| Theod Feho

l.'.!uarntn:rl:,r Publication of the American Orff-Schulwerk Association

Fall 2| Volume XXXIY  Number |




If You Love Music,
You'll Love Sonor.

Tone and durability are what you’ll remember about Sonor
instruments. Learning and loving music is what your students
will remember.

For a free catalog or the name of your dealer, call 1-800-446-6010
or write HSS, P. O. Box 9167, Richmond, VA 23227,




The Orff Echo

American Oril-Schulwerk Association
Mriadc ol Movesenr Furation

P O B 390089, Cleveland, (08 441 39-5%08%
(A 5438360 FAN{401) 5432087
E-muil: ACSAhdipwemadl. msnocom
hitp:www ansaerg

Amvectare Membsr of

Mwstc Belucaroes Notione! If'q.lﬂ_f.i'.lm'r

AEA Natinmal Heard of Trusiees
Fresident: Caral Hulliran

¥ice President: Julih Cole

Heoerding Secretary: Alan Purdum, (11
Treasurer: Alice Bucker, CA

Executive Director: Cindi Wabig, OH
Editnr, The OriT Echio: Dosng Marchet, 08
Edignr, Reverberations: Jessic Vimoe, MO

Reglonal Represeniatives
Faml E. Henitie, MY
Donma Fleetwood, Wash., [
Faren 5, Gephan, TN
Lynne E, Halierlein, CA
Crwen Hanzrave, FL

Karen 5, Larsom, ©O0
Cillaria Fuoco-Lawson, AF
Barhara A, Polter, CT
Susnn O, Ramsay, T
Diella B, Schneider, OO
Julie Scodn, TX

Comsinnge Van Engen, MO

i Canference Chalrperson:
Raosennarny Koepile

212 Conferemce Chairpersens:
leany Mickllebroak, Siean Mucller
Iedusiry Represeniative;

Pam Aalbors, WA

The Uil Echo Editorial Board

Dannn Marcheii, 0 Ediir

Tamuothy 5. Brophy. FL

Caral Erpan, Wa

Elizabeth Gilpatrick, CO); Teacher s Tepcher
D Cronnadcing, C 4,

Maribyn A, Giunn, MEO; From ibe Clasnomn
Faim Fetrick, British Calumbia

Hanel Robbans, WV Foscus on Besemrch
Marpe Yan Gumicn, A Reviews

The Anscrecain Uirll-Sckalwerk Associstion is &

privfessinnal arganization dedicated 1o the

ereative Weaching approach developes) by Carl

LT and Gunsld Keeiman, We are united by our

heliel that music and movensent — o spoak.

armg and play; 1o lsen and understand: 1o

move and create — shoukl be an active and

Joyful experience.

Char misaian is:

* Ta demeanstrate and prosnote the valws of
Ol Sechilwoerk.

* To support professional develogmen
spporiumities,

= Toalign applications of the Ol Sdvalwerk
appronch with the changing needs of
Americen sociely.

Editorinl {Hflee:

3105 Limcoln Blvd,

Cleveland, (H 44115

Phome: (2061521-T573

Fux: (216)520-1946

E-muil: dmarchertimpnicway,nel
Writers guidelines are available frmm the
Editorial (MTice

The Orff Echo — Fall 20071

Volume XXXIV Number One Fall 2001
Table of Contents
Features
Focus on Improvisation Revisited
Introduction T
A Developmental Process
Latouds Stamon g
Drum and Dance Improvisation
Danal Gagné 11
Inspiring and Using Children’s Creative Musical Expressions
Jaan Young 16
Playing with Our Materials: Speech Play
.L‘aagpl Meteil Carlay 21
Orff Schulwerk in the Strings Classroom
Janmatier Lyra |
“The Sound of Those Instfruments!*; A Portrait of Barbara Grenoble
Liz Gilpatrick as
Columns
From the Editar 3
President's Message 5
Reviews 39
From the Classroom 47
Video Preview 48

On our cover: Sunflowsrs inspired by Van Gagh. By Megan Boddy, Farma Senior
High School, Parma, Ohio, Student of Jerry Devis. Megan altends Mr. Devis' class
for students with developrmental disabilities. She has Down symdrame.

The Chrff Eche makies every effort o trace ownership of copyrightod miserials und 0 secure permissice from
cvpnright bobders. I e s a fuestion regarding arwmership ol any el we wall be nibsased o make ihe

MECEssAry Correclions im an UpCeaEming jssge,

Uamests coprmight X0

Frniced e [l St off dmgrie

Articlin and lrtters 1o ke eftor are siswpalnts of
therir stk and do not insply endorsemment by
AOEAL

The iddf Echo Copyright Policy

ALKSA members may sake wp o 50 phectiscogacs, oof
up oo T amicles from one ssue Tof edacational
purposes only. The Ol Eco requests thai the
masthesd pape (Table of Contents page i also be
Mriducopied and distribsied with the mmckeia)

Mot rrmbers. of members winking 0 make more
tham 0 cipwes. musi wek permissscn in writing
froem the eulir

A1 el i ammiee ow w-pel T of comemercal, sk ng
Do repanel matomal from T Ol Eche mand regquess
i [Cahveowr

FETTmsaE b w iy L

An euceplum o the above oo when sethon
relan enchisve mphits io thew worl. The
inddiated @ the emd of B sricie ln these cones
P s By prsssesd Teoes Ball She srhaor
anad Tl (el Fah

Advertising: For o complets mne shoet aiul
specithcationg, conlact Sieve DL, LaBich &
hoscintca, Inc, 15100 Pea | Bl Snegsviliz, OF
44130 (440 2185577

Al U liang Daies

Sprimg  January 15 Summer  Apeil 15

Winter  Dclsber 15 Fam July 15
CrAT Echear Adlvertising Rates
Insidle Puges
Fall Papge LT
213 Page Halls
152 Page dlslandy 50
172 Pape A4ES
113 Page L1600
12 Page 2270
1/ Page S0
7% Pagy: L1

o coer rales, inside cobor rate, special
placement mles or cliesilied ad rates pleass wrile or
call For a complese e shee,

A IR frequency disconm applies s display al in
Hiser consecutive issies

Adls subject 1 seeeprna: by the megnsine,




Our Website Has It All!
You can search our entire database
of titles, listen to sound clips,
view score images and order at

WWW. JWpepper. com

or call us Toll-Free 1-800-345-6296




From the Editor

Fall has always been invigorating 1o
me, & time of renewed energy that has
often brought change. This is especially
true this yeur. This is my las! issue as
editor of The Qrff Echo. For the past
seven yeurs, while editing the journal,
I've pursued o parallel career us o
freclance writer and journalisi, Mow 1
plan to devote myself fulltime 1o writing.
[U's o bimersweet decision — a chance 1o
Follow u dream, but one that will take me
away from working with some of the
miost wonderful people | have ever
known.

Before [ leave. I want o tell o story.
Bear with me. It's a personal story, but
ome [ really want 1o shire,

My association with ADSA began
muany years ago, when 1 was a stav-al-
home: o with o brand-new gradue
degree in music education and a consid-
erabke amount of uncerainty as io
whether [ would ever use it, (Teaching
wis much harder than | had imagined.) |
ook care of the AOSA video library and
wrole a columm for the Ecfie (the column
Beth lafighola now writes). Tossi Awron
was the editor, 1 looked forward o
writing that codumn every thiee months
ubet a5 much as 1 would look Torward jo
i root canal. When the time came, 1

would write and rewrite, all the while
stewing, fretting. struggling and gener-
ally doing battle with waords, But, in the
end. I usually came up with something |
likewd. I used v joke with my Family that
it was a little like giving birth — painful
b0 endure, but what o great feeling
ulterward!

Then something happened, which 111
tell you about in a minute. It changed
heoow 1 fizbt abemt writing, and abow
mysell as someone who wiote | no
longer looked ot o blank compter screen
with panic but with excitement. | began
b write for pleasure, then [ sold a few
urticles, Eventually 1 came 1o be editor of
Tlve Ol Eelios, while continuing 1w wrile
and B published. | had long simnee given
up banthing with words and came 1o love
arranging, shaping and playing with them
with a passion | would not have thought
possible. 1 finally had discovered wha |
wanted o be when | grew up.

Here's what happened o precipitate
this change that brought <0 much joy and
fulfillment. It's really very simple. It was
about 10 years ago, | had linished
lboring over one of my columns and
faxed it 1o Tossi. We were working out
some ol the details over the phone when
she remarked casually, “You know,
woure o mood writer”

Woui're @ goosd writer Just Four words.
Bt [ ook those words amd mn with
them, They sent me off on a path 1
conldn’t have imagined before. They
chunged my life,

Ax teachers you know all aboua
changing lives. Yo do it every day —
sometimes in small ways with a few
words, a smile, a nod of encouragement.
Onee in a while — I can only imagine —
you probably do it in a big way, with a
spul-shaking experience.

Ower the years, 've gotten 1o kaow
many of you. You do g job 1 never could
o You do it with love, dedication and
selflessness, [ihink you do it because
you know that al sy moment yoa o ghit
expand a child's universe. You might
open a door o unimaginable inner riches
and possihilities. You might change o
lifie. And whil o wondermul thing that can
be.

-Lhamvieee Marchersi
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President’s Message

Carol Huffman, AOSA President

Raise Our Voices in Harmony

Orlt Schulwerk has been a part of my
life For so Jong that | cannot imagine 3 chuy
o i classroom without i1, Cwer the wears, |
have had such a woiderful opportunity 1o
bearn, grow and share ideos with some of
the finest music edvcators in this country, |
thank each and every one of you who have
been so pencrous 1 me throughout Iy
career, You have truly made a difference in
my lifie, ancl my wish, as president of
ACEA, is 1o make 2 difference in the life
of our orgunization, which affects each and
every one of vour lives indirectly

As your ADSA president this year, [ am
e keenly aware than ever of the work
we have before us, T have been o teacher
ard member of NOSA for svore than g
quarter of a century, and the chanpes
alfecting music education that | see on the
horizon will chalkenge each of us in new
WIS we iy never have imagined.

One of the most important legscies we
can beave for future educators is a strong,
viable nuticnal erganization, ADSA mus
be both a beacon mnd o reluge, odfering
aupport and insparadion that extends far
beyond Momday's lesson plan or next
month’s mesting with the sc ol hoasd,
Our challenge is to armct and keep
dedicated young men and women ivolved
with OelT Schulwerk and the priceless
rewards of making an impact on the lives of
chibdren. Thas was the basis of our origins and
B 4 imperative for our survival

With lew exceptions, young peopk:
whi enter our prolesaon today Fuce
enermous challenpes, Mot only are there
fewer of them joiming our ranks, there are
incremsed pressunes in every soclor o fll
into e generalist irap — offering a
standardized, homogenized, synthesized
approach o music that secures its place in
American cducaion nod by vidoe of s
creative force, but by the nesd for
survival. These young people necd and
deserye QU support

Yel even with the reality of these
challenges right in front of ws, il is ofien
difficult to e how a single individual can
make a difference. But without a united
front, we will not be able 1o reach out 1o
these young reachers or o meet the

Tha Orlf Echa - Fall 2001

challengzes that face music education today.
1 know of no ather national onganiztion
that cowes not ask for the suppoit of all its
chapler members, Strengthening our
cwganization For the benefit of all must also
involve us all — both local and national
members. ACSA's founders recoanized
thut the future of our moverment depended
am a sirong, cohesive organizstion that
callectively represented the needs and
grals of its members throughout the
Linited States. Strong national membership
srives ng aenllective voice we oan raise on
Behallof all our members and music
celucation us a whole, The Matiosal Board
of Trustees, elecied by our nutiona
members, believes that being o pon of the
national ADSA organization pives vou o
stronger, maone focused mle m determining
the standands and professional reguine-
rrciils for fature misic educators, Every
membership dollar we receive al ihe
naitional level goes 1o continually reinforc-
ing and emphasizing the value of our work
for children evervwhen:

I believe, however, that we are i
maving forward nearly fust enough 1o
sl the word about the Schulwerk, We
must accelerate the pace of progress. But
vur membership is inoa seady decline. We

RECENT RELEASES FROM:

Beatin’ Path Publications
Music That Works!

must pull ingether in order o do the job
W' Te comimitled o doing.

Henry Ford onee said,” Coming
tngether is a beginning; keeping together i<
progress; working together is suocess,” |
believe it is time for us as an organization
v seriously consider requiring national
membership of our chapter members. Cnly
by doing this will we keep our orpaniza-
tion strong so that we can spesk with one
wiice that will truly have an impaoct on
music education. Our local chapters will
bocome the satellites copable of wuching
miore and more people because of the
strength of the national orgunization they
support, | weleome your thoughis on this
isswe, which I believe is crucial to the
survival of our organization and the
contribution we make to children’s lives,

In owrcer for O Schulwerk 1o wach
every child, AOSA must become stronger
aned mene vocal in all of the areas above, If
wz stand gether we can accomglizh these
goals. A single voice mised in song muy be
heasd or ignored, but many voices rised in
harmony create a song that is alrong and
besutiful and heard by all,

Editew's note: This message may be
reprinted ie Choapter rewsletters withou
Tiertiver permmission,

302 East College Street
Bridgewater VA 272812

S40-2TE-4833/540-82 86003
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Fecorder Frolics with CD

Chris Judah-Lawder - Hangd Dirums on the Ve
Michael R. Nichols - Three Bible Storics
Brent M. Holl - The Beatin® Path Ensemble Scrics

I'he Julia J. White Choral Series for treble choirs
How Can I Keep from Singing? - Lowrey/Pence
“With Happy Voices Singing™ — Bach/Pence
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mprovieation Revisited

Improvisation

and | worke

ted, she remarl

could write

children using rhy C an r1 non-rhythmic
speech. At that t|rr|-— Janet Robbins an d

[afa |J|'.| not spare the time to write it for that

Knowing there were two superb articles
simply waiting to be written, and admitting
that we could never exhaust the topic, the
editorial board decided to re-visit the idea
once more. So, again we have reached into
the heart of the Schulwerk — improvisation
— Lo bring you an Issue whose contents will
be useful for years to come.

Lelouda Stamou has written to us from
Greece to remind us that improvisatien and
children’s play are intermingled. She goes on
to explain the role played by improvisation
as the voice of intuition in music-making,
and why it is so different from the voice of
reason and planning that produces musical
composition. Her article presents us with
philosophical underpinnings necessary to
help Orff practitioners understand the role
and value of improvisation in the Schulwerk.

Jean Young, Danai Gagne and Isabel
Carley have presented readers with three
practical articles filled with specific ideas and
processes for improvising with children's
singing voices, movement and drumming,
and rhythmic and non-rhythmic speech
respectively. Reading each piece may feel a
bit like attending a clinic on the topic, for all
three are clearly and masterfully written and
rich in detail.

Most people do not
assoclate Orff Schulwerk
with instrumental teaching.
However, there is a small,
but growing number of
instrumentalists who are
using Orff techniques to
bring improvisation to their
students. One such teacher
is Jennifer Lyne, who has
been improvising with her
middle school string stu-
dents for years. Jennifer
tells how she introduced
improvisation into classes
of emotionally disturbed
and developmentally
disabled children, as well
as into regular string
classes, and the impact
that creating had on her
students,

It is always a pleasure to
coordinate an issue of The
Orff Echo that gives me the

Revisited

opportunity o work with
authors who possess deep
understanding and love for
the Schulwerk, because for
me, too, it is a “clinic.” If
you enjoy reading this
issue even half as much as
| enjoyed my role in bring-
ing it together, you will
have a great time,

- Liz Gilpatrick

The Orff Echa — Fall 2001




mprovisation Revisited
Spontaneity — Creativity — Improvisation — Composition:
A Developmental Process

pontaneity in maverent amd

cxpression is a basic charactensiic

of childhood, evident whenever
children act freely withowt fear and
threwt, in their games and everyday
activitics, In erder to be spontancouws, the
chaldd neads 1o Feel than he or she s able
fer nchiewe. Amd Feeling * able™ means not
beang afrawd of failure, As teachers we
] enzate an tmosphene in which
children feel safe and free from this fear.

Spontancity is the s@ming point for
Doyl @ reguirement fos the
relense of children's creative forces,
Creativity can, under ¢ertnin gincum-
stanges, bead o improvisagon and mush
Later tor composition, all phases of the
same developmemal process, Improvisi-
Lo canned exist unless spontaneily 15
present and crentivity 1= enhanced,

Helping children unchain their
spontuneity, personal initiative and
creativity does not, inany way, conflict
with our efforts do transmil knowledge
und teach techmigue. Oor poal inevery
phosa ol leaching 15 10 inerwesve
technigue und knowledge with imagina-
tion, so that children have the opporto-
nity o combine these aspects in their
thougzhis and actiens.

Cormbining imagination and knowl-
calge is of uimost imporiance for leading
a child from spontaneity o creativity and
improvisation. Unless a child includes
some gained kpowledge and ability in
the creative provess, it is alnsost sure that
he will soon start simlessly explonng or
repeating himsell, Bepetition will, in this
case, prove unproductive amd siop the
creative process. This is why it is 5o
impoant to stimulae children with new
imformation and ideas, creating an
environment that will promede the
development of creativity.

