘

As we contemplate ways to help students “find their voice,” we may want to turn to technology for some
help. Marilyn Collins leads us step-by-step through her experiences using computers to record and assess
students’ singing.

The final piece by Mary Goetze reveals that expertise is about insight and change. Just when we think
we’ve figured something out, we find ourselves rethinking what we know and believe. Her personal
journey is a fitting finale to this diverse sampler of narratives. Singing is clearly alive and well in
Schulwerk classrooms.

-Janet Robbins
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Focus on Singing

Coaxing Success: Developing Pitch Accuracy

Three different authors contributed to this article on helping people of all ages
develop pitch accuracy when singing. Carolyn Beckie has outlined techniques she
employs with young singers, in this case second grade students, while Jo Ella Hug
describes her on-going work with the voices of middle school boys and girls. Judith
Ritchie has helped adults find their singing voices and transform their sense of self.

French physician Dr. Alfred Tomatis has proven that the voice can only reproduce
what the ear can hear. Though they may not have been aware of Dr. Tomatis’ work,
each of these authors has discovered on her own through study and experience how the
student can better learn to hear his or her own voice through unaccompanied vocal and

physical play.

Shining through the words of each writer is a sense of deep commitment, pervasive
caring, and respect for each individual singer and for this most personal of instru-
ments. I hope you find their experiences both useful and inspiring.

-Liz Gilpatrick

Closing the Gap:

From Finding the Singing Voice to Singing a Phrase

heir names are Steve and Lisa.

They’re in second grade. They have
not been using their singing voices. They
want to know why I’ve asked just the
two of them to come into my classroom.
My answer is “singing practice.” They
are willing but apprehensive. The
following sequence of six activities will
enable students like Kevin and Lisa to
become tuneful singers.

I. Steady Exhalation
(Flutter the Feather)

Lisa holds a small feather one fist
away from her mouth as I ask her to
keep the downy tendrils moving. Her
first try is weak. Coaching continually, I
encourage her to blow slowly and
steadily.

While they need to take a deep breath,
inexperienced singers often raise their
shoulders and stiffen their upper bodies.
Asking them to stretch or swing their
arms whenever they appear tense is
helpful.

TI. Throw Your Voice (The Baseball)

A few moments of pantomime are
next. They show me how they throw a
baseball — a short pitch — a high fly
ball — a home run. Then Steve adds his
voice along with the baseball move-
ments, using “00.” At first he produces
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short arcs of sound, but using the
baseball analogy, he tries a high fly ball
and finally the home run. Each time, the
motion and the voice move together with
greater strength. He has experienced a
new upper range in his voice.

But experiencing a higher range as
Steve has just done does not necessarily
lead directly to singing a song in tune.
Bridging this gap is the goal of the
experiences that follow.

IIL. Sustaining “Yoo-hoo”

We each make a fish-face by
pushing our lips slightly forward with
our hands. We take turns singing “yoo-
hoo” in the new higher range, not
trying to match pitch exactly, but
keeping the voice in the singing range.
Now their challenge is to sustain “yoo-
hoo” as long as they can while walk-
ing across the room. I model (“sol-mi”
in E or F major) using an obvious
breath and relaxed walk. When I run
out of breath, I stay at the stopping
point. Steve takes a big breath, follows
my path, heads back and doesn’t stop
until he is red in the face — and he
stayed in his singing voice. (Even
though I give a pitch cue, his choice of
pitch doesn’t matter as long as he’s
still in his singing range.) Lisa is so
intent on outdistancing Steve that she

uses her talking voice. She reviews the
baseball sound and tries again. This
time she passes Steve and is beaming.

This walk and sustain exercise is a
catalyst in the sequence. It is highly
visual and appeals to a student’s
competitive spirit. Staying on “o0” is
very important for these fledgling
singers because of the forward place-
ment of the syllable. Keeping a little
pucker in place also helps. Most
important, their feelings of success are
very high since they are proud to see
how far their voice can travel. With this
gain in confidence comes the willingness
to take new risks with their voices.

V. Adding Consenants (Favorite
Food) ‘

Lisa picks a favorite food — pizza. I
sing it on concert A or B, asking Lisa to
echo. She matches the first time. But
when Steve chooses “french fries” he
sings a third lower than I do. When I
follow his pitch level, he drops yet
another third.

Attaching an initial consonant is a
major step. “Pizza” is an easy word to
sing since “p” naturally forms a pucker
and helps keep a forward placement. But -
for Steve, the vocal shape changed from
the forward “o00” to the “eh” and *“1”
found in “french fries,” placed further
back. After using his hands to renew his
fish-face, he succeeds.

To check on their perception of
matching pitches, we switch roles. As
Steve becomes the teacher, Lisa sings
“pizza” and I echo while Steve decides if
we match. We continue switching roles:
they feel empowered and become more
critically honest with practice.

VI Singing in Unison

1 sing the last phrase from the song
“Old Blue.” Lisa and Steve take turns
singing the phrase. The Lisa and I sing
it together, asking Steve if we match.
After several tries, we finally all sing
in unison — there is real pride in
their expressions.

continued...

7



Focus on Singing

I chose this particular phrase for
several reasons: forward-focused
words (“Here, Blue, you good dog,
you”), a descending melody which
starts high enough to activate the
singing voice (a ninth above middle C)
and no half steps. For students like
Steve and Lisa, songs centering around
middle C and D, so close to their
speaking voices, make it very difficult
for them to use their singing voices.
Choosing a phrase with the character-
istics of “Old Blue” makes an excellent
warm-up prior to singing a song.

I find it worthwhile to take the extra
fifteen minutes with students like
Steve and Lisa. This special help can
spell the difference between singing as
joyful expression or singing as an
activity to be avoided. One session, as
described above, may be enough, or a
follow-up might be needed. After that,
integrating the activities into the
classroom setting will provide the
reinforcement they need.

-Carolyn Beckie

A Middle School Challenge:
The Adolescent Singing Voice

HE SCENE: Seventh grade non-

select choir of approximately
thirty-five students (over half of whom
are boys)

THE TIME: Shortly before Christmas a
number of years ago

THE SOUND: Girls — breathy, wispy
and mostly in tune; boys — an indescrib-
able cacophony of different pitches,
many non-singing voices, a few cambiata
voices with three distinguishable notes, a
couple of unchanged voices afraid to sing
out for fear of being stigmatized

THE TEACHER: Me, finally coming to
grips with the enormous task of teaching
adolescent boys to:

1) Find a singing voice (many did not
“sing” in lower elementary — they spoke
rhythmically instead) ‘

2) Extend the range as the singing voice
becomes more solid

3) Respect each other whether the
singing range is young baritone,
cambiata or unchanged soprano/alto

It was my moment of truth and it
was the beginning of a grand experi-
ment that continues to this day.
Christmas vacation provided the time
needed to strategize, analyze and
“swallow hard.” I knew the job would
not be finished when they left for
summer vacation but it was time to
find a starting point.

Much of the work had to be done in
class with other students close by.
When the first boy walked into class
after Christmas break, I ask him to
sing his favorite note. The first sound
that came out was rather like a grunt. I
praised his courage and asked if he
could extend the sound a little longer.
(Most non-singers fail to understand

1e Ancient Face of Night
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the energy requirements to produce a
singing sound.) We timed the next
sound and his second attempt was
almost twice as long. The pitch had
also moved up as he became inter-
ested in “the long note holding
contest.”

The entire “mini-lesson” took less
than two minutes while the other
students were settling into their places
for class. A few boys were acutely aware
of my focus and actively sending me
vibrations indicating reluctance to be
singled out. However, others immedi-
ately wanted to know how long they
could hold a note. In the initial phase, I
carefully selected boys who were
comfortable, even eager, for the atten-
tion. We never spent more than ten
minutes with this activity. I was careful
to note the pitch selected by individual.
voices and the capacity to hold it. When
the activity became familiar, we also
heard girls and “discovered” that most
adolescent girls don’t have pitch
problems but do have trouble sustaining
a note for an extended time. This
knowledge gave courage to many boys
who were originally reluctant to sing
alone. A few individuals, both boys and
girls, never developed enough comfort to
volunteer and were provided time out of
class to work with the activity.

The following steps have grown out
of those initial desperate experiments
and have been used successfully to help
young adolescent boys and girls hear and
produce pitch accurately.

STAGE #1

1) “Sing your favorite note.”” Accept all
efforts positively and rejoice that a
student has shared this moment with you
and classmates.

2) “Extend the sound.” Calculate the
held note in seconds and have the
student attempt to double the length on
the third attempt. Most boys can hold a
note at least ten seconds by the third try.

3) “Choose a pitch slightly higher than

your favorite note and hold that
sound.” Students often sing louder at the
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same pitch level and need a model to
understand the concept.

4) “Try to match your pitch to the boy
who sang before you.” As the teacher,
you must quickly find boys who
vocalize sound in the same range to
allow them success at this step. Set
them up to succeed.

STAGE #2

1) “Sing your favorite note and call it
‘do.”” As they hold the note, I sing
simple solfege harmony lines over the
top, adjusting to each young man’s
definition of do. If the underlying pitch
wavers, we try again or simply point out
how good it sounded at the beginning.

2) “Identify the starting pitch and
attempt to sing the melodic frag-
ment, “do, re, mi,” holding mi as an
extended note.” Working with boys in
a similar voice range, quickly bring in
voices (one after the other) singing
“do, re, mi.” Bach boy holds mi while
other voices enter.

STAGE #3

1) Model a vocal slide from.do to sol,
landing on sol and holding the pitch.

Whgical
Auakenings
Accredited
Introduction to Orff
Extension Between Levels

4™ Annual Retreat
Pagosa Springs, Colorado

July 16-18, 1998

Contact Bel Canto Studios
3223 Weather Vane Lane
Dallas, TX 75228-1739

phone or fax (972) 682-0860

Focus on Singing

The vocal slide facilitates movement
out of the initial comfortable range.
This step can be difficult but
usually works over time even for

" stubborn problems.

2) Shorten the time required to slide
between do and sol, which allows more
energetic air to extend sol.

3) “Sing the interval do-sol cleanly
without sliding.”

4) “Think of a mid-range note
(higher than the old comfort zone)
and sing sol-do.”

5) Have students extend patterns using
different combinations of do, re, mi
and sol.

If a non-singer has moved through
these steps, the singing range can usuaily
be extended on either side as the voice
becomes more confident. A few things
to remember:

 Accept all efforts and be encouraging
as well as patient. Many problems with
pitch relate to low self-esteem and fear
of failure. Provide a safe environment
for risk taking.

+ Assume that stadents are trying to do
the right thing.

* As the voice of a boy moves into
adolescence, he must learn to hear pitch
in a new range. The “kinesthetic signals”
are suddenly different and it takes time to
connect the ability to hear with the
required factors of vocal production.

* Once a boy understands how to
produce a solid singing sound, the
stages of voice change are usually
easier to navigate.

Every day is a new challenge for both
you and your students. There are no
“right answers” that work with every
child. Your example of patience, under-
standing and love of making music may
be the reason someone continues to sing
for a lifetime.

-Jo Ella Hug

continued...
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Teaching Adults with Pitch Problems

Invalidated early childhood singers
often become wistful adult listene;s,
living a number of years with excess
emotional baggage. Some were told
they couldn’t sing. Others misinter-
preted a look or a comment and
stopped singing. The common denomi-
nator? They all care what others think.
When I was in elementary school I
could neither bounce a ball to the beat
of a march nor sing in tune. Thank
goodness for a mother who believed I
really could sing and worked, voice to
voice, on awareness of pitch variance.

With adults, I appeal first to the
logical mind, cutting through defense
mechanisms to release the child within
who knows she or he can sing! The
first question: “Do you like every
singer you hear on the radio?” When
the answer is “no,” I ask, “Why
should everyone have to like your
singing?” Relaxation sets in and we
begin vocal work.

We loosen up and revert to two-
year-old behavior. Fun — and
sometimes funny — Laban-based
exercises become ice breakers,
building a close sense of community
and helping participants form lasting
friendships. Many adults have turned
off their ears, becoming oblivious to
sounds (good or bad) therefore
making it difficult for them to
distinguish one sound from another.
We spend a few minutes getting
quiet inside, listening to sounds in
and out of the room. Each individual
then describes the sounds he or she
heard. Was the pitch high, medium
or low? Consensus is reached 99% of
the time!

Now we use the voice itself. Each
person imitates the sounds of an
animal and the class guesses the kind
and size of the animal. If one is
unclear, we ask: “Is it a kitten or a
cat?” “How could you make that sound
differently?” When the person is
finally able to make a sound that
satisfies the class, she then describes
all the elements used to produce it.

