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in our Inaugural Composition
& Arrangement Challenge
for Orff Instruments
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“Weaving Music”
by Louis Persic

(Y

“Sleep My Dear Little Son”
by Mark Francis

Our first composition challenge for Orff Instruments was a resounding success. Our esteemed panel of judges
had a difficult assignment reviewing all the submissions but they were up to the challenge. The blind review
produced two outstanding winners. Both grand prize winners will enjoy a complimentary week-long summer
trip to Germany to visit the SONOR factory and other sights. Runners-up in both categories will receive free

SONOR Orff Instruments as their prize.

The winning compositions plus many others from around the world can be accessed on the SONOR database at
www.tinyurl.com/sonororffcontest. For a listing of all winners please visit www.sonor-orff.com

“WOW - I was in shock when I found out
I was the grand prize winner! I entered
the contest to push myself into doing
more composing and arranging which
I really enjoyed doing in my summer
levels course. Thank you SONOR for
making this opportunity available”.
LOUIS PERSIC ¢ WASHINGTON D.C.

1st Place Original Composition

“T am thrilled and honored to be a grand
prize winner in Sonor’s Orff Composition
and Arrangement Challenge. My sincere
thanks to Tim Henry and Eva-Maria
Maywald at SONOR for making such an
opportunity available to Orff Schulwerk
teachers from around the world.”

MARK FRANCIS e SEATTLE, WA
1st Place Arrangement of Traditional Folksong
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SCAN HERE TO HEAR THE
WINNING COMPOSITIONS

Stay tuned for details on the next Composition & Arrangement Challenge for Orff Instruments.

WWW.SONOR-ORFF.COM

PLAY MUSIC!
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PRESIDENT’S MESSAGE

BY KAREN BENSON

Reflections of a New President

s the
journey
continues

through the genres
of music and their
roles in Orff Schul-
werk, this issue

of The Orff Echo
focuses on art music. Like music from
the folk tradition, popular tunes, jazz,
and blues, art music can be character-
ized by specific details and structures.
Also, like other genres, there are lines
that are blurred and sounds that blend
with other styles. Strikingly, there exist
many commonalities that connect the
numerous forms of music and their
utilization in Orff Schulwerk environ-
ments.

I am writing this message, my first
as AOSA president, just days after
returning from the Orff Institute in
Salzburg, Austria. AOSA Past President
Julie Scott and I attended a meeting
of the Orff-Schulwerk Forum and
the International Symposium Orff-
Schulwerk. The Orff-Schulwerk Forum
is a nonprofit organization that works
in close relationship with the Carl Orff
Foundation, the Carl Orff Institute, the
Orff Center Munich (Orff Zentrum
Miinchen), and international Orff
Schulwerk associations. This meeting
of the Orff Forum brought together
representatives from Orff Schulwerk
associations around the world. Educa-
tors from nearly forty countries spent
three days in dialogue to better under-
stand our interconnectedness in Orff
Schulwerk. As one attendee said, “It is
somewhat of a United Nations.”

Surfacing from the conversations
was a realization that like differ-
ent genres of music, globally, Orff
Schulwerk associations have specific
characteristics, traits that blend, and
common, mutual themes that connect
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Educators from
nearly forty
countries spent
three days in
dialogue to better
understand our
interconnectedness
in Orff Schulwerk.

us as people who hold a strong passion
for the music and movement education
found in Orff Schulwerk.

During the gathering, small groups
met in sessions. Conversations cen-
tered on specific topics such as: re-
search, world music, the role of music
and dance, “doing” Orff, international
coursework and instructors, teacher
education and advanced courses,
original materials and the use of new
materials, the creativity of Orff Schul-
werk in relationship to contemporary
art forms, teamwork and structures
of associations, and the use of social
media. A member of the Orff Forum
facilitated each group and summarized
the dialogue for oral presentation at
the end of each session. The final day
included a formal business meeting.

The Orff Symposium, a four-day
event filled with concerts, sessions,
poster presentations, reunions, and
celebrations, followed the meeting
of the Orff Forum. The year 2011
marks the 50th anniversary of the Carl
Orft-Institute. Held at the Mozarteum
University Salzburg at Mirabellplatz
and at the building of the Orff Insti-
tute, the symposium invited all people

who felt connected to the institute and
its work in music and dance education,
to come together for lively exchanges
and music making. A major highlight
of the symposium was the premier of
an exhibition entitled “Fifty Years Orff
Institute, Elemental Music, and Dance
Pedagogy 1961-2011” This three-part
exhibition was displayed in the foyer of
Mozarteum University. Part I provided
an overview of the early history of Orff
Schulwerk including the Gunther-
Schule, Bavarian radio and television
broadcasts, and the beginnings at
Mozarteum University. In addition,
rare books, materials, and instruments
from this time were on display. Part I
focused on the founding, growth, and
work of the Carl Orff Institute. Part III
portrayed the impact and international
spread of Orff Schulwerk. Each section
of the exhibition was accompanied by
video presentations. This fascinating
exhibition provided an in-depth look
at the work of Carl Orff and Gunild
Keetman among many others and the
evolution of the Schulwerk and role of
the Orff Institute.

On my last evening in Salzburg, I
attended a performance of “Stomping
La Luna” by Das Collectif. Choreogra-
pher Irina Pauls created this piece for
the dance group based on inspirations
from Carl Orff’s opera “Der Mond”
(The Moon). She picked up the story
where the fairy tale of the same name,
upon which Orff based his opera,
finishes. The music joined together
pieces by Orff and Keetman with sing-
ing, speech, instrument playing, and
movement all being performed by the
dancers. However, the musical media
are very modern in sound and appear-
ance. [ look forward to a performance
by Das Collectif at the 2011 AOSA
Professional Development Conference
in Pittsburgh.



Less than one week after returning
from Salzburg, I received word that Isa-
bel McNeill Carley, an AOSA founding
member, passed away on July 14, 2011.
Isabel was a student at the Orff Insti-
tute during the very early days of the
programs established there to educate
others about Orff Schulwerk.

Isabel attended the Orff Institute
from 1963-64 where she studied
composition with Carl Orff and was
the first American graduate, earning
a specialist’s diploma with honors. In
addition to being a founding member
of AOSA, she served on the AOSA
National Board of Trustees and as the
editor of The Orff Echo for fifteen years
(1968-1983). This journal you are
reading today is a lasting legacy that
reflects Isabel’s influence.

In 1985, AOSA established the Isa-
bel McNeill Carley Library that con-
tains rare archives of AOSA’s history
and impact. The collection is housed
within the Sibley Music Library on

the campus of the Eastman School of
Music in Rochester, New York, The
AOSA Distinguished Service Award
was given to Isabel in 1988.

My personal memory of Isabel was
the wonderful experience of attend-
ing a session on hand drumming at an
AOSA Professional Development Con-
ference. She seemed so stern at first,
but I soon realized that her demeanor
corresponded with her commitment
to excellence in teaching others about
Orff Schulwerk and the high standard
to which she held herself and others. I
still utilize the drumming techniques I
learned in that session and know that
I am among many educators fortunate
enough to have spent even a short time
with Isabel making music and learning
together.

We remember with gratitude Isabel
McNeill Carley and all AOSA mem-
bers no longer with us on earth. Their
contributions and dedication remain
reflected in our work.

As I begin my term, I do so with
enriched awareness of AOSA and its
connection with music and movement
educators worldwide—both past and
present. As educators today, we are
much more alike than we are differ-
ent, and I hope for continued growth
and outreach both at home and abroad
while we simultaneously honor the past
and look forward to the future.

Karen Benson is the president of AOSA.
She teaches prekindergarten through

[ifth grade for the Millard Public Schools
in Omahba, Nebraska. Karen was local
conference co-chair for the 2006 AOSA
Professional Development Conference and
previously served on the AOSA National
Board of Trustees as a regional representa-
tive. She teaches at several AOSA teacher
education courses and serves as a clinician
at numerous conferences and workshops. In
addition, Karen is a member of Sing Oma-
ba’s adult professional choir, Canticum.
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Teaching Classical Music as a
Dynamic and Multifaceted Art

BY JANET R. BARRETT

The Scene: A small town in the Midwest
sometime in the 1960s. I sit in front of my
family’s Zenith television console, a bulky
crate that emits a faint burning smell from
its glowing tubes. The grainy black and
white screen warms up slowly as [ wait in
keen anticipation for the Bernstein Young
People’s Concerts. I imagine nryself in the
audience at Lincoln Center, wearing a
smart ensemble of matching wool hat and
princess-line coat, looking up expectantly at
the stage just as my television counterparts
do. Finally, Leonard Bernstein strides

out to address the eager audience and the
magic begins. His compelling language
and inimitable style draw listeners into the
music like a homing beam. I join the others
in calling out answers to his provocative
questions. Through this medium, Stravin-
sky, Shostakovich, Ives, and Copland

comre into my living room in Shenandoah,
lowa, a cherished part of my early musical
experience.

e celebrate art music for

its panoramic varieties

of expression, its capa-
city to inspire, captivate, and extend
the imagination, and its remarkable
power to shape contours of feeling and
response. “Art music” is a capacious
term that may also include jazz and
other formally developed and trans-
mitted systems of music from around
the world. Even the more common
term classical music embraces many
styles, eras, and genres, including solo,
chamber music, and works for large
choral and instrumental ensembles
across centuries of tradition as well as
the proliferating field of musical blends
and hybrids so prevalent in this early
twenty-first century. With astonishing
ease, contemporary music educators
draw from this dazzling panoply of
musical works, performances, prac-
tices, and genres. Who might have
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Every student
should have fulfilling
interaction with
pieces they are likely
to re-experience
throughout their
lives, as well as

the capacity

to transform
unfamiliar music
into the known.
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imagined the marvel and convenience
of carrying entire symphony orchestras
and chamber groups around in our
pockets, ready at a moment’s notice for
our personal enjoyment or classroom
explorations?

Classical music shares the curricular
stage with many other musical tradi-
tions as a key component of our com-
prehensive music programs. In many
ways, school may be one of the central
places that students will encounter it
because our sonic surroundings provide
fewer opportunities to hear classical
music in daily life (notwithstanding
six short excerpts of classical music
during this year’s Super Bowl advertise-
ments). Sobering indicators point to an
overall decline in societal interest. For
example, adult participation in at least
one classical music event per year has
decreased from 13 percent to 9 percent
of the population from 1982 to 2008,
according to the recent Survey of Pub-

lic Participation in the Arts.! Regretta-
bly, many view classical music as elitist,
static, or irrelevant, the province of a
few. The label itself can be problematic
by conjuring up these connotations.
New York Times music critic Alex Ross
began his recent book, Listen to This,
with this startling opening: “I hate
‘classical music’: not the thing but the
name. It traps a tenaciously living art in
a theme park of the past.”

To bring classical music as a living
art to students is to prepare them to
know works deeply and well, to build
understanding of the ways that musi-
cal works work, and to instill the desire
for further experiences. Every student
should have fulfilling interaction with
pieces they are likely to re-experience
throughout their lives, as well as the
capacity to transform unfamiliar music
into the known. Some may become
classical music aficionados who pursue
specialized interests, following certain
composers, performers, or genres.
Others may become cultural omnivores
who regularly participate in classical
music as part of an eclectic pattern of
overall engagement in arts events.

In this brief essay, I will concentrate
primarily on symphonic music, em-
phasizing two themes: the centrality of
the teacher as the experienced guide
and the benefits of a multidimensional
approach to teaching classical works.
My comments are grounded in obser-
vations from seven years’ work with the
Ravinia Festival, which is focused on
the goal of expanding the reach of clas-
sical music to children in the Chicago
Public Schools, many of whom do not
have the benefit of regular, sequential
music instruction taught by a music
specialist. As have many cultural insti-
tutions looking to expand their impact,
Ravinia sponsors Reach, Teach, Play
Education Programs, which involves



professional development seminars and
collaboration among classroom teach-
ers and teaching artists, facilitated by
curriculum consultants. In a series of
sessions throughout the year, my goal
is to engage the teachers in fulfill-

ing encounters with classical music,
demystifying works, and making them
accessible, so that the teachers will be
more likely to value what it offers to
their students. Together, teams plan
for residencies that are focused on
symphonic repertoire, often paralleling
the focus of Ravinia’s One Score, One
Chicago works (which have recently
included Copland’s Lincoln Portrait,
Mussorgsky’s Pictures at an Exbibition,
and Prokofiev’s Romeo and Fuliet).

Although few of us may claim the
charisma or expertise of Leonard
Bernstein, Michael Tilson Thomas,
Rob Kapilow, or other noted musico-
logical guides, we share common goals
with them in the classroom. Teachers

Empire Music
CALL TOLL FREE 800-663-5979

EmMus
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Great selection
Prompt shipment

Superior personalized
service

Free freight on orders
over $45!

For a great selection of recorders; Emus
Orff instruments and much, much more...
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are mediators of the curriculum. We
translate our broad musical interests
and specialized preparation into class-
room encounters that have particular
goals and intentions. Listening to
these charismatic individuals, we are
reminded of the importance of draw-
ing illuminating elements and themes
out of the music as vital for engaging
students in the music.

"The choices that we make as we
bring art music into the classroom in-
fluence the kinds of musical curiosities
the students will develop, so repertoire
is paramount. I think of a favorite
photo from a 1958 issue of the Music
Educators Fournal showing six charm-
ing children clustered around a boxy
Califone record player, each holding
an expressive pose. On the wall behind
the children are vibrant posters with
colorful images and titles of classic
orchestral works: Sorcerer’s Apprentice,
Scheberazade, The Nutcracker, Peer
Gynt, William Iell, and Swan Lake.? Fa-
miliar masterworks such as these have
long been the mainstay of the general

music classroom, and deservedly so.
"Teaching classical music as a dynamic
art, however, surely involves finding
ways to make these cornerstones of
the listening curriculum relevant and
timely alongside examples from more
contemporary eras and genres. We
must also draw on the music that has
yet to achieve this time-honored status.
A lack of emphasis on recent music

is a conundrum faced by audiences,
cultural organizations, record produc-
ers, and contemporary musicians alike.
In 1966, Bernstein noted: “For the first
time we are living a musical life that is
not based on the composition of our
time. This is purely a twentieth-centu-
ry phenomenon; it has never been true
before.” In the twenty-first century,
this gap becomes even more pressing.
Consider the balance of historical and
contemporary music in the classroom.
Can students name living compos-

ers and see these composers at work,
either in person or through mediated
encounters? When students are made
aware of music’s ongoing evolution, as
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Bernstein says, we succeed in “making
the composer part of the living tissue
of music.”

"Teachers draw on skill, sensitivity,
and creativity to translate a musical
work into an educative experience
that will have lasting impact. Eisner
underscores this importance: “Every
time a teacher designs a curriculum
activity, events are planned that have an
impact on students’ thought processes.
Thus, how curriculum activities are
designed, the modes of cognition that
are evoked, the forms of representation
that are presented or which students
are given permission to use all af-
fect what students are likely to think
about.” One of the most significant
avenues for pedagogical creativity is
through the design of listening lessons
that encourage students to describe
music verbally, visually, and through
movement; that employ graphic
representations of the music as well
students’ own listening maps; and that
guide students through imaginative
initial encounters, activities that focus
perception, build understanding of
context, invite response, and culminate
in deeper understanding.

The Chicago Symphony Orchestra of-
fers a special subscription series called
“Beyond the Score,” which promises
that patrons will “learn more, hear
more, experience more.”® Each pro-
duction is centered on a single work. In
the first half of the concert, a narrator
and actors (usually playing the com-
poser and key figures in the composer’s
life) draw listeners into the inspirations
for the piece and contextual aspects of
time and place that influenced musical
style and expression. The full orchestra
plays themes and excerpts woven skill-
fully throughout the dialogue. Behind
the orchestra, on a large screen, pho-
tos, historical documents, and videos
are displayed, weaving a visual counter-
point to the story and the sound. After
intermission, the orchestra performs
the entire work. For each production,
the multimedia exposition in the first
half prompts more nuanced listen-

ing in the second. This series is but
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(BARRETT, MCCOY, & VEBLEN, 1997)

one example of the efforts of cultural
institutions to diversify their means
and modes of presentation, fulfilling
their mission to inform and captivate
audiences.