Providing an pimosphere where ihe
erepfive provess is ned judped as * nght”
or ~ wrong” will allow imaginal growih
and promote creative forces. Creativity

Lelouda Stamou

iz characterized by enthusiasm and the
unigquencss of the experience. 1t is the
inmecr force that leads children, through
caploration and discovery, to wniguee
personl expression. A besic requirement
for activating children's creative forces
is providing them with experiences —
pietunes, listening, emsions, thoughts,
anel actiomns — w which they respond
withitheir oo crmtions, concepts and
associations, Children's previous
cxpericnees become the constructing
material for their personal creative
expression. Only what the child has
deeply realized through his personal
L':-;pg:ril.-.m.:uw cin he th]l\!’l.‘?i!'il.‘d 0 mdre
complex Torms in his creative actions.

lmpeareisaion 15 a stage i the
creative process al which children
combine experiences and mewfound
knoawledge with their emotions, thoughts
aned impgination to develop a concrete
form of expression, We should, however,
mike a distincien between improvisie
tion and compositicn, espectally as o
refers o music. Improvised music is
mnsie thal s cresated spontaneosly,
immiedintely organized and performed,
Composed muosic is first conceved amd
writben down, and then performed.
usually remaining unchanged in each
subseguent performance, This s the
owppensife: of whart happens i improsvisas
tion, an organization of sound, rhythm
and silence thit was never heard belore
and will be never heard again, Improyi-
sation amd composition comprise the
clual nature of musical creation: comppe-
sition as the process of encoding musical
clemenis ino abstruct symbals that con
be realized by performers, and improsi-
sation as the organization and simulia-
meous presentation of sound, thythm,
silence and space.

The contrasting properties of improvi-
satbon and composition are offen
compiered to the ancient Greek gods
Dkomysis amd Apollo. Improvised music
1% bigsed on the archetype of Dionysus®
mwsie, erested intwitively and spontane-

ously, lending humans info an expernence
of truth and ecstasy, The means by which
Uiz msis is ereatad ane subjective and
dynamic, itive and emotional. Cn the
other hard, composation 15 based on the
urchetype of Apello’s music, character-
izeed by thoroughness and rtionulity,
The opposing gualities of improyvisation
und composition reflect the two sides of
humian existenee: intuition and intellec,
the imaginutive and the rationally
explamied,

In recent yeuars, the importance of the
creative moment, even in the re-
creative act of performing composed
music, has been recognized. The
introduction of improvismory elements
inte medern musical works aims
basically ot offering intuitien and
momeniary inspiration the spuce they
need right next to the rationally and
mielleciually preconceived music.

The origins of improvisation

[miprovesaticn i arl gnginated in
the will of primitive man (o express
their fears or gratiude to the unknown
torces that governed their lives.
Masguerades, ritunl donces. masks and
improvised songs were the means by
which sncient people tried to communi-
cafe and identify with the supernaiural,

Mg Eleabeth and John Paynter node:

Lamg wger men made up stories o
crplain hoow things hod come to be
as they are. How everyihing began;
why the sky is wlherne it is; why the
sppaons come and go; why we
grow ald and why we die, and whui
happens to s afier deoth. The
slory-makers” sources of informa-
o were their owin intuitions.
There was nothing scientific or
resisonable (in the modern sense)
athewt their explanations, Neither
wirs There anything of modem
seiemce in tseir ways of cxprossing
these ideas. Because the ansawers o

contined an pape Pl
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Join the Celebration!

A Swing Dance Party
with Instruction

Thursday, Movember 15
F:15-11:00 p.m.
Hyatt Regency Cincinnati
Ballrooms A, B, C
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mprovisation Revisited

the problems were fell, so they
were expressed intuitively in the
ol milural oullels of expression
— vzl sounds and badily
movement and gesture; that i, in
poetry, dance and mosic,'

The continent thot hos had the greptest
influence an the concept of improvised
music 15 Africie In the MNew World, this
began with the slaves brought from West
Adrica, Wrillen language or music were
sl i part of their cultures, so their music
and rituals were trunsmitted through
memarization. imitation and oral
tradition. These African influences,
amilgamaied with the musical raditions
of i Buropean seitlers, led o the
creption of a special kind of improvised

Feglings of Freedom and creativiny i
hrings,

Improvisation and play:

The role of play in human life
anmd art

Pluy makes il= oppearanee very eorly
in hurman life, offerng children deep
pleasure and Fscination, Childnen
literally = live™ through play: they escape
the existing reality and move o a
dilferent one, which they themselves
Form with their ideos ond Gonlasy,

Flay meoms coming oot of rostine and
conscions reality nnd entering oo nesy one
that simulianeously engages aar
|'|1-::q,|g'|11x._ senses and emodons, P'lil.:,l

Play and art have common roois... When play is missing
Sfrom the arts, the process of learning the basic elements of
those forms becomes a difficult and unpleasant task.

masic that we now call jazs.

However, it would be a mistake to
vomclude that the emerging jars form wis
the only music chanscterized by improvi-
satiom, Muwch European musie was also
improvised, Unnil the 1 7ih cenury, ongin
imusic was oflen improvised to folkow
amnel and the rituads of the Mass In the
Barogue ern, improvisaiion in musi
tlourished, especially on the church
argun. Moeard was fumous For his
improvisations on the cembalbo wnd
organ, while Beethoven, who ollen
improvized n his performances and
purhcipated i improvisabion contesis,
claimed thar improvising in front of an
audience is the purest an. Improvisation
wis ilso a common practice in other an
forms. In dance, for example, conceiving
and immediately performing the dance
sleps was a typical phenomenon becouse
there was no svsiem to accursiely nobe
the dance steps in chomengraphy.

Towlay, the value of impaovisation is
recognized o all 1ypes ol himan ex res-
b, st only for s contribaiion o
authentic expresawon, but also for the

differs froim other activities becawse it
regquires complete conperation of these
three Tumctions, This 13 why play can be
s leeply satislying.

Today, it is less comman Lo see
children playing owiside. They ane masre
likely to be alone in their rooims waiching
TV or playing computer and video
pumes, Backyords are much guoeter today
than they have ever been. Bl i ne wiy
can actual, physecal play with ather
children be replaced with ebectrnic
games. Play should ivolve the body, the
emodions, the intellect, and the joy of
communicating with athers

W need 1o offer chikdren in schaosol
what they often are missing in their
everyday lives. Music and droma play an:
wimnderful oppaoriunitics for spondansity
und improvizsation. We need o stimulsie
children by crepting an environment in
which they can experience the magic of
pliy, activate their imaginations, and
sl themaslves. We need o
cultivate creativity so that our modem
way of life will mot forever inhibit their
tendency for discovery and creation.

Play and improvisation are stromg by
interrelated because each is an element of
the ather, Both have the same basic —
spontaneity — wmal require o willingness

1o express oneself, acr, imervens on
realiny and ransform it Whenever
children (and adulis, too) are given the
chamee to play, they improvise, creating
seenanios and roles, imaginative places
and situstions,

Ploy o art hove common roals,
Author and edscator lohn Paynier
helieves that = arts are nothing mare than
developed guomes,” Ax e noles, © 1oasn'l
comneitdence that we speak of “playing’ on
a musical instrument or of going 1o the
theatre 1o see o ‘play.”™ When play is
missing from the oris, the process of
leprming the basic elements of those
forms becomes o difficult and unpleasant
task, That™s why so many chibdren quit
musie, danee or drama lessons shortly
after they bepin,

Music amprovisatiom shoukd not exist
only in the form of ** improvaisation
activities™” in o music class, Teachers
should infuse the spirit of improvisation
inice the whale music lesson by cremting a
child-centered environment, providing
stimulatinn for children’s imaginotions,
tormulating musical problems that need
io be solved. and encourxging spontane-
ity and uninhibited expression of musical
iz, When we dio this, we enable
children o be e panicipants amd
creions.

Lol Stawicn 15 @ masic eadueeiiog
specialist and researcher currenily
reaciing ar the Depeermient of Music
Kederee e Art aof the Unfversiny of
Macedonin, ir Thessplamk, Orreece, She
received fer P degree frome Michigon
Srate University, She ok mklidhed
severad artieles amd hos presenied o

Ir.lr'ur.l'. 1" 1 caracd 1aiy
trewnerd comyferences, e Suemon 05
member of the Board af Divectors of the
Gireek Society for Music Eduoation
(OGS MUE. ) an affilicie of the Tnfermng-
tiennrl Rociery for Musie Eduearion
[L5ME ).

Mg

! Paynier, 1., & Pavnter, E. (14641, The
Drasce aonad tee Daow. London: Universal
Editions. p. 10

* Thid.
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mprovisation Ravisited

Drum and Dance Improvisation

Danai Gagné

** In the beginning was the drum_.,™

-Carl Onff

hen I was a child growing up

in Greeve, itinerant gypaics

with their bears and tarmbouw-
rings would 2o from house o house
staging imprompdu performunces for o
few drachmas, The bears would dance 1o
the tambouring plaving, The urpe 1o
miove dlong with the beor was compel-
ling, and T remember tapping my feet amd
wanting ice join in the dance. But, as |
reflect on this event veors later. | Enow
that it was the gypsy’s tambourine
playing rather than the sight of the
dancing bear that cought me on o visceral
level. The rhythaic patterns, played with
feeling amd definess, had a strengih sind
dominance that eniranced me witl s
power. Carl OrfT was right when he suid:
*. e indeces danee ™

Every time | play the drum — any

kind of dium — my students” immediate
reapoiise is i move, This has always
heen my experience in the classroom
[rrumming has the compelling power thae
induges us o move inoan iitive and
sponbameses way; it releasss o crenlive
energy Mow to body, mind and spint,
This, to me, is improvisation. Drumming
connects with the pulse and rhyvtlim of
rpvenent, and makes ws want o move,
[ons Humphrey staes i succinetly in
her book The Ars of Meaking Dances
whan she says, “Movement withowut
motivation is unthinkabde,

Drum improvisation awakens the urge
for self-expression through donce,
expression dominated by pulse and
rhythm in perfect balance and measure. I
becomes visible when both drumimer and
dancer merge ko one energy, e uniy.,
I feel Foriunate 1o witness such high-
hghted mamemns mthe clssrosm when |
slre in awe a5 my students stomp,
swing, whirl, leap amnd soar through space
with remarkabde gprace and skill.

In The Dercer’s fmage, suthos Walter
Sorrel elogquenly remarks, “Movement is
thee cxsence ol life, dunce is it wlinse
expression.™ Drim and dance improvisa-
tion wileash the elemenial, the emotional,
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the aesthetic and the contemplative, all
rerlbesd inde the manifestation of naure
called LIFE.

Dirum and movement improvisition
mveslve imtuition, spoitaneity and the
willingness 1o take fsks — to engage in
an exploration that can reveal suprises
amd discoveries. Simple starting points
like taking the shape of U drom and
exploring dium sizes and sounds siir the
“ereative juices,”

“Playing™ the drum

In dramia the most successtul inler-
prefers of charscters ore the studenis wiwn
have the ability and the courage tw “ger
uncler the skin™ of the characters they are
poriraving, Dromming is siemilar
Chiestions and suggestions that can
prowide impets for isolating and moving
bosky prarts comsciously, keading w doam
size exploration, and bringing the concepts
of size and force into focus, might be:;

* Lan you show the shape of the drum
with your hands? Your arms?
Wour begsT Your whole bogdy 't
= Lan you place your “pretencd™ drum in
a chiferent position?
* Can vou show a light dram?
A heavy one?
Students delight m rolling, curving and
bending o acquire different drom
Posiions. The possibilities are endless.

Ml bomg dmems, Molby Caodanic (el
Samars Periman iright

“Pretend™ striking

The exciterment heightens when the
children pair up. one being the ~pretend
drum,” the cther the beater, Without
teaiching the drum, (this is @ impoartan
prevequisite) the “heater™ plays on i,
Again, the teacher can ask questions such
as; “Cun you use your fingers 1o sirike
the drum? Your hand? Elbow? Shoulder?
Head 7 The child plaving the part of the
drum responds 1o e child being the
“Urmmedick” with vocal or bidy percus-
siom sounds that reflect the intensity and
termpso o the plaver. Roles are then
reversed so thit each side expariences
besth aspects of the explorory prooess.

»

Svucms teing dnuns i beilers, Sepme Fac
sinneding ) Bladze Adamn (dnam)

Working with real drums

The make-helieve stupe phascs cail
and eaxch pair of students is given an
actul humd drum. One student (#1) is the
drurn hedder while the other (#2) is the
beater. After hearing o designated soumd
(=wch as a cymball, the hand drum holder
assumes @ position. The doom beater then
strikes it with a varicly of body feits
such as elbows, backs of hands, Tingers,
shoulders, hips, etc. The doemning stops
at o ditferent designaied sound (i,e,
claves), The potivity resuimes as the
cvmbial sounds ngmin, inviting the drom

avavidawer! o parge J2..
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mprovisation Revisited
hodders to assume & difllferent dram
position. The children then reverse moles,
Al this point the phrase lengths of
drumming and movement are unmei-
sured,

Waorking in pairs with actual droms, Tyler
Brswel (dram holder) Damel Kallen (drum
beater)

Adding expressive quality

This phase of drum and movement
improvisation exploses the concepis of
timbre and expression. The students
begin in a cirche. As the drum is passed
around, each student plays on it in s or
hier oawn weay, unmeasured and individo-
alistic. BEveryone is encouraged io play
the dam using elements of dynamics
(s, lowacl, crescendo, subito hulisoll),
tempe (ast, slow, accelerundo,
ritardanclo ) and timbne (noils, kands,
paalms, e, ),

Addihing expressive quality o b drum
oyl ganm, Cosan Borgogm (doanm
trder) Philip Pars (doan beater)

| then ask the students 1o Dl partners,
O prartoer plays the dram in an
unmeasured improvisition while the
edher student moves o the gquality of the
sound, Some students will find patierns
and repeat them in o metrical way while
others will improvise more freely.
Crpestions that evoke images leading o
churacteristic ways of striking the drum
might he:
= Can your drum sound like thunder'?
* Like a cut scraiching?
# Like drops of waier?
* Like a volcanic eruption?
* Like a snake hissing?
These images evoke cremtive dnim
playing which, im turn, resulis in inven-
tivie and cxpressive movemenis. The
owdder can be reversed by asking the
drummer 1o follow the partner’s quality
of moverment. Al times, this may lead io
enaciing a sory trowngh movement while
the dium serves as an accompanying
“ound track.”

Improvisation or dance?

If improvisatory dromming is an
auditory “smorgashord”™ of pulse, thythm,
nuance of tone cobor, texture and pitch,
dancing is its visual manifestation in
space. Movement iImprovisution cin
develop into * dance,” the distinction
bzing that when movement shifis from its
utilitarian purpose io the enjovment of
the beauty of it form, we call it dance,
says Barbara Mettber in her baook
Marerials of Dance ax g Creative Arr
Activing® The principal characteristic of
cdamce is that it has a deliberate form, bt
the commuon heeads between dance aml
INCVEMENT IRPrOv sl remain; e,
guality of movement, dynamics amnd
spatinl relationships, Rhythmic sequences

Example 1

thidt s o languege, song or repeated
macle-uge prstberns nvite the dancer o
become the visual representation of (hase
sequences, creating a dance fomn,

Drumming to the dance

Just as drumming can become @
apringhoand for dance improvisation,
dance can alse elicit responses from
drummers. A bong-dreawn arm, beg, or
by movereent can suggest a sowooth,
legato-like sound guality o the dramimer,
The quality of movemem may also evoke
i specilie wne color in drunming. The
Time nuances af this type of imterply
require e practice by the deammer
amd damcer 5o thai they look and sownd
seanibess, Maga Lex, the most prolife
clwmreaprapher in ihe Gimtherschale, had
un uncmny ability o pecompany an
improwvising duncer on any smuoll or lerpe
percussion instrument. | can attest o this,
h.'-n.'ing huel her I COIT AT Iy clamee
N wisalan while I;lk:ln]_-; A SUFTer
course i Cologne, Her accompaniments
were 5o nch and imaginative thid they
kept inspiring me to continue doncing.

Sources of materials

An outstamnding source of drumming
migterials that provide inspication for
dace improvisation is the Orff
Schulwerk volumes, especially Books |1
and V." There are many examples of
rhiythms for imatation and rhosthmie
phrases intended for body percussion.
These are eusily transferred o droms of
all kingds amel sives. Another littke pem is
Camild Keetmon's book Evencices and
Fieces for 'IFmprmr'.“

Ome of my favorite examples from
Yolume ¥, page 77, Mo 30, can be
developed inio a rondo, or an ABA form.
(See example 1)

srnftrorTntrrter T T
L34 R 3 G 30 B N

L e

v
3 1

T

comidawerd on pape T4
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~An All Kinds of Weather, Kids Make Music!
nn Kleiner
inning Instroctor amd early childhoed nuskc pioseer
leiner shases her inmeavative lesson plans los boddlers

';.';2"‘ lll'ﬂl primary age children, Enjoy 35 songs, poems, amd
— Abiwies fvw all scasums thet will delight chilldren and stims-

..... 5 Late: their responses to musle, Puppet patierns, viswals, snd
an instrument-making section appear also! For teachers,

paremis, and caregivers.
(BMROFOOT) Bank 516,95
‘ (BAECIMFIT) O Only §14.95
kv
1%’"‘ Hang On to the Big Balloon
| Simple to Challenging Orff Instrumentals
1 B by Konnie Saliba
T . This creative six-chapler &d-page book
["_-_r l imchudes pieces simple enough for first
) _pradersand challenging enough for middle
.' - school students bo enjoy, Each chapler has a
specific pedagogical purpose. You and yeus
- _I‘Ih'l‘llzl will lowe Kommies witty rhymes |
b ‘ﬂ‘ sl original instramentals written in the
1 ’ alybes of various couniries amd regions.
Gariles K-5
E * (EMPROS01) $1095
' 1‘ Hooray for Singing!
W Part-Singing Adventures for Upper
‘J Elementary and Middle School
% 'bﬂ.l' Robert de Frece
.‘ This fun collection will delight studenis and enkance

Hhaeir part-cimging and sight-singing skills. Teaching
suggeetions are included for esch of nine songs,
which range from unison o rounds o 2-part, o sim-
lphtinﬂl-putvnh:u#!-ﬁvmxmpﬂu
each song, which enhances the ltarming experience
- and provides for ewciting performunces. Grades 45,
a! (BMEI5013) Teacher's Book $14.55

% (BMROBITISM Singer's Edition (SFak) $12.50
>

i
"-l:-::I_AF al'in..mnllll

The Orff Echo

FUIE SRt
...........