I vocally hum-sigh (* \__)

and ask participants to imitate the
sound. Did the sound ascend or

descend? We stand and sigh into a
seated position. After several times, we
do the reverse (___~" ), seated to
standing. We then do a hum-siren

(_/7\_), seated-standing-seated. I
introduce flash cards with squiggles

“and whirls on them. We try to emulate

the movements physically first, then
vocally, then both simultaneously,
finally dissolving into puddles of
laughter on the floor.

For the first assignment they are
asked to: “Listen to the sounds around
you. Pick one and practice it every day
until you are satisfied that it sounds
just like the real one. Demonstrate it

next week and we will guess. The only

rule is that it must be made with your
mouth or voice.” We’ve had everything
from dog fights to air bleeding off an
airplane engine!

With practice, determining high,
medium or low becomes easier.
Depending on progress, we make more
“formal” use of the voice, always
reassuring and giving compliments.
Clapping for one another and learning
how to accept praise graciously is also
important. The listener becomes
actively involved in the performance.

We hum any pitch; then, listening to
each other, we choose a common pitch.
The Kod4ly approach with hand
signals helps, but always at the pace of
the slowest learner. Repetition rein-
forces pitch accuracy and instills
confidence. When sol-mi is fairly well
established and we’ve added la, I find
Grace C. Nash’s charts, “Echo Chains-
Singing Games,” helpful. Silent
signing (without my singing the
pitches) helps develop inner listening.
As pitches become secure, I divide the
group into two, three or four parts and
let them dictate the charts to each
other. (More laughter!)

Another technique in organic
development is to sign and sing the
first line of a simple song, playing
“Name That Tune.” As classes con-
tinue, I put a solfege line or two of
very familiar songs on the board for
them to guess by the end of that class.
They also bring in the solfeggio for
one of their favorite songs (at the
beginning, I check for accuracy; later,

the class catches the mistakes). I
rarely, if ever, use the piano. As the
semester progresses, facility in solfege
seems to go more quickly, the stu-
dents’ creativity producing endless
forms of this game. We then begin
reading printed music. Successive
assignments are similar to the first, but .
gradually become more sophisticated
and always fit the activities and levels
of the group.

I encourage you to work as slowly
as necessary to help students hear,
assimilate and reproduce accurate
pitches. You will give them a most
valuable gift.

-Judith Ritchie

Carolyn Beckie is the choral
director at Almerie Middle School in
Fontana, California, and director of
the Community School Children’s
Chorus and Orff Ensemble at the
University of Redlands. Much of her
career has been directed towards
inspiring at-risk students through
programs such as the I Have a Dream
Foundation. A student of both Koddly
and Orff Schulwerk, she is president of
the Inland Counties chapter of AOSA.

Jo Ella Hug teaches middle school
vocal and general music in Missoula,
Montana. She currently serves on the
AOSA National Board of Trustees and
heads the Professional Development
Committee. Jo Ella also teaches
recorder at the University of Saint
Thomas Summer Orff Schulwerk
Training Course in Saint Paul, Minne-
sota. '

Judith Ritchie is the founder and
director of Bel Canto Studios, a
private voice teaching studio that
attracts students from across the
United States. She has sung with the
Dallas Symphony and the Dallas
Symphony Chorus, the Israel Philhar-
monic QOrchestra, Colorado West
Opera and others. In the summer of
1995 she opened and continues to
direct Musical Awakenings, an Orff
Schulwerk-based summer music retreat
near Pagosa Springs, Colorado.
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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,

' SONOR

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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Singing Can Be Moving

Vicki Salmon
Alleluia
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Arrangement by Sol Weber. Reprinted with permission from Rounds Galore, “The Roundman,” 25-14 37th Street, Astoria, NY 11103.

Take a few minutes to learn this “Alleluia” before you continue reading, dancing it around the room a few times. Experience the song
yourself, in your own body, and you'll find, I hope, that it enhances the reading of this article.

he students enter the room and
i settle into their places. The

teacher (or student leader)
wordlessly signals the class to stand.
Slowly and silently the leader moves
shoulders, arms, head, upper body,
hips, legs and feet while the class
mirrors the movement.

Seamlessly, the class begins a series of
deep breathing exercises. Arms are down
with hands touching in a “V” (Fig. 1). As
the arms are lifted above the head (taking
care to keep shoulders down) the ribs
expand and the lungs fill with air. (Fig. 2) '
This deep, expanded breath is repeated
four times. The next set of breaths takes
the body into side bends, exhaling on the
bend, coming upright on the inhale. (Fig.
3) The tempo of the breath is still slow
and relaxed. Another large breath!

During the exhale, all begin to roll their
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heads forward, descending one vertebra
at a time until hanging over from the
waist, limp like a rag doll. (Fig. X)

While leaning over, the leader does a
series of short rhythms using a staccato
hiss. The class echoes the thythms, being
sure to support each sound with a gentle
abdominal contraction. Another deep
breath and the class members gradually
“roll up,” imagining each vertebra piling
on top of the next, resulting in a perfectly
aligned standing position.

On the next breath in, all raise their
arms to the side in a “T” position. (Fig.
4) This time the breath is held while the
class spins their arms in eight small
circular motions forward... breath out,
breath in and hold... spinning arms in
eight small circular motions backward.
Relaxed exhalation and a deep inhalation
follow. The students place their hands on

their abdomens to feel the gentle engag-
ing of the abdominal muscles, as they
sharply speak/shout the word “hook”
four times together, taking care to keep
the throat relaxed. (Fig. 5) The last set of
breaths are connected to three easy yawn-
sighs on “Ah,” with the arms descending
with a relaxed gesture. (Fig. 6 & 7)

The body has been warmed up and
it is time for vocal warm-ups that
“blend physical posturing with mental
imagery to create a healthy voice
production.” (from Daily Workout for a
Beautiful Voice by Charlotte Adams.
See “Resources.”)

The teacher tenderly begins to sing a
melody based on a tune using the word
“Alleluia.” The song is in a moderate
triple meter. The ieacher sways as she
sings and shows shorter phrases in a
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gentle, legato style using flowing arms
and hands. At the end of each longer
phrase she lifts her arms slightly to
indicate the breath and rib expansion.
Her voice demonstrates round vowels
with lots of air space: “Ah Leh Loo Yah.”
She carries the mood of the piece in her
face as well as her body. The teacher then
signals the students to echo each
phrase after her. The students gently
sway and show the legato phrases with
their own hands and arms until the
entire song is learned.

The teacher, remaining in the mood of
the song, indicates that the students
should sit down. Again, without speak-
ing, she uses her own body to remind
them of correct sitting posture. She
pulls an imaginary string from the top
of her head, simultaneously demon-
strating, directing and playing with bad
posture, tense posture and a relaxed
upright position.

The teacher begins to sing “Alleluia”
again. This time, on the “Ah,” she places
her hands palm to palm as if holding a
tennis ball. Through the sustained pitch,
she pulis her hands apart as if stretching
taffy, being sure to keep a rounded space
between the hands. On the “loo” she
smoothly shifts one hand to form an “O”
shape in front of the lips. Now the
vowels seem to have a rhythm of their
own with a sense of expanding and
contracting. The tone is beautiful.
Everyone listens carefully to the vowel
sounds they can see and feel.

The students stand again, this time
following the teacher as she directs with
both arms in triple meter. The bodies still
sway and the breath is once again
indicated with a “lift” at the end of each
long phrase. When the students’ bodies
seem to feel the pulse, the metric accent
and the legato style, the class is
divided into three parts and the song is
performed in canon.

Focus on Singing .

The lesson continues, the students
showing the melodic contour with a
linear, flowing, ascending/descending
pattern as it relates to the music. Here the
end of each long phrase can be stretched
and supported by an upward stretching
gesture. The students are encouraged to
use their entire body to “dance the
music” and step out into the room as they
sing. The three groups sing together in
canon and move as individuals. As each
part concludes, every person freezes in a
final shape that reflects the feeling of the
music and waits until the entire class-
room fills with a tangible stillness.

As a grand finale, each of the three
groups is asked to work together to create
a movement composition based on their
experiences with the song. Each group
composes a lovely movement sequence
that has aspects of breath, phrase,
rounded shapes, contour, puise and a
gentle metric accent. Each group
performs its movement piece while the
other groups sing. Finally, all three
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groups perform together in an awe-
inspiring three part canon with a deli-
cious unifying “peace” at the end. Class
is over and the students walk out the
door. Music has come alive in their hearts
and minds through the vehicle of their
bodies and voices.

This scenario might be a description

of a single evolving class period, a series

-of shorter lessons using one song spread
out over several weeks, or simply a list of
examples of how movement might be
combined with singing.

First, movement was a means to
warm-up the body and gain kinesthetic
awareness of the breath, rib expansion
and the support necessary for good
singing. The warm-up “ritual” was
derived from many sources, including the
choral/vocal training of the teacher,
articles and books on the subject, dance
classes, yoga and the specific needs of
the students. (Vocalises in which physical
gestures are used to reinforce good
singing technique and encourage mental
images can be found on videos by
Charlotte Adams and Henry Leck.)

The introduction of the song empha-
sized the importance of the teacher’s
kinesthetic awareness. A multitude of
musical messages were communicated to
the students without a word being
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spoken: the relaxed demeanor, good
posture, the flow of the phrases, the
breath, the pulse, the metric accent, the
mood. Students mirrored the teacher’s
physical presence in their own bodies.

_ The kinesthetic musicality of the teacher
conveyed far more about the music than
words ever could and that musicality was
revealed in the students’ voices.

The use of gesture to aid in the
unification of vowels was a powerful
tool. The taffy pull of the “ah™ and the
rounded shape of the “00” provided '
visual and auditory focus. The gestures
stimulated the imagination and created a
visual/kinesthetic translation of the inside
mouth shape which in turn produced a
rich, resonant tone color.

Walking, conducting and singing
provided a multi-layered understanding

- of these musical elements and when solid

in the body, made singing the canon
much more rhythmically secure. Moving
and singing together while expressing the
unifying pulse created a strong sense of

ensemble, particularly while singing in
three-part harmony. The whole-body
melodic contour eventually enabled the
students to break free and “dance the
song.”

The students experienced music
individually and as a community. They
were given substantial images and
sensations for good singing technique.
They saw the teacher physically model
aspects of the music that they needed to
understand. They used their own bodies
as instruments for understanding and
“played” with specific musical and
emotional elements. Ultimately, the
students worked in community with
others, using kinesthetically experienced
knowledge and felt emotion, raising their
voices together to create music that
moved.

Vicki Salmon is in her fifth year as a high
school choral director after eleven years
as a traveling elementary school music
teacher. She has an extensive educational

and performance background in music
and dance. Vicki teaches movement in the
summer Orff Schulwerk teacher training
programs at Southern Methodist Univer-
sity in Dallas, Texas, California State
University at Los Angeles and Mills
College in Oakland, California.

Drawings by Kris Yenney

Resources

Adams, C. (1992). Daily Workout for a
Beautiful Voice. (video) Santa Barbara
Music Publishing, P.O. Box 41003, Santa
Barbara, CA 93140.

Leck, H. Vocal Technigues for the Young
Singer. (video) Plymouth Music Co. Inc.

Phillips, K. (1992). Teaching Kids to
Sing. New York: Schirmer Books.

Ristad, E. (1982). A Soprano On Her
Head. Utah: Real People Press.

Summer International Programs
in World Music and Dance

1998

June 10 to July 2

Indonesian Arts in Bali
$3200

Music and Dance in Tahiti
June 20 to July 12 $1850

Contact:

World
Music
Center

West Virginia University

Summer International Programs in

World Music and Dance '
Attn. Sylvia Chambers Miller

Manager, Conferences Services

July 20 to August 11

Experience the Authentic Rhythms of Africa

$2990

403 Knapp Hall, P.O. Box 6031
West Virginia University
Morgantown, WV 26506-6031

Phone (304) 293-4013 Fax (304) 293-8755
E-mail: smiller3@wvu.edu :
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5 SPIRITUALS FOR CHORLIS
by Steven Calantropio

(with Orff Instrument Accompaniment)
(EL03969) Conductor’s Score $4.95
(EL03969SB) Student Book $2.95

CELEBRATE!

by Alice Olsen

(BMRO08003) $12.95

Sing and play about special days.

¢ONGA TOWN

by Jim Solomon

(BMR08002) $12.95

Percussion ensembles for upper elementary and
middle school.

¢RITTERS AND OTHER ¢REATLIRE$
by Konnie Saliba

(BMRO8005) $12.95

25 delightful songs and poems for children.

SING ME A SONG

by Konnie Saliba

(BMRO08001) $7.95

A collection of songs and garmes for children.