This special series illustrates a
powerful principle that transfers easily
to the classroom: Choose fewer works,
encounter them more frequently, and
engage with them from multiple per-
spectives. From experience, we know
that superficial exposure is seldom
sufficient in forming lasting bonds.
"Teachers probably have more freedom
and flexibility than the architects of
these imaginative symphony orches-
tra programs in that we can ask our
participants to move, take out pencils
and markers, use streamers and scarves,
and sing and play repeated themes and
rhythms.

My colleagues Kari Veblen, the late
Claire McCoy, and I designed a “facets
model” based on the premise that a
work of art is like a gem with many
facets.” The various facets of the model
represent various dimensions of the
work that, when experienced over time,
enrich understanding and preference.
The model, which is particularly useful

in deepening teachers’ understanding
of a work and for prompting imagina-
tive strategies for introducing the work
to students, is based on an analysis of
musical characteristics (through taking
inventory of its qualities—“What does
it sound like?” as well as “What form
or structure does it have?”); for relating
the work to its time, place, style, and
origins (through the contextual facets
of “who, when, where, why, and for
whom was it created?”); its ‘subject,’
which can be the sound itself or an ex-
tramusical idea or program,; the range
of expressive meanings it can evoke for
individuals and groups; and finally the
synthesis of relating the sides of the
gemstone (“What techniques did its
creator use to help us understand what
is being expressed?”).

As a familiar example, consider the
widely performed and charmingly rau-
cous “Ballet of the Unhatched Chicks”
from Mussorgsky’s Pictures at an Exhi-
bition. A teacher’s multifaceted prepara-
tion will take into account the origins
of the work as Mussorgsky’s tribute to
his friend Victor Hartmann includ-
ing the extant drawing of children’s
costumes Hartmann designed for the



ballet 77ilbi.® Analysis of the salient
features of the piece will lead right to
the cackling woodwinds and the AABA
form. In this case, the subject is charm-
ingly programmatic, just calling for
ways to present the music and Hart-
mann’s drawing together. The feeling
this short piece evokes is exuberant,
playful, fun, and energetic. Finally, the
synthesis of all the sides relates Mus-
sorgsky’s compositional decisions to
his portrayal of poultry in sound. In
preparing the work, teachers draw on
prior knowledge or extend knowledge
in new directions relying on musico-
logical, analytical, narrative, expressive,
and holistic understandings. Inevitably,
their pedagogical imaginations are
awakened as well. How can the various
dimensions of the work turn into com-
pelling classroom experiences by using
the full range of instructional strate-
gies, resources, and charismatic ideas
for presentation as students grow from
superficial acquaintance to familiarity
with a multifaceted work of classical
music? Taking a comprehensive ap-
proach to classical works enlivens the
study of the work for both students and
teachers, providing new insights for
familiar works and clearing a path for
new repertoire as well.

Affirming evidence of curricular impact
is revealed in the serendipitous and
luminous moments when a teacher
describes how her class clamors to
listen to the musical examples during
the week outside of the scheduled time
for music, or when a student reveals
that he asked for a recording of a piece
as a birthday present. Among other lu-
minous moments within the classroom,

FIGURE 2. FACETS MODEL FOR MUSSORGSKY’S “BALLET OF
THE UNHATCHED CHICKS” FROM PICTURES AT AN EXHIBITION
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these instances are powerful signs of
curiosity and openness toward classi-
cal music. One of the goals of music
education is to enable students to build
a personal repertoire of works they
know and cherish, which is really the
heart of music appreciation in its fullest
sense. When teachers approach clas-
sical music as a dynamic, vibrant art,
intent on strengthening connections to
musical works through a multifaceted
approach, these luminous moments are
more likely to appear, becoming part of
the fabric of students’ musical experi-
ence.

cackling
with short —

(1839-1881)

In 1874 in

St. Petersburg,
Russia
A

In tribute to
Mussorgsky’s

1 friengl, the
architect

Victor
Hartmann

Pecking chickens
(Children in
chicken
costumes—from
Hartmann’s
sketch for a
ballet, Trilbi)

Fanet R. Barrett is an
associate professor at the
Bienen School of Music at
Northwestern University,
where she pursues research
‘ interests in curviculum
studies, interdisciplinary approaches,
professional development, and qualitative
research methodologies in music education.
She is currently chair of the Society for
Mousic Teacher Education.

1. National Endowment for the Arts, 2008 Survey of Public Participation in the Arts (Washington, DC: NEA, 2009), 3.
2. Alex Ross, Listen to This New York: Farrar, Straus, and Giroux, 2010), 3.
3. Found in the September-October 1958 issue of the Music Educators Journal and reproduced in Mark R. Campbell, Linda K. Thompson,
and Janet R. Barrett, Constructing a Personal Orientation to Music Teaching (New York: Routledge, 2010), 96.

4. Leonard Bernstein, The Infinite Variety of Music (New York: Simon and Schuster, 1966), 10, 25.

5. Elliot W. Eisner, The Arts and the Creation of Mind (New Haven, CT: Yale University Press, 2002), 151.

6. Chicago Symphony Orchestra. http://beyondthescore.org.
7. Janet R. Barrett, Claire W. McCoy and Kari K. Veblen, Sound Ways of Knowing: Music in the Interdisciplinary Curriculum (New York:

Schirmer Books, 1997), 77.

8. Anna Harwell Celenza’s beautiful picture book, based on musicological sources, is a particularly valuable resource for telling this story.
Pictures at an Exhibition (Watertown, MA: Charlesbridge, 2003).

THE ORFF ECHO | M



Memorable Journeys

BY CONNIE VAN ENGEN

hat in our daily journey

is worthy of memory?

People, events, great ideas,
moments of joy, or times of clarity and
new understanding are memories that
come to mind easily. Certainly, not
every experience is worthy of memory,
and many experiences that are worthy
of memory are missed or forgotten. As
educators, we are called to craft lessons
and experiences that will enable our
students to interact with their world in
a way that they will remember and that
will help them move forward in their
journey. Our additional challenge is to
ensure that the memories created in
our classrooms are worthy of both the
art and our student artists.

Art music is worthy of memory, as
are many other musical genres. Given
that our time to introduce students to
all of these worthy genres is limited,
the art music choices we make and
the learning experiences we plan will
require careful listening, thought,
and preparation. Once teachers have
identified the art music to present, the
Orff process—imitation, exploration,
and improvisation—provides a solid
framework for a memorable journey.

LOOK BEFORE YOU LEAP!
Selecting art music for use in the
classroom certainly will require care-
ful listening, but I would suggest that
teachers do some thoughtful looking
before leaping into a selection.

Look to your curriculum. 1dentify spe-
cific concepts that you want students to
experience (crescendo, accent, meter,
melodic patterns, form, articulation,
etc.). Talk with the art teacher, physi-
cal education teacher, and classroom
teachers to understand the curriculum
they are teaching. Selecting music that
will present musical concepts and help
students build connections to other
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Look for art music
that will have
specific meaning
for members of
your school’s
unigue community
and culture.

learning is a powerful tool in making a
memory.

Look to music that inspires you.
Identify what it is about the music that
moves you and why you would want
to share this music with your students.
Look at the musical elements of this
work, the history and background of
the composer, and the reason this work
was composed. By the time you have
really looked at a familiar piece of mu-
sic, you will likely still love it, and you
may have a long list of possibilities for
how to share the work with students.

Look to your community. Look for art
music that will have specific meaning
for members of your school’s unique
community and culture. Look at what
art music organizations (local sym-
phony, opera company, ballet) in your
community are performing in the
upcoming season. Seek out recordings
of works performed by local artists.
Don’t forget to look at the art music
performance schedule of local colleges
and universities.

Look for multiple examples of a specific
work. Different artists will perform
the same work differently. I love
finding a familiar work that has been
performed and adapted by another
artist. These works allow me to present

the original to my students and then
listen for how it can be reinterpreted.
Duke Ellington’s Three Suites provide
a fresh perspective on Tchaikovsky’s
The Nutcracker and Grieg’s Peer Gynt.
Christopher Parkening’s interpretation
of Bach through the classical guitar and
Bobby McFerrin’s vocal exploration of
Mozart’s Eine Kleine Nachtmusik give
students (and teachers!) permission to
think differently about art music.

Look to literature. Beautiful pic-
ture books, poetry, and folk tales can
provide pathways into art music. The
musical characteristics of a piece of
art music can be compared to a liter-
ary character. Many composers have
drawn inspiration from fairy tales.
Listening to a musical fairy tale and
reading different literary examples of
the same fairy tale may allow you to
think differently about how to pres-
ent the music to students. Quotes
from inventors, presidents, artists, and
fictional characters can invite stu-
dents into a new listening experience.
““Ah, music,” he [Professor Albus
Dumbledore] said, wiping his eyes.
‘““A magic far beyond all we do here!”’
(from J.K. Rowling’s Harry Potter and
the Sorcerer’s Stone).

DOWN THE ROAD

Once you have selected a piece of art
music, the real choices begin. The
Orff process provides a landscape full
of possibilities and there are multiple
pathways to your destination, but the
destination is important. The student
learning goals must be clear in your
mind as you decide how to use the mu-
sic in your work with students. In my
classroom, I use art music in essentially
three ways: music to experience, music

to explore, and music to create. These
categories reflect the Orff process of
imitation, exploration, and improvisa-
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Walk down the road, Oh

tion as well as my specific journey with
a piece of art music.

Music to experience pieces are often
new works that I have found and am
experiencing with my students. I may
play experience pieces as an example of
works by a specific composer or as the
“soundtrack” to a story I am sharing.
Often, these pieces will be the back-
ground for movement imitation and
exploration exercises. Student feedback
is important as we listen and move to
these experience pieces. Recently, my
first graders were performing mirror
movement to the statement of the theme
in the Goldberg Variations by Bach. When
the music shifted to the first variation
my students stopped and said, “It doesn’t
work anymore.” This led to a discussion
of what music was appropriate for mir-
ror movement and why. We all enjoyed
scrolling through the Goldberg Variations
to find ones that met our mirror move-
ment criteria. Student ideas about pieces
in my experience category often give me
direction on how to develop these pieces
further in the future.

Music to explore selections feature
a specific musical characteristic that
I want my students to discover. The
second movement from Haydn’s
Surprise Symphony provides wonderful
loud/soft contrasts for kindergarten
students to explore. A field trip to
the pumpkin patch prompted me to
frame their movement exploration of
this piece as a scene between a flock
of crows and a scarecrow. The crows
moved freely through the cornfield on
the soft passages while the scarecrow
held his shape. At the loud sound the
scarecrow could make one giant move
while the crows dropped to the ground
in fright. The unpredictable pattern
of loud sounds in this piece encour-
aged careful listening on the part of my
students, as well as much delight. The
pattern of loud and soft next led us to
the opening of Beethoven’s Symphony
No. 7 in A Major. How would the

walk down the road, Oh

crows respond to this scarecrow? Our
experiences with mzusic to explore pieces
are followed by conversations that
encourage student reflection about the
qualities of the music.

Music to create pieces are models for
student improvisation. Often these
pieces have a repeated rhythmic or
melodic pattern; or a clear form that
can be used as the starting point for
our own musical journeys. The second
movement of Beethoven’s Seventh
Symphony begins with a simple 16-
beat rhythmic structure. Once stated,
Beethoven repeats this rhythmic struc-
ture twelve times. When exploring this
piece with my students I begin carefully
with speech. I feel the weight of know-
ing that the text and imagery I use to
help students enter a piece of art music
may come to mind every time they

walk down the road,

please fol low me.

hear this work. I want the pedagogical
choices I make to be worthy of memo-
ry. The words I choose cannot be trite,
they must be beautiful and musical.
(See Figure 1.) It is a wonderful mo-
ment when my students’ understanding
of the music we are exploring moves
beyond the media I use to teach it.
Once the rhythm of the speech
is secure we transfer the rhythm of
Beethoven’s pattern to our feet as we
move through space. (See Figure 2 on
page 14.) Students explore the pattern
with a partner, traveling away from
their partner at the beginning of the
pattern and returning at the cadence.
We explore dynamic contrast through
movement and discuss how this addi-
tion changes the quality of our move-
ment. After this extended exploration,
we are finally ready to sit down and
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listen to the music. My fourth-grade
students and I discuss how Beethoven
could take a first-grade rhythm and
make it interesting enough to repeat
twelve times. Their experiences with
rhythmic movement and dynamic con-
trasts enable them to listen for specific
details in Beethoven’s composition. Af-
ter listening to the music, we compose
a visual map of what Beethoven did to
complement the rhythmic structure.

I take great delight in watching my
students really listen to a great piece of
art music, and then enlighten me with
all of the details they heard.

The listening experience would be
valuable even if it ended at this point,
but Beethoven is the model. He has
provided a framework for student
creation. Transferring this piece to the
barred instruments allows us to explore
this rhythmic pattern in a new way.
During our movement exploration,
we began in one place, moved away,
and returned, keeping the rhythm in
our feet. Can we use this same process
on the instruments in G pentatonic?
We choose a tonal center, move away
from it, and return to the starting point
maintaining Beethoven’s rhythm. Once
students begin this exploration, with
Beethoven’s model still in their ears, we
can discuss how to build on the rhyth-
mic framework. Students could change
the tonal center of their improvisation,
add a complementary rhythm on hand
percussion, or play the complementary
pattern on the tonal center while the

RECORDINGS:
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melody traveled around it. The dy-
namics and timbre of the pattern could
change by the addition or deletion

of instruments in the ensemble. The
possibilities that students dream are
enhanced by the model of a master.

TRAVEL TIPS

Here are some suggestions to guide

your art music journey:

o Start small. Try to add one or two
new pieces to explore or use as a
model for improvisation each year.

® Keep a list of art music that interests
you. Categorize this list and note
where there are gaps.

® Expand your listening repertoire by
listening to different works and dif-
ferent genres.

® Treat yourself to live concerts and
recitals of art music. Often these
performances have pre-concert dis-
cussions that can offer added insight
about the music.

® Seek out opportunities to make
music as an adult artist, perhaps as a
member of a local chorus or com-
munity orchestra.

Christopher Parkening, A Bach Celebration, 1990 EMI Classics,

BOOOOO2RNL

Duke Ellingtion, Three Suites, 1990 CBS Records Inc. CK 46825

Glenn Gould, A State of Wonder: The Complete Goldberg Variations, 1955
& 1981, Johann Sebastian Bach, 2002 Sony Classical S3K 87703 87704

Paper Music, Bobby McFerrin, conductor and vocalist, The Saint Paul
Chamber Orchestra, 1995 Sony Music Entertainment Inc. 64600

Symphony No. 7 in A Major, Op. 92, Ludwig Van Beethoven, Philadelphia
Orchestra, Eugene Ormandy, 1966 Sony Classical SB2K 63266 63268

Symphony No. 94 The Surprise, Franz Joseph Haydn, RCA Victor Basic
100, Vol. 44,1981 BMG Music 09026-62564-2
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o 'Talk to your students, former stu-
dents, mentors, and colleagues. Find
out what music they are listening to.

® Do your research. The more you
know about the music you are
teaching the more tools you will
have in making the music relevant
to your students.

® Enjoy the journey!

As I reflect on art music in my life,

I find that the art music that is most

meaningful to me is music that [ was

physically a part of, whether I was in
the performance hall as a listener, sing-
ing as a member of a chorus, moving
to music played by someone else, or
listening to someone who was passion-
ate about the music who shared the
story with me. There is a wealth of
memorable art music to share. Wheth-
er this music is remembered by our
students may depend on our ability to
make them a part of a truly memorable
journey.

Connie Van Engen is the
\ elementary music specialist
® at Bell Prairie Elementary,
a K=5 grade school in the
North Kansas City School

2 District. Connie has an MA
in music education from the University of
St. Thomas in St. Paul, Minnesota. She
received her Orff teacher education courses
at Hamline University and completed her
Orff Schulwerk Apprenticeship at George
Mason University. Connie teaches Level I
Orff Schulwerk Pedagogy at Trinity Uni-
versity in San Antonio. She has served as
a Region 111 Representative on the AOSA
Board of Trustees.