4

— Fall 2007

- [
Wy 9"y,

% L~ '
W ; -
ﬂfner ﬂns Pu h}t D.tiﬂnﬂ

S ditien Your Favonte Aut

¥

-l‘.‘_

LI .t

ors!

Sne Harvie

Mi-Re-Do: The Game Show

Who Wants to Be a Music Wiz?
miusic by Bobert de Frece
script by Sue Harvie
Joe (or Jane] Kid irics his leck on an exciting
new game show in wihich
he cempebes with the §
famoess composers W A,
Sfucant, | 5 Bach, amal Card
Onff o answer guestions
abgoail musk. The oo [
posers all have “theme
=omgs” which are played
by the “studin ssulisno:”
Uedll ensembile. A reproducble stadeni’s scripe
I inchuded. A great way to have fus AND show
ol your Dl proggram o the entive schonl!
(BMRISI05] Tiachus's Rook with Reproducible
Soript §T6.95

s
Music
Available from your favorite music store. For a FREE Catalog
ﬂmm 1-800-327-7643 n.:i"ns
yannEREE, Yyog
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Improvisation Revisitad

I the same volume, rhythine for tao
o imore players o groups and canonic
chythmee phrases abousd from pages 51
through 94, They ane excellent samgles of
depariune points for drumming vmd
duncing thit con develop, through improv-
sufiom., imdo lurger dromfdonce forms.

Crstinidoy paitterns drivsn from these
rhythmie phrases and, played on drems
Chand drums, conges, bongos, diembes,
fympanos, e, b, cun crexle a rich exiune
that inviles group dance improvisation.
These wonderful gems of rhythmic
phrase ideas ignite the doncer's invendive
spirit to develop them into complete
dance forms,

Prumming styles with ethnic flavors
cin also serve as sources, providing
ingparation for movemaent or dance
improvisation, Some examples are the
Cilanaian Gahu, kinka or Aghekor
drumming syles. Example 2 shows a
sample of Gahu drumming:

Ohibher ethmic siylbes include ihe wide
varicty of Afro-Caribbean rhythms, such as
calypao, merenguee and mambo, as well as
Japanese tiko, and the Brilion boss-
e, Example 3 shows o Calypso dhythim.

Example 2

C = Closed stroke
(b = Chpen stroke
Example 4 shwows a mambo thythim.

Whatever the rhiythmic drimming
styles and dances, | allow ample room Tor
improwisation by both deommers and
chancer, | o e improvasatory phase o
ez the most sanslving because it cnables
the improviser W experience a sense of
Frsdom wnd lighiness that leels whole
some and boundless, Furthermore, it
cmpowers the drommer and dancer o
find their own expressive voice in the
process of creming their composition,

Migtrsche said thal we must consider
cuch day lostin which we haven't danced
at Jeast once — o very Hmely message n
our fast-paced world. We all know that
children are Kinesthetlc learners amd they
meed 1o have movement and dance in
their achool life daily (adulis are
cacluded). We also know that duncing
enhances socinlization skills, opens the
channels of communicstion and sharpens
listeming =kills. Adding the drum 1o
marverent and damce heighiens poy and
witaliny in the classromm, an inspiration
bath stidents amd teachers.

g
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YOIT, Card. (19760, The Scluilwerk, Mew
ork: Schodl.

* Ihid.
* Humphirey, Dioris. (19590, The A of

Making Dances, Mew York: Grove
Weidenfeld.

* Sorell, Walter. (1971} The Dancer's
Tigages Peduiy and Counrerpeinis. New
York: Columbia University Press,

* Mlentler, Barbar, {19601, Maverials af
Dace war o Creative At Activity, Tuecson,
Az Metler Siudios.

Ot Carl and Gunild Kectman, {1954 )
(efi-Sefaehwerk: Music for Claldren,
Solumes 1 and Y. London: Schasii.

7 Keetman, Gunild, (1973), Ofagen wid
Spielsioke e Pouken (Exercises and
Pieces for Timpani} London: Schott,
Selected Discography

fmitiention, Gabriezlle Both and The
Mirrors, 1985, The Moving Center, PO
Box 2034, Red Bank, New Jersey 07701,
Gininee Fare; West African hanee
Rirprhmis. Produced by Juson Honn, 159495,
Bopiland Siudio, Los Angeles,
Rainforesis, Shadoafax Live, 1995,
Shadowfox, PO, Box 2525, Mascaderae,
A U345,

Fivces of Africa, Kronos Ouartet, 19952
Elekira,

Best of Kodo. Produced by Kei-Ichi
Makarmura, 1993, Sony.

Endless Winve, Gobriclle Roth, 1994,
Raven Recording, PO, Box 2034, Red
Bank. M OTT0].

Dnerd Gagrd, Divecior of the Qe
Cernification Program of th Trevior
Tagnivire, fiolds diplowios from e Onf
Tastitwre in Salzluog, Awsteia, te Yeorne
O Kiriko Meodern Dance Sehoo!, and the
Hellemic Comrervatory in advanced piamns
stieiles bw Arhiens, Greece, A well-Enown
climicar, (hanar ﬂ.ur.'.'pn'mmrni RIS FEMEN
wenkshops theongivout the Unired Stares
ard pleed, She has been on the facaltv of
sy (gl Certiffontion Fregeoms
il e comannrp, I alditlen, she hax
cerietfred A Semsomal Kaleidosmope,
Do in Elememal Scales oo iy currealy
wewtiang ot o Ionk alonr Greek diances
Dgvnerd conpirituited gy susicad qrrange-
ments of feik somgy fo the Sifver Brogeny
Seon Foreoran pindc senles. She iz
cerrrenily e Missic Coprdimmtor of Crpdes
— S Frevewr By Scfoed in Manfuaiars
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= Carrect Intonation snd Excellent Resonance

» Solid Wood Frames for Durabilis d
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mprovisatian Revisited

Inspiring and Using Children’s
Creative Musical Expressions

1 has been my expenence in working

with young children, e two anid

older, that il | take sdvantage of their
wish b express their own ideas, they can
be menily guided o express those ideas in a
musically pleasing fashion. Impeovization
muy be o key in integrading what 1 feacher
asks from the stodents, and what the
stlents are ready #0 give 1o the eacher,

Children lewrn through play. [ we
atructure our masic classes o include the
possihility of playing with mosical
clements, we mvile our children o
improvise. Before asking studems o
improvise, we must first be willing o
serve us rde masbels. That means
including open-cnded clemenis in the
lesson, kngwing that things may not
proceed as expected, and that we will
neecl o ir|'||'|r|_1'|.'iu:.

What =kills do owr studens meesd so
that they may grow in their improvis-
tions? What knowledge of musical
elements do we need 1o give them? |
helieve they need the same skills and
knowledge necessary Tor good musician-
ship, along with the confidence and
opportunity 1o pliy with them,

Some of these skills are:

11 Recopnizing and being ahbe 1o use
&SI Lo

Understanding pitch concepts of
high and low

Expressing thaoughts and ideas using
& singing tome

Playing music in a rhythmically
competent way and recognizing
different meters, bems and

rhythm patierns

Understanding the use of timbre,
articulation, tempo and onality for
I_‘:E.rll'l.' AnAVE |'IIJI'|'H.I'H|.'\

2

—

3

—

4

—

3

Warming up

An early childhow) music clss can be
organized o routinely include many of
these skill areas. Class might bepin with
the teacher plaving a favorite “Hello™ song
on & recorder oF other instrument while the
children pat the beat of the music. (1 do not
ask them o sing the song wnil later)

Jean Young

Patting = an easy sarting poant for
imprewasabion, In the st Few classes, |
ask (e children o pat the el o a
specific parl of their bodies; luter [ sk
them to choose whene the beat will be. As
ihey grow more skilled, 1ask them to
make 1 heat patiern using two ditferent
by sowmads (patting lap, bead, Lip, head,
tor example), [ waich amd see who s able
o kep o steady beat fund folkow the bem
of the rusie) and ask the class o follow
that student’s patiern. | also poind out
anmdents who may be improvising o moee
complex rhythm paitern.

I order to epeourage careful walching
and folloeing, | mighi ask the childnen o
find a partner and try o make the sume
patiern at the same time. (Preschool
children de thas easily, withour any
plumning or discussion. ) Again, | chaose
g or more of the siudents” partems and
ask the elass w follow these keadess. 15 the
leaders set @ tempo that does not maich my
recorder wermp, 1 Follow the studenis”
tempey, When the song is finished, Dask if
the lesders changed the tempo, and, i so,
b they chanped it

Pow the chilebren hove heord the
melosdy multiple imes, Befone [k them
||::-.'\:i|‘|g . 1 ke o review gc:l.u.l vl
I|.-s,:h||i|.|ur. 1 demonsirale how Wi mang up
the: by amd vaoice helps result in pleasant,
tunctul singing. | nsk the chibdren to sinelch
their arms up, ywwning ond then oudibly
sighing in a light head voice. We fiollow
this with gently turning and tilting the
head from side to side, with stretching
the muscles of the tace by opening the
mouth wide, with squeezing the foce
tightly closed, and with lifting and
ralling the shoulders.

In my experience, even very young
children will waich these warm-ups with
fascination, and, after they become
familiar with what is expected, they will be
happy to join in. (This may ke a few
werks) With slightly older classes, |
explain mow and then why we ane sighing
anel warming up our muascles: 1o help our
simgng wonces o b fnee and bequtiiul,

W then take a relaxed breath, and
heegin the song, whech preferably begins
willh the word “helo™ {for god bresth
relense ), on o descending, comlorable
interval, I demonstrute the close conmeg-
tion bebween a sighing and o singing tone,
andd the contrast belween o '\.'rr.ukin;_nrme
andd i sanping wone, Each tme 1 do this, one
or two children whao labitually use their
fulking woaces will ventune o a singing
tone as we all sing the “Hello™ song, 111
hezar this kappening. [ mention to that
child, with quict emthusiazm, that | hear
him wsing his heautiful singing voice
ioduy. (He muy revert do a talking tone
later in the closs, 1t dokes a bong time o
eutablish new habits. )

Opening song: musical concepts

[ like to repeat the “Hello™ song 1o
explore musical concepls, We can play
wilh lempso by singimg allernale phinses
wery Tasd, then very show, Children deligh
in this comirast, even when il hes othing
fex aber with the comtent af the song, 1y o
s the same fempo concepd again later in
the: lesson in & poem or song where it is
appropriate o the words, for example,
“Little Miss Muffel,” using a slow tempo
tor the spader’s descent, and o guick tempo
tor Miss Mufiet’s mnning amway,

Another musical concept that can be
dermonatrated in the opening song is the
contrast between legaio and swaccato: |
demnatrate a “smosth™ sound while
drawing a long curved arc with my hand in
the air; 1 show my “dot” voice while
rmaking liitle dots with my index finger on
the palim of my opposite hand. We iry
singing the “Helbo” song in both anscula-
Liwns, possibly dividing it im0 sections
suggested by the children, [ inroduce the
words “legiin” amd “steccato” cosanlly ol
first. By the age of four, many chakinen ane
able o pronoumce the words while
demonstrating the corcepls on a hand
drurm, (A westured drom surface can be
seralched in a circular modion or given i
sharp finger tap by even young children.)

Wiz can also play with meter in the
context of the familiar opening song, If the
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0N is in 244 meser, try singing it in 44,
pretencing o mck a haby as you dooso,
Then change it hack o 24, singing
marching style for contrast. 1 like w play
with dymamics us well, but hese some
cantiom is recommended. Emphasize that
wou wish the children io use only singing
vinices, not shouting voeces, For crescendn
and diminaenade, use dwe imape of a parade
of singers approaching, passing by quickly
{0 that ot oo much time i spent at full
volumie) und then disappearing into the
distance,

What [ have desenbed so fur might take
the first five or @i most 1 manotes of class:
playing the recorder while the students
improvise beal paltems, warming up
sINEing voices, singing an opening “Hello™
sg, and repeating the song while playing
with o musical element, Hopelully, the
students now have a deeper understanding
of beat wndd best puttern, o chearer idea of

singing tone, and a firmer understanding of

thee wse of a paniculor musical tem,

1wt w emphasize that while il is
important 9 esch the children musical
vocabulary, it 1s even mone important o
illevor ihem o put these ideas ino practice
and 1o have Tun making music using thim,
I begin with the “Hello™ song becanse the
chibdren know it well enough o be able (o
sdig i cdifferent priiculations and
micters, and W notice what hapgens w the
song when these chunges are made. The
next step is 10 use these musical ideas in
other songs,

Movement activities

Dwring a typacal nursery schaol music
class, T will alieriate contrusting wclivities:
segited or standing. singing or speoch,
wsing the woice or lalening s an inst-
ment o a reconding, In all the activities, |
am looking for opportunitics w play with
mnesacal elements and (o use ideis this
coime from the studenis.

If wie are playing a singing game with
movement, [ kssk For opporiunities w
change the tempo or meter of the song. 17
the train is going uphill. can we move
mowe slowly 1 the horse is galloping
instend of trotting, can we sing the song
with o dotted thythm? IF we o longer bop
“Daowen 1ox thee Buker Shop,™ bt skwe
insieawd, does our articulation change from
stz o o more gliding legato amld dio
we even add a fenmata or tao’?
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Improvisation Revisited
I watch the cliss for moverment ideas: if Improvisation in singing:

a sludent is pariscipsaing i game or
dance, bur doing & motionm i o differeni
minner, §ask the class w iy it that way,
The studenis leam tha 1 wam them o use
their imaginations, | kook for places in the
game where | cam ask, “Cun you think of
ancther ition, or ancther wiy we can
ke b bazal, in this part of the song?™ 11
wi change “Bow Belindw™” w “Jurmngp
Belinda,” 1 sing the song faster b match
their juingpang bed,

W can also help chibdren expericnce
the beginnings of improvisation when
wr aire silting and singing topether, My
aoal is o have children contribuote their
own ideas amd learn o express them in a
simging veice. For this purpose, | use
songs thal ane aboot the children's own
lives, that are simple in melody, that
hivee a repeating and apen-ended Torm,

cermtiied x gvepe TR
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mprovisation Revisited

and that do nod require a rhyvming word
sclwerme,

For very young children, | ofien use
picture books to remind them of the
ramge of verses they might add o o song:
it book of besutiful things for the song
“What i Benutiful "% or o book obout o
mase For “Where is the Mogsie T

These should always be a jumping off

point, stimulating the children o think of
their own idems, wiol & linited list,

‘When [ began o teach early child-
hood music classes, | found it diffscult 1o
find songs that were simple enough for
my studenis — many of whom did naod
speak English af home — o sing with
undersianding. 1 began to write songs
theat asked them about their Famidlies,
thear Foad, or their feslings, and fouand
they were always eager W share their
stories. These songs work very well for
the purposes of vocal improvisation, and
I would like o share with yvou how [ use
one of them,

For the song “How Do | Feal 7%
first sing the opening verse, which asks
the: children how they are feeling todoy.,

Afer o shorm discussion of different
feelings, | might then ask the children o
think about and show me with their faces
a particular fecling, while | play the
melody on the recorder. [ ask one child
how she is feeling, and what she does o
show that she feels thot way., She mighi
suy “angry” or “mad” and show me an
angry Tuce or clenched fists, or stamp her
fod. Then 1 sing a verse using her ideas:
“I feel so angry, [ feal o angry, 1 feel 5o
angry inside today, And when 1 fzel angry [
ik a fist like this, | feel so angry eday”™

If the next child says “happy™ and
shows g smiling fuce or clapping hands,

I sing another verse, using a different
vone of voice, lempo and action b suic i,
|‘||.'1‘h:|]1-:~ |.'-::-1||:|r'||.'||1i|'|E_ o thie q_'|!|:|:||y_|lx.
Moww that the children have heard the
ricliel, 1 ask them o sing along on the next
vierse. Chabdren not verbally Fluent may
participaie with gesture or facial expres-
siom until they " re ready 1o sing along.

With songs that ask the children for
Cheir ideas, everyone will usually wanl o
turmn. My closses have from 10 o 22
children, and to repeat o song that many

rimes is deadly, After four or five
chaldreen have had @ o, [ assore the
class thit we will sing the song agam
next week, and that they moy have a furn
later in a different song.

Thee next week, when 1 nsturn to the
song, | begin by playing the melody on
recorder and asking 1f anyone knows
what song | am plaving. (With songs
where the words keep changing, it may
take three weeks for the students i be
able io name the melody, p Then we sing
thi verses that the children ask for,
usnally repeating some ideas and singing
some new ideas. | might add an instro-
mend, like a drum or tambourine, and
show how it can help express the feeling
we are singing about,

When the children know the SONE
well [perhaps i the thind week), | ask
the class to stop singing after the phrase
“Hnd when [ feel angry. " and allow the
child who chose the feeling 1o complete
the phrase. This is asking a bot, and
different children will be abla 1o perform
the task of different levels. A child who
15 comibortable with her singing vokce,

L
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may sing i tuneful phrase; another whio
is rhythmically competent may speak the
phrase in a rhythmic style. One may be
able 1w fill in o single word, while
another may only gesture emphatically,
As the teacher and Facilitaor, my pob is
o haghlight the meris of the stsdent’s
comiribution so that he will want 1o try
aguim next time,

A artist-teacher, after hearing the
child"s contribution, you may need 1o
stretch the meter or adherwise play with
the structure of the song so that it feels
musically satisfying. But challenging
voursclf and your stsdents can bring
rewirds. | used “How Do | Feel ™™ with a
closs of five-vear-olds in an exclusive
prvie school, and one bow in the class
chose the feeling “homeless,” On the
phruse “When | el homeless_ . when
the class stopped singing, he pavsed a
moiment and then sung in a heart-rending
mournful wal, “1 have no home,™ and 11
was with great feeling that we all ended
the song, "1 feel so homeless today.”