TOPS IN POPSY

by Marilyn Copeland Davidson
(BMRO08004) $12.95

Oldies but goodies in simple Orff arrangements.
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P
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e
THE MLUSIC OF PALIL WINTER — EARTH? VOICES OF A PLANET
This collaboration between Grammy-winning composer/performer Paul Winter and author/educator Marilyn Davidson
contains 12 original and multicultural folk selections that pay tribute to all seven continents, plus the oceans, the moun-
tains and the desert. The program promotes environmental awareness as it integrates arts and sciences.

(1.G0019) Teacher’s Guide $10.95 (L.G0019S) Student Book $2.95
(L.GOO19AT) Teacher’s Guide and Cassette $17.95 (LG0019B) Classroom Bundle (10% Savings) $84.95
(LGO019CD) Teacher’s Guide and CD $19.95 Includes 1 Teacher’s Guide; 25 Student Books; and

1 Earth: Voices of a Planet CD

Available from your favorite music dealer
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Focus on Singing

Tossi Aaron

Rounds and Canons

Kommt und lasst uns Tanzen, Sprungen, Kommt und lasst uns froelich sein.
' Come and let us dance and sing, oh, come and let us joyful be.

ary Taylor, in her book

“Rounds and Rounds,” states

that singing rounds “...makes
three or four singers feel like a full
chorus of superharmonizers.” For some
round singers, who are secretly addicted,
this may be what causes such great joy.
Singers may meet regularly and amass
large repertoires, traded, gleaned from
books or transcribed at a “sing,” where
there are enough repeats to check the
notation. More likely, though, rounds are
carried and exchanged from a vast “head-
file” of memorized music.

Recently, several new collections of
rounds have been published in small
booklets, hard cover books or privately
printed assemblages. Classroom music
series books usually contain a few of the
better known rounds; some have spe-
ciously changed or adapted lyrics. A bit
of searching will reveal collections of
new rounds by contemporary composers.

The earliest round still in circulation is
known as the “Reading Rota,” whose
source and date of publication are still in
contention. Though much early music
was composed and transcribed by monks,
then the only “trained” musicians, secular
music and dance certainly existed and
was passed down through oral tradition.
“Reading Rota” is better known to us
now, about 700 years later, as “Sumer is
Icumen In,” a joyous canon melody
supported by a swinging bordun. Sing it
this spring! ‘

In the Middle Ages, travelers to the
British Isles noticed and commented on
the popular pastime of making and
singing rounds. This may validate the
information that rounds did, indeed,
begin in England; only later do they
appear in folk literature of other coun-
tries.

Lady
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La - dy, come down and see, the cat sits  in the plum  tree.

This appears first in Pammelia (1609),
one of Thomas Ravenscroft’s three books
of canons and songs. Its pentatonic scale
has the punch of a melodic stretch at the
word “cat” for pitch practice. It is also
enjoyable for those starting to play
recorder, especially when a smooth
transition to and from high D is the goal.
However, there was one school bus
driver who insisted I forbid the students
to play it while riding; it seems they
simply could not resist chasing each
other through the melody.

Round or canon?

I’d like to suggest a differentiation
between a canon and a round, not for
argument with Grove’s, but as a tool for
teaching. A canon (like “Lady”) is
written as a single strain of melody and
Iyrics, without breaks or easily discern-
ible points of entry for other voices.
Vertical harmonic structure is not
obvious and melodies can be learned
quickly by imitation. Before long, the
other entrances can be introduced and the
idea of overlapping voices “discovered.”
The last half of third grade seems the
most successful time for this. If a chordal
close is absolutely needed, mark a
firmata where the parts form a chord. It
may be in the midst of a word; canons do
better with sequential “fade.” In fifth
grade, try “Rise Up, O Flame,” com-~
posed by Praetorius, with an entrance at
the start of each of its eight measures.

A round, by earliest description, has
three (or more) definite parts, each
closing with a cadence that allows it to
stand alone. “Dona Nobis Pacem”
exemplifies such a round. For fourth-
and fifth-graders it teaches the need for
accurate pitch and best vocal quality.
All voices can close together. If three
repeats for each voice are decided
upon, the last group to enter will end
alone — a poignant ending, most
effective for true voices.

Teaching a new round
- one way

A three-part round, for example
“Dona Nobis Pacem” or “Come-
Follow, Follow Me,” may be learned
first in its entirety by echo singing,
without reference to parts. When
secure, point out the segments and
have the class sing the first one onto a
tape. Then sing the second part with
the tape, softly, attending to how the
parts interlock. Continue by taping the
first two parts being sung together,
then play these back while singing the
third part. This is especially effective -
in “Dona Nobis Pacem,” due to the
singular lyric and verticality of the
harmony. It has closed many holiday -
programs splendidly, with the audience
joining in.

Using a tape can achieve the goal of
meshing voices musically, rather than
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hearing parts trying to outshout one . ‘
another. Students frequently react
visibly on hearing the whole round
sung well by their own blended voices.

choreographies. In a desk-blocked classroom, small movements can still enhance a
canon. Gestures like hand rolling, body swaying, alternately raising and lowering arms
may be improvised. (Isn’t “the wave” we see in sports stadiums a canon?)
“Kookaburra” and other lively
canons have survived for generations
because they are fun to sing and easy
to pick up by ear. But singing them
well requires sensitivity to the other

Seated in chairs in a half circle so all can see each other, develop pantomimes or
combinations of stand, clap, sway, step, turn, snap; stand to sing and sit down when
finished, or pop up on one word.

voices, precise diction and placement 1L ! - ‘
of pitch. One alto recorder can be e > 1
played with each part as support, or try Wﬁzj o o= e : i '
seating an uncertain singer among Here .comes 2 bum - ble - bee from  a- round the barn,
stronger ones. Change the grouping )
and ord.er of entrance often. Small n ¥ 5 - — } ; ——y —
percussion or an open bordun played S i j I —— — - — — —
once or twice to a measure keeps © —

car Iy ing a bag - pipe un - der  his arma!

things unified rhythmically. In “Kook-
aburra,” the I-IV chord change always
surprises fifth graders.

Using instruments

Rounds and canons are traditionally
sung a capella, and this is truly the
final aim. Guitar or similar sustaining
instrumental accompaniment should
not be intrusive, nor overwhelm the
clarity of the canonic structure. If an
ensemble setting is desired for perfor-
mance, adding one sound layer at a
time is an articulate form. Even
“Diggi-diggi-dong” or any other
simple canon can be renewed this way:

1. Sing the canon melody once in
unison, then in two parts. Suitable
small percussion (finger cymbals,
wood block, temple blocks,
handbells, triangle) if germane,
can continue throughout.

Words: tradtional; Melody: Tossi Aaron

Suggestion: Stand, walk around the chair,
fold hands, sit down while “flapping”
elbows as if playing bagpipes. Sit down.

More open space in the room will
allow for construction of forms for longer
rounds, as suggested here:

1. Small groups, circles (at random in
the space), or short lines, one
behind the other, sing and move in
turn. (See “Harvest Time,” p. 15,
In Canon, Bisgaard/Aaron)

2. First, develop a sequence of small
movements while standing in a
whole circle. Discuss the spatial

5.

limitations and develop
non-invasive movements.

. Divide the circle into the number

of groups needed for the round.

. These segments of the circle start

their gestures as they begin to sing.

‘Movements can be dance-like or

simple pantomimes.
With more experience or in
a smaller group, students number

“off “1, 2, 3, 4,” then sing, enter and

move in turn. (All the “ones” start,
then the “twos” enter and so on.)

continued...

2. As a short prelude, play two Sweet and Lovely
measures of a bordun on bass L
xylophone, then add the melody on . 1. S S — .
recorder or another instrument. o4 ! i — g i %
3. Sing the canon in two parts, D N R
. Sweet and love - ly is sin - gle line of mel - o - dy
perhaps with a recorder.
4. Add a simple ostinato or 2.
tar P 4 i ——— | 1 T T 1
guitar chords. e e e e e e e —
5. The finale can consist of the canon Y = . e — & ¢ )
sung in four parts, accompanied by Then the sec - ond s add - ed fo a - com - pa - my.
all the previous parts. )
T .O 1 1 1 1 ﬂ .J_I
. et e o
Movement with canon and rounds i 1 1 1 T — 1
And the third one fills out a per - fect har - mo - ny!

Unfortunately, we have few records of
how English rounds were danced;
movements are frozen in old engravings.
Now the canon principle appears
regularly in ballet and modern dance
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6. To prepare for three concentric circles: a) step to the beat around the circle; b)
change direction; c) take a few steps in and out, sway or rock in place. Explore turns,

arm gestures or Swings.

Though He May Rage and Roar

b f— ] g - ; ) - ]
1 - I 1 T i |
] 1 1 P I |
OS2 - | 1 I 1 1 1 e
I R
Though win - ter pounds his i-cy fist u- pon the Kkitchen door, we'll
e
b f N SO TN S — T ™
1 I S P 77 T
ol ] p=
T 1 1 T 1 | e
bt T T T ] T
nev-er let him in, though he may rage and roar, though

nev-er let him in; no,

fa : ;
—y ; T 3 T 1 1 T Ty
. | i 1 | M Y " 1 T 1 | I T : i
{es 1 T P P S I | 1 1 I 1
NSV —) P b eSS RO | 1 1 ] ]
e h & & € LA =S
he may rage and roa, we'll  not let  him through the door!

By Liz Gilpatrick. Used by Permission

“Oh, How Lovely Is the Evening”
also fits this form nicely. Improvisa-
tions, such as moving and singing with
small percussion (perhaps bells on the
ankles) or playing tuned percussion
alternately with movement, present
even more options. Re-examine the
Music for Children volumes and the
American Edition, Volume 3, for other
rounds and canons. And be sure to
learn some new ones this year for the
sheer pleasure that singing and teach-
ing them can bring.

Tossi Aaron has authored and co-
authored several books for Schulwerk
teaching and was a contributor to the
American Edition of Music for Chil-
dren. She is a frequent presenter at
AOSA conferences and chapter
workshops and has taught teacher
training courses in the United States
and England. Tossi was editor of The
Orff Echo from 1986 to 1994.
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for improvisation.

* Orff-Schulwerk Music for Children,
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101 Rounds for Singing. World
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choices. '

Bisgaard/Aaron. In Canon. MMB.
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instruments, movement.

Gilpatrick, Liz. Come Join In! Alfred
Music Pub. Originals for first experi-
ences, calendar-matched.

Sidaway, Peter. Catch a Round.
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( j arl Orff said, “Let the children be
their own composers.” When
children create their own music

they become more intimate, more

familiar with the elements used to build
that music. Their understanding and
appreciation are intensified through this
powerful process. Children can create
their own songs, and often will, even
without our encouragement. Most young
children enjoy humming to themselves
and making up little pieces about their
play. They invent short conversations
with adults who are willing to share in
their singing games. Frequently, beyond
the early childhood stage, after age six
or so, the children become more
inhibited and are less likely to create
their own songs.

What are some of the ways we can
assist older children to continue on this
path of original song-making? It is a
challenging question, yet one that we can
answer if we study the source books,
Elementaria, by Gunild Keetman, the
Music for Children volumes (Margaret
Murray Edition), and if we use our
imaginations. These texts recommend
speech as one important starting point.
The songs in these primary source books
and various movement activities can also
become good starting points for new
compositions.

Using speech to
create new songs

Songs are words set to music; there-
fore, speech becomes one obvious
starting point for song writing. Children
enjoy stories and playing with word
sounds, experiences that can become a
springboard for writing new songs.

Word lists that students compose can
be an immediate beginning source for
singing material. Students at my school
have recently explored word lists derived -
from the Creation Story. We started with
about fifteen words, but eventually
reduced thie number to these five
because they fit the rhythms we needed
to practice:

New Songs to Sing

Mary Helen Solomon

0d dd J Jdd dddd d

water creeping things

Students then selected two, three or
four words from the short list and created
an ostinato, such as “water, vegetation.”
They practiced saying these together with
their small groups (usually around four or
five students in a group) and later added
movement to their ostinato performance.
Non-pitched instruments were added
when time allowed. The children also
wrote the rhythmic notation for their
ostinati and iltustrated their papers with
pictures about their subjects. Finally, we
took selected ostinati to the barred
instruments (older classes tried using the
recorder also) and created melodies for
them using sol and mi (G and E). The
children played and sang what we
created together.

Phrases were practiced in a similar
manner. Here is an example of one of the
classes’ compositions. The familiar word
rhythms gave rhythmic structure to their
composition but were then replaced by
new words to sing.

sea monsters

vegetation light

Making melodies for proverbs and
poems, gradually adding more and more
pitches is the next step. These pitches
first come from within the pentatonic and
later, the modes (jonian, dorian, etc.). It
is always important to return to the
pentatonic for grounding though, because
an understanding of this scale enables
more extensive improvisation in the
modes. Incorporating sol or mi in
important positions (i.e. strong beats and

- at phrase beginnings and endings) can be

a helpful aid when working with simple
melodies.