Classical Music Connections

BY JANET GREENE

hanks to my parents, my child-
hood was rich with classical

music. [ was lulled to sleep with
Beethoven’s Pastoral Symphony and
awakened on Sunday mornings with
Stravinsky’s Rite of Spring. One of my
earliest memories is dancing to Boro-
din’s Steppes of Central Asia while look-
ing out the window into the twilight of
a Wisconsin winter. All of this music
became part of me.

In the last few years, [ have been a
mentor teacher for the San Francisco
Symphony Keeping Score program,
helping classroom teachers integrate
classical music into other areas of
their curriculum. Concurrently, I have
been weaving Western art music into
kindergarten through third grade sci-
ence, math, and language arts through
a project called Making Connections.
This article describes some of these
adventures.

THE FIREBIRD: INTEGRATING
MUSIC, DANCE, VISUAL,

AND LANGUAGE ARTS

The Firebird, composed by Igor
Stravinsky in 1910, is based on a Rus-
sian folk tale. When performed by the
Ballets Russes in Paris in 1910, it made
Stravinsky an overnight success. The
Firebird is also a big hit with my second
and third graders. The music is filled
with contrasting sounds and moods.
The characters include a magic bird, an
evil king, a mob of monsters, a brave
prince, and thirteen princesses. There
is danger, romance, fear, heroism, and
an enchanted forest. What a fantastic
combination!

The Firebird project engaged stu-
dents in many modalities and invited
collaboration with classroom teach-
ers. I presented the music and dance
elements while classroom teachers
incorporated the visual and language

Rainbow Firebird

arts activities into their curriculum.

All of these disciplines were given
equal value and were often experienced
simultaneously. Integration across the
curriculum.

In each lesson, I slowly revealed
the story that connected with each
musical movement. This “to be
continued next week” aspect kept
students in suspense. However, before
telling the story, students focused
on the music, beginning with deep
listening and their eyes closed. After
hearing one of the movements I asked
two questions: “What do you imagine
is happening in the story?” and “What
musical elements is Stravinsky using
to make you think or feel this?” These
questions stimulated their imagina-
tions and developed their musical
thinking skills. During the lessons,

students gradually began to use the
musical vocabulary of tempo, dynam-
ics, pitch, and rhythm.

After hearing parts of the story,
students became the characters in dif-
ferent ways. As firebirds, they swooped,
twirled, and explored the dance ele-
ments of pathways and levels while
trying to escape from Prince Ivan.
They also drew their own firebird. To
prepare for King Kashchei’s Infernal
Dance, they made asymmetrical shapes
for the king or one of his monster
helpers. Then they created individual
movement patterns and combined
these into a wild choreography. My
question of “Why did King Kash-
chei want to turn Prince Ivan into a
stone statue?” prompted a stimulating
literary discussion on motivation and
alternative story endings.
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One culminating activity was watch-
ing a recreation of the original Ballet
Russes production of The Firebird on
the DVD Return of the Firebird. For
most students, this was their first ex-
posure to ballet and dance. It also gave
them new ideas for their own chore-
ography. Along with this immersion
into The Firebird music and story, the
students learned about Stravinsky’s life
through a slide show of photographs.
They also listened intently to Stravin-
sky’s voice through an interview in
which he describes his orchestration of
“Happy Birthday.” During the six-week
Firebird project, I could see students’
emotional connection and under-
standing of Stravinsky’s music deepen
through this multilayered approach.

BEETHOVEN’S SYMPHONY

NO. 5 IN C MINOR: DURATION
AND COMPOSITION

While researching Ludwig van
Beethoven’s Fifth Symphony, I dis-
covered a graphic score of the first
movement online (www.musanim.com/
all/). The score is structured like a
scrolling horizontal bar graph. Instru-
mental families are represented by bars
of different colors. Changes in pitch
and texture are easy to see. Beethoven’s
themes become visual patterns that
reappear throughout the score.

What intrigued me the most was
that duration—the lengths of dif-
ferent sounds—is so explicit in the
score. Duration is shown by the
segment bar length: Short sounds =
short segments, long sounds = longer
segments. I realized that this kind of
notation could be an entry into read-
ing standard rhythmic notation which
does not really show the length of a
sound such as a dotted quarter note.
Music readers must internalize the
meaning of these various symbols.
However, with this kind of graphic
notation, duration is clearly visible, as
is the relationship between sounds of
different lengths.

After watching the video, third and
fourth graders immediately noticed
this relationship. They translated
Beethoven’s famous theme into “short
short short long” and created move-
ment sequences to illustrate this. Part-
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Students create asymmetrical shapes for King Kaschei's Infernal Dance.

ners played the theme using two kinds
of instruments: rhythm sticks for the
short sounds and stainless steel kitchen

bowls for more sustained sounds. The

ABOVE: Creating a composition
based on duration using bowls
and sticks.

LEFT: Composition using
graphic notation to express
duration.

bowls have a sound similar to gongs
and provide contrast to the staccato
sound of the rhythm sticks. Students
hypothesized the reasons for the dif-
ferences in duration. This led into a
discussion of sound waves. Physics in
action!



Students used these same instru-
ments for their own compositions.
After a period of free improvisation,
they notated their compositions with
colored paper strips of different lengths
glued on black construction paper.
Although none of the students focused
on making specific segment lengths, I
can see how the concept of proportion
could be experienced in a math and
music lesson based on the Beethoven
graphic score.

Some of the pieces were rhythmic in
nature and contained repeated patterns.
Others were rhythmically free, when
students listened intently to their bowl
sounds. Some students created layered
compositions with several instruments
playing simultaneously. Their composi-
tions were musically interesting and
visually beautiful. All students made
the connection between the length of a
sound and its symbolic representation.
Most importantly, they became com-
posers. Before beginning his compo-
sition, one student said, “Now, I am
going to make my own symphony.”

RIMSKY-KORSAKOV AND

THE BEE DANCE

What do bees have in common with
music and dance? My second-grade
students found several connections in
an integrated project called Bee Dance.
It began with their listening first to
recordings of honey bees and bumble
bees, and then to Nikolai Rimsky-
Korsakov’s Flight of the Bumble Bee,
composed in 1899-1900 for his opera
The Tale of Tsar Saltan. While listen-
ing to the music, many of the students
were frenetically moving arms, fingers,
and legs. This spontaneous physical re-
sponse demonstrates the importance of
allowing and encouraging movement
while listening to music.

I asked the students if the music
sounded like bees, and if so, what
musical elements did the composer
use? One students commented that
the “violin buzzed like a bee.” Most
of them focused on the tempo with
comments like the following: “The
violin was fast like bees go very fast
when they go back to the flower.” One

student was convinced there was an
actual bee in the music. He said, “I
think they trapped a real bee and put
a microphone there while they played
the violin.”

In the next lesson, the students
watched a video of the complex dance
scout bees perform to show workers
the distance and direction of the nectar
source. After several more viewings,
each student copied the bee dance
form: wiggling in a straight line, fol-
lowing two half circles, and creating
a figure eight pattern. Each of them
performed their own “bee dance,” first
in silence and then to Rimsky-Korsa-
kov’s music. The energy in the music
enlivened their movements. The music
continued during a game we called
“finding the pollen” where worker-bee
students used the scout’s dance patterns
to find the correct flower.

Students then learned a simple
line dance with the typical casting-off
pattern. After performing the dance, I
asked, “How is the bee dance like our
line dance?” Several students understood
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the similarity between the two forms
with comments such as: “When we peel
off, we make a half circle like the bee
dance.” Making these kinds of connec-
tions involves higher-order thinking,
but I think that there is an even more
important purpose—my hope is that by
asking students to make this connection,
their understanding and appreciation of
diverse life forms will increase.

FROM SHOSTAKOVICH
INTO STORY
Dmitri Shostakovich composed his
Piano 'Trio No. 2, Op. 67 in 1944 as a
memorial for a good friend Ivan Soller-
tinsky and the Jews who had died in the
Holocaust. It was the first time Shosta-
kovich used Jewish musical elements in
his compositions. These are especially
apparent in the last movement, where
two klezmer sounding fragments reap-
pear throughout the piece. When I
first heard this movement, I was struck
not only by the extreme mood changes,
but by the structure that resembled
a literary story form: introduction of
characters, development, conflict, and
resolution. This music yearned for a
story. Shostakovich composed music
for numerous silent movies, and this
movement seemed a perfect score for a
silent movie.

I chose five contrasting selections
of approximately one minute in length
that suggested contrast and plot devel-
opment and presented the following
scenario to several classes of second,
third, and fourth graders after they had

listened to all five selections.

This is your musical score and you
are creating a silent movie in which
your characters can’t talk. There are
five scenes in your movie.

Choose a character or characters
who may or may not be connected
to a specific instrument. Where are
they, and what do they look like?

What bappens to them in each scene?
When you bear each selection, write
a title and a short phrase and/or
draw a picture to help you remember
what is happening.

Students then folded a paper and
numbered each section. As I played
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It was obvious that
these students were
not only responding
emotionally to the
music, but also

to horrific far-

away world events
that touch their
lives through the
constant barrage

of the media.

each selection, they drew and wrote
their script ideas. Many of the stories
involved imaginary characters and
animals. Titles included The Goat and
the Monarch Butterfly, Two Men and the
Evil Snowman, The Princess and Three
Witches, and Two Kids in a Haunted
House. Other stories were based on
real events. When I asked one of the
students why her story was about the
recent tsunami in Japan she replied:

“I was reading about the tsunami in
the newspaper, and the music started
out like a normal day doing stuff but
then it got louder and then something
happened in the middle. So, then I was
thinking about the tsunami that hap-
pened in Japan.”

Another student’s movie script was
about the war in Afghanistan. While
listening to the last musical excerpt he
kept commenting on the sadness in the
music. His story reflected this feeling
when he told us that all the people
were killed in the last scene.

It was obvious that these students
were not only responding emotionally
to the music, but also to horrific far-
away world events that touch their lives
through the constant barrage of the
media. The music and the movie script
format allowed them to externalize
these frightening events. It also raises
the question of how much violence,

real or imaginary, should children be
exposed to through television, movies,
newspapers, and computers?

The Shostakovich project did not
stop in my music room. A second-
grade teacher carried it into her
language arts curriculum. She and the
students listened to the music again,
and discussed its connections to story
form. They used their movie scenes
as a first draft to develop a story using
descriptive language and imaginative
plots. The students I interviewed told
me how the music helped shape their
stories. The teacher commented that
many students did their best writing
because of this musical and literary
experience. It seemed to free their
imaginations, and it helped them de-
velop a plot structure. In the next few
months, the students will transform a
few of these stories into “silent movies”
that they will act out and it will be ac-
companied by Shostakovich’s music.

After describing these four lessons
and observing the profound ways that
my students connected with Stravin-
sky, Beethoven, Rimsky-Korsakov,
and Shostakovich, I have been asking
myself why I waited so long to bring
Western classical music into my class-
room. This is easy to answer—because
of all the other wonderful musical
experiences | am trying to fit into a
weekly half-hour lesson. Yes, there is
so much to do in so little time. How-
ever, as I reflect on how my musical
and emotional life have been shaped
and enriched by this music, I want my
students to have this gift as well.

Fanet Greene, MA,
teaches at Oak Grove
and Monte Rio Elemen-
tary Schools in Northern
W& California. She shaves her

. . interest in curviculum inte-
gration with teachers at the San Francisco
Orff Course, Mendocino College, Sonoma
State University, and the San Francisco
Symphony Keeping Score program. She
bas also taught and learned from children
and teachers in Bali; Bhutan, Thailand;
and South Africa. She received a Fulbright
grant to attend the special course at the

Orff Institute in Salzburg.
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Selecting Music for Purposeful Movement

MARLA A. BUTKE AND R. J. DAVID FREGO

ost music specialists equate

the Dalcroze approach with

full body movement as a
means to internalize the elements of
music. As a teaching tool, this ap-
proach is also effective for engaging
the learner through kinesthetic, visual,
and aural modalities. All senses are
engaged in the music-making process.

Dalcroze instructors most often
improvise the music on the piano to
achieve the desired movement-to-
understanding goals. The rationale
behind this approach is that the
instructor can adjust the music in
the moment to optimize the learning
experience. These adjustments can be
tempo, dynamics, phrasing, duration,
articulation, or rhythmic structures
to name but a few. In this symbiotic
relationship, students are reacting to
what they hear and the instructor is
reacting to what he or she sees. Senses
tend to be heightened in an impro-
vised experience because the students
and the instructor have to be ready to
make adjustments at any time. Musical
moments can be predictable or unpre-
dictable, depending on the goal of the
lesson. This tends to be seen as the
“process of learning.”
Recorded music can also be used

in Dalcroze lessons. However, be-
cause recordings are static and can
be perceived as predictable, Dalcroze
instructors tend to use recorded music
as a culmination of the learning experi-
ence that allows the students to feel
and express music in a manner that
is nuanced and musical. This is often
perceived as the “product of learning,”
or the plastique animée. A brief sidebar
is needed to describe this term. While
controversy swirls around the mean-
ing and intent of plastique animée, a
description that many can embrace
describes it as an artistic embodiment
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of music through individual or group
movement. When embodying music

in purposeful movement, people are
able to express and visualize music in a
nuanced and meaningful way.! Plastique
animée is a means to express artistry
and to bring together all the elements
from the lesson into a musical moment.
When working with children, it helps
to tell them that if the principal walked
into the room when I pressed the play
button, she would think that the move-
ments are choreographed because the
children are moving through the space
and coordinating their arms and legs at
the same time. In actuality, the stu-
dents are reacting to the music, but by
using their visual, aural, and kinesthetic
senses, their coordinated movements
are more spontaneous and not cho-
reographed. Of course with repetition,
any plastique animée can turn into a set
piece or choreography. The beauty of
a recording is that with repetition, the
opportunity for some predictability oc-
curs. Instructors need to be aware that
at some point, the nature of the learn-
ing turns from a spontaneous reaction
to the music and to movement from
kinesthetic memory.

The selection of music for the
plastique animée often comes with
choices that can be quite challenging.
“What music can I find that has the
right tempo for the children? What
piece is in twelve-eight time? I need
to find something that has durations
of quarter- and half-notes.” As music
specialists, our heads are so full of
too many musical choices that we feel
overwhelmed. What would happen if
you worked from the other direction?
Listen to a piece of music and identify
the elements in the recording that can
be used as a culmination of a lesson.
We suggest that you establish a port-
folio of recorded music with defined

musical elements. A few of them are
offered at the end of this article. Here
are some considerations when selecting
recorded music for movement.

TEMPO

Tempo is a crucial musical element in
any choice to link music to movement.
Early movement experiences with
children are successful when we select
music that coincides with their per-
sonal tempo; meaning that the tempo
or a subdivision of that tempo in a
recording coincides with their inter-
nal tempo. A study published in 1996
sought to establish the personal tempi
of children from pre-kindergarten
through grade six. This was achieved
by having individual children walk and
march a natural steady tempo of their
choice between cones spaced well apart
in a large space. Results indicated that
the personal tempo was more closely
related to leg length, gait, and cultural
considerations rather than heart beat.
The following chart shows the tempo
selections based on grade level.?

Grade Walking Marching Mean

Pre-K 139 139 139
K 140 139 139
1 149 140 145
2 148 139 144
3 141 138 140
4 137 129 134
5 135 126 131
6 133 124 129

These tempo considerations are
helpful starting points in predicting
student success in locomotor rhyth-
mic movement activities. This is not



to mean that they must only move to
music at this tempo, rather that student
successes are more notable if they have
experience moving at their personal
tempo before expanding to speeds that
are faster or slower. Also, if you select a
recording where the tempo is half of the
personal tempo, you should expect suc-
cess because the students will perceive
their personal tempo within the macro-
beat. Once established, we encourage
you to deviate towards other tempi.