I encourage you to try writing your
own short, simple somgs that will help

you inspine your children o sing aboui
their own lives. Dot be afmid 1o share
with them your provess of composition.
This year, | changed o new song tht
wasn't quite working, und | explained o
the children why 1 had changed it One

hoy came back to that song (a Favorite of

his) momths luter and showed me ow e
lad changed it

When asking children w use music tn
express their ideos, it is important o
offer them o rich paketie of thythm
patlerns, jone colors, articulations and
dymamics, and to allow them o wse those
elements in ways that might seem messy,
{When children ereate works of arl, we
fur longer expect them o color within
the lines of someone else’s drawing, )
While we are teaching abowt tonality,
meter amd Form, we need o be open e
expressions that do mot [ seatly it our
estublished musical system. While we
wunt the children 1o learn the tonal
relutionship of sef and wd, we need o
cncournge them to use the wide vocal
spectrum of which they are capable,
While we want them o be comlonahle

Improvisation Revisited

in & light head sound. we need o join
with them i the fun of the many timbres
of their voices: nosal, hooty, growly o
sueaky, Wi can mode] the wse af this
variely of sounds 1o express ideas they
have suggesied, and we can all delight in
the conirasting possibalites,

*hest fegene, A Sevrp by Me!
39S, Jean Young. Available from the
nnthor

Jeent g teaches mesic af Tewrple
fmanu-El Nussery School in New York
City aread ax Cheist s Church Nurzery
Sefusal fn Bve, New Yord, Sive teaches
Miesie Together classes and divects
ansieal thecder produciions in
Larcfumant, New Fork, where she fives
wirh her hushand and oo obildren, Her
Jirsr wvperienee wirly O Sehbvie st vivee
with Tossd Aarem, in Philadelphia, in
T973, She stwlied ar the Onff feseisag in
Seelzhuerg, Westminater Clofr College
(o Bvider Universitv) with Breicine
Woenes, o at Homline Universine frow
Uiiversity of 55, Thomes ) with fog
Wevrines o dene Fraoer,
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mproviesation Revisited

Playing with Our Materials: Speech Play
Isabel McNeill Carley

us would say the same sentence, proverl, rhyme or poem

in exactly the same way. Think of all the variables: pitch,
voice quality. inflection, tempe, emphasis, rhythm and dynam-
ies. Hence, speech is most approprisie as a basis for improvisa-
tion. Even the simplest thyme or saving has vast possabililics.
The obvious is oaly the beginning. and even o the initial stage
of Orff training, our teaching can be greatly enriched by our
eirly introduction of improvisation, the element of play, indi-
vidlual interpretation and variation,

S peech is the most malleable of all our rescurces. None of

Speech play is far more important in children's musical
development than many realize, since it provides their first
exposure o thythmic and expressive sound, Folk and nursery
riymics and tabes amd svmgs lave been imnsmined orally rom
one generalion o the next in every known human culiure, and
like other herilage resources, the chythm, tempo, vocal coloe and
runge are determined by the words themselves, There is no set
meter, so there remains o fuidity and a Nexibility that is lost
when meter is imposed, In Western cultuee, i ook centurics for
an inexact metrical notation to be sttached 1o song texts, and =il
longer for our mathematically precise abstract signs and aymbils
for rhythm and meter 1o develop independently of spoken
language. Our uncestors ook aver o thousand years to move
from the [ree rhythmic speech of ancient poetry and drama o
our current mahematical moetation. We also need 1o take Hme o
bring our children into our contempaorary world of music
through speech play and movemet,

Speech involves long and short syllables; nccent; duple, riple
and compound meters; timbre; lempo; dynamics and variable
piteh. All these musical elements can best be tught through
speech play. as Orff and Keetman were wise enough 1o know.
They consciously tried w parallel the historical development of
Wostern music in their emphasis on speech and movernent,
Speech play affords both the basis for musical development and
acontinuing and increasingly subtle resource that we humans
never outgrow. Our repertoire of sayings, thymes and stories
from our own cultural traditions provides an essential basis
for musical development that we cannol afford to neglect.
Furthermare. it is fun — children love it — and they learn 1o
speak far more clearly than many of their parents in this age
of careless speech.

Although the whole section on speech play and rhythmic
irmining is misplaced in the middle of O Schiwerk Music for
Chitdren, Volume 1, speech play, body percussion snd movement
necessarily come first in any Orff curriculum, long before the
printed song seitings and instrumental pieces can be successfully
introduced. There are, however, anly a few speech exercises
included in Volume 1, and they are all either translations of
German texts or are drown from English tradition. We need o
collect our own American rhymes. poems, folk tales and siones
to supplement the English nursery rhymes and siories
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Must oof the songs and instrumental pieces in Port | were
designed. not for yeunger children, bat for the edder children in
Kestmun’s demaonsteation classes for Bavarian rdic, which were
s hurriedly put together when Orff and Keetman began o
transter to the realm of childhood the ideas they had developed
vears earlier with their much older Gilntherschule students. As a
result, ww many of us assume that we should begin with Part |
and meglect the basic training in Part 11 that wos imesded 1o
come first. Becanse the progression is ned consistently devel-
oped in Ot Schulwerk [, teachers must make the effort w fill
in the gaps and provide the essential basic tmining from our
own traditien with the help of Keetman's invaluahle
Elewentaric, in which she spells out the progression in grea
detail, armd Buigite Warner's ihorough and praciical ooy
Schehwert: Applications for the Classromn, o thesughalul puide
o elfective Orff teaching. Keetman's series of small gray hooks
for xylophone are also essential: carefully sequenced from the
casiesl beginnings, and basic w0 our understunding of the
intended progression,

Normal human speech has a limited range: a reciting tone,
near which maost of our conversation takes place; a somewhal
higher range for emphasis; and a slightly lower range [or less
important, private or parenthetical communication, Exaggerating
the vocal range makes anything sound false and phony, Mean-
inglul speech requires a musical line — as does seng — and a
Mowing rhythm, which is endlessly variable after the initial
metncal stage. There is no one right way to say anything, but
endless opporiunities Torvanation amd improvisation,

In the Schulwerk, we teach the basic principles of rhythm and
meter through speech play, building from single words to
phrases. sayings, rhiymes. short pocms, and on through folk tales
and stories. Let's begin with single words.

With children, [ like to begin with name play, choosing four
children whose names have different thythims, like David,
Elzanor, Mary Helen, John, The chasen four atand in front of ihe
class while | stand behind them. tapping their heads lightly as
the class says their names alowd, in the obvious sequence, Tuter
repeating or skipping around to make more varied patiems, Then
& volunteer or two has a twen before we choose another set of
names. You can, of course. transfer the speech pattemns to
unpitched percussion once the names are familior, or have
the children work out their own name dances. With two
conirasling names. you have two different steps to use,
resulting in & longer dance,

This game works just as well with lisis of fish, dogs, flowers,
trees, or any subject the class chooses, but be sure the names
have complementary thythms,

Young children need endless drill on steady beats and regular
rhythms. Forunately there are lots of traditional rhymes (o play
with. many of which they may know, such as “Cine, Two, Tie
My Shoe” “Hot Cross Buns™ or “Bow, Wow, Wow, Whaose Dog

e o nage 13
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mprovisation Revisited
At Thow! Stam with simple speech play, suying and cluppang
the best or walking the beat while saying the rhyme together,
Later acd supporting body percussion patterns o reinforee the
beatl. Keep the patierns casy, 30 every child can be sucoesstul,
atarting with L B L B on their knees, with o pood introduciion
hefore adding the words. Introduce slup-clap patterns when U
children are remdy. Before infroducing stump-clap patberns. use
marching rhymes 1o belpthe children feel the beat in their fect.
{¥ou cun beave snaps until liger. )

Here are o couple of exaniples;

March, march, two by twa,
Diressed in yellow, red and hlue.
March, march, thres by three,
blary, Billy, march with me.

Exampla 1

Or. Juck,
Higgledy, piggledy, my black han,
She lays epps for gentlemen,
Gentlemen come every day.
Tix see what my Fair hen doth lay.
Example 2

PN ipBpp

Two, four, six. eight, Fsabe,

Meet e ai the garden gate.
I 1w ke, el et svain
T, Toour, 5ix, elgh

Young children also need experience with freer thythms in
rhymes, and poems with imaginmtive leats like this, with s
hisili-in suggestions for improvisation and development:

Intry, mintry, tribhledy fig,
Dreemn, dimi, doma, dig,

Howechy, powchy,

Womia, nowchy,

| |1|.||'|, LLimh, Tim3,

Olliga, belliga, bow,

Ol . zoes.... YOLU!

With alder students 1 like to begin with a string ol single
words. For examiple, on the Blackboard 1 weite different words
for ways of walking — words suggesiad by the class, such as
saunter. plod, amble, meander, stamp, ling, shuffle, tploe,
rigrag or march. Ask a volunteer 1o gat up and move around the
rocm 10 one of these waords, then ask the class 1o guess which
word is intended. Others can join the “meandering” leader until
i different leader chooses another way of walking.

Colors are great fun to play with, sinog they elicit strong
emotions in most of us. | like toask for color suggestions. from
the class, and invite five or sia students whose colors comple-
mient each other, both rhythmically and otherwise, wo stand in

Mack,

Mliszhel,
o Jerry, Merry, Rim, ram, rerry, Bee rye. row and a bobiailed Berry, et )

froin oof the class a few feet apart. Initially, 1 direct their colors
with whatever gestures each color suggests, repeating as often as
[ choose, or moving on o another., in a very fres non-meatncal
rhythm for everyone to follow. At first, the colors may be in o set
spquence, just as the people representing the viarous colors ane
standing in front of the cluss, and Liter in whatever sequence |
choose, Volwinieer direciors follow, exploring new ways, unhil we
tire of the color combination and choose another sel. People love
tor pluy this gome, whatever their age and stage.

Oider children anmd adulis enpoy @ more demanding nume
giume that provides opporiumities for both a variety of sceompo-
nyimg boddy percussion patterns and amusing word pluy, (Soe
example 1)

led ¢|d +|dd]|d ][44 |

Rim ram k. Keerve oo and a bobiniled  hack!

The players sit in a circle on the floor, and after the aceompa-
nying body percussion patiemn is estublished. the leader starts
with the first verse and repeats it a time or teo wntil 115 seourme
Then the fun begins, as each person in the circle inserts his or
heer mumie over the given pattern, as in example 2.

iph!

73| 4140314

bab-tniled Bisnbel,

Rim, ram, risabel, Reerye mow and a

The nest stage is that of Tolk siyings wnd shor guotations.
With teachers [ like o begin with ame of Oril™s most important
sayings: “All song must come from speech.” How would you
sy 11T What"s the obvious way? How else can you say it?
Ancther way'T Sl another? What does e mean? Jot down in
stick msies three or four alermative possibilites,

When using traditional sayings and quotations, pliy with
them, heginning with the obvious. Jot down thres allermative
rhythmic solutions for each one. And remember; rests ane & grea
inventiva. Here we o few Tavoniies

Look before you leap.

Penny wise, pound foolish!

Time amil ticle wait for no man.

Take tuimee while time is for time will away!
Cince is never enough.

Somne arc wise, and some ore otherwise,

Work keeps at bay three great evils: boredom, vice, and neecd.
i Wirllaane)

He whe meest play cannot play, {Adam Carse)

When we play, we never know bow the game will end.

Drent ok back! Soameons may be gaining on vou!

(Swichell Paige)
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Ume of the delights of speech play is the rich vocal paraphony
that results when everyone speaks in his or her own natral
mnge. with no aftempt to match pitch. Find a common rhythm
and inflection so that the rhythm, voice quality and “tune” are
unanimaous, Here, for instance, is a nonsense ball-houncing
rhyme [ love to use with K - 2 children, especially around
Hallowesn:

Ungai, mungmi
Chicka-chaka chungai
Alligator ungai,Ohver!

Tiske the time to explore the possibilities of the long, slow
rnsense syllables ogether as you lead the class with bath vour
visice and your gestures. Then try saying the thyme clipped and
playiul, with rests inseried between the words.

When the rhyme is familiar, bounce the ball around the circle,
o each child in turn, a5 evervone suys the rhiyme. Then ask one
child o bounce 1w whoever is looking and ready 1o Bounee it
beck. Soon the chikiren can take turns as the leader while
everyone chants the hyme.

If this game proves a fvorite, let the class work oul its own
two- or three-mote wne on A, G and E. Add body percussion,
unpitched percussion, andfor a simple bordun on bass xylophone
for the “orchestra™ to perform as the rest of the children play the
game. With its bong “ung” syllables, the rhyme aifords endless
possibilities for rhythmic speech play as well,

D't try 1o doit all at once! It takes weeks of delighted play
to discover what each particular class most enjoys doing with i,
Of course, the result will be different with each class, though the
basic development would remain the same, from simple speech
play 1o accompanied song and movement,

Mid-grade or older children and adulis enjov endlessly
varizhle marching rhymes. Vary the position of the rests as you
play with the marching chant shown in Example 3. (1 heard
soldiers singing this as they marched up  hill in San Francisco
years ago when | was attending the Bellflower Conference. They
abways used do on the “lefts” and low so on the “rights.”)
Choose different people to lead the singing, each with his or her
own variation for the class to join in on as they follow the leader
around the room. Encourage the students o notate it simply with
L. K and rests, like this:

L:|L:|LFI|.¢FLE||n

I"ve also found this game useful with beginning recorder
players, since any new note cin be used with an already familiar
one,

Exampd= 3
2
Ii

Left l=hi kfi,right  cight,  left righs, right
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Improvisation Revisited

Below is another marching rhyme for your students to enjoy,
with its delightful shift of accent in the third line. (It's also grear
fun to play on hand drums, once you work out the accentual
shilts from right o left hand and back, )
Lefi__, lefi__, I had a good job and 1 lefi.__,
Left my wife with twenty-four children without any gingerhread.
Did | doright., __ right. __ right by my country when |
Left__. lefi__. I had a good job and [ left ete.”

The Bungalory Man™ is a faverite for movement improviss-
tion by the chosen leader;

Follow the Bangabory man,
Follow the Bangalory muon,
I"10 dov all that ever | can

To follow the Bangalory man,

A line of several classmates imitates his movemant while he
leads them around the rmoom. The rest of the class chants and
SCoompsanies ihe rhyme with body parcussion andfor unpitched
percussion, There's lots of rom for vamations in tempo,
mieement and sivile from one leader o another.

I like 10 use “From Wibbleton to Wobbleton™ both as speech
play with a relatively complicated parschen pattern in which
"Wibbleton" is always on the right knee and “Wobbleion™ on the
left, and, later, us o movement game, with the “Wibbletonians™
at ome e of the room and the “Wabhletonians™ at the other.

Frivm Wibbleton 1o Wobbleton 15 sixieen miles;

Frinm Wobbleton to Wibbleton is sixiesn miles.

From Wibbleton to Wobbleton,

From Wobbleton to Wibbleton,

From Wibbleton to Wobbleton is sixtesn miles!

Students may move forward only when their iown is men-
tivned in the chyme, and must freeee in place when the other
teamn is moving. Later, let them move on “sixteen miles™ as well,
It is great fun when they need 1o move around for a while.

[ also ke o transfer it 1o sylophones, with “Wibbleton™ amxd
“to” on bow G and “Wobbleton™ anad *from™ an low C. amd
“sixtzen mibes” on altemating G's and C's, or O and G,

Some of the insistently metrical rhymes, like “One, Two, Tie
my Shoe™ or “Hot Cross Buns,” are very useful when your
classes are beginming to learn their "Ta's" “Ta - 5" and *Taa-
aa’s.” and need 10 practice notating, saying, moving and ploying
them on sticks, woond-blocks, claves or doums.

& F 3

right et

conifamed on page 24,
23
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Al this stage, | like 1o give each child an envelope of rhythm
cards i duple meter to arrange 0 match nomes, words in
different categories, and shor rhymes. We combime narme s
i make lenger patterns and later. wstring of numes Ul soand
powd together, whether names of children., anomals, Truit, repailes
or whatever catches their fancy. Then we move on fo guestion-
answer play, The sets of chythm cards grow thicker os mare
duple putterns are imtroduced, Soon we graduate 1o finding
tunes 1o maich the word chythms or thythm patiems we’ve
chosen, or transler them oo the tmpani, unpitched percussion
ar the bar instrnmenis,

Short rhymes like the following provide a good beginning for
Cluzs or solo improvisation and composition. Be sume o star
with speech play, lnding meny differem ways 1o say each rhyme
before seitling on one amd moving o instmaments of writlen
work. And keep nsking, “How else could you sy it?” as you
explore a number of possibihtes, Keap the patierns simple and
complementary, whether lor bady percussion, unpitched
PETCUSSHN. OF G or P Bar insirumenes.

For example, let's play with “Rain on the Green Grass”
Ritin om the green gross,

Rivin o the tree,

Reain o he roofiop,

Bt nast on ME!

Example 4 shows different rhythms thist can be used.

Example 4

2 JJJ| J 4

aj
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| 493|444
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Here are some other rhymes that can be used in the same
Wiy

Boed sky at night,
Sailor's delight.
Red sky in moming,
Sant lowrs 1ake waming!
{ RBritish Columbin)

Whistle and hoe,

Sing as you g,

Sharien the row

With the songs you kinow.
(LISA)

Wiherher it"e ralid

O whether at"s hot,

There will b weathes

Whedher or nod.
{Englan)

A Fovorite of middle grade children is 1 Saw Three Ships,”
with its invitation For isdividual choices of cargo and demancds
fowr acurabe memory and inleresting body percussion aocompi-
niment:

1 saw three ships a-sailing on the Main,

Three white ships a-sailing frem Spain.

Thase three ships, a-sailing on the seq

Wiere bringing ten coconuls bome o me.

Whit were they bringing fo you?