Using the Music for Children
volumes to create new songs

To be a songwriter, one should know
how to create lyrics; there are opportuni-
ties within the Music for Children
volumes to develop this skill. One way is
to select an instrumental piece that lies
within the children’s singing range and

Pugies love crud,vo¥s and levs and lett of puud,
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flows well for the voice. Then, invite the
students to add words, or simply sing
with a syllable such as “la.” There is also
a section in Volume I titled “Rhythms
for clapping, melody making and fitting
words to rhythmic patterns.” These
examples can be adapted for singing.
Another possibility is to add new verses
or whole new texts to the vocal pieces.
All of these new song creations can have
student-created accompaniment as well.

Many songs contained in the five

primary volumes are useful in their
original form for upper elementary

Selected pieces from Music for
Children for choral performance
and for use as starting points for
new compositional work:

Volume I:

Ding, dong, diggidiggi-dong. p.24 (add
new verses)

VYolume IT:

Dance, lassie, do. p.24 (the drone vocal
part can be transferred to BX)

Fabian, Sebastian. p. 40 (you can create
a simpler recorder melody and accompa-
niment in 6/8 for the B section)

Girls and boys come out to play. p.74

Sumer is icumen in. p.80

Volume IT:

If all the world were paper. p. 6
(transpose to G, and create new verses;
soprano recorder can also play
this simple melody)

Sur le pont. p. 36
Dance-Song. p. 69

Rundadinella. p. 90 (simplify to 3 vocal
parts)

Volume I'V:

Marmotte. p.28 (adapt the string parts to
bars, if necessary)

Norwegian goatherd’s song. p. 34 (SR
play an octave lower, with alteration of
the melody in the last two measures)

The jolly ploughboy. p. 114 (play the
sopranino parts on the SR and down an
octave, if necessary)

Volume V:
Zu Maien, zu Maien. p. 40
The wraggle taggle gypsies. p.66
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chorus. These pieces can also serve as
springboards for new writing experi-
ences. Here is one possibility: The simple
form of “Rundadinella” (Volume IIT) can
be a model for students to use to create a
similar piece. The question and answer
phrase, first sung in unison and then
again with accompanying vocal parts, is
repeated over and over with more
instruments being added each time.
Students can recreate this form using
their own question and answer phrase,
adding a second vocal part and gradually
layered-in instrumentation, resulting in a
new choral/instrumental piece developed
by the students themselves.

Using movement to create new
songs
Gesture and body movement help

students to understand the melodic
concepts of high and low, and step and

skip. Movement activities can be used to .

develop rhythms, and can also help
students become aware of emotional
qualities. Any of these movement .
activities might inspire a song. Here are
some ways I have guided students to
create songs from movement:

1. We watched the flight of bubbles
floating in the air and popping. ThenI .
asked students to “follow the path of a
bubble in the air with your hand and add
your voice, singing ‘aah.’” Later they
drew pictures of their bubble songs.

- Individuals displayed their pictures and

sang their work for the class.

2. We created movements and songs
reflecting a mood. “How would you walk
if you were traveling to deliver a mes-

sage to Darth Vader and you didn’t know
what the message said?” “Who has a
rhythm to accompany the movement?”
“Some words to fit that thythm?” “What
mode shall we use to create a melody to
fit the rhythm? Phrygian?”

3. Using only verbal cues, “Sing rising
pitches when you walk forward, falling
pitches when you walk backwards, using
the syllable ‘doot.”” “Try playing
something like it on a barred instrument.
Can you sing with it?”

Reflection

Reflection and evaluation at many
points along the way are an important
part of the creative process. This is one
of the most difficult aspects. It might
seem impossible to have time for
reflective discussion, yet it is crucial. We
must make room for the ideas and
conversation about the music to help our
students become thinking artists!

These are just a few of the endless
possibilities for creating new songs. As
teachers of the Orff approach, it is
imperative that we let the children
compose their own songs. This work not
only encourages young composers, it also
helps us enjoy our students and their
ideas in a richer, deeper way.

Mary Helen Solomon teaches music to
children in grades Pre-K through six at
Riverside Presbyterian Day School in
Jacksonville, Florida. She is also the
Level IT and III Orff Schulwerk teacher
training instructor at the Eastman School
of Music in Rochester, New York. She is
the author of several music collections.

Mary Helen Solomon
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Kids and “Kid Pix": Looking at Pitch Accuracy

4 ometimes you learn more by
giving a workshop than by taking
b it! While I was presenting on the
topic of computers in the elementary
music classroom, one of the participants
asked if T used “Kid Pix.” (Kid Pix
Studio, Broderbund, $34.95.) I knew this
program only as a writing and drawing
tool. The question led me to explore the
program’s other possibilities.

Kid Pix, which may already be in your
classroom teachers’ or computer lab’s
collection, has an option that allows you
to record sound. You can also write on
the same file as the recording. In other
words, students can sing and record their
voices, and I can write them a private
note about their singing. They can listen
to themselves and read my suggestions.

Since I feel that evaluating pitch and
rthythm abilities is part of my job, I
decided to try this additional way of
learning about my students’ skills. Of
course, I still evaluate them by hearing
them match pitch in class, either
during testing or informally during a
game format.

The children were already very
familiar with this program but most had
not used the recording capability. I took
each class up to a computer lab for one
class period. To my surprise, this took
only about ten minutes of my regular
music time. If you have no lab in your
school, students might do this individu-
ally at the computer in your room or in
their own classrooms. -

Once in the lab, the students were told
to follow my instructions exactly. It is
vital for you to stress this to your
students because if they try to jump
ahead (as students with computers often
do), stopping to assist individuals will
result in chaos! You must also know
exactly what you want the students to do
and give instructions carefully in the
correct order.

Some classes used earphones and
some did not. I noticed no difference in
the procedure or the results. Students
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seemed to tune each other out and
concentrate on the computer screen.

‘We warmed our voices up briefly, and
then I played a series of pitches on the
recorder and asked students to sing the
same pitch into the computer micro-
phone. (This microphone can be external
or internal). The first few pitches were
stepwise, but I played increasingly larger
jumps and covered a range from middle
C to high E.

During the class before the lab
experience, | had asked students to have
a song in mind to sing into the computer:
This would be recorded into a second
file. Most of the students had chosen
their own song. I told unprepared
studests to sing “Happy Birthday,” or

“Jingle Bells,” or any song in which they

were very certain of the pitches.

I found that the students listened to
their recordings several times and
seemed delighted to hear themselves,
after the initial giggling at the sound of
their voices was over! For many of them,
this was a first experience at hearing
their solo voice recorded.

Once the class recordings were
finished, my job was to listen to all the
children. So that the task for me was not
overwhelming, I spread the lab classes
out over several weeks. I listened to each
child’s two recordings and wrote them
individual notes on the same file about
what I had heard. I think honesty is very
important here. I tried not to be too
negative and to tell each child something
positive about his or her singing. When

continued ...
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students were off pitch, however, I told
them what I heard and how they could
improve.

I found the results very informative.
Some students had been singing so
quietly in class that I was not aware of
their pitch problems. Some who were
off pitch in the group were able to sing
on pitch alone. I discovered some quiet
singers who had beautiful voices. Some
students shared ethnic songs that they
had been hesitant to sing alone in class.

After all my comments were
written, I let the students go to the
computer one at a time to open their
files while I taught a normal music
class. This process took more than one
session because the students seemed
very interested in what I had written
and in hearing themselves again. Many
asked me further questions about what
I had suggested that they work on. I
noticed some students began running
“Claire” during their free time at my
music-room computer. (“Claire” gives
student immediate feedback about their
pitch matching.)

Itreated all this as privileged
communication between the student
and me. No student was allowed to
hear or read what was in another
student’s file. The students had the
option of deleting their file as soon as
they had read it.

I tested the whole school and intend
to repeat the lesson once a year. Doing
this activity with one grade level or
evaluating this way once or twice
during the elementary years might be
enough for a teacher with more than
one school or with larger classes.

Marilyn Collins is department chair
and teaches choir and vocal music for
grades three, four and five at Detroit
Country Day School in Bloomfield
Hills, Michigan. Mrs. Collins has
presented numerous workshops on
computer-assisted music instruction,
the Orff and Koddly approaches, choir
techniques and multicultural program-
ming. Her choir or vocal classes have
sung at Midwestern Music Teachers
Conference, MKMEA conference, the
White House, national AOSA confer-
ence and various local venues.

Using Kid Pix

1) Launch the program.

2) After the opening credits, go to the menu across the top of the
screen. Find “Goodies” and click and pull down the Goodies ~~~
menu to “type text.” ' -

3) Look at the menu at the bottom of the screen and click on
any of the font choices.

4) Click anywhere on the white part of the screen and have the
student type any identifying information you wish to have. (For
example, name and class.)

5) Go back to the “Goodies” at the top and click and pull down
to “record a song.” ,

6) When you are ready to sing, click on “record.” Hold the
external microphone near your mouth or sing into the computer
microphone and sing your song (or match recorder pitches).

- You have only thirty-two seconds to sing. Notice the 0-32 bar

move on the box as you sing.

7) Go back to “Goodies,” click and pull down “hear a song” to
hear yourself. You may record the song again by repeating the
“record a song” procedure.

8) When you are finished, go to the file menu at the top of the
screen. Click and pull down to “save as.” Where it says “please
enter file name,” have the student type in his or her name. Then
click in the box above to save the song wherever you would like
them to save it. This could be on a disk or in a folder you create
on the hard disk.

9) If you are finished, click on the file and pull down to quit.

10) If you wish to save another song (or the recorder pitch test),
pull down file to “new” and repeat the entire procedure from #1.
NOTE: this time when you save be sure to have the students put
a #2 by their names. If they save under exactly the same name
they will erase their first recording.
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Letter to the Editor

I was very interested in the letter
from Doug Goodkin on the problem of
fees for clinicians and consultants. I
also do consultant work in education
and find it difficult negotiating a fee. I

believe Doug is understating the industry. I was once told that if I were Recorder Series
amount of preparation time that goes not a member of AOSA a higher fee Solos, Duets, Trios
into a presentation. In addition to could be paid. It seems a little strange with Piano
preparation and the actual presentation, to be penalized for belonging. I am First Folk Song Suite

the time it takes up includes sitting in

airports, time away from family, and cized for his statement, but he speaks Cest la [fe”e
loss of income from the clinician’s the truth, and I would like to add my Frangoise
yoice in support. A la Claire Fontaine
regular work. pPp Silly Suite
Some other educational groups pay Simple Suite

$300 to $700 — sometimes even more

—- per day plus food, hotel and Lynne Jessup : )~ Alice Olsen
transportation as a standard practice. I Rota, Commonwealth of the \ Land of the
enjoy doing Orff workshops because Northern Mariana Islands Silver Birch

that is where my heart is, but Orff
groups certainly do not pay the going
rate among education groups, and
certainly nowhere near, as Doug
mentions, the rates paid in private

sure Doug runs a risk of being criti-
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1d and set in my ways? Well, I

hope not! Quite to the contrary,

aging has the potential to prompt
new perspectives on life and teaching if
accompanied with study, observation,
and reflection on personal and
professional experiences. In my own
life, the past ten years have brought
changes in the way I think about
vocal training — about some of the
ideas that were once at the core of
my zealous attempts to help teachers
teach children to sing. I recognize
that a change of stance may be
disappointing and disturbing to some
readers who may have trusted my

~——judgment-and-implemented-some-of ——

the notions that I advanced. Now it
may sound as if I was wrong. But
wait! Gaining new insights that
require letting go of previously held
assumptions is what learning is all
about. So please hear me out. This
article is written for two purposes.
First, I want to relate my current
thoughts regarding singing skills in
light of recent insights. Next, I'll
share with you how and why I've
come to a different view on some
aspects of vocal training. I'll also
comment on the importance and
benefits of rethinking one’s hard-
won views.

The primary change in my think-
ing about teaching children to sing is
in the degree to which I currently
emphasize singing in the “light” or
“head” register. In the past, I have
strongly advocated that teachers
teach children to sing in the head
voice to the exclusion of singing in
the “chest” or “heavy” register. The
primary reason for this was that the
light register provides access to
higher pitches. I still believe that it
is critically important to acquaint
students with the light mechanism,
but they should not be told that it is
the “singing” voice or the “right”
voice (which I was once prone to
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'On Change
Mary Goetze

say). It is simply one vocal register
used in singing which is most useful
when singing higher pitches in some

styles of music. Children should also

be trained to use the heavy mecha-
nism or chest voice and to move
smoothly between the two registers.