LENGTH

When using recorded music for a plas-
tigue experience, we advise choosing
music with an appropriate length to
internalize the musical understanding
and yet appropriate for the ability of
the students to focus. In other words,
the music should be long enough to al-
low the students to become immersed
in the process, yet short enough that
they maintain concentration. A further
caution would be selecting music that
will allow a beginning and a conclu-
sion. Most children in pre-kindergar-
ten through grade three can focus on
a musical selection that is under three
minutes. Depending on the pre-teach-
ing, students in grades four through
six can move through a piece that is
less than six minutes. A good example
of a short work is the second move-
ment from Beethoven’s Symphony
No. 7. There is a natural conclusion
to the “A” section at 2’57”; this length
provides enough time for students to
become immersed in the main motives
of the work and to experience them at
different dynamic levels. An example
of a longer work is the first movement
of the Bach Brandenburg Concerto
No. 6 in B flat. The piece is 6’29” and
displays various subdivisions of the
beat simultaneously. When teaching a
lesson on duration, students often need
a longer work to explore the range of
their creative movement abilities.

PROCESS

It is important to sequence meaningful
preparation activities so that students
can achieve purposeful movement. Stu-
dents need to be comfortable moving
through space, in time, with appropri-
ate energy. The goal is to go from body

awareness and comfort in movement to

plastique animée where students are im-

plementing their movement vocabulary

with sensitivity and creativity. Here is

a logical progression of activities that

can take place over the course of many

class periods, but not solely taking

the entire class period. The instructor

can use a hand drum or a recorder, or

improvise on a barred instrument or

the piano:

® Students find their own space in the
room, walking to the beat. Use dif-
ferent directions—forward, back-
ward, sideways, and diagonal.

® Students move through space at dif-
ferent levels—high, medium, low.

® Students use different body parts to
show the beat—fingers, head, elbows,
knees, hips, shoulders, and toes.

® Students use different energies mov-
ing through space—strong/weak,
light/heavy, and forceful/gentle.

® Students respond to different
rhythmic patterns representing
locomotor movements—walking,
swaying, skipping, running, gallop-
ing, hopping, jumping, sliding, and
crawling.

® Students use non-locomotor move-
ments—bending, twisting, stretch-
ing, pulling, pushing, dabbing, and
flicking.

® Students work on balance—being in
different positions while maintain-
ing balance.

® Students move through space by dis-
playing an emotion or a character.

SAMPLE LESSON

Students work in groups to create a
large tableau (statue). One student

steps into the center of a circle and

creates an interesting body position
(over ten drum beats). In the next ten
beats another student joins the statue
without touching, complementing the
first student’s position. Continue the
process until all students are part of the
statue. Then when the drum plays an
improvised rhythm, the statue slowly
moves in a flowing manner to a new
position until the drum stops. A new
rhythm creates a new movement of the
statue. This process continues several
times. For the plastique animeée, the in-
structor plays a recording such as En-
nio Morricone’s “Gabriel’s Oboe” from
The Mission (2°14”). This culminating
experience focuses on creative move-
ment, flow, and ensemble work within
the parameters of the tableau.

WHAT IS HAPPENING

Students are moving through space
under a finite length of time (ten
beats) with appropriate energy. They
are working cooperatively to create a
moving tableau that is rhythmic and
musical. Students are reacting creative-
ly to the music under the limitations
of the cooperative experience. Follow-
ing a preparation experience similar to
above, students will then be ready to
make the music come alive with their
bodies by responding to more musi-
cal elements in a variety of recorded
music.

MUSICAL ELEMENTS
Once students have developed a
movement vocabulary they can start
to explore how to represent the music
with their bodies. Begin with having
students respond physically to singular
musical concepts. Encourage them to
use different parts of their bodies, not
just their feet. Many of these elements
can be improvised easily on the piano,
hand drum, singing voice, or a pitched
barred instrument.
® Steady beat at different tempi
o Different meters including irregular
and mixed meters

® Repeated rhythmic ostinati

® Melodic contour

©® Dynamics

® Harmonies—dissonance/conso-
nance

® Harmonies—changes in modality
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Bach, Violin Concerto BWV 1041, Mvt. #2
Beethoven, “Pathetique Sonata,” Mvt. #2
Brubeck, “Unsquare Dance”

Elgar, Enigma Variations, “Nimrod”

Fauré, “Aprés un Réve”

Glass, Einstein on the Beach, “Knee 1”

McKennitt, The Visit, “Tango to Evora”
Morricone, The Mission, “Gabriel’'s Oboe”
Nyman, The Piano, “The Heart Asks Pleasure First”
Orff, Carmina Burana, “O Fortuna”

Piazzolla, Classic Yo Yo, “Libertango”

Portman, The Cider House Rules theme
Rachmaninoff, “Vocalise,” Opus 34 #14
Saint-Saens, Carnival of the Animals, “The Swan”
Williams, Empire Strikes Back, “Imperial March”
Williams, Harry Potter, “Hedwig’s Theme”
Williams, Jurassic Park, “Main Theme”

Williams, Raiders of the Lost Ark, “Main Title”

solo vs. orchestra, melodic contour (6’35”)
expressiveness, rubato (5'46”)

irregular meter (2°00”)

expressiveness, motives (3'59”)

two against three, phrasing (2°38”)

mixed meter (3'33”)

lift on third beat (4’09”)

expressiveness, duration (2°'14”)
expressiveness, form (4°51”)

dynamics, rhythmic ostinati (2'42”)
rhythmic patterns, articulation, form (3'07”)
expressiveness, micro/macro beats (2'13”)
expressiveness, melodic countour (6’26™)
expressiveness, legato (2'53”)

harmony, dotted note values (3'02”)
compound meter, dynamics (1'38”)
dynamics, articulations (5°29”)
syncopation, dotted 8th note (6'41”)

Williams, Superman, “Main Theme”

® Texture—layering of voices and/or
instruments (also shows tone color)

® Articulation—legato, staccato,
marcato

® Form

o Style

® Nuance—rubato, subtle changes in
dynamics, sensitivity

® Expressiveness—a combination of
dynamics, harmonic tension and
release, legato, style, nuance, and
intensity

After students have explored musi-
cal concepts they will be ready to
improvise physically using creativity
and nuance with other students, thus
creating plastique animée. The selection
of music that clearly represents specific
music elements is the next challenge.
Some examples of music that can be
realized physically are listed at the top
of this page.

dynamics, form, melodic contour (4°12”)

The benefits of purposeful move-
ment in a music curriculum are enor-
mous. Movement within this philoso-
phy is the integration of the whole
being. Meaningful aesthetic experienc-
es for the students will be the result.
As Jaques-Dalcroze noted, “Joy arises
in the child the moment his faculties
are liberated from any restraint, and he
becomes conscious of his control over
them, and decides on the direction in
which that control shall be exercised.
The joy is the product of a joint sense
of emancipation and responsibility.”

Marla A. Butke is associ-
ate professor and coordina-
tor of music education at
Ashland University in
Obio. Her teaching and

<M yesearch interests are Dal-
croze eurhythmics and teacher preparation.
She presents workshops on the Dalcroze ap-

proach throughout the United States. She
attended Orff Schulwerk teacher education
courses at The Obio State University and
studied the Dalcroze approach at Carnegie
Mellon University.

R. 7. David Frego is
professor and chair of the
Department of Music at
the University of Texas at
San Antonio. His teaching
and research interests are in
Daleroze eurbytbmics. He presents work-
shops and clinics on the Dalcroze approach
nationally and internationally.

1. RJ. David Frego, “Plastique Animée: A Dance Genre and a Means to Artistry.” Le Rythme. 100th Anniversary Issue, 2009.
2. RJ. David Frego, “Determining Personal Tempo in Elementary-aged Children through Gross Motor Movements,” Southeastern Fournal

of Music Education § (1996): 138-145.

3. Emile Jaques-Dalcroze. Rhythm, Music and Education. Trans. by Harold F. Rubenstein. London: Chatto and Windus, 1921; London:
Riverside Press 1967; Great Britain: Hasell Watson and Viney Ltd. For The Dalcroze Society, 1973.
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BY LAURA ARTESANI

was told that I need a soprano
recorder for your music history
course. That’s a mistake, right?”

"This was the contents of an e-mail
that I received shortly before our
university classes started in September.
“No, not a mistake,” I replied. “We’ll
be doing some recorder playing at the
beginning of each class, and occasion-
ally we’ll do some dancing, too.”

After several years of teaching music
education and music history courses,

I had become increasingly dissatisfied
with the disparity between the active
music making of my general music
methods courses and the traditional
lecture format of the music history
course that I taught on medieval and
Renaissance music. As the Chinese
proverb states, “Tell me, I forget; show
me, I remember; involve me, I under-
stand.” My training in Orff Schulwerk
had convinced me that this was true,
but how could I apply this principle to
a music history course?

The answer came one day dur-
ing my Elementary General Music
Methods class, as we played the well-
known Canon by Thomas Tallis on our
soprano recorders. “Tallis was the topic
of my music history class yesterday,” I
thought. “Shouldn’t this piece be part
of that course?” In the following year,
I incorporated recorder playing into
my music history classes. “Experience
first, then intellectualize,” Orff ad-
vised. Adhering to this philosophy, the
first part of each class is spent playing
recorders, often adding hand drums,
finger cymbals, and other percussion
instruments as well.

As music majors at the sophomore
level, the students in this class are
musically literate, and most have had
previous experience with the recorder.
However, a review of fingerings,
breathing, tonguing, and other aspects
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of recorder technique are an important
and necessary part of the experience. A
sixteenth century piece such as Claude
Gervaise’s Bransle uses only four notes
(G,A,B,C) and can be mastered quite
easily.! As the semester progresses,
more advanced pieces are introduced.
The repertoire is correlated with
information to be covered that day in
class whenever possible. For example,
a lecture on troubadours and trou-
veres begins with a tune from Le Feu de
Robin et Marion by Adam de la Halle?;
a lecture on the Syntagma musica of
Michael Praetorius is introduced with
his Gavotte and Gilotte.’ On the day that
William Byrd is discussed, class begins
with his lively dance, La volta.*

At the conclusion of the semester,
the music education majors who are
enrolled in the course have played
a wealth of literature from the me-
dieval and Renaissance periods, and
are prepared for continued recorder
experience in the Elementary General
Music Methods course during their
junior year. It is imperative for pre-
service teachers at our colleges and
universities to clearly understand that
the recorder is not merely a “pre-band”
instrument for young children. As Eve
O’Kelly states, “It is difficult to think
of another instrument where expecta-
tions of the child are in general so low.
The recorder tends to be dismissed as
a toy or condemned as noisy, shrill, and
unmusical ... The recorder has become
labeled as ‘easy’, suitable for introduc-
ing children to music, and therefore
somehow not ‘a real instrument’.”” In
Focus on the Future: Involving College
Students in Orff Schulwerk, Julie Scott
writes: “Results of research show that
college experiences can impact the
beliefs of pre-service teachers, and
because one of AOSA’s mission state-
ment objectives is ‘to demonstrate the

value of Orff Schulwerk and promote
its widespread use,” the seeds for Orff
Schulwerk teaching should be planted
at the collegiate level.”

Throughout the course, it is empha-
sized that the recorder has an impres-
sive history that extends back through
five centuries. For example, the oldest
recorder still in existence was discov-
ered in the moat of a fortified house
in Dordrecht, Holland, which was
occupied from 1335 to 1418.7 Henry
VIII owned seventy-six recorders, and
Louis XIV employed recorder players
as well as recorder makers.® During the
Baroque era, virtuosic sonatas for the
recorder were composed by J. S. Bach,
Telemann, Handel, and Vivaldi.

The recorder was originally in-
cluded as part of Orff Schulwerk at the
suggestion of ethnomusicologist Curt
Sachs, who observed, “Then you will
have what you most need, a melody in-
strument to your percussion, a pipe to
your drum.” At first, no one involved
with Orff Schulwerk knew how to play
this instrument. With typical resource-
fulness, Gunild Keetman declared,
“Give me a recorder, and I will find out
how it works.”!? As described in the
AOSA Guidelines for the Recorder,
“In doing so, she made the recorder
her own, and there was a melodic
voice added to Orff Schulwerk that has
become an integral part of the philoso-
phy and its process.”! The Guidelines
remind us that “the recorder can be
a valuable introductory vehicle into
styles and repertoire that illuminate
the historical precedents of the Schul-
werk, as well as the overall repertoire
of different periods of music history,
especially the Renaissance, Baroque,
and contemporary. The instructor has
the opportunity to lead students into
this lifelong source of satisfying music
making.”!?



In addition to the recorder, the as-
pect of movement that is fundamental
to the Orff Schulwerk approach can be
integrated into a music history course
through historical folk dances. Early
English dance music can be explored
through Gunild Keetman and Minna
Ronnefeld’s publication titled Country
Dances, which includes arrangements
of tunes from John Playford’s The
English Dancing Master for two soprano
recorders, alto recorder, and percus-
sion. According to Keetman and Ron-
nefeld, the intent of this publication
was “to meet the demand for practi-
cable dance pieces in class teaching
which are not too ambitious but which
are of good quality.”"* Playford’s The
English Dancing Master is the earliest
published source of English Country
Dances, originally appearing in 1651.
It contains tunes such as “Sellenger’s
Round,” a maypole dance, which can
be traced back to 1480."

Isabel McNeill Carley, founding
member of the AOSA and longtime
editor of The Orff Echo, created two
volumes of dances that can be used
with great success in a music history
class. Renaissance Dances: For Dancers
Young and Old features dances from the
fourteenth through the sixteenth cen-

turies and includes works by Arbeau,
Attaingnant, and Susato. Medieval and
Renaissance Dances for Recorders, Dancers
and Hand Drums includes farandoles,
bransles, and pavanes as well as works
by Machaut, Arbeau, and Praetorius.
An additional source that includes
European dances from the Renaissance
is Chimes of Dunkirk, produced by the
New England Dancing Masters. The
dance for which this volume is named
originated in France and was originally
known as Le Carillon de Dunkerque;

the first chime of Dunkirk was built in
1437.5 Although the subtitle of this
volume is Great Dances for Children,

I have found that university students
enthusiastically participate in these
dances as well.

Additional aspects of medieval and
Renaissance dance can be reinforced
through recorder playing. For example,
types of dances such as the gavotte,
saltarelle, and galliard can be explained
as melodies with these titles when they
are played in class. A session devoted
to Thoinot Arbeau’s dance treatise
of 1589, Orchésographie, can include
his pavane titled Belle qui tiens ma vie,
found in the Sweer Pipes Recorder Book.'°

Also, singing can be integrated into
a music history class, providing another

opportunity for active music making.
For example, the fourteenth century
Germany melody known as In dulci
jubilo is recognizable to many univer-
sity students and can easily be sung in
class. Four-part pieces such Lo, How a
Rose E’er Blooming by Praetorius and
Adoramus Te by Palestrina can be sung
quite successfully by a class of music
majors. Madrigals such as O, Occhi
Manza Mia by Orlande de Lassus are
accessible and allow students to experi-
ence personally the compositional style
of the composer.

Given the task of teaching five cen-
turies of music history in one semes-
ter, I typically devote only a portion
of each class to active music making.
However, I do schedule one special
event halfway through the semester.
Referred to as a “Renaissance Cel-
ebration,” it is held in our recital hall.
Prior to this event, students practice
singing or playing selections from the
Renaissance in small groups (I provide
repertoire from which they can choose;
students sometimes contribute their
own selections from the Renaissance
as well). This informal event concludes
with Renaissance dances for the entire
group, followed by apple cider, cheese,
bread, grapes, and other fare reminis-
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cent of this time period. This event is
eagerly anticipated and enjoyed by the
students, and confirms what Joachim
Matthesius declared in Volume "Two
of the American Edition of Music for
Children: “The joy of active participa-
tion in a social setting lays the founda-
tion for the love of music and for the
humanizing influence that all art has
had throughout history.””