Thee leader wrns to his or her neighbor e the right and the
rhyme begins again without breaking the rhythm. Each player in
twrn adkds o new item (o the cargo os the game continues,
Probably cight or 10 players in esch group will be enough, with
aach oL q_lh.,\q;\.uinﬂ rie am 'hru]:lr PETTAIRE N :\:'l‘ﬁlﬂj‘ﬂ'll'lilﬂl"'lﬂ
Onee the children know the game, 005 Tun o choose specific
categorics of cargo: animals, froil, cirs, irucks amd so oo,

In your personal rhyme collection, which suggest playing
with inflection, wempo of vocal color? Which suggest movernment

et aw pope 19,

J14d4|4dd14 14 |
Ly LI

e
94 |ddI[d |4 [4dd]d |
. R;.ir:-._—--f on the  green PITEs, Enin i i i
d|ddd]ld |4
L |
Rain — om the  malf— wop. Bt ned om me,

Ml awy Pl

The Orff Echa — Fall 2001




products

Lyons Student Recorders

Jepiee Supranc Baroque Becorder in Bue, Green or Purple.

Only .‘-|-'.2 99

- z i Lyons
Your BESt Value in 3 Piece Recorders enaismamen: Kucscden

This 2-piece rendssance seyled recosder has the sonnd amd feed
—.Now Available in BElf'un'E or German Fl’ﬂgﬂ”l‘lg! of wood at u schoal clissroom price. Free blowing from top 1o

bt and it includes a roomy gppered bag and fnpering

The Lyons Recorder chart,
Expressly designed and nsanufactured 1o mies Linas stringem & - SN ;
specifications, these 2 octine, 3-piece plastic reconders feature precise (}nl}' b 3 73 H d I"- ers D ozen

responss, contrlled intonagon and uneqgaalled rescoance. wvailshle with
vither Harogue or German fingering and double horing for C¥ and Ds.
Cames packed in 2 hasdsome, waterproof carrying case with cleaning rod

Buy 12...Get One Free!

and fingering chari. UI'Il'}' % 24{}
Also -_—
ORFF INSTRUMENTS... S
* Lyons * Studio 49 « Sonor " : f_P

Call

for your free 250 page
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1-800-292-4955

Visit our website at www.4lyons.com
E-mail info@4lvons.com
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o reguire dramatic play? Which would work i canon and
which need a tune? Which need accompanimens or would wark
well in pairs?

Some traditional rhymes invite development as stories. like
“lawk und JIL™ “Humpty Dumpdy,” *Doctor Foster,”” “Three
Litle Kittens.” or “Linle Miss Muffer”

A less familiar rhyme that affords an opportunity for dramaric
play is:

Father amd Mother and Uncle Joln

Went 1o the market one by one;

Father fizll off,

Mather fell off,

But Uncle Fohn went on and on, and on and on, and on aed
O, ....eL.

My five- und six-year-olds had fun deciding why Father and
Mother and Uncle John were going to market in the fingt place.
Onther questions arose: What wens they king o marke1? How
did Fanbizr and Mother Boah lsappen Wl from whatever Lhay
were riding on' Why did Uncle John fail to notice that he'd lost
them. and what huppened when be Tnally discovered that he was
all alone? Did he stay at the market all day to sell his fruit and
vegetahlesT Did he find Mother and Father by the side of the
roidl on his way home? Wene they OK? What happened when
they all finally got Back home? When the story line wis com-
plete, the children acted it cat — with a stick horse, an invisible
wagon suggesied by long reins on bodh sides of the mvelers,
andl appropriste unpitehed percussion accompaniment and un
alie xylophone ostinato for the wagon.

A short and simple folk ke can develop easily into o “mini-
opera” ot any level, With children in the lower grades. the
tewcher has the responsibility of keeping the nccompanying
pattberns fowing and, uswlly, singing the recitative that keeps
the story moving., but the children can do the unpitched percus-
sion pattemns and whatever simple chants and somes worked can
in class. A few will be ready for simple solos, but | urge vou 1o
avoid public performance at this level. Show what has been
pocomplished without drilling it in or insisting on perfection,
The poit is o piay with the materials,

With okder children, separare teams con work out differen
scencs fora very familiar short folk ke or story, One team
could make accompaniments, while anoher adds movement,
appropriate dances or minimal costuming, Yolunteers can work
out 4 few recitatives, group songs and solos to carry the story
along, It seems to me that inviting the children o make their
oW mini-opera is much more valuable than using a ready-
misde musical.

Whatever the age and stage of your students, song settings
and body percussion or ensemble accompaniments can be sdded
when appropriate, and'or movemen! can accompany the speech
play isell. Start by simply reinforcing the beat with clapping or
aclap-slap pattern. Later, divide the knee-slaps into two cighiths,
i Lhe puttern becomes “Tan ta-4i

Keep o reperiosre of simple body percussion patterns from
Ol Schulwerk, Yolume [, Part 11 in mind to use ot @ moment's
notice, There are bots to chooss from, and many more o invent

Hanal sign improvisation on twio or three noles comes mexL
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initinlly led by the teacher, kiter by volunteers. When the
children are ready, they learn to nodate their wnes with stick
nodes aned syllables as in Example 5:

|| |III
L

|7

5583 555

Faimon the green gross,  Rainon the Il'h-

| |11 | I l I |
565 M M| 5 5 A

Raim ain thiz rnur- wp, But nol oon MI:!

Here™s a useful and challenging chanm for canonic mavement
thut [ learned when we were teaching in Taiwan. The text
couldn’t be simpler, but the game is quite demunding and
definitely or alder students,

S sishi sau-ai,

Ban zishi swn-au,

Saa sisha,

Sna sishi,

Haa sishi saa- a0

The pluyers are divided into two, three or four groups,
according o their experience and skill, with four or five players
in each group arranged so that all of them can see the lewder,
Ler™s begin with two groups,

The leader stands facing them as he or she does a simple
repetilive movement pattern while saying the rhyme as the two
tesims pbserve. Then Team §does what the leader has just done
while saying the rhyme and observing very closely whal the
leader is now doing. When Team 1 is finished, the leader stans
mwvement pattem 3 as Team [ imitates pattern 2 wnd Team 2
begins patbern |, and so forh.

There are very few examples of sound setiings of speech in
the Schulwerk itself, and those that are included come slmost as
an afterthought in Volume ¥ in the section titled *“Pieces using
Speech™ (p 111 F), and in Peralipomens, Thare ane, owever,
several examples appropriste for older students and adulis
included in my edition of “Carols and Anthems™ from the
Schulwark I, ngluding two specch choirs over throc timiprann
in "Omnia Tempus Hobent™ and several examples of
recitative and paraphony.

The term “Klang Ostinato™ simply means “sound ostinato,™
and there is o reason to postpone using il until the advanced
stages of Uil training. Indeed, they work very well fram the
very beginning, especially with shorl pocms that have an
element of magic.

Saories with repeated refrains provade a pood beginning, @ in
my version of “Uhicken Litile” in whach Chicken Litile repe-
edly savs:

“A black fairy flew

Flayed nicky micky noo

U my silly poo.

hnd I"'mi off 1o tell the King
That Babbin's fallin™

evmidased on e AL,
0
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mprovisation Revisited
I added the hell ree after “flew.” three taps on o wood-block
on *nicky nicky noo,” a triangle on “poo,” and a hanging cymbal
ot “Bubbin” each time the rhyoe recurred, with plenty of time
biiween the lines.

There are many other short, magicul poems awd a few folk
rhymes thit suggest the same free, minimal treament. like
Lewr's “Far and Few™ or Lillian Maoore’s “Unul T Saw the Sea”
Here is ove of my favorite folk mddles from Narth Carslina:

Cireen as grass, and grass i s not;

Eed as blood | and blood it is nob,

Black as ink, and ink it is not.

What a5 7 Whit i< n? {ealo)._ ... A hlackbermy!

Ancther poasibiling:

Imfirtaris,
Inouknonels,
In mudeelzare,
In claynoneis.
Cioatseniny.
Bellwreseatol s,

“Infintaris,” with its overlapping words, has a mysterious wir
that makes it an unuseally stimulating Klang Ostinatoe setting or
s mock-serious unaccompanied speech play. Exch line could be
saidd by a different soloist, ench of whom Treezes in place until
the rhiyme is complete.

When making settings [or poetry, take time to say the esls
aloud umtil everyone knows the poem by heart. Try different
tempi; add rests if needed; and play with the rhythm, the timbre
und dynamics until you find your own way of saying a poem
together with o paticular group. Then consider the available
sound possibilities that seem most appropriste for your chosen
1ex1, Keep the accompaniment thin, adding one instrument at a
timee 1 set the mood and scene, and keep U lexiune transparent.
s Ui words come through, Soemetimes only occasional punctua-
tion = enough, with one or ancther pereuscion insirumant o
time, Sometimes you may want to assign a sobo vedce 1o-a line or
two, or repeat 2 meaningful ling tutti. Sometimes an Ostinato or
two seem appropriate, Play with the possibilities. Such a sening
wiorald never come oul the same with a different group, or on a
differem oecision,

Let me leave you with an urgent suggestion: Make your
own collection of thymes, poems and stories that are particu-
larly meaningful to you and worthwhile for your students 1o
learn, play with and orchestrate. Learn themn by heart,” so
that children can remembser them all their lives, and poss
them on to their own children, Nothing less is worth either
vour time or theirs,

Fxbel MeNeill Carfev is a founding member of AQSA and
wis editer of The Orff Echo for i35 NECrS, She haz Ted sessions
af 25 AOSA nanonal conferences and tonght Ol Scludwerk in
Preerio Bico, Mexien, Canada, France, Taiwan, and af her

“Eheff-ni-Hve - Woodls " worrksharps i Nordh Caroling, She is the
adthior of more than o dezen Iooks.

Resources
Pecagoy

Ot and Keetman, Oaf-Sohulwerk Music for Clhildren,
Wolomes 1 - % and s supplements; Schott,

Gunild Keetrman, Elewsentaria; Schott. Indispensable, with its
clear progression and many examples of what and how to each
speech, body percussion, ensemble, efc,

Brigitte Wamer, Ol Schulwerk: Applications for the
Classroom: Schott, This book is basic to the intelligent develop-
ment of an Orff program,

Favorite collections

Jack Prelutsky, Random House Book af Poetry for Children.
A rich and varied collection from nonsense rhymes o magical
PHOCITIE,

The Annotated Mother Goose; Bramhall House. A fine source
for familiar and bess commen thymes, with historical notes and
relerences.

Tiee Faber Book of Warsery Biovmes, Bd. Treson. Morg rhymes
and more varied selection than ils competitons.

The Nursery Ripyme Book, Ed. Andrew Lang; Dover, My
favorite collection; fine selection plas good notes.

The Artuhnot Anthotogy af Children's Literarare, Ed.
Sutherlamd; Lothrop. A diverse and inclusive collection of
rhymes, poems, folk tales and stories, Expensive, but full of
tregsures Tor children of all ages

The ¥erpig Puffin Book of Verse, Bd, Barbara lreson; Penguin
Books. A stimulating and varied collection of familiar and
unfamiliar material, both folk and composad.

Myra Cohn Livingston, Wide Awake: Harcourt Brace.
Short poems for very young children. Look for her other
collections oo,

Arrow ook of Poetey, Ed. Ann MoGovern; Scholastic. A
delightful, imaginative selection of short poams by a great
variely of poets, both American and British. Delightfully
cheap as well,

Davvid MeCord, dhie Ar A Time, Collected Poeos, Linle,
Brown. Lots of fine poems for children, with many appealing
particularly to boys, and many guite funny ones that woukd
delight middke grode children.

Anne Pelowskl, The Sfory Vine; Collier. A stimulating
collection of stories from all over the world: string stories,
picture-drowing stories, stories with musical instrurments and
M.

by all-time favorite for developrent into a mini-opera i= the
version of "Chicken Linle™ I leaned from a Scottish friend
when [ was a child. The speech is 50 musical that it needs no
mini-arias or choruses — just sensitive musical speech with
simple bordunfostinato accompaniments by the tesicher and
capable sudents. Unfortunately, it is too bong to include in this
article, but it is on the AOSA video of my 1990 Denver Confer-
ence session 17 you want o leamn it
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ix a hard-conz orchesira

teacher with Level 1T Cheff

certilicution and the resull is
strings teaching designed 1o sequentially
develop creativity amd nuriure the abilicy
o improvise, compose, and make
=gl decisions while playing beauti-
fully. The application of the Orff process
o the teaching of instrumemtal music
classes Tosters an environment lor
students that s rich in creativity aml
opporiuniies e siceess Muiring vy O
Schulwerk cerification courses, [ expan-
enced and observed crestivity that was nol
necessarily o part of orchestral ieaching. It
became clear that planning For and
murturing creativity was going to fit my
strmged mstrument classes besnfully.

In adebitbon fo OdfT Schulwerk, | droow
on the ideas of several pedagogues for
technigue and philosophy when leaching
my classes, Paul Rolland developed an
approach o string playing called The
Teaching of Action in String Playing,
which provides students with skills 1o
develop beautiful. in-tune playing from
the beginning. Students also learn how o
analyze and improve their own playing.

Fhyllis Young developed o series of
exercises for developing all aspects of
playing. She wrole them as metaphors i
twir books called Plaving rhe String
Croomae and The Seeing Play. Her work
provides delhighiiul visualizntions for
students and insightlul descriptions for
techers, An example of one of the SAMTES
15 to imagine plucking a juicy, ripe
strawberry with your right land, This
illustrates the effort needed for the bow
hold and actually provides somewhm of
mcsdel for the hand shapee,

Learning to play o stringed instramen
15 i demanding ek, To help make i1 less
difficult, I use metaphors, stories, games
and props that help students have fun
practicing the difficult tachnical aspects
and remind them how string plaving
shonalel sonand, Lok and feel, With o
curriculum bosed on Off Schulwerk
process, the Rolland Action Studies, and
the joy demonstrated by Young, learning

The Orff Echo - Fall 2007

to play o stringed instrament becomes
casier and sucoess is more assured. My
gual is 1o provide an opportunity for
studbents to have an aesthetic “ah-ha!™
experience every time | meet with them.
Here are a few siories that illuminate
the overwhelming success of an Orff-
based siring curriculum, One is phout a
high-needs class of second-vear players
in sixth grade. Another is about my work
with middle school orchesiras. The final
o i= aboul my volunieer work with the
self-contained developmentally disabled

class at my maddle sohool,

Improvisation Revisited

Creativity and Improvisation:

Orff Schulwerk in the Strings Classroom
Jennifer Lyne

“Saved™ by improvisation!

The second-yenr sixth grade strings
cliss met afier lunch recess in the
catbeberia, Only six stodenis in o M-
mmbe cluss: | thowgln that it should be a
smap o tnke them o unbelievable
heights. However, these stdents”
emotions ranped wildly from enthusiasm
by despair, arkd as their storics span
themselves out, | realized thas all six
students had experienced serious abuse
— physical. emodiomal or both. This class
emerged as the gremes) teaching chal-
benge I'we had in o career that spans 25
vears and 33 schools, Everything 1 had
bearned in all the years of weaching, three
degrees in music education, and Level 111
DT certilicaiion was reguired 1o find
something that would motivate teem,

I stumibled on the activity that made it
possible for me o have an imgssct on
hath their playing and their lives: [
pentalonic improvisation, [ pematonic
fils stringed instruments well because,
generally, the first nedes beamed are those
af the [ seale, When | deswonstroted on
my wiols what | meant by making up
aoings Bsed on five notex, they were
captivisied, All of theimn clamonsd to have
u chance w play their own unes, |
couldn’ get them to leave class that day!
The next day they bounded in asking,
“Ulnn e ks o wnmgx ngwin?”

cominuen o page 42
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lsks that encouraged tham 1o e
creative and make decisions were (he
ones that ultimately coplivated these
stdents amd kept them focused and
exerted, In Fct, af mes 1|:'|l.":- Were
dovenright mowdy about sharing their
idess! Thaugh they carmicd tremendons
persomal pain, they encournged one
amiatheer o share ideas, ke pan in plays,
or o something that would allow ihe
others fo give them complimeants.
||'|'||'|rm'i\.i|lin|| translormied This class,
giving the students o madel woapply o
their own lives. For expmple, as they
leprmed o recruitment play called “The
Fine Fikller of Lacey,” there were many
opporiunities for students o make
decizions phout dimlogues, action anil
music. As they developed the play, they
kept i miind that they would be perfomm
g For young studenis, They chose jokes
that their audience would vnderstand and
crjoy, and chose songs they could play
well and thut the students would lika o
heear. Their process wsed our model Tor
impreveient: do something, evalooie the
eifectiveness, prescribe what should
hupgreen next, and then test the resulis

Enhanced middle school orchestra

pelikdle schonl orchestra classes have
miore stodents than elementary siings
classes, which cansed some studenis 0
feel imimidated when psked o improvise
in i large group, However, soanecas
always winted b0 be first, That farst solo
broke the ice For mast ol the fest.

I specificd gusdelines lor impooyiaa-
ticn sinoe 1 did mot teach all of the
studbents in grade school. Sudents were
o leswe o G ancl C#, suart wnd end
whien il seernsed the cormect time, amd be
convinoed that anything they ployed was
theirs and. therefore, correct! If they
pliyed G or Cf sccidentally, they were
nod tor svorry. Adter all, they were just one
nediz away from a cornect ome!

Stadents accompanied the improviser
by pluying open [3amd A srings
pizzicato as o bordun-like chaord in half
minles, Onee students wene combonable
with free improvisation, we imposed (he
rhythm of a familiar nursery rhyme 1o help
priwide melodic sirscnne, The concept of
mitsical gruestion -gndd=snswir SIrsciung W
identified and constontly reinforced.

In order o help students iy condi-
demce as improvisers, [ varied how many
students improvised of o dime and oo
they were chosen. Sometimes we wenl
by row; sommetinses by individual (bt
always with the oplion o “pass”]; and
somelimes we Tmprovised by section:
vicdins, violas, ccllos amd basses We then
discussed the relative success of that
priwvess, Somelimes two students asked
tor play ol the same lime, an exciting
experiment for both {(and the rest of us!).
Everyone else played the A bordun
:1|_'|_'|_|||'||1i|1|i||1|_'||1 Wi chiscussed whal
soamded maet elfective, or why another
imiprowision did not “succesd.”