Two aspects of my previous
approach were unconsciously

ethnocentric. The light mechanism is

the one used predominantly in
Western art music. Its range per-
fectly matches the treble clef. To
perform this music with the appro-

priate vocal timbre, it is necessary to

teach children how to access this

register- However; to-teach-them-that—-—new-excitement-into-all-aspects-of -~

this is the singing voice is clearly
inappropriate. Many musical styles,
including Western popular music as
well as numerous non-Western vocal
traditions, use the heavy mechanism
or chest voice at both high and low
pitch levels. The timbre of the voice
changes markedly with register and
with pitch levels, and timbre is
critically important to musical style.
We would question the thinking of
an orchestra conductor who would

substitute a clarinet for an oboe, or a

trombone for a cello in a symphonic
composition, and yet think nothing
of singing with a Western tone
quality when teaching music from
traditions that employ a different
vocal timbre.

My naive ethnocentrism was also
revealed in echoing unquestioningly
the argument that the light mecha-
nism is healthier, suggesting that
singing in other ways is unhealthy.
While it is true that there is more
“collision” of the vocal folds in
phonating in the heavier mechanism,
there is nothing unhealthy about it.
Some individuals may find that they
can sing only for a limited duration
in the chest voice. However, instead
of using this fact as a justification

for teaching light mechanism singing

exclusivelfy, I now recommend that
we teach students how to take care

Focus on Singing

of their voices. This entails teaching
them to drink plenty of water during
rehearsals, to recognize the symp-
toms of vocal fatigue and to rest the
voice when it is tired.

My change of thinking on these
issues was prompted by an increased
interest in music that springs from
traditions outside Western art music
— an interest that led me.to make a
major shift of focus from children’s
choirs to multicultural music educa-
tion. This new direction in my
thinking has yielded more than
musical growth, information and the
opportunity to travel. It has brought

my life.

The process began when I found
myself choosing to listen to a
Bulgarian chorus more often than a
children’s choir, and preferring to go
to a world music event rather than a
rendition of a Beethoven symphony.
I fanned this spark by buying record-
ings, reading and thinking. Then one
night I sat up in bed with a vision of
the choir I now conduct in my mind
— a college ensemble that recreates
music from around the globe — one
that is now part of our School of
Music and music education curricu-
lum. Literally, it is a dream come true.

Change, exploration and experi-
mentation are an essential part of
being the best teacher we can be. It
is vitally important for us as teachers
to reflect on the effectiveness of the
approaches we incorporate into our
teaching. It is the essence of improv-
ing one’s skills — to notice when
something is not working, to try to
figure out what’s wrong, then to test
the hypothesis.

Change in practice can result from
new insights, whether they are
gained from reading, a course or a
session at a conference. Moments of
illumination, as I call them, are

continued ...
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SPeCIAL

OFFER!

A203N
Two-piece

'|Soprano $3 S5

Recorder

* Barogue fingering

* Includes C# and D# holes

* Curved windway

* Dark brown with Ivory-colored
trim

* Accessories: cleaning rod,
carrying bag, and fingering chart

2323 ,
oprano $4 50

Recorder

* Barogue fingering

* Includes C# and D# holes

* Detachable thumb rest for
placing right hand in correct,
relaxed’ position

« lvory color

+ Accessories: carrying bag and
fingering chart

One-Piece

Soprano $6 50

Recorder o

* One-piece construction

* Built-in thumb rest places right
hand in correct, relaxed position

* Curved windway

* Single holes for low C and D
provide ease of playing in lower
register

* Dark brown with lvory-colored
trim

* Accessories: carrying bag and
fingering chart

AIO3N Baroque Fingering

AIO2N German Fingering
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helpful in clarifying or affirming
one’s practices or in rethinking what
we do. Sometimes new insights can
have a profound effect on what we
teach and the way we teach. My
study of music from outside the
Western art traditions challenges
both my practice of teaching singing
and my view of Western culture in
general.

Perhaps more important, changes
can be revitalizing. Certainly we
know that we need to bring inspira-
tion and commitment to our teach-
ing, but enthusiasm can fade as we
teach the same curriculum of songs
and activities year after year while
dealing with increasingly difficult
students or poor facilities.

When enthusiasm and energy
decline, I recommend surveying ideas
or activities that spark interest and
excitement. The process of truly
connecting with one’s gut responses is
a challenge in itself, but worth the
effort and the time. Nurturing that
interest, through picturing “what if...,”
reading, conversation or workshops
can enliven one’s spirit and start the
process of change.

Change can be frightening. It takes
courage to give up the security of the
known. But change doesn’t have to
mean giving up a teaching post.
Teachers in any setfing can benefit
from incorporating new perspectives,
trying out new techniques or even an
entirely new approach while working
within the known environment. Even if
you return to familiar practices, your
teaching will not be the same after
such an exploration. :

For others who might be approach-
ing their career “middle age,” I think
professional renewal and reshaping is
helpful, if not necessary, to keep life
and teaching exciting. Being fired up
about our work is equally important
for our students, not only because we
will do a better job of teaching, but
because we will be living examples of
adults who love what we do and live
each day with the joy that results.
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Mary Goetze is Professor of Music
at the Indiana University School of
Music, where she teaches music
education courses and conducts the
International Vocal Ensemble, a
chorus specializing in the re-creation
of music from outside the European
and American art traditions. Dr.
Goetze is recognized for her work with
children’s choirs and has served as
clinician and guest conductor through-

Focus on Singing

out the United States, Canada and
Australia. Her arrangements and
compositions for treble voices are
published by Boosey & Hawkes in the
Mary Goetze Choral Series. She has
published articles on children’s singing
and children’s choirs and served as a
coordinating author for Share the
Music, a textbook series for grades K-
6 published by Macmillan McGraw
Hill.

Lorna Heyge

Before Kindergarten,

&@9

There'’s M Sal‘KG RT N

Teachers, Musikgarten offers you:
v the most up-to-date and extensive music education
curricula for children birth to 7.
s specific workshops for each level to show teachers
how children learn music.

Start teaching Musikgarten with any age group you desire:

Infants, Toddlers or Pre-Schoolers
Wi AYRAYRAYRAYHAYFAYHAYHAYFAYRAYIAYEAYE

NEW. Family Music for Babies is our exciting
and comprehensive program for infants and
caregivers. Create a loving, musical bond
between parents and their babies through
singing, moving, listening and playing.

MORE. Musikgarten produces 6
world-class education programs.
WEAMHAYHAYRAVEAYSAYRAYSAVHAYFAYEAYRAYE
Whether you are just beginning or an established professional,
contact us at today at 1-800-216-6864 or Musgarten@aol.com.
a Talk to a Studio offering Musikgarten.
a Attend a FREE Introductory Seminar this Spring.

s Register for Summer Workshops, held in 20 cities.
Which early childhood program should you be teaching?

Teaching Music, Understanding Children.

1-800-216-6804

Audrey Sillick
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Creative Worship: Orff Schulwerk in the Children’s Choir

Alan Purdum

“Sing unto the Lord
a new song.”
-Psalm 149

ylophones in worship? Creative

movement during prayer?

Recorders and hand drums in an
anthem? While these ideas may seem
foreign to many, is there a good reason
not to try some new ideas in the church
or temple? Many of the psalms exhort us
to sing “new songs” and to praise God
with “timbrel and dance.” Worship is a
celebration of the presence of God in our
lives. As this presence is revealed in new
ways throughout our lives, should we not
offer “new songs” and other new avenues
of praise?

Introducing new ideas into worship
can be a delicate matter. (There are
probably no words more divisive in some
congregations than “liturgical dance.”)
However, when children introduce the
changes, most congregations have little
trouble accepting them. When I first
brought my Orff training to the church
choir, I was unsure of the reception the
children would get. To my delight, the
worshippers enjoyed the presentations
and respected the children for giving
their offerings to the church. Indeed, if
humans are made in God’s image, and if
God is a creative being (in fact, the
Creator), then we are — and were
intended to be — creative beings. Orff
Schulwerk recognizes this creative nature
inherent in each person and therefore
seems a very proper avenue for helping
people worship and grow “in spirit.”

On a practical level, how can the
children’s choir incorporate Schulwerk
techniques into a once-a-week rehearsal
while still fulfilling its role as a perform-
ing ensemble and a vehicle for religious
education? The answer is in two parts.
First, activities selected for exploration
and creativity should also be usable as
worship materials. Second, time can be
saved by using the children’s suggestions
to create accompaniments, interludes and
texts, rather than teaching involved,

sophisticated orchestrations. Incorporat-
ing their ideas into the choir presenta-
tions also gives the children a sense of
being active worshippers and contribut-
ing members of the congregation.

The spoken word: Many verses from
Psalms, Proverbs and other scriptures
lend themselves to speech activities.
Children can learn to use expressive
speech to portray the mood or message of
the passage and can create ostinati from
related words, using speech, body
percussion or hand drums. Experimenta-
tion with the words can produce canons,
layers of verses, call and response
settings, or similar elemental forms. In
other words, scripture and appropriate
poetry can receive the same treatment as
any speech text in the school classroom.
A piece created in this manner could be
used as an introit, an introduction to
scripture reading, an anthem or as the
scripture reading itself. Excellent
examples of speech pieces for worship
are found in the works of Shirley McRae
and Louise Eddington.!

Alan Purdem

Anthems: Modern hymnals contain'a

‘wealth of tunes from the United States

and around the world. Many of these are
pentatonic or modal folk melodies and
can be harmonized in an elemental
manner — just as folk songs are arranged
for classroom use. Many hymns classi-
fied as-“spirituals” have tonic-dominant
harmonies in simple patterns which
children can easily transfer to barred
instruments. Folk songs learned at a
chapter workshop can often be used as an
anthem with a minor change of text.
Since children sing better from memory
than from a hymnal, it may be best to
sing only one or two verses. Introduc-
tions, interludes, accompanying ostinati
and codas can be devised by the children
or taught by the teacher.

Hymns: In a like manner, hymns sung
by the congregation can be enhanced by
additions from the children’s choir. After
the organist leads the people through the
first verse, another verse can be accom-
panied or introduced by barred instru-
ments, drums or recorders. The children
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may study the text of a hymn and create
their own verses (or individual lines),
which they may sing or which may be
printed in the bulletin for all worshippers.
The choir may add visual beauty to the
hymn by dancing their own movement
compositions.

Instrumental pieces: A look at the
classical organ repertoire reveals numer-

" ous pieces with non-liturgical titles:
Adagio, Toccata and Gigue, Prelude and
Fugue, Bouree, Sonata. These pieces,
purely musical or deriving from secular
dances, have been accepted as “church
music” for hundreds of years. There is no
reason why instrumental pieces written
for xylophones, glockenspiels, recorders
and hand drums cannot be used in the
same manner. Many of those found in the
Music for Children volumes are appropri-
ate for preludes, postludes, offertories,
calls to worship, prayer responses and
religious processionals. Pieces that
children create with specific liturgical
purposes in mind are truly offerings to
the congregation and to God. They also
promote spiritual growth in the child who
has learned that talent is both a gift and a
responsibility which must be used for the
good of all.

Dance and creative movement:
Movement is a natural part of music

making (watch the organist or the
handbell choir!), but movement alone is
also a powerful force for portraying faith
and emotions. Children can dance to the
interlude of an anthem. One or more can
move to the words sung by the rest of the
choir. Dramatic movement can enhance

. the reading of scripture or the recitation

of a prayer. The dances children create
for themselves are often the most
meaningful for them and for the congre-
gation. Children naturally enjoy move-
ment and should be encouraged to learn
to use this ability for the expression of
their faith.

The “Musical’”: Many choirs have a
tradition of presenting an annual musical
play at Christmas or in the spring. While
there are many excellent compositions
commercially available, why not make
your own? Many-presenters at AOSA”
conferences and chapter workshops have
given examples of this type of setting
using children’s literature. A story
from scripture can be used in a
similar way. Some of the necessary
steps are listed below.

Select a story that has appeal for
children and a message for the congrega-
tion. Read and discuss the original with
the children. Find the main theme — is
there a moral? Look for recurring ideas

Working with children in a religious setting is somewhat different from teaching in
a school. Often the church choir is a smaller group, and usually has a variety of
ages and grade levels. The choir is often “self-selected” while the school classes are all-
inclusive. The church group may have more frequent performance expectations. The
church choir will likely perform traditional choral music as well as pieces in the
Schulwerk style. In spite of these minor differences, many aspects of working with
children remain the same in church, synagogue or school. Teaching with the Orff
approach makes one adaptable to various situations. Many orchestrations are readily
adaptable to the size and abilities of different groups. In smaller groups there can be
more time for exploration and creative expression. Children are much the same in all
environments: those in a religious setting learn readily when taught with respect,
concern and compassion — just as school children do.

The specific techniques for leading children to prepare pieces for worship or to
create their own are the same ones used by AOSA members in school classrooms every
day. Only the choice of material is different. Church musicians who are unfamiliar with
this approach may wish to seek out a local chapter of AOSA and inquire about work-

shops and teacher-training courses.