In their article, “Seven Principles
for Good Practice in Undergraduate
Education,” Chickering and Gamson
state, “Learning is not a spectator
sport. Students do not learn much
just by sitting in classes listening to
teachers, memorizing pre-packaged
assignments, and spitting out answers.
... They must make what they learn
part of themselves.”'® I believe that
anyone who is an advocate of the Orff
Schulwerk approach would agree with
this statement. As I have discovered,
incorporating recorder playing, danc-
ing, and singing into the music history
classroom results in a more valuable
and rewarding experience for univer-
sity students, and stresses the relevance
of active music making to our pre-
service teachers.
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Art Music through the Eyes of a Child

BY KATIE TRAXLER

or the purpose of this article,

I"d like to briefly describe my

understanding of the term art
music. Art music is music that comes
from professional composers unlike
folk music, which comes directly from
the common people. While art music
encompasses modern, contemporary,
and classical music traditions from
many cultures, it is most commonly
used in reference to Western classical
traditions. Art music, with its formal
structures and advanced theoretical
and technical challenges, requires a
high demand of attention and knowl-
edge from both the performer and
the listener. So, how and why do we
as educators of young children take
this “serious adult music” into our
classrooms to use in meaningful and
engaging ways?

WHY ART MUSIC?

For most of my students, my music
classroom is the only place they are
exposed to art music. At home, they
listen to whatever their parents listen to
or to whatever is playing on the street
or T'V—usually pop, rap, country, or
hip hop. While it is important for us

as educators to explore all of these
styles in our lessons, western classi-

cal music drives most of the upper
elementary through high school music
theory, composition, and performance
ensemble classes that I have seen. Our
students should, at the very least, be
able to recognize and identify art music
when they hear it. Music educators and
researchers who participated in Vision
2020: The Housewright Symposium on
the Future of Music Education agreed
that we must “take responsibility for
charting the future of music education
to insure that the best of the Western
art tradition and other musical tradi-
tions are transmitted to future genera-
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Students who have been marching to Schumann’s "Soldier's March”
freeze when the piano music stops. Student drummers who have
been playing the steady beat wait for the piano cue to begin again.

tions.”! For the past few years, I have
worked to find a comfortable balance
of using both art music and folk music
with my students throughout the dif-
ferent grade levels. It is my hope that
their experiences in my classroom will
inspire them to seek out additional op-
portunities to hear and experience art
music in their homes and community.

HOW TO INCORPORATE ART
MUSIC INTO THE CLASSROOM
Listening: It is obvious to us as teach-
ers that students’ attention spans are
dwindling. One of my biggest efforts
in class is teaching my students how
to listen. I have to train them to sit
and enjoy more than thirty seconds of
music (if I ever want to bring them to
a concert). More importantly, I want
them to develop effective listening
habits that will allow them to under-
stand and enjoy what they are hearing.
There are many wonderful listening
activities in print to help students fol-
low along to classical music. There are

listening maps accompanied by stories,
listening maps with videos, electronic
listening maps, and of course, the
simple transparency listening maps
from the older textbook series. Listen-
ing maps can help students identify
form, instrumentation, tempo and
dynamic changes, melodic direction,
harmonic analysis—anything you want
to focus on in the music. One of our
favorite things to do as a class is make
up our own maps. We call them listen-
ing scores. In small groups, students
listen to a selection of art music and
decide on the attributes of the mu-

sic that jump out at them the most:
instrumentation, a rhythmic motive, or
maybe a pattern of style changes from
pizzicato to legato. Sometimes, for
assessment purposes, I will ask them

to listen for a specific musical element
we’ve focused on in previous lessons.
They can use their imagination as far
as symbols go, but other groups should
be able to follow the score and identify
the musical elements. Some scores are



very literal, but many times students
come up with some great new shapes
and symbols. We look at each other’s
listening scores and share ideas about
the music. You can compare scores to
see what each group thought was most
important. It is very interesting and
entertaining for me to hear through
their ears for a change—and very tell-
ing about where I should go next in
my lesson. The greatest part about this
whole lesson is to observe my students
engaged in complex music—listening,
analyzing, and truly enjoying their new
musical discoveries. One additional
extension is to choose one of the scores
and create a movement piece with it.
The whole class can choreograph the
musical elements represented on the
score and enjoy the music in a whole
new way. Perform it with and without
the music; then challenge students to
create an original composition for the
same movement piece using the same
score and elements but on Orff instru-
ments.

Movement: I have a lot of fun with
my early elementary students with

movement games. One of their favorite
games is Dalcroze eurythmics quick
reaction exercises in which students
perform specific behaviors on musical
cues. These exercises “develop musi-
cal intelligence by improving response
time, instantaneously connecting

mind and body, and giving the student
a direct feel for musical gesture.”
Instead of improvising on the piano for
the game, I select short excerpts from
the piano literature books and other
repertoire that have contrasting styles,
tempos, dynamics, or keys.* We add
one new cue (piece) a week until we
have many different musical char-
acteristics represented. Schumann’s
“Soldier’s March” is great for marching
while “The Wild Horseman” is great
for skipping or galloping. Sometimes,

I will play a tune and ask the students
to decide how we should move. I also
add other little sounds—maybe a short
trill or one low sustained chord so we
can explore non-locomotor move-
ment mixed in. Another variation is to
choose one piece and have the students
perform a “tempo follow” where I

change the tempo every few phrases
and they have to show me the change
in their feet by walking the steady beat.
Of course when the music stops, we ex-
perience absolute stillness—something
I think we don’t ever enjoy enough
with our students. To play these games,
my students must be silent. I tell them
to practice speaking with their body
movement. They may tell me what
they hear only by showing me. They
don’t want to talk at all because they
are listening in anticipation for the
changes in the music. You can explore
any kind of movement if you find the
right piece for it. These little musical
movement games are a great oppor-
tunity for my students to experience
beautiful piano music from the Classi-
cal, Romantic, and Baroque eras. I have
to practice a little more, but it is worth
it to hear my students ask for more
Schumann and Chopin!

Composing: My husband is a com-
poser and performer of experimental
and electronic music. After fifteen
years of classical piano lessons, I tend
to gravitate to music that resolves from
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V to I. He does not. He is inspired
by contemporary art music, serialism,
minimalism, and the chance music of
John Cage. Over the past few years, 1
have come to appreciate this kind of
music for its unique beauty. I have been
exploring ways to share this beauty
with my students through composi-
tion. Because a lot of the contempo-
rary art music of today uses graphic
notation, it is rather easily adapted for
younger children to understand and
enjoy. After looking at some of Stuart
Smith’s scores or listening to some of
John Cage’s music, my students work
in small groups to create their own
compositions with found sounds and
use invented notation—or graphic
notation—to record their ideas. We try
to use something from the music we
have heard to inspire our own pieces.
One class used the ostinato from Clap-
ping Music (Steve Reich) to compose a
xylophone melody in ABA form. We
practiced and performed our pieces
for one another, videotaped them,
watched and made notes, revised our
pieces and notation, then gave one final
performance. The whole process is
very lengthy, but worth every minute.
Because they are using graphic nota-
tion, there is no fear of “wrong notes”
to stifle their excitement. Students walk
away knowing that they are composers
and are capable of creating new music.
History and /iteracy: One of the big-
gest hits of this school year has been
our new and improved Composer of
the Month series. One of my annual
goals last year was for my students to
speak more intelligently about music. I
wanted them to use appropriate music
vocabulary and have a basic knowledge
of music history and the most influ-
ential composers of the past several
hundred years. That isn’t too much to
ask, right? So, I thought about how to
make that happen and how to assess
these skills. I decided to choose one
composer to focus on each month of
the school year. It will eventually be

a three-year rotation, although some
select composers will appear every
year. We begin every class with a five-
minute composer lesson. We learn

a little about the composer’ life, the
time period in which they lived, and
what role they played in music history.
Then we listen to an excerpt and dis-
cuss it together. We identify the tempo,
dynamics, form, instrumentation,

and style, using vocabulary from our
music word wall. We talk about what
the composer may have been feeling
or what the purpose of the music was.
We explore one new piece each week.
Depending on how often I see them

it could be anywhere from three to six
pieces a month. During the last week
of the month, third through fifth grad-
ers write a short journal entry about
the composer and his music. They
choose their favorite piece and write
about it. This simple weekly addition
to our lessons has transformed the
way my students feel and think about
listening to music and learning about
composers. They come in begging to
know who the next composer will be.
It is great! It doesn’t take up too much
time, and it really helps my students

focus and transition into music class.
The students really connect with some
of the tragedies in the composer’s lives.
They want to know everything about
them. We have even ordered books for
the library on all of the composers for
the students to check out and are doing
research projects on them next month.

PARTING THOUGHTS

It often makes me smile to hear my
favorite playlists on random. I love the
anticipation of the first few bars of a
song—of not knowing which melody
will sing out next—Alanis Morissette’s
You Oughta Know or Tchaikovsky’s
Nutcracker Suite. As I began to revise
my first draft of this article with my
own personal soundtrack playing in the
background, I started to wonder about
the reasons certain music speaks to us.
I didn’t grow up with other musicians
in my family who shared their love of
art music, so where did this love come
from? The more I thought about it, the
more I realized that my favorite pieces
were those that I had some kind of
personal connection with—performing
the piece in high school, studying it in
college, or moving to it during a work-
shop. I felt like I owned a small part

of that piece and wanted to experience
the joy it brought me again and again.
Ultmately, I think is what drives me to
incorporate so much art music into my
teaching. I want my students to experi-
ence art music in a way that will stay
with them forever.

» 2 Katie Traxler, vice-

\S president of the AOSA New
\ York City Chapter; teaches
pre-kindergarten through
fifth-grade music at P.S. 51
Elias Howe Elementary in
New York City. She holds a master’s degree
in music from Louisiana State University.
She completed her Level I and II Orff
teacher education courses at Belmont Uni-
versity, and Level 111 at Trevor Day School
in New York City.

1 C.K. Madsen, ed., Vision 2020: The Housewright Symposium on the Future of Music Education. Reston, Virginia: Music Educator’s

National Conference, 2000.

2 Terry Boyarsky, “Dalcroze Eurhythmics and the Quick Reaction Exercises,” The Orff Echo 42, no. 2 (2009): 15-19.
3 Jane Smisor-Bastien, Piano Literature, Volumes 1-5, San Diego, CA: Neil A. Kjos Music Company.
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Musical Outreach in Mainz

BY CATHERINE RUCKWARDT

t’s seven o’clock on a Thursday

evening, and one thousand eager

children fill the auditorium of the
State Opera in Mainz, Germany. Fist-
fights, which had threatened to erupt
over the last available tickets, have
been settled by the kindly old security
guard at the box office. In contrast to a
normal symphony concert, the audi-
ence greets the entering orchestra with
enthusiastic screaming, whistling, and
stamping of feet usually befitting a rock
concert. The concertmaster cues the
oboe player for tuning up, and as if by
magic, the crowd of kids is silent. The
conductor takes her place on the po-
dium and greets the audience. The first
piece on the program is Steve Reich’s
Clapping Music. One of the percussion-
ists demonstrates and the children in
the audience, divided at first into sec-
tions and then as a whole, respond by
copying him. Tuned into the rhythm,
they fully enjoy the rendition of the
five-minute piece by the orchestra’s
percussionists.

Next, the conductor demonstrates
how a tune deprived of its rhythm may
be difficult to name, but that anyone
can identify Ravel’s Bolero simply from
the rhythm. The overture to Ros-
sini’s William 'Iéll is then performed to
further demonstrate the importance
of rhythm as an identifying factor.

To introduce the slow movement to
Beethoven’s Seventh Symphony, the
conductor has the audience speak the
main rhythm (a quarter note, two
eighths, two quarters). “Beet-ho-ven’s
Sieb-te, Beet-ho-ven’s Sieb-te” echoes
through the hall. These children will
remember the name of the piece when-
ever they encounter it later in life. The
Beethoven is followed by selections
from Mendelssohn’s Italian Symphony
and Honegger’s Pacific 231. An excerpt
from Mozart’s Don Giovanni illustrates

the use of polyrhythms in the party
scene in which each social caste is
described by its own rhythm: a minuet,
a German dance, and a rural dance lay-
ered over one another in a truly unique
display of metric textures.

The final numbers are excerpts from
Wagner’s Das Rbeingold. In preparation,
grips from the stage crew have spread
large rails of scrap metal along the
front of the stage. Thirty children are
chosen from the audience to assist in
playing the parts originally written for
a dozen anvils. They rehearse briefly,
pounding the metal bars with thirty
hammers acquired from a local hard-
ware store and sold by a puzzled sales
clerk, to learn the three different per-
cussion rhythms required. The orches-
tra launches into the interlude, and the
young helpers throw themselves into
an enthusiastic, if not precise, version
of the Nibelungs’ hammering. The
concert concludes, naturally, with the
Ride of the Valkyries. The audience roars
its approval, demanding encores until
the conductor persuades the elated
crowd to go home by announcing the
next concert, due in six weeks.

"This description of one of our
programs, titled Iz Anfang war der
Rhbythmus (“In the Beginning There
Was Rhythm”), serves to illustrate
the outreach program I developed
in Mainz, Germany. These Young
People’s Concerts are the heart of the
Mainz orchestra’s work for children
and adolescents. They offer an oppor-
tunity not only to present the world’s
greatest musical literature but also to
lay the groundwork for understand-
ing structures and principles of this art
form.

Both my parents were professional
musicians. I grew up watching them
rehearse and perform in the great
European opera houses. At home, my

father would spontaneously sit down
at the piano with me and show me a
particularly interesting bit of music—
the opening of the opera Billy Budd, for
instance, where the bitonality of the
violins reflects Captain Vere’s inability
to make up his mind, or the splendid
use of only two repeated chords to
open the coronation scene in Boris Go-
dunov. I now know that these musical
experiences served as catalysts for the
rewiring that takes place in the pu-
bescent brain. Listening to music and
processing it helps young people deal
with the emotional chaos that accom-
panies puberty. For these reasons, and
thanks to my own personal adolescent
experiences, I was compelled to share
the wonderful world of art music with
the youth of my community. The
outreach program of my orchestra, the
Philharmonic State Orchestra Mainz,
evolved to introduce young people to
that world.

Developing the outreach program
required overcoming certain reserva-
tions by some of the orchestral musi-
cians, carving out time for additional
duties, convincing publishers to reduce
their fees, acquiring sponsors, and
obtaining letters of recommendation
from local politicians. However, as
the number of Young People’s Con-
certs multiplied and Orchester Mobil (a
program whereby the entire orchestra
travels to young audiences) reached
more than 10,000 children who had
never before heard a live orchestra,
opposition faded. The many thank-you
notes printed in crayon and studded
with glitter-glued renditions of violins
or clarinets also helped defeat any
remnant of resistance among the musi-
cians.

Traditionally, a German orchestra

musician’s duty involves, quoting the
standard contract or TVK (Tarifver-
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trag fiir Kulturorchester), “participation
in rehearsals and performances,” and
these obligations remain the core of

a musician’s work. However, political
and sociocultural developments have
triggered a movement toward outreach
programs for young audiences. For to-
day’s member of the Mainz orchestra,
the day may begin with a long bus ride
to play Prokofiev’s Peter and the Wolf
in a rural grammar school, complete
with a question-and-answer session

for 300 children who are experiencing
a live orchestra performance for the
first time ever; greeting a kindergar-
ten group and giving the children an
introduction to the rehearsal they are
about to attend; delivering materials
and information packets to a delegation
of teachers; choosing which work of art
by a class of third graders should grace
the flier for the next Young People’s
Concert; or working in committees
specifically created to analyze current
projects and monitor development.
Orchestral conductors, managers, and
musicians work closely together to
make music available and attractive to
young audiences, whose parents belong
to a generation partially lost to art
music. Historical context can help to
illustrate this detrimental loss.

The political movements of the late
1960s, culminating in riots by univer-
sity students in 1968, drastically altered
the framework of post-war German
culture. Anti-establishment efforts,
necessary or valid though they might
have appeared at the time, succeeded
in effectively changing the general
mindset from one that regarded art
music and theatre as part of the texture
of society to one that suspiciously
viewed these cultural elements as
having enabled the catastrophe of the
Third Reich. Young teachers, eager to
replace the ideas and philosophies of
their predecessors (some of whom had
been teaching since before World War
II) went so far as to scorn folk songs as
part of totalitarian history. Technology
advanced in the 1970s and 1980s and
science was emphasized in schools, but
support for music education, with its
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ambivalent emotional possibilities for
misuse, swiftly deteriorated.