Students usually agreed that there was
too much sound gong on at once when
mioee than one peroon improsvsed
sumiiltaneously. | mentioned thal some
times people who improvise lopether
paice their pluying the same way people
carmy on converssions, One person talks
while the other listens, The second
speaker’s comments relate to the firsi
speakers. After discussing conversation
shyle, twa students improvised together
g, We beand long nobes of rests from
one player while the other plived o
moving passage. We hewnd students begin

Lo copy r||!.-1h:||||' il mzlodic Ii_|.' Ures.
and wee sow i ol of eve contact between
the two players. The two playars and the
rest of the class enthusiastcolly recog
mzed the second duet improvisation os
mnch more enjoyable or successful than
the irst attempis, [Lwas exciting b sec
T amazed and pleased the duo-
improvisers were with themselves?

Success for developmentally
disabled students

Tws seventh grade orchestrn students
helped in weekly music sessions for a
self-contained middle school class af 13
develspmentally disabled students, The
P orchestrn students held the bass wnd
helped with movernent activities.
Ativitees inchuded becdy percussion, o
color recognition activily using coloned
ribbaons and a rhyme, wssing bean bags
tor ik Use Beat, using colored scarves (o
inapane interprelive moyement, wd
finally a dance sequence of movements
which we all did while | played =0bd Joe
Clark™ on the vialin,

Edward was a1 non-verbal, severely
retarded, autistic student, He loved music
and espociully enjoyed playing the bass
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with a bow while placing his left harmd on
the wp of the bass, Everyone had
opportunitics i play the bass, but i
became Edwand’s instrument during each
music session, While | played violin amd
Edward played bass the other students
danced &= o proap and as soloists with
applause and “hows” Eventually they
payed hand drums as they danced.

Laught the dance and the use of the
hanel drom i all of the swidens, Even
thesser wils couldn™t physically accom-
plish all the movements were excited
about the dance, The davce movement
invedved the following pattern with
movement on the beat; walk four steps
forward, tum in a circle in place four
hizte, wilk backward four beats, then
finish by flexing knees four mes in
place while saying in a kow-patched
woice, “hoh, hob, oy, Bbob,™ Simula-
neoisly, the students clapped two doam-
like plastic bowls wpether in the thythm,
"t tes tee " {Eventually 1 was able
o ahtain hand drums For all. ) Those who
could talk were encouraged o sing the
worids to "0 Joe Clark™ while 1 plaved.
As [ iaught the thythm pattern for the
drumis, Edward evolved from rheething-
cally random bowing to matching maost
beats with us, Doring the third X-minuie
class, we observed Edward playing “t
fee tee ta ™ much of the time. A the
vear's final class in June, Edward was all
smiles, He played on the beat, stopged
pluying when we ended the song most of
thie time, made 2 lot of eye contact with
e, il wis ehallient.

Iinvited the students o perform their
dances as sobos, A gregarious boy with
Drovwnn symcdrome volunteered immiedi-
ately. ALl b one student Tollowed with
their sobos, The cthers played their
plastic bowls enthusiastically and
cheered for the soloist. Even though in
piest group performances Edward had
plivesd continually with what scemed o
be little relationship o the fiddke une, he
seemed o be connected o the solos, He
usually stopped playing when the soloist
eiwded and then began agam with the cue,
“Edward, are you ready?  One. two.
ready, go”

Members of this closs exhibited 2
wide range of motor, language ad anger-
manigement skills. Their ability o relae
kindly to others varied gremly. [ spoke o
them about how musiciuns encourage
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cach other and asked them o
likewise support one another when
they came into the orchestra room.
This secmed o make o difference.
They encouraged the soloisis, wid
encauraged Edward and cheered
For him. These sessions were the
only formal music instruction that
they received. 1 hope that i made s
difference in their lives, It cenainly
made & difference in mime.

Muodels for learning

Through learning w play o
siringed instrument, my studenis
are offered something thet is
unigue o music-making and which
my rob be accessible 1o them in
uny other port of ther livies,
Willimm Magers gove me the Raolland
pedagogy thar puides students iowand
beawtiful playing and gives them self-
diagnostic skills in order w be capahle
and responsible for improvement, Phyllis
Young gave mie the metaphors and the
micdel i belp the fedious process of
skills acguisivion wo be meaningFul and
enjovable, Grsce Mash and other Ot
Schulwerk teachers gave me a bood and
detailed view of O process and helped
mier e o it could be applied woany
learming situation. These pedagogues
micwlel the mever-ending quest for
encellent waching, My goal for mysell’ is
clear: 1o make the world & more
musical place? What a great job it is!

Jennifer Lvive, Ed 0, currentiy

Improvisation Revisited

teaches i the Noetl Thaerstion Schon!
Lhsivics i ENvmpie, Wash, Previopsly
shve fevseghes evvcdeesten dn Federal Wy,
Wianie, erned, forr 19 vevrs, i Flogsiaff
Ariz, She received o bachelor's depree
S e Ulniversioy of MissourioBonseas
iy, o master’s degiee froe Florida
Stete University, aond fier dociorte in
s eduearion from Arizong Sioee
Liniversity. S fax stadied viala perfor
e el AFriaps pedagogy with O«
Willieune Magers. She complered her Ol
Sotmlwerk cerrlfication with Groce Mol
off Nerrthern Arizomin University in JRRA,
enned ivlepeitdest twaly i Chlfl focising
W e feaeliing of sovprovisation, winh iz
cvmtigsel o g A
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improvisation Revisited

Crilparrick and Judith Cole at Coloradoe
State University in 1997, Jennifer wriles
ariicles and presents worksfops for
st fegchers Sooghont dhe counsry
incorporeting the Rofland Action Stidies,
Ol techniguees, and strategics for
enutimnel pesie edivcaiion.,
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“The Sound of Those Instruments!”
A Portrait of Barbara Grenoble

“It was the wonderful sound of those
instruments!” As we enjoyed a cup of Lea
in the sunny kitchen of her studio in
Englewond, Colorado, Barbara Grenoble
recilled o performance presented by a
growp of children prepared under the
jruiclance of Doreen Hall, Thae perfor-
mance took place ot Toronto in the
summer of 1962 during the Special
Conference on Music Education-Orfl
Schubwerk, and “thase instruments™
were, of course, the Ol cnscmble,

That summer conference, part of
Doreen Hall's ongoing teacher training
classes. brought together an eaper, uble

group of men and women. Many of them,

like Barbara, went on to become mentors
fior thousands of vahers, especially in
Canada aisd the United States, The
faculty for that first groap included Carl
Orff, Gunild Keetman, Doresn Hall,
Wilkelm Eeller, Barbara Huselbach,
Lodte Floch, Keith Rissell, R, Murray
ShaelTer and Hugh Oy,

In 1962, Barbara was teaching general
and instrumental music in Englewood
Public Schools, a small district bordering
the southern edge of Denver,

“1 arrived in Englewood from
Lewisbarg, Pennsylvanin, in 1956
expeciing io take an instrumental
position,” she told me, “By the time | go
off the train, the job had changed o
general music. [ couldn’t just pet on the
train and go back home! They nssigned
me two schools here in general misic
andd choir. Later they added band, ton,
Choir, band, and general music — all of
it. I 'was irained a5 a fute player and had
only one general mesic methods class,

I was aboul %1% years into my
leaching career when 1 began hearing
about Oxff. People were talking about it
and T was curious.” she recalled. “Then
an article [nbout Orff] appeared in an
MENC journal and Ruth Hamm wrote a
rebuital to i, | thought that was interest-
ing wnd zaid, “whal is going on’™ Just
about that time it was announced that
[Carl] OrlT was going o come 1o Toronio
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Liz Gilpatrick

to b swith the tepchers from e
Muozariewm. That's how 1 found om nhoat
the conference,”

With only her dog to keep her
company, Barbirn motored to Toronin,
taking a circuitous route that began in
Denver and included a side trip 1w the
Seattle World's Fair. When she finally
arrived af her Canadian destination, she
began the trining that would become the
driving force behind her professwonnl —
wnd ewch ol her personal — life lor
years o come, Barbara described thu
first surmmer of O instrection:

“1 simply went up thene o find out
whalt this was all about, In the dorm, |
shared o “room” with 20 others on the
third Masor, barracks siyle, OFF [ went,
literally not knowing anybady, This is
where | met my present day Orff col-
leagues, especially thuse [ met in the firs
two years. The second summer, Ruth
Hamm and [ were roommates and we hung
ot the dormitory windosws w0 cool ofT and
di=css the day’s events, The faculty gave
s i Wlen mHes, i wins there time oo
wrile unything down during classes. Those
discussions became our ‘nodes.™

ewier be able to do this mysell et alone
tzach childrent But, our lenchers would
back it up and break down the steps so
we could get il The same thing happened
in ensembles and movement clisses, We
wore Black leotands for movement., [ must
aclmit | felt really self-conscious coming
oud of the dressing room and [ did
it mysell behind the poles.”

“Barbory Haselbach coald move so
beautifully und everyome else on the
tacully — it soemed they were so
aceomplished inevery anen: body
pereussion, hamd drsmning, movement
and recorder. Thinking of mysclf in the
position of Ol teacher to childien was
somedimes difficull. But, [ knew there
i to e ways to gel i thers [into
understanding that process], The thing
thait really attracted me it all was the
sound of that ensemble. When Doseen
Hull had her children performing all
these pieces live on stage, | st conldn’t
bclicve it amd 1 thought, *1 want 1o be ghle
to have my children make that sound!”
That performance was the thing thi
reqlly caught me, becanse [ had the sound

“That performance was the thing that really caught me, because | had
the sound af my beginning bands and orchestras in my head and this
— this was such an unbelievable difference and I just thought — ‘OH!
I would love children to be able to make that kind of beautiful music!™

“That first year | was intimidaied
because | had never been in the presence
of such greatness before. Oh, 1 had been
aroind a bit; | had gone o concerts in
Philadelphia and New York, but [ really
felt like this was it — this was the real
thing. This was DREFF! [ went along oo
class and | participated, but 1 didn®t
always understand what was happening,
For the most pan | was pretty over-
whelmed.”

“Body percussion threw me the first
time. [ thought, “How in the world will |

of my beginning bands and orchesteas in
my head and this — this wos ssch an
unbelievable differcnce and 1 just thought

OH! T would love children to be able
toy rtkee that kind of begntiful music!” Se,
I bought an alio xylophone and a soprano
glockenspiel and buck home to Denver |
went.”

“Afier that first summer of Off
training. Barbara returmed o her
Englewood teachang position determied
b shiare what she was learming with baah

vewatinmed e e 0,
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hier aiudents and ther parcnts. Rother
than aiempd i interpret the OrlT process
in words, she chose to inform parents
through the same sort of children’s
performance she had witnessed in
Toronio the summer before.”

“We gave a little program for the FTA
hecanse the schedaled presenters could
ot come, The principul called me and
said, ‘Barhara, you have to do something,
IF we don't have children or someone
special involved here, the parents won't
come.” 1 soid, *T don’t have anything
special prepared w0 do, but | could
present a music lesson,” Well, he wisn't
too pleased and | heard nothing mone
abowt it Later he came back and said.
“Well, you're the only thing ['ve gol.” 5o,
sl woiald T da'? 1 sld him than the
children amd 1 woukd explain this thing
that | was learning — this Orft — to the
parents. We gave an Orff demonstration
— iy very first. We used by percus-
siomt, spoech, movement, smoll percus-
s amd the two tone-lar instroments |
brought hack from Toronto. We used
what we had, 1 iold the parems, Yow'ne
only petting to see a piece of this
program and | would like you to hear the
whole ensemble,’ So, | played the old
Angel recording for them of the prec:
that wee had just performed. Those
parents said 1o me afterwards, "Do you
mszan my childnen could make that Kind
of music? aml | said, *¥es, they could, i
wz hod the ensemble,”

“They asked me, “What would it
pake? and [ answered, ", Imonaol
certuin, but 1 think around S2000° Well,
those parents disappearcd and they went
al it! They rai=ed moncy through Bake
sales and such and gave us all the moncy
From the schaool camival, Then they wend
v thie bopred of education sl said, 6 we
paise hall of the money, will you put up
the ather hal? And the boged said
they would. That's how [ ot that first
sel of instruments.”

In 1962 prospective buyers ondened
directly from the msmulizcturer in
Munich. Afier receiving a letter welling
fuer (e instruments had been shipped.
Barbara and her students tracked their
journey across the Atlantic and up
through the St. Lowrence Seaway. When
they reached Chicago, the instruments
were detained ar U5, Custonms bocouss
they were “not propery dentified” —

Studio 49 had Torgotten 1o affix their
signature little yellow labels. With a
flurry of calls to both Studio 49 and the
American Consulate, the problem was
resalved — the Americon Consalvie
himself affixed the stickers o the
resonuting boxes! When the instruments
finally renched Colormds, Barbara
hurricdly readied ehildren from one of
her elementary schools 1o give a demon-
siration For the Englewond Chamber of
Commerce. She recalled that day:

“1 took those children it perfor-
panee much earlier than 1 shaould huve,
but you don't know that ol the time. 1
was important that the community see
and hear the instruments they had
purchased. 1 am quite sare.” she recalled
wwith o heariy Tangh, “that [erammed
down @ couple of pieces. We did not do
much creating. We began the first pioce
andl s the boy playing the timpani began
his ostinato in the wrong chythm, [ said
v myself, “0Oh dear, 1 hope we can play
om (o of that.” We added the rest of the
instruments and the prece really
wrenched iself in coming together
Finally | stopped the group. 1 can still see
him shaking his mallets at me when e
suicl, * Mo, Miss Cirenoble, don’n you
worry, v ool it nenw!” All ogether we
reviewed our ostinati and discussed
what we had to do — and away we
went! The audience had a glimpse of 2
real ¢ lassroon situntion aml 1 learned
ahout shanng the Ol process versus
performanee.”

She confessed that her own phikoso-
phy underwent a greal irnsformation s
she fielt the power of decision-making in
ik clazsoon Mosy From her Lo e
children. Though she thought she was
still “doing it wrong,” Barhara continued
tor el coursage from the childien in ber
o chussroomis and Trom her pew D
fricnds across the U5, who confiessed to
having some of the same teaching
dilemmas, When theae first studems
peturned 1 Toronto Foe further studies,
they began o discuss with the teachers
the need Tor assistance in iransfernng the
sumimer experiencees 1o the clsseodm.
Doreen Hall began to add more pedagogy
1o the classes, mking one summer off
re-orpaniae the program it levels of
tencher trining.”

Thase summers of rsining in Taroalo
wiere exciting, stimulating and frosirat-

ing, but full of experiences, fresh ideas,
and materials o take home For exphon-
tion ond experimentation with students
and colleagues. Geogruphically, we wene
dispersed, bul there was commno reed to
keep alive the sharing of knowledge and
eaperience from our summer iraining.
Three imporiant events sel the courses Tor
further Schulwerk training amd bringing
it o the Unitedd States, The Tirst Interna-
tional Symposium of Orff Schulwerk in
the United States ook place i Bell-
Mlower, Californda, in 1967, Some who
were af thal Bellflower symposium in the
spring of 1968 decided 1o call a mecting,
and as n result of that meeting, ASO0A
wiis Toursded. The very next year, 1965,
the first ever AQSA conference was
held in April, Interest in Ol
Sehulwerk was just exploding ansd
there was @ ory for raining.”

The establishment of weacher waining
programs within the U5, wis a wel-
comed development. Borhara direcied
one of the first on-going, three-week
teacher training programs in the United
Stutes 1 Denver University s Lamont
School of Music from 1974 10 1985, In
1987, & new course was cstablished
the University of Morthern Colorado and
ran until 1994,

The same determinstion that saw
Barbara through her first years of Ol
training helped her begin her musical
studies as a child. Her lather, a clock-
maker and silversmith, was also o well-
ki sumatenr musician wheo pluyed
wvinlin in the Hurrisburg, Pean., sym-
phony, conducted, and led a folk dance
aroup, He often ook his doughter 1o
mugicn] svents and there was plenty ol
live music in their home, Barhara
fovesd all ol it

“My luther had a music slore amid [ lell
in love with a beautilul engraved French
Mute displayed in his window. He told me
that 1 could take lessons if | could play it
U first time | picked it up. He thought
hee had gotten rid of me!™ she exclaimed
with a kig smile.

In exchonge for seme after-school
goodies from her brother's bake shop, the
first Mutist of the high schood band gave
Barhara lessons on the sly, Barbara told
her Father, “Dad, 1°d like to iry that flute
you have in the window, and he said OK,
s | played *Hot Cross Buns.” Fam
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pleased w report that 1 began lessons
almast immedistely.”

Ehe smiled as she recalled her
initial decision not o attemd college
alter high school

"I grew up in o college own,” she
remembered, “and 1 didn't like the way
those college kids behaved — oo
‘pary-i1sh.”

Instend, she went o work inoa local
bank for two yvears, a job she found
unsateslying, She decided 1o become a
music teacher. Her father thought
studying music education was an
“extravagant” thing w do — that a
person could simply teach music
without college, but Barbara prevailed
iand headed off 10 the Eastman School
of Music.

“Even ||1..'||ILI|I | wax troined as an
instrumental supervisor with a minor in
Mute, I found 1 really enjoved classroom
misic once | was thrown inio i, [ had
participated in Gird Seouting and had
supervised a playground for a couple of
summiers, 0 when [ foand mysell in the
general music classroom. 1 enjoyved it
But the thing that “did it" for me — that

really made me want to stay in the

general music classroom was that 19632
pertormance of Doreen Hall ‘s children

and the sound of those mstrumentz™

Liz Gilpatrick serves on The Orff
I..\_I v Eedrtner Ir.g 2y
Barbarng 1 rhe
Wir il 4
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Reviews

Judith Cole and Marjie Van Gunten, Editors
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EEEIMNG SCIERCE THROUGH ART

SKY TREE
Seving Science Through Art

By Thomas Locker with Candace
Christiansen

HarperCollins, 1995, 16,95 cloth;
$6.95 paper.