Encourage your children to show their creative powers in a worshipful manner. If
. your congregation doesn’t know the difference between a glockenspiel and a hand
drum, if your choir has never danced an anthem, if the pastor’s voice is the only one
heard speaking, maybe it’s time to “Sing to the Lord a new song!”
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which can be developed into a song that
weaves throughout the story. Write a
script, asking the choir members to help
update the language without changing the
message of the story. Look for places to
inject some humor (whatever they laugh
at they will remember).

With the children’s input write song
texts and/or instrumental pieces which
help tell the story or comment on the
characters’ actions. Decide where
movement or dance will enhance the
story or move the plot along. Decide on
the type of staging: will there be lots of
scenery or just a few props? Will the
choir wear costumes or modern clothes?
‘Will there be a narrator, actors or both?
Are there enough children for separate
actors and instrumentalists or will the
actors accompany themselves? While
developing the script, look for places
where improvisation could be encour-
aged in playing, singing or movement.

A musical of this type, in addition to
bringing a religious message, offers the
opportunity for extending the musical
and creative abilities of the children in a
manner which is both enjoyable and
worthwhile. Carl Orff’s “The Christmas
Story”? is an excellent, if ambitious,
example of this genre.

Alan Purdum is Director of Music at
Howland Community Church in Warren,
Ohio, and teaches elementary music in
the Grand Valley Local Schools of
Ashtabula County, Ohio. He is past-
president of the Association of Disciple
Musicians and currently serves on the
AOSA National Board of Trustees as
Regional Representative for Region VI

Notes

IShirley W. McRae. Celebrate (A
Practical Guide for the Use of Orff
Techniques and Materials in the Church).
1984, Augsburg 11-5328; Louise L.
Eddington. Praise the Lord. 1981,
Choristers Guild C-7.

2Carl Orff/Gunild Keetman. The
Christmas Story. 1962, Schott ed 5144.
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From the Classroom
Liz Gilpatrick, Editor

hether playing a traditional

singing or play-parties game

or creating movement from a
song they have learned, children in Orff
Schulwerk classrooms are often singing
and moving at the same time. Experi-
encing these two activities simulta-
neously often helps the child experi-
ence an aesthetic whole greater than
the sum of either of its parts.

Over the years, the lessons of child
development and the suggestions of
colleagues have helped me understand
more effective ways to help children
reach that goal of dual performance in
ways that are both musically and
physically satisfying.

To arrive at a starting point for
teaching simultaneous movement and
song, ask this question: Will the child
be asked to create movement for a
song, or will she learn a traditional set
of steps and hand movements for the
song through imitation?

If the goal is to create, then the
starting point is obvious: the child will
need to be able to sing the song in
order to respond to it in movement.,
But if the goal is to learn a pre-existing
song and movement, the answer may
seem less obvious until we observe
children in action.

Children live to move and move to
live. Seeing movement of any sort will
excite the child, especially the young-
est, quickly into action. This need to
move overwhelms other sensory
information, whether incoming or
outgoing. If we are wise, we will work
with the movement imperative, teaching
movement first whenever possible and
adding verbal information later.

While this little flip-flop in the
teaching order may go against what
some have learned as a traditional
instructional pattern, the ease with
which children learn new singing
games convinces me otherwise.
Children learn to sing a song accompa-
nying a traditional singing game

Move It First!

accurately and aesthetically when the
requisite movement is already flowing
smoothly through their bodies.

In teaching movement to singing
games, consider some following hints:

» Teach each section of movement
separately before putting them together
into the larger whole.

» If movements involve both hands
and feet, teach only the movement of
the footwork first, because it is the
more difficult. Only when all of the

footwork is mastered is it useful to add

upper body movement.

* Show movements without speaking
at all so that students can concentrate
on what they are seeing and process
only visual information. Asking
learners to simultaneously process two
types of information confounds learning
and slows it down considerably.

+ Later, verbalize names for various
movements while performing them to
aid memory. For example, the words
“sway, sway, sway, sway, jump, jump,
turn (rest)” may be used to describe an
eight-count movement phrase while
performing it.

» Encourage learners to practice
movement at their own speed before
coordinating the tempo with the entire
group.

_* Similarly, learn actions without

partners before coordinating with
partners. Coordinate with one partner
before asking all sets of partners to
coordinate with a whole group.

* Invite the learners to internalize the
verbal movement names until they can
perform the movement smoothly
without speaking out loud.

* The teacher may now sing the song
while the group performs the actions.
Play the game a few times, inviting the
players to join you in singing when
they feel comfortable. This way, all
can continue to play the action of the

game while the new learning integrates
itself naturally.

Most songs for singing or play party
games are repetitive and are easy to
learn by imitation. When necessary,
the teacher can now safely stop to fine
tune the song, clearly pronouncing
lyrics and straightening out any
melodic uncertainties. When resuming
the game, begin the movement first and
then add the song after a tum or two.

Over the past seven years of
teaching singing games to both
children and adults alike using a
“movement first” methodology, I have
observed that:

* accompanying songs are nearly
always learned with melodic accuracy
and that only an occasional word or
phrase needs clarifying. (Model
singing the song the way you’d like to
hear it from the group, and you will
hear what you ask for.)

» more learners are more successful at
playing the game and singing more
quickly, often asking to play the new
game again and again.

* the song is actually learned more
quickly and sung with greater expres- .
sion when it is added after movement
than when it is learned before.

When calling upon students to solve
a creative movement problem growing
out of the characteristics of a previ-
ously learned song, it is advisable to be
certain that students know the song
well and are able to put it on “auto-
matic.” Singing usually stops when
movement is added until the new
information is integrated with what is
already known. And, the more complex
the words of a song, the more difficult
it becomes for the mover to both sing
and perform movements simulta-
neously. When movement patterns are
rhythmic (as opposed to beat-oriented),
it is also very difficult for the learner
to both sing and move. In such situa-
tions, allow the learner to take plenty
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of personal practice time to learn new
movement patterns without singing
until they can be re-integrated with the
song from which they have sprung. If
we insist that the learner sing while

moving when he or she is not ready,

what began with joyful expectation
turns into hard labor and children cry,
“do we have to do this?”

While my observations took place
in my own classrooms, these ideas are
neither new nor original. Colleagues
like Grace Nash, Dee Coulter, Phyllis
Weikart, Judith Cole, Judy Lynn
Johnson and many others have helped
me to learn to pay closer attention to
what children were telling me with
their actions when they could not tell
me in words. If any of what we have
learned helps you, we’ll all have
something to celebrate with more
singing and dancing.

-Liz Gilpatrick

Do you have classroom suggestions
you’d like to share with readers? Send
your ideas, no more than 1,000 words,
to Liz Gilpatrick, From the Classroom
Editor, 305 Grouse Court, Louisville,
CO 80027. Please do not include
lesson plans or original songs and
rhymes. Reading this issue’s column
and others from past issues will give
you a good idea of what we seek for
From the Classroom.

DULCIMERS

KITS and
BOOKS

for students
schools and
teachers

Backyard Music
P.O. Box 9047
New Haven, CT
06532-0047

new number: (203)-281 -4515
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JOHN'S

4501 interiake Ave. NA#‘;
Seattle, WA 98103

(206) 548-0916
(BOO) 473-5194

FAX:
(206) 548-0422

ETHNIC INSTRUMENTS OUR SPECIALTY

Movement Stories for Children, Ages 3-6

by Helen Landalf & Pamela Gerke $19.95
Folk Songs, Singing Games & Play Parties,Vol. 14.
Book & CD by Jill Trinka. each vol. $29.95

Vocal Techniques for the Young Singer, Video,

Henry Leck with Steven Rickards and the

Indianapolis Children’s Choir $49.00
Chinese Circus Gong, 12” great sound for size. $49.00
Frogs, carved wood, sounds like frog when scrapped.
From Viet Nam. $18.95
Wind Wand, twirl-around for amazing effect like

bullroarer or hive of bees. Withbag & extras  $14.00
Now Available! JVC Video Anthology of World
Music & Dance . Call for more information.
Sonor & Studio 49 Instruments
Call or write for our free catalog.

Linda @histedt
OrfFto the Circus © The Colorful Kingdom
The Unicorn ® I'm in the Mode for Dancing Dinosaurs

Jim Solomon
A Village Day * The Tropical Recorder
The Body Rondo Book * Monkey Business

Mary Helen Solomon
Dance for the Children of One Earth
| Great Big House ® The Tropical Recorder
All back in print. Available from all dealers. Call us or them!
Memphis Musicraft Publications * 800-595-6732

MUSIC FOR PEOPLE

David Darling, Artistic Director

10

YEARS OF
SELF-EXPRESSION
THROUGH
MUSICAND
IMPROVISATION

Call for information on our workshops and programs
Mention The Orff Echo & receive a free copy of our latest newsletter

PO Box 397, Goshen CT 06756 (860) 491-4511
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BOOK REVIEWS
Ruth Hamm, 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.

THE LISTENING BOOK
Discovering Your Own Music
by W. A. Mathieu
Shambhala, 1991. $13.00

In his introduction to The Listening
Book, Mx. Mathieu suggests the reader
skip around freely among this captivat-
ing collection of brief essays, not only
within each section but randomly
throughout the book. I strongly concur.
The five sections, entitled “Listening,”
“Joining In,” “Practicing,” “The Sound
Connection” and “Practices and Big
Ears,” have brief but widely divergent
essays in each section. According to
the author, “they are arranged linearly
from passive to active... from aware-
ness and appreciation of everyday
sounds to participation in musical
practices.”

But this little book is that and more: a
delicious smorgasbord of words illumi-
nating feelings, thoughts and reactions,
not only to our environment but to our
hopes and strivings. It not only greatly
intensifies our awareness of sounds
around us, but also those sounds we can
produce, and even of which we may
dream. There are moments of singular
beauty in the wrifing and an imaginative-
ness that reveals an author of acute
sensitivity. The reader will be inspired to
further cultivate his or her own potential
and to reach out and beyond previous
boundaries.

-Jacobeth Postl, Illinois

CHIPMUNKS, CICADAS
AND OWLS

by Natalie Sarrazin
Schott, 1996. $9.95

This Schott Supplement to the
American edition of Music for Chil-
dren consists of twelve songs from five
Native American tribes: the Southeast
Creek, Plains Sioux, Northwest Skagit
and Snoqualmi, and the Southwest
Hopi. The songs are archival, collected
forty to fifty years ago and housed at
the Library of Congress. The author
asks us to view them as historical
examples. Because the Indian photo-
graphs in the publication are from the
collections at the Smithsonian Institu-
tion taken in the early part of this
century, they also are not a depiction
of Indian life as it is today, but rather

- the conditions of an earlier era. The

pictures represent stereotypes no
longer typical, though unfortunately
many people still harbor these
misconceptions.

Although some Native people have
been grouped into areas of proximity,
it should be noted that this does not
necessarily mean similarity. Sarrazin
makes reference to the Hopi, the Zuni,
the Navajo and the Pueblo. These
people are all located in the southwest-
ern United States, but the only major
similarity is that they all live in close-
knit groups. There are. many Pueblo
Indian tribes with different lan-
guages and tradition and individual
Pueblo names.

The presentation of material in the
book seems sketchy, and in some cases
confusing. For example, in the book’s
lesson from the Southeast, there is a
list of the names for the numerals one
to ten used presently by the Muskogee
Creek tribe. If we try to hear these

names within the songs as the author
suggests, we are handicapped by the
lack of a clue as to their pronunciation.
(The author does tell us that the words
in the three short counting songs are
phoneticized.)

What is the subject matter of the
Indian text in the Sioux song presented
in the book? We have no inkling, other
than the suggestion that the singing
style show that the “timbre is warm,
almost like a lullaby.”

The Snoqualmi song, we are told, is
a Jullaby. There are no words; there-
fore, we may assume it is to be
hummed. The author suggests it be
“sung at a rather fast tempo.” There
are verbal instructions indicating
tempo in two other songs. Only one of
the twelve songs has a metronomic
marking.

The teacher does have a hint to the
meaning of the hunchback boy’s song
in the Northwest Coastal Skagit story,
though it has no translation. It is
suggested in the story. Perhaps the
teacher might have students create a
variety of their own ideas of its
meaning as an extension to the story.

The author emphasizes how excep-
tional the aural acuity of Native people
must be due to their auricular tradition.
Indeed, until the proliferation of tape
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recorders this was true. Years ago, as
Indian children began to talk and walk
they began to learn the native music
and dance through imitation. Today
one finds Indians taping their heritage,
since they realize their traditions are in
danger of being lost.

The verbal description the author
gives to imitate the timbre of the vocal
sounds for these Indian songs is a
valiant attempt, but it is crucial that the
authentic sound be heard, for both the
unique quality produced by American
Indian voices and for aid in pronuncia-
tion. Though she mentions that
recordings and videos are available,
there is no bibliography to help the
teacher make a proper choice.