The result, especially in West Ger-
many, was dramatic. A large percent-
age of an entire generation does not
attend concerts or opera performances.
Senior citizens make up the majority of
subscription holders, while the bracket
of thirty- to-sixty-year olds is vastly
underrepresented. Unfortunately, this
younger group, which has little affin-
ity for art music, has been voted into
public office where fiscal decisions to
support the great cultural institutions
are made. Although the positive effects
of music education in schools become
ever more apparent, the disparity
grows between declared political intent
and actual financial and administrative
support. Even the Berlin Philharmonic
Orchestra is not immune to this lack of
support.

In 2007, Simon Rattle, chief con-
ductor of the Berlin Philharmonic
Orchestra, made an inspired effort
titled Rbythm Is It! that involved chil-
dren from schools in underprivileged
neighborhoods. It was successful both
with the participants and the media
but it may have been a one-time shot.
Nonetheless, many orchestras in other
cities took their cue from this project
and were able to convince politicians
and sponsors of the merit of such
endeavors.

Music teachers in today’s Germany
enthusiastically embrace the efforts
by orchestras that offer outreach
programs. The Philharmonic State
Orchestra Mainz has established
excellent contact with a great number
of grammar schools and nursery/pre-
schools. Once or twice a week classes
from city schools visit during regular
rehearsal hours. The children arrive
an hour before the rehearsal to hear
an introduction to the current musical
project by the conductor or one of the
musicians. They also receive a note for
their parents with information about
the visit and the opportunities that our
orchestra offers young listeners.

Once the children have visited the
orchestra in rehearsal and have pos-

sibly gone to one of the Children’s
and Young People’s Concerts, the next
logical step is active participation.

One of our most successful ventures
involves children participating in actual
rehearsals and concerts alongside their
professional counterparts. We offer
workshops during school holidays
several times a year, during which

the young musicians are prepared

in sections for a regular orchestral
rehearsal. The programs rehearsed in
these workshops are not specifically
geared to children, but rather are part
of our standard repertoire. In the past,
children in our workshops have worked
on literature including Mozart’s Magic
Flute, Schubert’s Unfinished Symphony,
Strauss Waltzes and Die Fledermaus,
and Beethoven’s Fifth Symphony.
Participants are recruited from the
audiences of our Young People’s Con-
certs, many of whom subscribe to our
monthly Internet newsletter.

Music is magic. Music works at the
conscious and subconscious levels, tap-
ping into the amygdala, the very core
of our emotions in the brain. Music not
only can make you feel good—it can
make you feel. Music has the power to
transform people, to enable them to go
home after a performance a changed
person. As the youth leave the theater
after a Young People’s Concert, they
sing and whistle. It is unlikely that they
will smash store windows or vandalize
a car tonight. The players of the Phil-
harmonic State Orchestra Mainz pack
up their instruments in high spirits
with the knowledge that they are mak-
ing a difference.

Catherine Riickwardt is
general music director and
manager of the Philbar-
monisches Staatsorchester
in Mainz, Germany. She
bhas beld positions as resident
conductor at the Bremen and Frankfurt
opera companies and is best known for
ber wide-ranging operatic and symphonic
repertoire as well as an extensive musical
outreach program for children.



The Temenos

BY LAURA COOK

“Music is the essence of order and lends itself
to all that is good, just, and beautiful.”
- Plato

of beauty, justice, and order are
naturally embedded in music, then
how can we, as music educators, use
art music with all its complexities, to
impart these truths to our students?
Enter the temenos, the magic circle,
“where special rules apply and where
extraordinary events are free to oc-
cur.”! Orff educators love circles! We
already know how magical it is when
beautifully planned and wonderfully
serendipitous musical experiences
justly occur for all of our students.
"To a Paideia educator, the Paideia
seminar is the temenos, the magic
circle. It is in this circle where we
actively dialogue with and respond to
a given text. The “magic” occurs as
participants engage in dialogue using
higher conceptual thought processes
via a formally written seminar plan.

I f Plato is claiming that the ideas

PAIDEIA

Paideia (py-dee-a) from Greek, pais, paid-
os: The upbringing of a child. (Related to
pedagogy and pediatrics.) In an extended
sense, the equivalent of Latin humanitas
(from “the humanities”), signifying the
general learning that should be the pos-
session of all human beings.?

Music is one of the gifts in life thatall
human beings possess. Everyone should
have an intelligent possession of music,
especially through art music. Hence, the
addition of the Paideia seminar in the
music classroom (which allows for intelli-
gent thought and dialogue about music),
is for everyone, not just musicians.

ORFF AND PAIDEIA
Much like Orff pedagogy, Paideia is
both a philosophy and pedagogy. The

Children are getting ready for the Paideia lesson.

Combining Paideia
and Orff is natural
and beneficial for
introducing anad
teaching art music.

foundations of teaching and learn-

ing proceed from a three-column
model: the first column utilizes didactic
teaching, the second column produces
the skills for learning, and the third
column objectives focus on intellectual
and social development via the Paideia
seminar. The third column is the focus
of this article. According to author
Mortimer J. Adler, “the mode of learn-
ing in column three engages the mind
in the study of individual works of
merit, whether literary or otherwise;
accompanied by a discussion of the
ideas, the values and the forms embod-
ied in such products of human art.”

Combining Paideia and Orff is
natural and beneficial for introducing
and teaching art music: it enhances
critical listening skills, improves higher
order thinking, and enables students to
improve social skills (listening, speak-
ing, thinking, agreeing, disagreeing,
defending, rationalizing, and changing
perspectives). In addition, understand-
ing of the elements of music is rein-
forced and the use of music vocabulary
is encouraged.

ART MUSIC

For inexperienced listeners, art music
can seem overwhelmingly complex
and listening to it can be difficult.

In our culture, words are extremely
powerful. Thus, music with lyrics
tends to be more popular. In general,
people avoid orchestral art music
simply because they don’t understand
what to listen for in the music. They
are uncomfortable discussing it due to
their lack of knowledge and under-
standing of basic music elements and
terminology.
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Art music is extremely conducive for

use in the seminar circle. The Socratic
seminar fosters a greater appreciation
for art music because it compels stu-
dents to think, visualize, and dialogue
about a text with no words. Students
can concentrate purely on the music
when words do not “get in the way.”
When the music teacher deliberately
helps students to focus their listening
skills by using graphic organizers and
reinforcing music terminology, then
the listener is aware of what is occur-
ring in the music, becomes educated
about the music, thinks about what he
or she is hearing, is able to discuss the
piece using specific musical vocabulary,
and can ponder how and why the com-
poser made the choices he or she did
when composing. When a student feels
empowered with a musical knowledge
base, they are much more likely to
engage in a discussion.

"This last progression leads to active,
engaging dialogue within the semi-
nar circle. Ultimately, after students
engage in focused listening activities,
conceptual thought about the ideas and
values in the music can be discussed

further.

IDEAS AND VALUES

An idea is a thought, mental image, or
notion. A value is an idea that is desir-
able or worthy for its own sake. Mor-
timer Adler’ list of one-hundred and
three “Great Ideas” was derived while
indexing The Great Books of the Western
World and these ideas and values are
what Paideia educators use when plan-
ning seminars and to drive the seminar
discussion.* When a piece of art music
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is used for a seminar, not only are the
musical elements vital to an intellectual
discussion but so are the ideas and val-
ues embedded in the piece. To ensure
success, the Paideia seminar requires
careful and deliberate planning.

THE PAIDEIA SEMINAR
The Paideia seminar is a collaborative

intellectual dialogue facilitated with
open-ended questions about a text. Its
purpose is to improve an individual’s
ability to explain and manipulate com-
plex systems. And art music is definite-
ly a complex system! The objectives of
a Paideia seminar include intellectual
and social development (thinking and
communicating). The Paideia seminar
follows a cycle: pre-seminar, seminar,
and post-seminar.’ It is during the pre-
seminar and post-seminar when Orff
lessons are used to prepare students
for seminar, or to provide an activity to
check for understanding, respectively.

PRE-SEMINAR

Pre-seminar activities are designed

to help seminar participants prepare

to discuss the text. An objective for a
pre-seminar activity for lower grade
students listening to the “Ballet of

the Unhatched Chicks” (Pictures at an
Exhibition by Mussorgksy) is two-

fold: teaching rhythm (long/short),
tempo (fast/slow), form and timbre,
and discussing the ideas and values of
animal, desire, experience, life, death,
and perseverance. Here, white papers
and markers are given to students to
demonstrate short sounds (dots) and
long sounds (lines) randomly. They
listen again demonstrating the sounds
within seven pre-determined shapes
representing the form of the piece
(triangle=dots, rectangle=lines, and a
circle). In the circle, they are instructed
to make a different style line. After the
second hearing, students are instructed
to look at pictures of instruments and
decide which ones they hear during the
final listening example. Consequently,
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ey
post-seminar activity.

students who have actively listened to a
piece of music three times with distinct
listening foci are better prepared to
dialogue with others about it.

In addition to planning activities to
prepare students for seminar, a process
of fostering social skills is also crucial
to a successful seminar. The “process”
for assisting students in their social
development is accomplished by lay-
ing seminar ground rules, verbalizing
participant and facilitator roles and
responsibilities, and setting both group
and personal communication goals.
The success of a seminar will be con-
tingent on students reviewing all of the
above every time a seminar is planned.

SEMINAR
The crux and liveliness of a seminar is
derived from the questions the facili-
tator asks the participants. There are
three types of questions: opening, core,
and closing. The opening question
identifies the main ideas from the text.
It should be a broad question that all
participants are able to answer. The
core questions help participants focus
and analyze the textual details. The last
question is a closing question in which
the participant is able to personalize
and apply the textual ideas.®

Seminar questions that facilitate a
discussion about “Ballet of the Un-

Children participate in the “Ballet of the Unhatched Chicks”

hatched Chicks” would reflect the
musical elements that students focused
on in the pre-seminar activities and
the ideas and values embedded in the
piece. For example (initially, the title is
not revealed):

Opening: What is the most important
part of the music (rhythm, form or
timbre)? Why? Note: with kindergart-
ners and first graders, use appropriate
language (long/short, fast/slow, pat-
tern, or the instruments).

Core: What animal does this music
represent? Why?

Core: What kind of experience is this
animal having? How do you know?
(At this point reveal the title of the
piece and ask students to listen again.)
Core: What part of the music sounds
most like the chick? Why?

Core: What if the composer chose to
use different instruments?

Closing: Has there ever been a time
when you had to try really hard to

do something that you wanted to do?
Explain.

POST-SEMINAR

The post-seminar begins with a review
of the communication goals that were
set at the beginning of the seminar.
New goals are set for the next semi-

nar. All seminars are followed by an
activity which helps to reinforce and
demonstrate student understanding of
the musical elements and ideas. Here is
where an Orff-based lesson is appro-
priate. In the case of the “Ballet of the
Unhatched Chicks,” students are asked
to lie on the floor with a scarf over
their faces. Using their two pointer
fingers as a “beak,” they move like a
chick in the egg trying to break out.
They must demonstrate the rhythm,
form, and tempo of the piece with their
“beak” movements. At the end of the
piece they throw the scarves off their
faces and break out!

REPERCUSSIONS

Stephen Nachmanovitch states that in
the temenos, “We start at the edge and
work our way round and round into
the center. We may re-read the book
or re-hear the music months later and
find newer, more integrative mean-
ings.”” Similarly, in the seminar circle,
students engage in dialogue with the
music and each other “working their
way” to discovering and learning as-
pects of art music they hadn’t consid-
ered before. They’re listening! They’re
thinking! They’re making judgments
and evaluating! In essence, you are giv-
ing students the tools needed to have
an educated awareness of art music.
And, these skills will recur in other
areas of their lives.

ADDITIONAL MUSIC SEMINARS
Music seminars that I have used with
students of all ages include a wide
range of pieces from Bach, Beethoven,
and Mozart to Copeland, Holst, Ros-
sini, and Kodaily, Saint-Saéns, Kha-
chaturian, Grieg, Berlioz, and Grofe.
Upper grade students love to listen to
“Mars, The Bringer of War” (The Plan-
ets by Holst). Pre-seminar activities in-
clude study of the planets and students
using a graphic organizer to listen for
rhythm, meter, tempo, and timbre.
Seminar questions are based around
the ideas and values of astronomy,
infinity, power, science, and space. The
post-seminar activity requires students
to create a piece of music using Orff
instruments and unpitched percussion
to represent the planet Venus.
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Another favorite among upper
grade students is Beethoven’s Sixth
Symphony (fourth movement, “The
Storm”). The graphic organizer used is
the score itself! Students learn how to
read a score and practice following it
while listening. They focus on melody,
rhythm, and timbre. Additional pre-
seminar activities include students
reading Thomas Locker’s books Cloud
Dance and Water Dance. 1deas and
values discussed in seminar are beauty,
element, emotion, nature, and power.
The post-seminar activity requires stu-
dents to create a storm scene with the
deliberate choice for a barred instru-
ment to drive the storm as Beethoven
did with the cellos and basses.

The combination of the musical and
visual arts in a Paideia seminar is truly
stimulating. As with music, it is neces-
sary for the teacher to prepare students
with proper terminology when discuss-
ing art. The elements of art and prin-
ciples of design are vital to an intelligent
discussion of art. When students are

properly prepared, a vivacious seminar
discussion ensues. One of my favor-
ites is a seminar combining Picasso’s
Guernica and Mozart’s Requiem. The
extraordinary facet to this particular
seminar is that the seminar takes on
two completely different dimensions
depending on whether the Lacrymosa
accompanies the print or if the Dies
Irae is played. Students must engage in
pre-seminar activities that give them a
knowledge base of Picasso, his cubism
period, and the events in history that
occurred at Guernica. Also, they must
listen to the music with a focus on
dynamics, tonality, and vocal timbre.
Ideas and values discussed in the semi-
nar include the following: beauty, com-
passion, emotion, experience, life and
death, memory, imagination, time, war,
and peace. The post-seminar activity
that has accompanied this seminar is
the students’ reproduction of Guernica
at its original size!

As Orff educators, we know how
crucial it is to our students’ human-

ness when magical musical experiences
occur in the classroom. It is equally
crucial to our humanness to continue
to be lifelong learners. The Paideia
philosophy and methodology serve that
purpose for me. It is exhilarating to be
an Orff educator and a Paideia educa-
tor because I am always creating; I am
always thinking—and creating is neces-

sary to leading a full life.

Laura Cook is an elemen-
tary general music teacher
(K=5) in Concord, North
Carolina. She is a national
Paideia faculty member
providing Paideia train-
ing to educators across the country (www.
paideia.org). She completed Orff Level I
and I teacher education courses in North
Carolina and South Carolina, respectively.
She received ber BM in viola performance
with teacher certification from the Aaron
Copland School, Queens College, CUNY.
Her teaching experiences include elemen-
tary band and orchestra, middle and bigh
school band, marching band, and color-
guard. She also plays violin in ber church.
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BY KATHERINE HICKEY

pon listening to a movement of

Vivaldi’s Four Seasons, the third

grader blurted out, “Oooh,
that’s opera, I hate opera.” As a music
educator, I was horrified. How do we
guide students to “turn on” to the clas-
sical music we know and love? How do
we cultivate their interest and respect
of art music, music from other cul-
tures, and new music? Don’t they hear
what I hear?

Listening to music is an impor-
tant step on the continuum of music
literacy. Music learners engage in sing-
ing and playing instruments, reading,
writing, improvising, creating, describ-
ing, and critiquing music. The ability
to listen, describe, and judge music are
included in National Standards for Arts
and in state and local school standards.
Listening to music interactively offers
opportunities to combine the cognitive
and analytical aspect of music learning,
kinesthetic learning, and the emotional
or affective aspect of music. With lim-
ited time given to music and the arts,
how do we most effectively incorporate
this important activity into our music
curricula?