When a friend shared this book with
mie several years apo, we both knew that
it would become n favorite for generating
one of those all-encompassing experi-
enoes soccharcteristic of O class-
rooms. Thomas Locker's lyrical prose
and his breathiakingly beawtiful illustra-
trone of 4 trea invate sownd ond Fibah -
ment exploration and. thus, feed the sonl
of the emerging musician-dancer-poet.

Just one tree standing abone on a hill
by @ river is seen from cover 1o cover in
this book, The illustrations were all
painted in oils on convas in a range of
natwral codors that reflect a ree’s life
theough the seosons and elbements, The
paintings evoke a wide range of emo-
twons, cousing the reader 1o feel the
wirmth of the glowing sun on the ree's
bewves in the summmer as well as the chill
when the tree is shrouded in winter's fog.
The reader feels the viokence of a
smmer iempest on the tree’s branches as
vividly as the stillness of those same
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barren branches on a cold, winter
cvening,

Locker shows how a single iree, when
painted against the ever-changing sky.
can invite a deep sense of wonder, In the
first of his 14 illustrions, we see the
pentle, green summer iree with puffy
while clouds against a brillian blue sky.
The same tree is transformed when it is
shown aguinst a dark, ominous sky, and
the regider Is sune we respond with a
changing mood, We see bright orange
und yellow pigments in outamn, med
golds and violews of fuding evening light,
pruy and bare branches in owinier mist.
cronw-filled naked brsnches in winter
Frost, solt white silence on o snowy day,
millions of stars iwinkling through empty
branches on a clear night, and the yellow
sun glowing hopefully with the spring's
first haicks,

The descriptive text draws the reader
ini experiencing summer breeees, cold
nights, gathering and drifting clowds,
sireaming light and uncurding leaves, The
river, secn in the distance beyond the
tree. parlicipates in the story as il Apphes.
glistens, freezes, thaws and provides
nourishment. Turtles crawl. sbeep and lay
eggs in e mud as the sap rises w the
tree's buds, Birds chirp, squabble, sing
and beat their wings to flv. Squimels race,
scurry, hide nuts and huddle for warmth,

Teacher Candace Christlansen adds
scientific depth by embellishing each
Hustration with a thought-provoking
guestion about the changeas thw mark the
tree s world. At the conclusion, further
questioning provides opporunity [or the
resder to ponder moods and leelings
caused by the anist’s choice of colors and
brush strokes. The reader is lefi o
consider a final question about the
relationship of the sky and iree when
asked, “Why do you think this book is
called Sky Tree™

-Juddith Cols

NEW SHOES, RED SHOES
By susan Rollings
Orrchard Books, 2004, $15.95,

A little girl is going an a shopping irip
i by sormee mew s<hoss with her maother,
i her joumey, she jovously discovers o
world of Bscinating fostwenr all around
her - as il For the first time. From “low
shoes and high shoes™ to “hig and noisy
racimg shoes,” the little girl notices the
differences wnd similarities of cach pair
of shoes she encounters. The brightly
paimed illustrations bring out the
unsgueness of the shoes and the diverse
wdividuals wearing them, British awthos
ancd tlustrvtor Swsan Bollings hus cremed
a bk that is o celebration of shoes und
al life, expressing the wonder with which
young children experience the world
arcwind them. The text is sure to entice
children to snap their fingers and move
thedr fieet with its driving intensity and
syneopated rlythons. “Hapgy shaoes,
duncing shoea, skipping to the party
shwses,™ Beware: New Shoes, Bed Shoes
will convince little girls they ton need a
new punr of shioes!

-Carlng Abrif
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FROGGIE WENT A-COURTING

An Old Tale with a MNew Twist
By Marjorie Friceman

Little, Brown and Company, 20080
§14.95,

For over 400 years, people hiove
enjoyed singing various versions of the
somyy about Froggic and Miss Mousie.
The folk song originated in Scotland in
the 16&th century: since then humdreds of
verses have been created o ell, enhance
anad further ihe tale celebrating the
wedding of these two wery ditferent
critters.

I this version, Caldecott Honor-
winning illustrator Marjorie Priceman
chooses present-day New York City as
the setting. When Froggie goes -
woning, he tukes a taxicab to Miss
Muousics place on the Lpper West Side.
When Miss Mousie giver har consent,
the anmouncement s seen in lights on
Brondwary, only to be protested by Auntie
Rat who exclaims, “You cannod marry an
amphibian! A& slimy [rog — he's not our
kimd!™

Following the traditional folk song
farmat, questions about the wedding
details are posed and answered. We learn
that the wedding will ke place at the top
of the Statue of Libery. Readers are led
to other familiar New Yook City sites: the
wedding gown is made in Chinatown, the
cake has as many layers as the Empire
State Building, and the guests arrive by
various bridges and twnnels. Also
following tradition, various critters take
part in the festivities, including the fishes
that set oul the dishes. the bees that play

jazey meelodees, and finally, the tomeal
that chases Auntie Ral. While Auntie
Rat's fuie is unforiunate, the wedding
party escapes jusl in time by jumping
onbe a ferry, Aboard the Circle Line, the
celebration continues and the tle ends
with the rodent and amphibian cotching a
plane o Puris,

This version fewures brightly colored
illustrations, which will evoke the
imagination of any child, The references
Loy Mew York City Tandmarks in both fexi
and illustrstion provide a wonderful
gateway for exploration. In keeping with
the many versions of this folk song,
which entice the singer 0 contribule
additional verses, | con handly wait to
invite children to create a verswon based
o their own regional landmarks and
characleristics.

= Judiehe Cole
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THE DRUMS OF NOTO HANTO

By J. Alison James; llustrated by
Taukushi

DK Publishing, 199, $16.95.

Each venr since 1376, the people of
Mabune, Jupan, have held a festival
commemorating their ancestors” victory
over a fleet of invading samurai. The
Dy of Note Hanse, wath its beautiful
illestrations and percusseee fext, presents
the history.

A powerful warlond seeking riches
sels oul b0 conguer 3 amall coasial

villuge, The weaponless villagers know
they connot outfight the invaders yel
believe they con outwit them. They
decide 1o use drums of all sizes, hoping
the sounds will intimdate the cnemy. The
children create temifying masks from
hark and sesvweed 1o add to the forthoom-
ing dromi

Author J. Alison James uses the
texiure and timbre of words 1o express
the unigue sound of each drom - TN
kads DON kada, Podo pada Podo pada,
Tiki 1iki tik, DON DON DON. The
percussive wonds ory oul 1o be per-
formed, chanted and repeated over and
over again. Reading these words makes
you feel like you are hearing the drams;
saying the words makes you feel like you
are playing them. The wonds' placement
on the page, different sizes, exclamations
unel capitalization suggest wnal inflection
and dynamics. The meticuloasly detailed
paper collage illustrations by Japanese
artist Taukushi complement the rhythm of
the story, Bold colors and the expressive
qualities of euch page will surely capiure
the attention and imagination of children.
If wou look closely you can seo the
varigus leatures of the papers utilized in
thie art. The creative possibilities for the
classroom wre endless.

A the sarmurd approach the villuge in
their boats, they hear cminoas sounds
coming from the shore and spot grie-
some monsters dancing i the sand. The
invaders shoot arrows bo the shore but the
drums rour an answer: DOMN da Don da
DOMN! Overwhelmed by the sights and
sownds from the village, the samurai tm
awity, Since that day, it is believed that
the baat of the droms “stalls the beat ol
the heart.” Readers of all ages are certain
to have the beat of w Koo kel ko and &
DO DON DO an their hean by the
story's conclusion.

~Cerrlox Abril
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MOSES GOES TO A CONCERT
By Tsawe Millian
Farrar, Straus amd Giroux, 1998, $16.

Upon fimst glance, Mases Geoes i A
Cangers may seem like another picture
ook whout the instruments of he
orchestrn or the concert-going experi-
ence, but a closer look reveals something
miore, This is a story abowt Moses, a
young boy who has a dog, a toy-filled
oo and & new drum. He enjoys plaving
his drum, although he can't hear the
sound it makes. Moses is deals he relies
on [eeling the vibeations of the drum
through his hands and feet. He and his
clussmates. who are also deaf, are going
om i fiebdtrip (o attend a young people’s
concert. Readers soon realize that this
concert expenence may be a litile
dilferent Froms the usual.

The children find their seats in the
concert hall and cagery await the
performance. They notice a variety of
percussion instruments assembled in
fromi of the orchestra, and their teacher,
Mr. Samivels, describes some of them,
When the female pereussionist walks on
stage o bow, Moses and his classmates
applaud by waving their hands - ps
traditionally done in the deaf culture.
This is only one example of the careful
research the author has undertaken to
authentically and respectfully represent
the deaf community,
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Before the music begins, Mr. Samuels
hands his students balloons, which they
hodd 1o feel the vibrations produced by
the musical instruments. Young readers
will be intrigued by the ways in which
deal children can enjoy music. This may
even spark o discussion about sound
wives and the mechanics of the inner car,
Following the concert, the percussionis,
whao is also deaf, discusses her career and
the obstacles she has overcome 1o reach
her goals. Inspired by her story, Moses
redlizes that he too can do anything he
sets his mind to. He excitedly goes home
to share his experiences with his parents.
Moses decides he will be a percussionis
when he grows up,

Isuac Millman, suthor and illustrator
of Moses Goes T A Coneers, has written
an inspirational sory thal eoches and
entertains, He tells the story through
traditional text, watercobor illust alsons,
and Americon Sign Language {ASL). The
ASL illustrations, which include hand
signs, body movements and fucial
expresasons, are accuralely depicied,
enticing the reader to try them. The
cartoon-like illusteations will capture
children’s attention without distracting
from the story. Readers learm how those
with hearing disabilities are shle 1
communicate and participate in many
activities enjoyed by others, And most
importantly, children discover thar
throwigh hard work and dedication they
Loy can do anything they set their minds
Lo = with or without o disability,

=Larlos Abed!

MAKING MUSIC WITH ViR
CHILD

By Kia Portafekas and Karen .
Marlow

MME Music, Ine., 2001, $12.95,

This little volurme focuses on Ms.
Portafekns™s creative approach 1o
teaching piano 1o students of all ages,
with M. Marlow™s collabortion in the
wriling process, Any masic tescher,
whether in a private studio or at any level
of elementary, sscondary or cillepe
teaching, is likely to be enlightencd and
challenged by the ideas in this bock. The
author’s emphasis on helping the child
express himself aligns very closely with
the childlike discovery and improvisation
=0 inprtant in O Schulwerk,

How many of us were tnght piano or
an instrument from a method book, page
by page by pagc? In cleamamiany sclhuol,
how many of us sat and sang songs from
a book™ How many hours did we spend
in college ensembles performing the
works of the classical masters? When
were caer minsical ideas solicited, nodmed
and shared with others? The answer is:
never or hardly at all. By the time we
became wdult musicimns, our crealive sap
had hardened inside petrified wood, Our
discovery of OdT Schulwerk as teachers
let the sap flow again, and books like this
0ME Can give us some special insights on
opening and keeping the creative process
flowing for our siudents,

In the awthor's studio, students
practice technique in imaginative ways
and work on two or three pieces each

:lﬂll'l:h'«qulllpu,l,gl'-ﬂ.?.._
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session. Lessons are fluid, though, and the
suther is always ready 1o seize o leachable
et and beap into the unknown,

From the outset. students explore the
languzage of pure sounds, create their own
ideas, lape them if they wish, and then
keep them in their own special volumes,
For beginners, the teacher will write
these pieces down; later, students notane
their own pieces. Play and discovery
come first, followed by notation of a
meaninglul experience

The book is divided imto two main
sections, “Simple Melodies.” chaplers |
through 5, contains ideas on getting
started, bresthing exercises, hasic theory,
amd ways 1o unlock creativity, “Mow
Take I.” chapters 3 through 19, includes
“ome hundred games, ideas, exercizes,
and fontasies designed o release the
crentive flow”

The author uses the word “AIT” ken
from the jaz idiom, o describe this
play ful exploration of antistic elements that
will hecome new expressions wherever
they are tried. While developed for o pianoe
studio, many of these riffs can be easily
addapied Tor an elementary masic cluss-
room These |4 chapters of riffs appear in
i general divectory in chagter &, For
exumple, there ane ideas for chikiren under
age six, for energizing when tirsd, for
starting a song, and for two or tree
people. They are alse organized by topics:
“Breathing Riffs," “Riffing Of Rhythm,”
guided fantasies, “Singalong Riffs”" “On
the: Move™ and “Musical Make-Belisve,”

This bock makes it clear that aclivities
which prepare students for and bead them
i musical composition need not sit on
U basuk burmeer of our lesson plans;
instead, in this day of standards-based
curricula, they should be the spark and fire
that maintain creativily,

Pablo Picasso's guaote in this volume,
“Every child is an artist. The problem i«
how to remain an artist once he grows wp,”
will challenge us o nurune self-expression
beyond the elementary school vears,

Read this book with an open heart. Let
this authaer™s many-Tuceted and Jiv ely
process speak 1o you, Then. choose vour
own path and dance with vour siudenis,
leading them to experience their very
o rmusical ideas,

-Veruike Sefuiliz
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WELCOME TO MUSSOMELI

Children's Songs from an Italian
Consntry Towin {BasokCTy)

By Rosella Diliberto with Bryvan
Burton

Waorld Music Press, 1994, $20.95,

Rosella Diliberto was borm in England
i [talinn parenis and moeved 1o
Mussomeli, Swily. at age 13, In this
small Ializn vown she learmed Iy
children's songs and games that were o
part oof growiing up i that arca. In
Wirloowee roe Mussomeli she shares seven
songs and much of the culture of ber
lamily’s homeown.

The somps, ranging from the silly
{“Twenty-four Blue Cats™} w the
graceful (“0h How You Dance, Beautiful
Girl™), were all very appealing 1w my
American students, While a Tew are
obvicuely intended for younger childron,
each is appropriate for all elementary-
aged stmdents. A version of “Ring
Amund the Rosie” and a comulative song
helped my classes make connections to
game songs with which they were
already familiar, Most of the pieces have
instructions for traditional mevements
and for extensions into other subjecs,
and all of the selections have suggestions
for improvising movemenis o acoompa-
miments. (Mome of the tunes are
pentatonic and children would need 1o
discover the chord structure before
atempling accompaniments.) The
cultural background of each song is
also given.

All the tunes are easy io sing and
remember, Each song is prined with

Inalion lyrics and qan English translagson
and includes permission for teachers (o
ke copies for the classrosm. The CD
leatures Rosella speaking the text clearly
— with pausas lor student echoses —
followed by the entire song accompanied
by piann, This makes learning the songs
practical and exsy for teachers and
children whe deo not speak [aliin, A
printed pronunciation guide is provided.

Also inclubed in the book ane histori-
cal and geopruphical information, two
Diliberto family recipes, many photo-
graphs of Mussomeli. and a puide for
linking the songs o ihe MENC National
Stondards, Thres “OK-o-copy™ sections
are provided: o map of lialy, a imeline of
Sicilian history, und three pages of
rultural conmections available on the
Imternet, These added features make
this book valuable for foreign-lan-
guage and social studies classrooms as
well, bringing a new dimension 1o the
misic class,

Al Poaveliom

HANIPDANCE

FLEF] Rl

HAND DAMCE (CIn

By Glen Velex

Momad {a division of Musle of the
Waorld, Lid.), 1996,

Master drummer Glen Veler, who is a
member of ADSA's Advocacy Council,
has developed a dedicated following
among ACS5A members since his first
ADSA appearnnce at the San Diego
conference m 19H. This C0 s g re-
release of a recording by the same title
from 1987, which wis a re-release of
earler recording ttked Frame D

ey Bage 45,
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Migide. I includes six selections that
vividly display the unigue tlent of Glen
Velez with assistance by his dromming
parmer, Layne Redmond {sathor of the
book Wiew the Davamers Were Wonten:
A Spirinal Histery of Bivthum).

Rocky Maffic's 1999 book, Ry
and Beowty, defines the frame drom as
“simiplicity itself” and, indead, Glen
Veler makes playing it sound effortless,
Although some frame drums are square
or multi-sided, moet are circular for
obwvious reasons. Frame drums are o part
o long-standing musical traditions
throughout the Middle East and Morthem
Adrica, in Tty as well as Irelond. and
within indigenous culiures througheout
the Americas. Hardly a location or
people on this planet or throughout the
ages s been exempt from wse of the
frame drum,

Gilen Meler plays them all — the
Muoroccan bendir, the Brazilian pandeino,
the Irish bodhran, 1w nume a few — using
amaizing techaigues he hos gathered gnd
synthesized From his study of world
drumming practices. He uses every pan
of his hand — palm, heel, knuckles,
fimgertips, fingernails, thumb, fist — o
hold. shake, snap, roll, scrape, brush, tap
and flick. He applies pressure o ihe
drumhead to “bend” the tones and he
rapidly alternates fingers to produce
“flutter tongue” effects, The listener is
easily convinced that his hands are
truly dancing as if possessed by the
spirit waorld,

If e could dingram his hamd mwd
finger work, it would make Guidi
d” Arezzo’s famows hand in the music
histney texthook look like o kindergarten
drawing.

The CD includes selections inspined
by Brazilion samba rhythmes, layered
cross rhivihms of Zinhabweee, and
tracitional Nubian music. In the Mubian
exampde, Velez plays the bemdir, an
interesting drum having strands of animal
gl stretched undemeath the drarmbesd o
crbe a snare-like effect. In the Shona
example, the pandeino is enhanced by o
12-beat ostinato played on mbira, along
with n constant beat produced by ankle
bells, To this, he adds quietly hummed
melodic patterns and overtone chanting,
Welex hus mastenad this art, often
associated with Tuuvian “throat singing”
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and Tibetan Budidhist pructices.