The paucity of suggestions for
instruction and the limited information
may be a handicap for some teachers
using these materials. Perhaps the
book will tempt teachers especially to
examine our Native peoples’ music
and dance in much greater depth, as
well as to become acquainted with
their elegant companion arts and
crafts, such as painting, sculpture,
pottery, weaving, beadwork, bas-
ketry, jewelry and flute making, and
other art interests.

-Madelyn Schnick, New Mexico
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Scholarships for
Recorder Pla?fers and Teachers

to atiend recorder/early music summer workshops.
Applications must be postmarked by April 8. Conitact the

Ik

1; : R I c- A
C ORDE
o ¢ I E T

P O. Box 631, Littleton CO 80160-0631 U.S.A.
303/347-1120 % e-mail 74363.3365@compuserve.com

\1

(the organization for recorder players since 1939 )

Are You Caught In The
*Standards Confusion?
Kodaly Can Help...

sCall or write for a FREE brochure on how Koddly
can help you teach to the National Standards:

701-235-0366

The Kodaly concept is a proven, effective philosophy <
of music education oriented to the learning development
of a child. Tts chief aim is to instill a love of music in

each child through the development of musical literacy.

OAKE

&

MUSIC FOR EVERYONE
Organization of American Koddly Educators

bring
music to
each child
and each child

to music.

g

National Office: Glenys Wighes, Ex. Dir, 1457 South 23rd Street, Faryo, ND 581033708

Letiers to the Editor

Did you find something you read in The O#ff Echo to be particularly helpful or
stimulating? Do you have a question you’d like answered? Have you disagreed with
something you’ve read on these pages? Is there some area of music and movement
education—or education in general—that you’d like to see addressed in The Orff
Echo? If so, the Editorial Board of The Orff Echo would like to hear from you.
Please send your letters to The Orff Echo, 3105 Lincoln Blvd., Cleveland, OH
44118, or FAX them to (216) 321-1946. You can reach us by E-mail at

BXFN94B @PRODIGY.COM
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Video Tapes

AA-AO

411
4 RE

6 GC

7C1

8IC

9MF

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

18 LA
18 SB

20CC
20TO

21PD
21 NB

2208

24 AF

26 AA

28 AE

29 WH

30FS
30 HB

American Odyssey

Steve Calantropio
Intermediate Improvisation
Rhythm and Elemental Music

Jane Frazee
The Gift and Challenge of Carl Orff

Danpai Gagoe 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

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

Gunild Keetman
Films from German TV
11GK2 11GK3
11 GK5 11GK9

Helen Kemp

Sing and 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

11GK16

Marcelyn Smale
Young Learner, Active Learner
Developing Listening Skills in Preschool

Jim Solomon

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
Margaret duGard
Afro-American Culture

Pat Hamill

Arts Alive

Sue Snyder

Educating Administrators

Grace Nash

Winter Holidays

Bob deFrece

From Song to Movement
Handbells: Another Voice for the
Instrumentarium

331LS
33MB
34 MG
31

36 BE
36 ML

37 FP

38 MB

39 0T
40 AG

41 MD

42 JH

43VS

44 BA

45 GS

46 MP

48 MW
48 SS
48 SP

49 AC

50 MC
50 SD

51JZ

52FC

53 ™M

54YT

55CS

56 AL

56 AL

60 ED

61 PW

62DJ

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 fo Life: Dramatic
Experiences for Middle School

Ursula Rempel and Carolyn
Kunzman

For Our Pastance, We Play and Dance
Mary Shamrock

Multi-Cultyral 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

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
Elizabeth Villarreal Brennan

Songs, Dances, and Games of the
Andes Region

Cynthia Campbell

Early Dance with Children

Paul Winter

Adventures in Making Your Own Music
David Jorlett

Vocal/Choral Techniques for the
Developing Voice

63 PS

64 LL
64 CP

65 JF

66 ML

67 SC

63PP

69 PM

70 PS

71GC

72TV

73AC

TACM

751D

76BB

77GW

78PP

79MB

80 IR

81 BH

82TT

83PD

84 FF

85HD

86 SS

87 0B

88 SS

89 CM

9 CE

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 Feierabend
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 It Out: Process Drama in Music
and Art Education

Sarah Guterman

Fireflies and Other Inspiration

Chris Judah

Hand Drums and More

Lynn Kleiner

Small Solos for Mini Musicians

Vivian Murray
Opening the Book

Roger Sams

Singing, Saying, Moving, Playing
Anne Troutman

Positive Classroom Management
Marilyn Wood

Choral Music for Children in the
Elemental Style

This is a partial list of videos available from the AOSA A/V Library. In addition to other tapes of interest for the classroom, the library contains many tapes of historical

value. For a complete list write to Beth Iafigliola, A/V Librarian, AOSA A/V Library, PO Box 29247, Cleveland, OH 44129.



Sizzling!!!
MARIMBA MOJO!

MORE ZIMBABWEAN-STYLE MUSIC

FOR ORFF INSTRUMENTS

Twelve new compositions by Walt Hampton

Mojo means magic, and this searing sequel to
Hot Marimba! will cast a hot spelt on your Orff
ensembile. if you heard Walt's group, Rugare, at

AOSA you know the layered style of Zimbabwean

marimba music is electrifying for players and
listeners. Copy-OK scores,great recording of
each piece.

86-6 BK/CD or 87-4 Bk/Cass Set $19.95 ea.

® 5000606 0606060606008

Voices of the Win

Native American Flute Songs

Bryan Burton has gathered a tuneful, accessible collec-
tion of authentic traditional and contemporary Native
American flute songs, for recorder students grades 3+,
or beginning adults. Clear, uncluttered transcriptions in
keys suitable for soprano (or aito) recorder, flute or
Native American flute. Inc. Nakai and Tree Cody listen-
ing experiences, appendix of suggested lesson plans,
copy-Ok handouts for your classroom.

89-0 Bk/cass. or 88-2 BK/CD set $20.95

Order from your favorite dealer!

Publisher: World Music Press 1-800-810-2040

FAVORITE FOLK DANCES

OF KIDS AND TEACHERS
Africa, Indla, Japan, Israel, and mors,
plus 2 for Christimas and 2 for Hanukah

Video #1 (red)~12 dances: $32.95
Video #2 (purple}~12 also: $35.95
Red casssite~6 dances on Video #1: $9
Purpla ® 6 dances on Video #2: $9
(Prices Includs shipping & syllabl)

FOLKSTYLE PRODUCTIONS
1402 Elinor Place
Evanston, IL 60201

847/328-7793
SannaMars@aol.com

Prairie Spirit

AU COEUR DES PLAINES
wn’fi(}-‘lggs

CARL ORFF CANADA

NATIONAL CONFERENCE » CONFERENCE NATIONALE

Featuring

Montreal, Quebec Chantal Dubois General Orif...Hamburg, New Jersey Steve

" Calantropio General Orff...Toronto, Ontario Alison Kenny-Gardhouse

Movement...Westmount, Quebec Angela Knock Recorder...St. Louis, Missouri
Dianne Ladendecker General Orfi...Brandon, Manitoba Joan Linklater General
Orfi...Winnipeg, Manitoba Marcelline Moody Listening...Milwaukee, Wisconsin Will

Schmid Drumming, improvisation &World Music...New York, New York Judith
Thomas with Susan Katz Teaching Creatively by Working the Word... Winnipeg,

Manitoba Dianne Sjoberg Movement..New York, New York Judith Thomas

General Orff...Winnipeg, Manitoba Ruth Wiwchar General Orff & Choral

Special Events
Children’s Day...A Multicultural Banquet The Four Corners of the Worid...

First Nations Circle of Friends... Children’s Performances...
Music industry Exhibits

Maestro Bramwell Tovey Keynote Speaker

May 7-10, 1998
Winnipeg Convention Centre
For more information contact:

Anne Jenkins, 404 Edgewood Street, Winnipeg, Manitoba, R2H 028,
Ph. (204) 233-4709 Fax (204) 255-8093, Email: prarspirit@acl.com

MURRA &
. MURRAY 77 s
Resiitesttican Cannb.l m HHARARA TRUCK

Communications Corp.

AOSA A/V Library Video Order Form
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Credit card # (MC or Visa; $12 minimum)

Tape(s) requested

Dates: 1st choice 2nd choice

Name

Address

City, State, __Zip

Signature

Membership number

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, Non

member rate is $10 per tape. 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,
AOSA A/V Library

PO Box 29247

Cleveland, OH 44129
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music products
> PRO.Box 1003 Elkhart, IN 46515

Tel. 219272+1788
Toll Free: 1=800=292=4955

~  ORFF INSTRUME!I
» LYONS = STUDIO 49 « SONOR Wgecrrs 77,

The Lyons Recorder
Expressly designed and manufactured to meet Lyons'

— — stringent specifications, these 2 octave, 3-piece plastic

\ KE R S D (@4 E N recorders feature precise response, controlled intonation and
.GET ONE FREE!" unequalled resonance. 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 chart.

Only $ 2.49

Ca' ' for your free 200 page catalog!

1:800°292-4955
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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.

Classical Kids: The Classroom Collection

by Susan Hammond

Set with CDs, $259.98; set with cassettes, $159.98. Some components available
separately. Contact Children’s Bookstore Distribution, 1-800-668-0242, for more

information.

It all began a few years ago with a
demo tape, Mister Bach Comes to Call.
Later, in 1988, the first Classical Kids
recording was produced. Other record-
ings followed: Magic Fantasy (Mozart),
Ring of Mystery (Vivaldi), Tchaikovsky
Discovers America, Daydreams and
Lullabies and Hallelujah Handel. This
wonderful collection consisting of audio
and video recordings, books, and even
interactive software, is being continu-
ously updated. It combines music,
history, drama and fun for all ages.

The Classroom Collection features
seven full length, award-winning
Classical Kids compact discs; the Emmy
Award-winning “Beethoven Lives
Upstairs” video; comprehensive
Teacher’s Guides for each recording; a
full length music-only CD; “Bach,
Beethoven and the Integrated Curricu-
lum,” a premium teacher resource
manual; a full-color poster; and thirty
collectible stickers, all in an attractive
bookshelf box design. (The collection
with cassettes does not include the
Hallelujah Handel CD and correspond-
ing Teacher’s Guide.) The Beethoven
Lives Upstairs CD-ROM (priced
separately) is an adventure with Ludwig
van Beethoven as your host and
musical guide, teaching through games
and activities how to read notation,
identify rhythm and pitch, and actually
make music.

We all know how children become
involved in stories. It is the first test
which this collection passes with flying
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colors. Each recording presents a
fictional tale in which a composer’s
life intertwines with that of a child.
Tales are based on biographical
anecdotes, historical facts, and
accompanied by carefully selected
music. The music and its composer are
seen through the eyes of a child. Says
Hammond, “It always begins with the
music. Of course, I'm looking for best
loved and well-known works as well
as perhaps more obscure pieces, and
often my own personal favorites.
Many of the great composers wrote
for children, too... Needless to say,
children are at the center of our
stories.” Hammond, a former concert
pianist and music teacher, begins each
Classical Kids project with a full
year of research into the composer’s
life and music.

Each recording gives an engaging
forty-five minutes of listening, either
continuously as an entire story, or in
vignettes of five to ten minutes. The
Teacher’s Guide includes a synopsis of
the story and suggestions for possible
relevant discussions. The Guide also
informs about the length of each scene,
CD track numbers, music selections, as
well as the opening and final words of
the dialogue. This organization proves
especially helpful if listening will be
spread over a few lessons.

The series is an exciting way to
introduce children to different historic
periods and geographical places such as
17th century Venice (Vivaldi), 18th

century London (Handel), turn-of-the-
century Vienna (Beethoven), 19th century
America (Tchaikovsky), and even time
travel to the 20th century (Bach played in
a spaceship). Some of these stories have
been adopted for live presentation and
successfully performed with professional
symphony orchestras.

Although Classical Kids recordings
have been used in classes kindergarten
through nine, Hammond considers them
most suitable for grades two through six.
The series offers suggestions, ideas and
activities designed for use by the music
specialist or the classroom teacher in
any classroom environment, based on
the teacher’s own talents, interests and
areas of study.

The series has been honored with the
Teachers’ Choice Award, which recog-
nizes excellence in classroom and
curriculum materials that enhance the
classroom teaching experience with
practical, hands-on materials.

Says Hammond, “The goal of Classi-
cal Kids is to present classical musical
excellence to all young people... They
should not be deprived of meeting
challenges and achieving goals. In a
small way perhaps Classical Kids can
help to bridge the gap between classical
music and today’s pop culture.”
Hammond successfully builds bridges
by entertaining, educating and chal-
lenging children.