The listening examples and activi-
ties are based on a Kodaly-Addam music
education approach as developed by
the late American-Hungarian peda-
gogue Katinka Ddniel, which empha-
sizes a sequence of teaching music
elements through singing as a path to
interactive music listening. Students
actively find the beat, find the meter
and conduct, identify the I or V chord,
sing softly on thematic materials or
chordal accompaniments, and sing
intervals or sequences while listening
to music.

Beat/pulse can be performed or
articulated at any age with any music.
Always include fast and slow tempos
and rubato to develop listening skills;

incorporate movement or bodily
expression of the beat. Students can
be creative about articulating the beat.
Present music with steady and clear
pulse so students will not be con-
fused—listen for this critically as you
prepare music for your lesson. Beat/
pulse is an element that is taught once
but needs continual reinforcement at
all ages.

Meter/upbeat can be taught from
second grade to adult using any music
that has a clearly defined meter. In
the Kodaly approach, the sequential
introduction of meters progresses
from 2/4, 4/4, 3/4, 2/2, 3/8, 6/8, to
other compound, changing, and asym-
metrical meters. Guide students to
find meter in a piece of music in the
following manner: find the beat, find
the strong beat, count the strong and
weak beats in the repeated patterns,
and conduct the meter along with the
listening example. Teach two-handed
conducting patterns; students can use
their dominant hand to conduct when
they are comfortable with the patterns.
"Teach pickup (anacrusis) beat by dis-
covering the position of accented beat,
conducting, and counting ahead on the
conducting pattern before the pickup.

Marches, Baroque dance suite
movements, ballet dance suites, and
other kinds of dances are excellent ex-
amples for steady pulse, simple meters,
with and without pickup beats—listen
carefully to the clarity of the meter
before presenting. Specific selections
for listening include Handel’s Water
Music and Music for the Royal Fireworks;
"Tchaikovsky’s The Nutcracker and Swan
Lake. Minuets, sarabandes, valses,
landlers, bourees, and other dances are
in 3/4 time, with and without pickup
beats.

Meter in 6/8 time, compound duple,
is conducted in 2 and 6, depending on

the tempo. A fast tempo river song such
as “Row, Row, Row Your Boat” feels
best when conducted in 2, whereas a
lullaby is slow and feels better when
conducted in 6. Recommended litera-
ture should include great classical music
such as Beethoven’s Pastorale Symphony
No. 6, movement II; Violin Concerto in
D Major, movement IIT; Smetana’s The
Mouldau; Sousa’s Semper Fidelis; Grieg’s
Peer Gynt Suite No. 1, “Morning;” and
Mozart’s Piano Sonata in A Major,
theme. Many multicultural dances are
in 6/8 time, such as tarantella, sicilian,
aragonaise, and gigues. Boat songs,
pastorales, and lullabies are also nearly
always in compound duple meter.

For other compound changing,
asymmetrical meters, suggested lit-
erature includes Bartok’s For Children
#XIV, # XXXVII; P. Desmond’s Take
Five in 5/4 time; Mendelssohn’s Fourth
Italian Symphony 12/8; Debussy’s Clair
de lune 9/8; Britten, Stravinsky, Reich,
Bernstein, and other twentieth and
twenty-first century composers.

Debussy’s Prelude to the Afternoon of
a Faun can be used after extensive beat/
pulse/meter reinforcement; it is very
difficult to find any kind of beat or me-
ter, leading to an interesting conversa-
tion. Relate the sound of the music to
Impressionist art.

Rhbythms should be discovered by
listening or with preparation. Quietly
tap or tap and speak rhythms as the
music is being listened to. Instruments
can be used as long as the music is not
intruded upon.

A wealth of art music has simple
rhythms for listening and derivation,
such as Beethoven’s Sonatina in G;
Symphony No. 7, movement III, largo;
and Saint-Saéns’s Danse Macabre, which
is ideal for Halloween. Much Baroque
and classical music has clear examples
of simple rhythms; use all genres.
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Syncopation is a great rhythm for
third grade. Students who can perform,
derive, and read simple rhythms and
meters can master syncopation, and
it opens up a wealth of song materi-
als and spirituals. In the Kodaly-Adim
sequence, the 2-beat syncopa is the
“baseline” rhythm that can be dimin-
ished (short-long-short on 1 beat, “I've
Got a Robe”), augmented (quarter-half-
quarter, short-long-short on 4 beats,
“Swing Low, Sweet Chariot”), hid-
den, extended (add a leg to the 2-beat
rhythm, Boccherini Minuet). When
listening, articulate, speak, and tap the
rhythm, or tap only the syncopation.

A prominent, repeated syncopation is
found in Vivaldi’s Concerto in F for
two horns and String Orchestra, R.
538. Consider also Schumann’s The
Knight of the Rocking Horse, Anna Mag-
dalena pieces, “March in D Major,”
Stravinsky’s Firebird Suite, Theme 2
(AM 5-2), Boccherini’s “Minuet” from
String Quintet No. 1, E Major, Op. 13,

No. 5 [Bobby McFerrin’s Paper Musicl;
Gliere’s Russian Sailor’s Dance [AM 6-2],
MacDowell’s Sea Pieces (for piano).*

Dotted notes are usually the two-beat
unit of dotted quarter followed by an
eighth note, which can also be dimin-
ished (dotted eighth plus sixteenth) or
augmented (dotted half plus quarter).
Speak and tap the rhythm to music,
and tap only dotted rhythms. Listen
to Copland’s The Red Pomny Suite [AM
3-1]; Corelli’s “Sarabande” [AM 6-2]
slow, 3/4 time; Gottchalk’s Cakewalk
[AM 5-1], fast tempo; Liszt’s Hungarian
Fuantasy, and many more.

Sixteenth notes and patterns re-
lated to 4 sixteenth notes should be
articulated precisely by tapping and
speaking, or tapping only—rather
than clapping. Suggested repertoire
includes Mozart’s Sonata in A Major,
“Turkish March”; Beethoven’s Rondo
“Lost Penny”; Boccherini’s Minuet;
Kodaly’s Hdry Finos Suite, “Entrance
of the Emperor and His Court” and

* Note: [AM] that appears in various section of this article refers to “Adventures in Music,”
the RCA record series edited by Gladys Tipton. Refer to the kennedy-center.org/NSO

discography archives.
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“Viennese Musical Clock”; Bach’s
Little Fugue in G Minor [AM 6-1],
Brandenburg Concertos; and Rossini’s
William Iell Overture, “Fanfare” [AM
3-1]. Most Baroque works have lots of
sixteenth notes.

Triplets can be articulated or spoken
as “triple ti” or with other syllables
or words. When listening for triplets,
tap and softly speak the rhythm of the
music or tap only triplets. A clear ex-
ample for introducing triplets aurally
is the “Triumphal March” from Aida
by Verdi. Students can sing along with
the melody while speaking the rhythm
and conducting. Other suggested
repertoire includes Dvorak’s Sym-
phony No. 9 “From the New World,”
movements I, IT; Tchaikovsky’s The
Nutcracker, “March;” and Sondheim’s
“Send in the Clowns.”

Diminished triplet, the triplet with
sixteenth notes, can be introduced
aurally with Ravel’s Bolero. Introduce
the sixteenth note triplet by aurally
deriving the rhythm of the ostinato
in the percussion, put into a simple
three meter with beats, accents, and
conducting, thereby framing the need
to diminish the triplet rhythm from
eighth to sixteenth notes.

Listening for melodic elements
in music involves a variety of focal
points. Students can listen for and sing
intervals, melodic patterns, themes,
chords, and scales. Choose music with
prominent, distinctive intervals, such as
Prokofiev’s Classical Symphony (octaves),
or Beethoven’s Symphony No. 5, open-
ing theme.

Identifying and singing tonalities
and scales is very efficient with the use
of movable do solfege. The melody or
scale can be prepared by rote or read-
ing before the listening to “warm up”
the listener. Whenever possible, derive
the solfa, singing softly with hand signs
while listening.

Good examples of pentatone scales
used in classical music include the
following: Victor Herbert’s Natoma
“Dagger Dance” [AM] /z pentatone;
Douglas Moore’s P. T. Barnum, “Cradle
Song” la pentatone; Ravel’s Mozher
Goose Suite, movement 111 [AM] 7zi
pentatone; Moussorgsky’s Pictures at an
Exbhibition, “Promenade” so pentatone;



Debussy’s Children’s Corner, “Jimbo’s
Lullaby” re pentatone; Copland’s Billy
the Kid [AM] “Goodbye, Old Paint” do
pentatone; Dvorak’s Symphony No. 9,
New World, movement II, first section,
do pentatone.

Major and minor pieces abound:
choose the clearest, most valuable
examples for listening. Choose the
listening focus based on the piece.

Modal scales can be taught from
reading and listening to sixth graders
to adults. To discover the Dorian mode
(after grounding in major and minor
scales), read folksongs “Greensleeves”
and “Lovely Joan” in solfa; listen
to Vaughn-Williams’s Fantasia on
Greensleeves while singing softly in
solfa. Discover that the ABA form is
“Lovely Joan” as the B section; feel and
enjoy the modal quality of the music
while singing softly with the music.
Write out the solfa syllables on the
music, if necessary. Phrygian mode can
likewise be introduced from reading
and listening using another Vaughn
Williams composition, Fantasia on a
Theme of Thomas lallis. Read and derive
solfa from notation of the theme; listen
and sing softly with the recording. The
recording is lengthy—Ilisten to the
first part only. Mixlydian mode can be
introduced from many spirituals and
Gershwin’s Porgy and Bess.

Harmonic elements are easily sung
with solfege and can be readily iden-
tified in listening if there have been
classroom experiences of adding chords
to known songs. Raise hands (or pro-
vide some signal) for chord changes;
indicate I and V chords with finger
numbers while listening. The all-time
best example for chords is Haydn’s
Surprise Symphony. It is the clearest I,
V chord illustration possible (d d 2 m
ssmffrrtt,s). Major and minor
harmonies are clearest in classic era
music. Play music used previously for
other elements to add another layer of
literacy (spiral curriculum, anyone?). A
few examples include Handel’s Mu-
sic for the Royal Fireworks, Minuet II,
Bouree [AM]; Rossini’s William Tell
Overture; Mozart’s Eine Kleine Nacht-
musik [AM]; R. Strauss’s Der Rosenka-
valier Suite [AM]; Lully’s Ballet Suite,

“Marche” [AM], use later for rondo
form; Brahms’s Piano Concerto No.
2 in B-flat Major, Op. 83, opening;
"Tchaikovsky’s Symphony No. 4, IV
movement [AM] “Little Birch Tree”
minor; Gould’s American Salute [AM]
“When Johnny Comes Marching
Home”; and Smetana’s Moldau.

Modulation occurs in classic and ear-
ly Romantic era music simply enough
for students to sing thematic materials
and recognize the key change. Derive
solfa as preparation of a theme, or
while listening or reading; change the
solfa to match the new key area. Haydn
pieces and Schubert art song provide
clear examples (e.g., Heidenroslein and
Die Forelle. Themes may be taught in
solfa by rote if necessary or sung with
absolute pitches.

When listening for form, the most
basic structure is question-answer or aa’,
ab. The teacher must decide upon the
extent of the preparation for listen-
ing concepts, especially if the students
are not good readers. Again, melodies
can be taught by rote in solfege to
facilitate the sound and memory (e.g.,
Beethoven’s Symphony No. 9, IV
movement, choral theme and Violin
Concerto in D Major, movements
I, IIT; Haydn’s Symphony No. 104,
“London,” theme; and Handel 7udas
Maccabeus (children’s chorus).

A two-part song form is two ques-
tion-answers forming a classical period.
"This form is found in Schubert’s art
songs, classic era sonatinas, and sonatas
and the Anna Magdalena Bach pieces.

For ABA and ternary forms, Ba-
roque and classic minuets are excellent
examples. Schumann’s piano pieces
(e.g., Melodie, Op. 68, No. 1) and oth-
ers have a wealth of form and other
elements to focus on during listening.

Theme and variations can be
presented to primary ages with the
analogy of a person (theme) with
many changes of clothes (variations).
An excellent introductory selection
is Mozart’s “Ah vous dirai-je” theme
and twelve variations. Students derive
solfa melody and sing softly with hand
signs while listening. Describe how
Mozart changes each variation (i.e., left

hand has the melody, triplet rhythms,

minor mode, etc.) Some other choices
are Handel’s Suite V: Air with Varia-
tions, “Harmonious Blacksmith”;
Schubert’s Die Forellen Piano Quintet;
and Brahms’s Variations on a Theme

by Haydn. All of these examples have
easily learnable melodies and can make
the listening experience personal and
interactive.

For rondo form, identify recurring
and new themes of the form. There are
many examples of rondos in classical
and romantic literature.

Texture and timbre are intertwined
with all other listenings and there are
numerous guides to instrument and
timbre listening. Britten’s Young Per-
son’s Guide to the Orchestra is the perfect
example, though lengthy. Discuss
textures with the period music and
relate to art, architecture, history (e.g.,
Gregorian chant, Baroque music, early
classical music, impressionism, expres-
sionism, etc.). All music has texture and
timbre; build music vocabulary with
your listening.

Introduce your students to the
vast world of art music, music that
has endured the test of time because
of the quality and artistry involved in
the music. Get students interactively
involved in the music—by articulating
beat and rhythm, conducting, singing
thematic materials, identifying chords,
and analyzing other elements of music.
Focus on the elements of the music.
Students will love the music when they
can discover, understand, and partici-
pate in the music.

Katherine Hickey is an
) experienced music educator
8 specializing in elementary
music education, Kodily
approach pedagogy, and

: L curricula for music literacy
skills for all levels. Her bachelor's and
master's degrees in piano performance were
completed at California State Universities
at Los Angeles and Long Beach and at the
Franz Liszt Academy of Music in Buda-
pest, Hungary. She earned a doctorate of
musical arts in music education from the
University of Southern California with
honors.
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The Rest Is Noise:

Listening to the Twentieth Century

By Alex Ross
Picador, 2008

“ rt is not a mirror. Artis a
hammer.” This is one of my
favorite quotes, though its

origin is unclear. Many sources credit
German poet and playwright Bertolt
Brecht with a version of the quote,
while others attribute it to Russian
futurist Vladimir Mayakovsky, or even
to an anonymous scrawl on a white-
board at the Massachusetts Institute of
Technology (MIT).

Its meaning may be equally am-
biguous. Is art a hammer with which
to build new realities and ideas? Or
is it a tool with which to smash exist-
ing perceptions? For centuries, master
artists have done both—bending and
breaking rules to craft new visions of
reality. Works that adhere unswerv-
ingly to accepted norms, and unques-
tioningly reflect the prevailing world
view, at best rise to the level of craft;
at their worst, they are called theory
assignments. So what happens to art
when the world itself undergoes cycles
of runaway destruction and social and
technological revolution, as it did in
the twentieth century?

In The Rest Is Noise: Listening to
the Twentieth Century, Alex Ross has
written a tour de force that untangles
the web of twentieth-century music as
it winds, twists, and splinters its way
across the contorted landscape of twen-
tieth-century history. It was a century
marked by the advent of mechanized
war, social revolution, and emergent
technologies that offered unprec-
edented global connection alongside
the threat of complete annihilation.
Meanwhile, composers wrestled against
the conventions of the late Romantic
period while plumbing the depths of
dissonance and new forms that would
greet listeners’ ears with works of both
sublime beauty and crushing ugliness.
The music and history at times stand

40 | FALL 2071

Alex Ross has
written a tour

de force that
untangles the web
of twentieth-century
music as it winds,
twists, and splinters
its way across the
contorted landscape
of twentieth-
century history.

in reflection, and at others, in opposi-
tion. The author does a great service
to both in his telling of their respective
histories as inseparably linked.