The centerpiece of the collection s a
2]-minute improvisational work in
uncasmmon meter, The bodhisin remains g
comnstant Force throughout, 1o which are
added an Alghun tambourine colled o
dwira, a Lebanese wmbourine called a
duf, and a Spunish square frame drom.
The piece seems to have five major paris,
miseh like a sune, which rise oul of the
urdercurment of constant bodhran
rhythims like tidul surges,

Forunutely, there are o number of
Weler's recordings available, This CD s
Just one example of his exirordinary
talent.

=St H.i' Cofe
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BEHOLD THAT STAR!

W AMERIC AN SONG QUILT
+ *

BEHOLD THAT STAR!
An American Somg Quili (1)
HKevels Records, 2000

Let me first reveal a drcadiul secret
from a musiciam: 1 never <t and listen o
recorded muosic. 1 listen as [ drive 1o
wirrk, 1 listen as 1 do housewark, 1 listen
as | sew, paint, wrap, pures, tuck, L
and foss, Becently 1 et a stack of
progress reports next o my grade book,
pushed Behold Thar Star! into the CD
player, and prepared 1o listen as [ enterad

grades onto quarterly reports, This Lasied
abowt 3tk seconds. 1 was compeelled i
move W the rocking chair o =it close my
eyes, and really lisgen, Cver the next hour
| smiledd, chutched my bosom and sighed,
amel even Lghed oot loud. What o
ploriows collection of American sngs,
ranging from spicitwls and shape nole
hymns o blue grass and Sulvation
Army bands,

The concept of Hedata Thar St
came from the Washington Revels, o
churitable truss with o mission of
bringing seascmal community celebra-
tions to Washington, D.C. It i an attempt
b recreate the urbain singing commiimi-
ties of the Late 1 9th century. Urban
“proncers” gathered into neighborhoods
of similar ethrreiy, However, theac
diverse pockets of refugees from poverty,
slavery and oppression were olso
neighbor i each other. Their varied
msical waditions met and blendied,
particularly a1 Christmos time.

Yocal contributions w this CD come
from The Shepherd Alley Singers, who
display a stunning ability to sing in very
disparate vocal sivles, “Balm in Gilead™
is rich and lusciows, with vibrto so broad
that you fall right in and are rocked and
cradled. “The Babe of Bethlehem,” on
the other hand, is so strdent i0s like o
bite of preen apple. The Good News
Brass plays hymns 1o save vour soul as
well as tunes just mght for sipping
lemamnade on the Fourth of Jaly. This
hanguet of sound ix completed by The
Tiber Creek Band, a blusgriss ensemble
e exveeflenee thal just won't permil you
b =t sl

The CD comes with nodes aboul each
song, giving information aboul origin as
well as interesting ancedotes. el
Tihat Star! is an excellent classmoom
resourcs of simply o jewel for your
persondl listening by,

-Martlve Cimn
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From the Classroom
Marilyn Gunn, Editor

In the review section of this issue you
will find a variety of children’s books fo
yvour conaideration, This column takes a
closer look at two of these books anad
eaplores their place in the music ¢lass-
TCHHTI,

iy Tree: Seping Science Througl Ar,
by illustrator Thomas Locker ancd
Candace Christiunsen (HarperTrophy ), is
the visual equivalent of the musical form
theme and varation, The tree is the
theme, constant from one page o the
next. Each vasiation s o season or a
transition from one season o another. To
create an “aural illustration™ of the rres in
ils many seasons, students must firsy
compose the theme. What are the salient
characteristivs of the tree? Do these
characteristics suggest o melody, a
rhvthim, a timbre, or a combination of
these elements? The theme may take the
Form of @ fasso contime. Tt oigehd be o
song. It might be a rhythm piece based
on the descriptor words genened by the
class, Whutever form the theme tokes, i
will become the foundation upon which
each variation is buili.

Light and color play a significant role
in the trunsformation of the tree, This is o
perfect opporiunity o compire visaul
eodor with auditory color, 1= the signifi-
cant difference berwean the theme and its
varnfions going 1o be one of cobor? The
theme con be repeated wath ench wm of
the page, varied enly by instrumentation.
Wonces also have different colors, Yowels
wun be eotegorized s bright or dark. Yary
asung theme by changing vowel sounds,

Texture plays a part in the changes the
tree undergoes throughowt the vear.
Sometimes the iree s thick with leaves.
Chher times it is bare, The varations can
be o matier of adding amd subtracting
instruments, Don't forget the vocal
insirumeni,

How could studenis use space and
imedEon o show theme and vasiation? All
children can pluy the part of the tree a
once, discovenng ways io vary their
maovements s the sensons pass. Or a
single child can be the tree with other
students providing the varimions in the
dances around the tree, The varotions
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can also fake the form of props. Fabeic,
paper und other found objects can acdd
visual eodor and fexiure w the dance,
D't forget that instruments can also be
a part of the dnee,

Adong with the lovely illustrations and
the potic fext, this book includes
sereniific information about irees and
sepmons, ensily the hasis for 2 shoamed
lessom with the classroom science
leicher,

[F yowr wre inclined towand thematic
teaching, consider shoes o one of your
topeca. New' Shoes, e Shoes by Susan
Rollings {Ovchard Books) con be o
delightful part of & whale shoe unit Qe
of my stwdents has attended a local dance
school for several years. One day | asked
her to inguire at her nexi dance cliss if
miy schaol coubd have some = orphan™
shaszs 1o show 1o students in music class,
Within a few days [ had received a bag of
shoes that inchuded boys and girls balle
slippers, tap, vz, and character shoes,
and the grand queen of all shoes, the toe
shoee. As we learmed about different
dance siyles, the shoes wene passed
arouid the raom. The children were
fascinated by the shoes, in particular, the
b shos, I8 ws squeezed and poked,
insicle and oul, und studenis were giie
reluctant w relinguish the shoe o the
WXL pRErsomn,

Like Skv Tree, Mew Shoes, Red Shops
can b a preat lesson in theme and
varition. Students can begin by making
cbservations about the shaoes they wre
wenring. Pair children with a pariner or
Pwirand let them remove their shoes o
e om the floor in o pattern that ¢an
be performed by assigning a body sound
to ench shoe. The rhyme amd repetiion of
this book begs for bady percussion
ostinati. The ™ shoe ostinai™ created by
the students can be used os the back-
ground For a reading of the siory,
Chibdren can iransfer thess patiems io
oo and other instruments, or can
explore the wse of shoes as mallets on
various classroom instruments, particu-
larly larpe barred instruments.

When [ investignted shoes as a
teaching theme last vear, | found several

shoe rhiymes, such as * One, Two, Tie My
Shoe.” I also found many songs nhout
things that shoes dio — songs about
hopping and running wnd walking, Allof
these con be accompanicd by o shoe
bordun™ {using shoes as mallets on the
buss xylophone).

Btudents enjoy ** shoe improvisation.”
Chaose an child o direct the oction. The
director conducts with 2 walking shoe, a
running shoe and a dancing shoe, Some
studems play pentatonie sumed instr-
mentz along with a variety of unpitched
percussion, while ather students impro-
vike their danca, The director holds oane
of thie shases aloft o indicate fo e
players and dancers whether they are
creating walking, running or dancing
miusic and movement,

While I 'was exploring shoes in music,
the art teacher momy school continued
the theme in her cluss. She asked each
child o design a pair of shoes, which
thizy cut from posier board and deconsied
wilh mixed medin, She punched a hole in
cach shoe and the children tied their pairs
together with o length of var ad
brought their completed shoes o music
class, For every dance, we leamed an
aliernute * ar-zhie dance,” which we
performed seated or standing on the
risers, The children’s feet staved put, but
they mde their art shoes dance in the i,
I had ovver 100D first graders in the
program Shoes for the FTA. For every
song und rhyme, one group played
INSErUMEns, one Zrodp danced, and the
rest sang while doing their uri-shoe
choreagraphy. In this manner, evervone
got o play, sang and dance, which is 4
migjor feal with mine docen six-year-olds,

Theme and variation is one of the
miost fundamental tlechaigues of compo-
sition. Sky Tree and New Shoes, Red
Shoes present o context in which your
stulents, from the voungest i te aldest,
can experience this very cssential
concepl throagh sight, movement and
sound. It is throwigh piving children these
many ways of knowing that they become
intuitive musicions.
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Video Preview from the AOSA A/Y Library

Idit Kubitsky:

“Ewe Children’s Music from Ghana in the Classroom”

The small hands of childnen an play
pently trace circles In the sand, and with
one unified motion, the group emphati-
cully passes a pobble to the right m this
rwk-passing game. The children sing
about the care and repair of shoes as they
sgpual barefiood in the dry dust pear their
mitid huts in southestem Ghana, The
valwes and raditions of the elders are
passed through the songs of play. Jost as
the men in the village weave intricate
paticms on therr looms. 1he people wiemve
song. dance, the playing of iraditional
instrurments, and drima i the fabre of
village life. In this session, the songs of
the children become an importam
element in understunding the valucs and
trichieons of the BEwe people.

Iehit Kubiisky recorded the music of
Kopeyia, Ghana, while completing her
masier's degree work during the sum-
meers of 1996 and 1997, Ms, Kubitsky,
who feiches high school music in lsracl,
skillfully shared a sample of her work a
the AQSA Conference in Rochester,
Muovember 200k

Thee sessiom begins with o videotupe
showing the simple life of the village.
The reconding gives o point of reference
bor the activities that Follow, and Ms,
Kubitsky often returms o show other
scgments that lend authenticity w the
wames the group leams. 'With this
ntroduction. Ms. Kubesky immeracs the
participanis into the culiure by singing a
somg ahout buying shaes, With o
cleciricity or running water, the villauge
values the few shoes they own and take
gowwd care of them, With the rhythmic
pulse ol the n'h:;krr.b:_:mi“g i wned the
gentle encouragement of the song leader,
the participants put aside their own
expericnces and begin o value the
lessons of the Bwe,

Continwing in o circle formation, Ms.
Kubitsky introduces a handclapping
gume, She psks the participants o extend
thear lef hands 1o their neighbors, paulms
up, andd el their neighbors” hunds o the
right, In accord with village life and the
OrfT Schulwerk process, the presenter

Beth lafigliola

mirodduces the hand patiern wiith a speech
cham that coordinuates the motions of the
hands, The Inst word of the chant is set
apart by rhythm and mation. Esch time
thae Tt weordd s chanted, the leader
improyises o new motion, which the
Lrroup must instintly recosnize and
mimic. The group breaks into partisers,
cach partner taking a wen being the
leader in this enjovable activiry.

Ms. Kobitsky challenges the group io
tnke the chant to o new level of difficuliy.
Imstend of using the chant as a reaction
oame, Lhe last word becomes a place
where the hands reverse maotion. Ms,
Kubitsky adds a laver of melody wo the
handelap activity that infrosduces cross
rhyithims in the African siyle, In Western
notation, says My Bubiisky, we perceive
the beat in growps of three, but in Africa,
the beats are grouped in paos amd
realized through a sidestep motion in the
feer. This puls two against three in the
boly of the participant wnd becomes a
challenge lor evervone

The videotape returms, showing s
child making a druim from a can, plastis
sheeting, and a wire loop For g rim. The

child inseris wood fragments arowmd the
drum rim v tighten the head amd plays
the drum with sticks. He seems quite
plenzed fo lest his new oy, perhaps proud
bz drom playing wswnlly is reserved
for the men of the village. The Ewe make
another inslrument using a can as a
resomating chamber, a bowed sick, aml
one siring that they pluck, Ms, Kubitsky
demonsirates a zong, and the videoipe
shows variations of playing teclhnigues.

The loisd Pt of the session is o sy
that includes singing., damming anxd
dancing. Ms. Kubitsky demonsinies each
instrument in the drum and percussion
cisemble, She shows how the patterns
L'\'I:llfll]:lll.'llll\."lll thie whinke sind then allows
the growp to practce Lyenng the soemds
in the body and voice Bafone adding the
authentic instruments, The dims wne
magnificent & the panicigants poal thear
iimaginatioms W create i domi from the
tale. The session ends with the addition
of dincers using steps seen on the
demuonstration tape.

This videstuped session will be o
wonderful resource lor learmers of pll
ages, (ADSA AV Librry: | 121K)
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workshops preseniod nationally

Offering Special Value Prices on our best-selling soprano method book
with your choice of three classroom recorders.

sP2358
Hands On Recorde
by Gerald & Ecaya Burakoff
Bsginning aofaais mafud
* Parjsiesk oty progression
= 14 pengen
= Lyvics

EM01 Package kludes: SFTI Package Includes:
SHVE - Da Capo D23 1-piecs soprang recones Aubas JLA. 2-Ziece seprans record Hloc: JRIADB 3-piaca seprena recander
Music and CD Packages! and Hands H-: arder 5215 and kends On Recorter '.:;E':' ard Hands On Recorder SF2354

5 T o T dape F““‘ = ¥ Package Frice ..................... §7.20
See gur web gile or cafalog = § P2 i thage Frice

far the latest from Sweet Fipes!

Fax Your Order Tall-Free 24 Howrs 8 day
L 5@9@1 @;&3@8 800-576-7608
Lo b it

Or Phone Toll Fron B00-445-1067
6722 Benitwood Stair » FY, Worth, TH 76112« Ph. 817-446-3250 | Send far tou FREE

www.sweetplpes.com » e-mail spmus@aol.com Complete 2001/2002 Catalog

FOR 100 R MOAE 3F PACKAEES
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Still the best recorders made!

TWO-PIECE
SDPIIAND RECORDER
Wary coiar Sﬂ. 25

+ Detachabde thumb rest

» Single ks far kw © and 0 provide
epse of playing in lower register

+ ACpesconies: cloth carrving bag.
fimgering chart, and cleaning rod

A203A BARDOUE FINGERING

AZ02A GERMAN FINGERING

THREE-PIECE
SOPRANO RECORDER
Cusescomaovioes 9/}, T3

= ACoessories: chath cannying bag,

Fingering chart, and chning rod
AZ0ZAI vory Color BAROQUE FINGERING
AZ0ZADE Dark Brown BARDQUE FINGERING
AZ02A Ivory Color GERMAN FINGERIMG

CLASSIC ONE-PIECE
SOPRANO RECORDER

» [ark brcrdn with heary-colored trim

= Buit-in thumid rest places right 5 5“
fand in rarmert relavad positinn 6

* Curded wingway

« Sngle hales far low © and 0 provide
axe of playing In lower register

« Apgetsanes: wml camying hag
and fingering chart

A105N BARODUE FINGERING

A10ZN GERMAN FINGERING

p’ -
P.O. Box 126, Ft. Worth, TX 76101 ASOZADE

ORDER TOLL FREE FH. 1-B00-424-4714

RHYTHM BAND FAX 500-784.5401 + 24 HOURS
e-mall sales@rhythmband.com
INSTRUMENTS www.rhythmband.com
Call o e 1 i i s & ¥ il oor Bre Salow recoscers asd cier mankal procc
Aidas high therns il - Sopranos, Alios, Tenony Bass. Sopraning, Carkbein, Panfieie, Barogue Floies

The Orff Eche — Fall 20017

Fmrr SHIPPY

e 03 pr e e

51



o
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Using Music for Childven
Broots of Ot Schulwerk
The Drrum

Learning for a Liferime
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Fall 2002
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Knowledgeable Personnel
N Specializing In:
Elementary Classroom
Software, Pro Audio,

World Percussion,
Band & Orchestra
Instruments

Helping music educators for 70 years.
1121 Broadway Plaza, Tacoma, WA 98402 (253)272-3211
WWW.TEDBROWNMUSIC.COM

Calling all Teachers...Leaders... Young Recorder Players...
The Junior Recorder Society is a
three-year enrichment supplement
to ongoing study. The JRS
Leader’s Resource Notebook provides:
+ different approaches to beginning recorder teaching
+ articles on ornamentation, consort skills,

many other topics — all written by experts in their fields
For Students: Three activity sheets per year containing musie,

graphics, background information. A Leader’s Guide
for each student activity sheet provides details
on music presented and further study ideas.
Leader's Rexource Nofehook 320 ARS members
Arnerican Kecorder iy
Bex 631, Littleton CO BO160
F03-347- 11 204 re eerdl e e e @ M pUSErVE. COM

I

or 540 pon-members (jokn within 90 days of
purchase and pay only 520to join, with $20
of LEN non-member price applicd to dues)
Student's JRS membership:

%5 each (54 cach for 10 ar maore)
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YOURS TODAY!

Far the playvear
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$217.%0

ietamar in all

K5 LOW AS
$3u oo Stretchy
Bands How 1o devalkop your own lyhy
Diavedop milor shills with F . of assassing students warking
vigaraus and fun sxercises, g . within disfrict guidefines.
games and dances! Comes in & %
A LOW A ‘
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Sesame Street / 54 .
Videos & CD _f’ 6:1"'51‘ 3

Lels make music with gty i B
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Arts Calendar
by Sue Snyder

Idaas for music and the arls
averny day of 1 year!

.

sa o arder online at
' Instn:ur:ents $1?Bﬁ.l'm

 Introducing Samba OrF www.westmusic.com
%, instrumants from Spain with
Y, (ENUne rosewood #

_ aylophones!
_'d.l-'
Weslm
1212 Fifth Straet, Coralville, 14 5224)

infernel * www wasimusic.com | phone = B00.397 9378 | fox » 888.470.3942 | e-mail * service@westmusic.com
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—-J s Extra-Wida Bars * Progisely Tuned to Addd

1-800-443 '3592 » Only Frime, Aged Rosewood  * Atiached Storage Boxes lor

used on ¥ylophones F# and E° Bars
: » Formica-Laminated Solid * Mallet Storage
Toll-Free Fax: 1-888-724-6733 Herdwood Construction, e Ayailable in Fiberglass and
PO, Bax 12909, Salem, OR 97309-2509 Glued and Screwed Togethar Extended Ranges

E-mall: contact@peripolebargerault.com UNCONDITIONALLY GUARANTEED

WabrSite: i peripolebergerault.com FOR QUALITY, WORKMAMNEHIP, AND TUNING

American Orff-Schulwerk Assn.
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