-Marina Gorny, Massachusetts
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$TuDIo A% percussion instruments reflect
the skilled craftsmanship necessary to
satisfy the highest musical standards
while offering strength and durability

for the classroom.

Contact your dealer for
a free color catalog or

MMB MUSIC, INC.
Contemporary Arts Building

3526 Washington Avenue
Saint Louis, Missouri 63103-1019 USA
SOLE U.S. AGENTS

TOLL FREE 800 543-3771

(within USA)
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Geneva InTernational Corporation
29 E. Hinz Rd. » Wheeling, 1L 60090
800-5%3.2388 » FAX 847-520-979%

HITp:/ /0. MUSIC-INSTRUMENT-AMATI.COM
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Focus on Research
Janet Robbins, Editor

( j hildren’s singing has been the
focus of a great deal of research
over the years (see Goetze,

Cooper, & Brown, 1990, for one review

of Hterature through the late 1980s). This

brief overview will summarize selected
studies from the past ten years, highlight-
ing recommendations for practice that
may help us in our efforts to improve the
quality of singing in our classes. Welch,

Sergeant, and White (1995/1996) remind

us that “given the diversity of the

world’s musics...any model of singing
development must be viewed as culture-
specific” (p. 156); therefore, it is
important to note that the studies
discussed here are based on Western
notions of pitch matching and singing
accuracy. Throughout this discussion,
pitches will be identified as follows: C4
= middle C; C3 = the octave below; C5
= the octave above, etc.

Sequential vocal development

It has been proposed that children’s
singing voice development generally
proceeds from rhythmic accuracy (with a
focus on words, resulting in chant-like
performance) to more accurate melodic
contour and eventually to the ability to
maintain a consistent tonality throughout
a song, with no major errors in pitch
(see, for example, Rutkowski, 1990;
Welch, Sergeant, & White, 1995/1996).
Progression through these stages is not
age-specific; rather, teachers are likely to
notice considerable individual differ-
ences in the rate at which children
progress, depending upon maturity,
experience, instruction, or other factors
that may affect their singing accuracy.

Effects of range and registration

Several recent studies focusing on the
variables of vocal range (i.e., lowest and
highest singable pitches) and vocal
register (i.e., chest voice or heavy
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Nancy A. Cooper

mechanism vs. head voice or light
mechanism) highlight the distinction
between children’s so-called “comfort-
able” singing range and the broader
“potential” range available to them
when they are able to use the head
register appropriately. In a study of
potential singing ranges and preferred
tessituras for familiar songs, Moore
(1991) asked ninety children (ages -
eight to eleven) and 100 adults
(undergraduate elementary education
students) to sing “America” on a
starting pitch of their choice, then to
sing descending five-note scale
patterns to the lowest and highest
pitches they could comfortably
produce. Moore found that both boys
and girls had approximately a two-

-octave range (G3-G#5), but that the

tessitura they chose for “America” was
significantly closer to the lower end of
their range than the upper; in fact, the
upper quarter of the range was never
selected. Based on his finding that the
upper and lower limits of female
adults’ vocal ranges dropped three
semitones below those of the children,
Moore suggested that the upper

" singing range may disappear if it is

ignored, thus emphasizing the impor-
tance of teaching and encouraging
children to use their upper vocal range.

In another study emphasizing the
connection between range and registra-
tion, Brown (1988) compared ranges
of first-, third-, and fifth-graders (N =
82) by having them sing “Mary Had a
Little Lamb” and a series of ascending
and descending major scales under two
conditions. In the first assessment,
participants selected their own starting
pitch for the song, and Brown took
their final note of the song as the
starting point for the scales they sang
to find the lowest and highest notes of
their range. In the second assessment,
one week later, Brown first led partici-

Developing Singers: Implications from Recent Research

pants through some brief vocal explo-
ration activities using head voice (e.g.,
imitating siren sounds, cuckoo calls,
etc.), then had them echo the song
from her model (beginning on B4).
The scales used to check limits of the
range this time began on G4. Brown
reported a significantly wider range
span (an additional 4.68 semitones)
and higher upper range extremes (an
additional three semitones) across the
sample in the second assessment,
suggesting that a model of head voice

- production and even very brief vocal

exploratibn activities in head regis-
ter can significantly increase a
child’s singing range.

Distinctions between vocal registers
was the focus of a study by Wurgler
(1990), who found that 88% of the
participants in her study (285 kinder-
garten through sixth-graders) were able
to demonstrate two primary vocal
registers (chest and head) with a
transitional area occurring around G4.
Wurgler reported that 12.3% of
participants sang only in heavy chest
production; 4.2% could find head
voice but chose to sing primarily in
chest; 10.9% could use both registers
but were unable to move back and
forth between the registers smoothly;
32.3% could lighten their vocal
production to extend their range
somewhat, but either would not or
could not make the adjustment to head
voice production; while the largest .
percentage (40%) could make smooth
transitions between registers so that
register production did not limit their
range (p. 87-91). The ability to make
smooth transitions increased with age,
experience and training (i.e., participa-
tion in choir in addition to general
music class).

Among other interesting findings in
this study, Wurgler reported that

continued...
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accurate pitch-matching was more
likely to occur in chest voice because
of its overlap with the familiar speak-
ing voice range; however, students
who tried to force this heavy produc-
tion above its natural limits (around
G4) tended to strain the lower jaw
forward and try to push the tone higher
with bursts of air, resulting in a forced
sound and intonation problems. She
also noted that singing ascending scale
patterns prohibited an easy register
transition, while descending from

higher pitches in head voice facilitated "

easier transitions.

So that students’ vocal ranges will
not be limited by their inability to use
both registers, Wurgler recommends
that teachers not rely on song literature
. alone to teach correct vocal produc-
tion. Rather, she suggests that teachers
approach singing systematically, as
they would other skill development,
beginning with light production, then
finding head voice (starting above DS5),
and finally, once head voice is secure,
extending this downward through the
range. “There can be no successful
blending of the two registers until the
head voice production is secure. It is
easier to stay out of chest tone than to
get out of chest tone. Teachers must
work to develop the unused register,
which in children is the register least like
the familiar singing voice” (p. 123).

Effects of vocal model

Characteristics of the model children
imitate may also affect singing accuracy.
Brown (1988) noted that a small number
of participants in her study could
phonate in head voice “only immediately
after hearing the teacher model; if they
sang for very long without hearing it,
they apparently lost the feeling or
sound...and lapsed back into their
modal [chest] register. This was
especially evident during the scale
singing when only the piano gave the
stimulus pitches” (p. 86).

Further evidence of the importance of
the vocal model was reported by Green
(1990), who found that children in
grades one through six (N=282) re-
sponded most accurately to a child voice
model, followed by a female adult voice
and male adult voice, respectively. Sletto

(1992) also-reported less accurate pitch-
matching with an adult male vocal
model. In his study (N=100, grades
one through six), children sang
melodic patterns more accurately in
response to either a soprano or a
falsetto model than to a tenor or
electronic keyboard model. The
soprano model facilitated the most
accurate responses, while use of the
tenor model resulted in the least
accurate responses overall, with many
participants being confused by the
octave difference. Sletto suggests that
“the best alternative for the male music
educator is to use his falsetto voice
when teaching pitch-matching skills...
however, care must be given to use a
light, relaxed vocal mechanism so as
not to... produce a tension-filled tone
that may be emulated by the chil-
dren” (p. 70-71).

The vocal model is important for all
young singers, but it may be even more
crucial for uncertain singers. Recent
studies have found that uncertain
singers perform more accurately in
response to a female rather than a male
model (Yarbrough, Green, Benson, &
Bowers, 1991); a female model with
no vibrato rather than a non-vibrato
child voice or a female voice with
vibrato (Yarbrough, Bowers, &
Benson, 1992); non-vibrato tenor and
bass voices rather than sine waves of
the same pitches (Price, Yarbrough,
Jones, & Moore, 1994); and (in a study
including only boys), tenor and bass
voices in falsetto, and sine waves in
higher octaves rather than the same
voices in their regular octaves
(Yarbrough, Morrison, Karrick, &
Dunn, 1995).

Conclusions

Research has defined a broad
developmental sequence for singing
accuracy; however, individual differ-
ences abound and must be viewed in
light of many other factors. From this
brief overview of selected studies, two
major implications for teaching
emerge. First, if we want our students
to have full use of their potential
singing ranges, we must teach them to
find and use their light, head voice
register fluently. This also implies that
we must carefully select song literature

of appropriate range and tessitura,
avoiding loud, heavy chest voice
production. Second, if we want our
students to develop accurate pitch-
matching skills, especially our uncer-
tain singers, we must provide appropri-
ate vocal models. It appears that children
perform better with a child, adult
soprano (without excessive vibrato) or
male falsetto model than with keyboard
or adult male models. As research
continues, we will undoubtedly gain
more understanding of how best to
nurture the developing singers in our
classrooms.

Nancy Cooper is Assistant Professor
of Music at Rutgers, The State Univer-
sity of New Jersey in New Brunswick,
where she teaches undergraduate and
graduate music education courses and
directs the Rutgers Children’s Choir,
which she founded in 1993. An active
guest conductor and clinician for
children’s choir festivals and workshops
throughout the country, she holds
undergraduate and masters degrees from
the University of Colorado in Boulder,
and the Doctor of Music Education
degree from Indiana University.
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“An engaging
& and creative
S way to learn

€ —$49.95

WIN/MAC CD-ROM

Department, 4}
DePaul University
ot T
e

» Exceptional value: lessons,
and ition

9

» ldeal for beginners of all ages @2
+» Challenges, rewards and motivates

* School versions, lab packs, site licenses
and network versions available

Down}'z)ag demo with 3 FREE lessons and games at
{7 www.harmonicvision.com
1-800-644-4994

HARMONIC
VISION.

Software that Bring& Music to Life!™

more music for bedy percussion,
kitchen band and voices

Also available;
Feet & Hands, Bottles & Cans

music for body percussion,
voices and kitchen band
by Alice Olsen
Order from: $1350

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

Dealer inquiries welcomed

FEATURES:
 CURVED WIND WAY
o EASE OF PLAY

IN LOWEST REGISTER
* CAN PRODUCE LOW C

OUR NEW RENAISSANCE MODEL IS THE FINEST
STUDENT RECORDER AVAILABLE! It has all the features teachers are
demanding. ABS construction makes the instrument durable and improves tone. The
curved wind way enhances response. Offered in Baroque or German fingering. Comes
complete with zipper carrying bag and cleaning rod.

TD205 Baroque  TD206 German

WE CARRY A COMPLETE LINE OF SOPRANINO THROUGH BASS MODELS!
MUSIC IS ELEMENTARY
P.0. Box 24263 - Gleveland, Chio 44124
1-800-888-7502 - Fax: 216-461-3631
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The Orff Echo Editorial Calendar

Issue Focus Submission Deadline
Summer 1998 Instrumentarium March 1, 1998

Fall 1998 Partnerships June 1, 1998.

Winter 1999 Movement September 1, 1998
Spring 1999 The Word December 1, 1998

The Orff Echo is seeking articles on these to;Sics 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.
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Classified Ad

Ta Ke Ti Na Rhythm
Teacher Training by
Reinhard Flatischler will be
offered for the first time in
the U.S. The training encom-
passes three years, enabling
the student to work profes-

advanced musical group
processes. For information
and a free brochure call .
Zorina Wolf, 650-493-8046.

sionally with one of the most

@ Printed on recycled paper
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‘Building a

H oot i

Sonor Resonator Bars m%?ﬁeuéeﬂ as individual notes in the kindergarten
and primary grades for tra“i‘hi‘ﬁ»g the ear and in the teaching of movement
and music therapy. They can be played in the hand, on the floor or on a
table. The deep bass bars and contra bass bars can be used individually or
in combination as a deep bass xylophone or metaliophone as well as tympani
or replacement for a contra bass. Call us for more information about how to
use bass bars in your classroom!

(e

1212 Fifth Street, Coralville, |1A 52241

phone = (800)397-9378

fax * (319)351-9318

e-mail * service@westmusic.com
internet ¢ www.westmusic.com




Spemal Features (Included Free of Charge)

N Overtone Tunmg o ° Heavy—duty Metal Posts with
am ars on Metallophones ‘Solid Neoprene Bar Rests

: . » Precisely Tuned to A440 .
nly Prime, Aged Rosewood * Attached Storage Boxes for
ed on Xylophones ~ F#andBBas - - A

“ormica-Laminated - . . ® Mallet Storage RERRE o
onstruction, both Glued ‘_ * Available in Fiberglass and s

Extended Ranges

Manufacturers
selling directto |. =~

schoolsat | - . i
special prices! |

| Foundedby |- |
music educators | - i
o to serve !
-\ music educators. |~ i
i
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