The Rest Is Noise is divided into
three chronological parts: 1900-1933,
1933-1945, and 1945-2000. Part I be-
gins with the zenith of the late Roman-
tic period in the works of Wagner that
are both lionized and rebelled against
by the young Richard Strauss and Gus-
tav Mahler. As the twentieth century
dawns, these two luminaries succeed in
expanding the old form to its break-
ing point and introducing cracks of
dissonance, subject, and form that later
would become chasms. In both the
musical and historical realms, the early
1900s were ripe for revolution. Perhaps
more vividly than at any other time
does art’s hammer-like qualities of de-
struction and creation show itself than
in a young Stravinsky’s convolution of
classical ideas of rhythm and tonality,

T-H-E
REST
T
NOISE

LISTENING
S TOTHE

TWENTIETH
CENTURY

ALEX
ROSS

along with Schoenberg’s rejection of
functional harmony altogether with

his pioneering of serialism. As society
witnessed the unprecedented destruc-
tive force of World War I, so too were
these early works looked upon with ini-
tial horror, later acclaim, and eventu-
ally a factionalization that mirrored the
shattered political landscape of Europe
at that time.

Part II delves fascinatingly into the
totalitarian regimes that tried to co-opt
these factions of musicians and other
artists as the world spiraled once again
into war. Composers of the period
lived and worked in an ever-shifting
landscape of ideology in which their
works might be acclaimed by the State
one day and on the next, they find
themselves on the way to the death
camps or a Siberian gulag. Though
spared the gravest of threats, even
American composers found their own
work subject to political whim. Artists
supported under FDR’s New Deal by
way of the WPA often found their poli-
tics under scrutiny during the McCar-
thy era a few short years later. In Nazi
Germany and Stalinist Russia, some
of the more politically adept compos-
ers like Richard Strauss and Dmitri
Shostakovich were able to maneuver
the twisted landscape and survive. Few
were able to remain politically ambigu-
ous or find escape. Many more had
their lives cut short on the battlefields
or death camps of World War II and
remain tragically unknown.

Part III begins with the end of
World War 11, and while much of the
music and its influence remain rooted
in Europe and the United States, no
metaphor is quite so fitting to the post-
war musical atmosphere as the split-
ting of the atom demonstrated in the
devastating bombings of Hiroshima
and Nagasaki. Composers even fancied



themselves after nuclear physicists,
dressing in lab coats and working in
“laboratories” annihilating rhythm,
melody, harmony, and even sound
itself, while synthesizing new creations
using emergent electronic technolo-
gies. Ideas of the functions of these
old and new elements split apart and
created chain reactions among ever-
mutating camps of composers. This ex-
panding cloud of composition reached
out to use any element it could find
and embraced cultures far beyond the
shores of Europe and North America.
A bystander might view much of the
musical composition that emerged in the
last half of the twentieth century as pure
noise (or pure silence in the case of John
Cage’s 433”) and of little consequence

to any culture outside its own. Nothing
could be further from the truth. Stock-
hausen’s electronic noise and tape loops
found their way into the psychedelic
music of the 1960s. Jazz increasingly
embraced dissonance and atonality while
exerting its own influence over art music
of its day. Today, no self-respecting
science fiction or horror film would be
seen without its soundtrack pulled from
avant-garde works like those of Boulez,
Messiaen, and Ligetti. And the minimal-
ism of Reich and Glass can be heard
influencing the rock, pop, dance, and
hip-hop music found across the radio
dial.

In The Rest Is Noise, Alex Ross has
crafted a book of amazing depth and
scale. With copious musical analyses in

addition to a carefully considered list
of suggested listening, Ross gives the
reader the potential for many hours of
enlightening listening and reading. The
Rest Is Noise is exhaustive and informa-
tive enough to be used as a text for a
college course on twentieth-century
music, yet it is engaging enough to be
enjoyed by anyone with an interest in
the destructive and redemptive nature
of the music and history of the twenti-
eth century.

David Thaxton is a music teacher at
Donner Springs Elementary School in
Reno, Nevada, and is a member of The
Orff Echo Editorial Board.
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CHILDREN'’S BOOK REVIEW

By William Lach

REVIEWED BY MICHELLE PRZYBYLOWSKI

The Metropolitan Museum of Art
Abrams Books for Young Readers, 2006

1 1 Classical music is filled with un-
forgettable images,” writes Wil-
liam Lach, a senior editor at the

Metropolitan Museum of Art and author

of Can You Hear It? Connecting music

with the visual arts is a way of integrating
the two. According to Lach, the process
of choosing appropriate art to exemplify
the music varies. In this unique book,

Lach encourages people to look closely

at the artworks and listen intimately to

music.

"The book is beautifully illustrated
with thirteen diverse works of art from
numerous art periods. Examples of pic-
torial music are matched to masterpieces
from The Metropolitan Museum of Art
to provide an introduction to both music
and art appreciation for young listen-
ers. A CD with American and European
orchestras playing thirteen short works
(or excerpts) about two to three minutes
in length is also included in this book.

Lach encourages teachers to play a
game with each recording and artwork.
He establishes three clues for each art-
work with the paired listening selections.
The game starts with a clue leading the
student to focus on something in the art-
work. Once the clue has been uncovered,
the musical selection paired with the
artwork is played. Listeners are invited
to raise their hands when they hear the
correct sound effect. The teacher is
encouraged to lead the class in identify-
ing the clues through guided discovery:
“When the track is played, readers will
look and listen as never before.” Lach
suggests that teachers allow the students
the opportunity for creative movement
using the artwork as a foundation for
ideas.

The first section of the book, “An
Introduction to Musical Instruments,”
includes pictures and information about
the instruments. This section is beauti-

42 | FALL 20M

tully illustrated with historically signifi-
cant examples from The Metropolitan
Museum of Art’s Department of Musical
Instruments. The middle of the book is
the heart of the art and the number one
clue posed by the author relating to the
specific artwork and music selection. A
brief description of the music follows
the first clue. Lach offers two follow-up
clues that require more imagination.
Each page includes a brief description
of the artwork and the music selection.
"The book is printed with a full open-
ing across the pages illustrating each
artwork and spilling over the fold, except
for Examples 6 and 7. The culmination
of the book includes descriptions of
each artwork and information about the
composers.

The paintings in the book lead
to movement exploration, form, and
composition. In Sound Composition Lesson:
Chrysanthemums by Utagwa Hiroshige,
Hiroshige incorporates three colors: yel-
low, orange, and green. I invite the stu-
dents to discover what is in the piece of
art. Once the list is created, I invite the
students to find sounds using nonpitched
and pitched percussion to represent each
of the items on the list. Each student is
given or chooses one of the selected in-
struments placed in sections by color and
object. I use a “magic” pointer to point
to the items in the painting and say,
“If I touch or wave over your object or
color, you may play your instrument.” In
various ways, I move across the painting
or point at various objects. I invite other
student conductors. When incorporating
movement, I encourage the students to
explore how the various objects come to
life. I pair the sound with the movement,
creating a live work of art!

My first-grade students discovered
that the excerpt An American in Paris
by George Gershwin fit perfectly with

the work of art Avenue du Bois by Kees
van Dongen. The students listened to
the music while looking at the painting.
Through guided discovery, the students
identified car horns, horses, and people
crossing the street. In the second listen-
ing, the students drove imaginary cars
and demonstrated the car horns through
a beeping movement using French
horns. In the third listening, the students
walked when they heard the people,
depicted by xylophones. In the fourth
listening, they galloped like horses when
they heard the temple block. Divided
into three groups—people, cars, and
horses—the students were invited to
move when they heard the music that
represented their group. The piece was
repeated three more times to allow each
student to experience the three sections.
My students were bubbling with excite-
ment, begging to do it again!

The National Standards in the Arts
correlates with the book through two
standards: Standard 7—listening to,
analyzing, and describing music; and
Standard 9—understanding relation-
ships among music, the other arts, and
disciplines outside the arts. They were
learning to understand music in relation
to history and culture. I recommend this
book as a springboard to integrate art
and music. It is a means for getting chil-
dren excited about art and music history.
The more children listen to music, the
more they tend to like it. In the world of
children, what is familiar is usually what
they like best.

Michelle Przybylowski is a music teacher
at Cheltenham School District in Pennsyl-
vania; she also teaches at the University of
the Arts and Chestnut Hill College. She is
program chair for the Philadelphia Area
Orff Schulwerk Association and a member
of The Orff Echo Editorial Board.
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AOSA AV LIBRARY

VIDEO PREVIEW

BY BETH IAFIGLIOLA

Yole: A West African Celebration
with Drum, Dance, and Song

Presented by Dorothy Morrison
AOSA AV Library listing: 1773DM

he djemnbe drum leader calls
I out, and the people respond
with “Ie ya.” An urgent second
phrase follows, and all affirm, “Ie ya.”
The third call rises in intensity, and
the group bursts into song, drumming,
and dance as the celebration of West
African culture begins.

Dorothy Morrison, in a 2010 AOSA
Professional Development Confer-
ence session, expertly outlines the song,
drum rhythms, and dance created by the
"Temne people of Sierra Leone that were
later adapted by the Susu of Guinea.
The Yole, Djole, or Jole is a West Af-
rican celebration that includes masked
dancers dressed in white who perform
at many different ceremonies, includ-
ing weddings and Christian holidays
such as Christmas and Lent. Drummers
originally played the rhythmic patterns
with hands and sticks on square frames,
called Sico drums. The patterns and
choice of instrumentation continue
to evolve as African dance and drum
teachers carry the culture to the world.
"This version of Yole reflects the original
enthusiasm and energy, according to the
session notes.

With sensitivity to the early-morn-
ing session time and the participants’
varied experience, Morrison begins
with a physical warm-up that reflects
the demands of the dance used at
the end of the session. The call and
response opening song is notated in
Western notation, complete with pho-
netically transcribed syllables written
below the staff. The notes include the
song source and acknowledgment of
the native teacher.

Morrison uses a clear elemental pro-
cess, beginning with two simple speech
phrases that emphasize the interlocking
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rhythmic accents. Morrison associates
hand gestures with the speech, either us-
ing a flat-palm clap or a pointed poke of
the fingers. As the group becomes pro-
ficient in both patterns and can switch
easily from one phrase to the other,
Morrison transfers the patterns to Du-
nun drums. These high-, medium-, and
low-pitched accompaniment drums rest
sideways on wooden frames. Each drum
has a metal bell strapped to the top side.
Adult players tenaciously tackle the op-
posing bell and drum stick pattern, but
Morrison suggests that teachers allow
two children to play each instrument,
giving one child the bell and the other
the drum part. The session notes give

a clear transcription of the speech, bell,
and drum patterns.

As a drum expert, Morrison an-
ticipates drum-technique questions,
resolving the question of which hand
to use by stating that the alternating
hand gestures fall naturally from an
internal feel of the divided basic pulse.
The instructor favors her left hand,
giving the participants a clear mirror
to follow for right-handed participants.
Morrison saves her voice by adding the
djembe break—a signal to start or stop
playing. The djembe also indicates a
change of tempo when all have gained
confidence on their instruments. Some
of the participants use a combination of
thin sticks and hands on tubano drums
of various sizes as they wait for their
turn on the authentic instruments.

"To complete the experience, Mor-
rison adds the third component of the
celebration—the dance. She demon-
strates, labels, and practices the four
different dance moves, showing ways
to adapt for varying skill levels. A

small group arranges these moves into

a form using solo and group work in
anticipation of the final performance
for the session.

The session ends with a celebration
and a lesson clearly demonstrated for
use with children and adults.

AOSA AV LIBRARY LISTINGS
(See World Music: Africa http://
aosa.memberclicks.net/assets/
documents/10-09AV_Library.pdf)

@ 7CI Danai Gagné and Judith
Thomas. Children Involved:
Developing African Materials
1:30 (1986) DVD

® 9MF Doug Goodkin. A
Multifaceted, Multicultural
Experience for Upper Elementary
Students 0:57 (1985) VHS

o 110WH Walt Hampton. African-
Style Marimbas In the Classroom”
1:15 (2000) DVD

® 10BR Lynne Jessup. Back to the
Roots: African Xylophone 0:48
(1985) VHS

® 112IK Idit Kubitsky Ewe Children’s
Music from Ghana in the Classroom
1:15 (2000) DVD

@ 18LA Jim Solomon. Latin and Afri-
can Rhythms 0:47 (1985) VHS

® 18SB Jim Solomon. South of the
Border 1:15 (1988) VHS

® 52FC Judith Cook Tucker. Forging
Community Bonds through Multi-
part Songs 1:00 (1991) VHS

Betb Iafigliola, o member of the Greater
Cleveland Chapter of AOSA, teaches
music in the North Royalton School Dis-
trict, with past experience in strings, choir,
private piano, and preschool music. She has
been promoting the AOSA AV Library
since 1995.
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Call for Submissions

The Orff Echo Editorial Board is soliciting articles for an is-
sue interdisciplinary instruction for publication in fall 2012.

The goal of interdisciplinary lessons is to improve student
comprehension and retention of separate concepts from two
or more subject areas by making meaningful connections
between them. True interdisciplinary lessons provide a prac-
tical and engaging context for the simultaneous application
of knowledge from multiple disciplines, so that each helps
to reinforce the other. Music educators frequently incorpo-
rate materials and ideas from other subject areas into their
curriculum, but in an interdisciplinary lesson neither subject
plays a subordinate role or is subservient to the other.

The fall 2012 issue of The Orff Echo will explore effec-
tive use of interdisciplinary lessons within the context of the
music curriculum. We hope to address the logistical chal-
lenges of collaboration with other specialists and classroom
teachers and to include strategies for developing effective
interdisciplinary lessons that reflect a wide range of subject
areas, degrees of sophistication, and grade levels. If you are
interested in contributing to this issue, please contact either
Patty Reed (Pattyreedplmdsrt@aol.com) or Nick Wild (nick.
wild@comcast.net) before March. Final submissions are due
by March 15, 2012.

The Editorial Board seeks submissions year-round for
various topic issues as well as submissions on any Orff
Schulwerk topic for future open submission issues.

Early Childhood (summer 2012 issue)

Contact Editorial Board member Christopher
Tranberg (ctranberg@comcast.net) or Carol McDowell
(mcdowellcarolj@gmail.com)

Deadline for submissions: January 15, 2012

Interdisciplinary Instruction (fall 2012 issue)

Contact Editorial Board member Nick Wild (nick.wild@
comcast.net) or Patty Reed (pattyreedplmdsrt@aol.com)
Deadline for submissions: March 15, 2012

Complementary Approaches to Active Music Making
(winter 2013)

Contact editor (echoeditor@aosa.org); Editorial Board
member coordinators TBD

Deadline for submissions: July 15, 2012

Open Submission (spring 2013)

Contact editor (echoeditor@aosa.org); Editorial Board
member coordinators TBD

Deadline for submissions: September 15, 2012

For submission guidelines or for general questions about The
Orft Echo (not related to a specific issue listed), send an e-mail
to echoeditor@aosa.org. Please note that The Orff Echo follows
The Chicago Manual of Style for manuscript preparation.

To borrow this or any of the hundreds of videos
from the AOSA AV Library, visit our Web site at:
WWW.30Sa.0rgd.

Select> Publications & Resources>
AOSA AV Library (pdf)

see: www.aosa.org/publications.html

In addition to videos of interest for the classroom,
the library contains many videos of historical value.
For questions contact AOSA Headqguarters at

avlib@aosa.org or call: (440) 543-5366.

those who include AOSA in their estate plans.

It gives us the opportunity to thank people
who are planning for AOSA’ future with these
thoughtful and generous gifts.

The Wildflower Legacy recognizes and honors

We ask that gifts
to the Wildflower
Legacy be designated .
to the AOSA Endow- S
ment. The endow- L
ment provides AOSA
with both flexibility LERIC ST
and stability by pro-

viding for AOSA’ long-term financial health. Our
needs in forty years will be different from our needs
today, and an unrestricted endowment provides for
today’s priorities while allowing us to successfully
realize new priorities in the future.

AOSA is currently welcoming inaugural members
of the Wildflower Legacy. All planned gifts qualify
for membership. Please let us know if we should
include you in the Wildflower Legacy.
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“All the sounds of the
earth are like music.”

Oscar Hammerstein
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