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A PASSION FOR EDUCATION

F{'rl‘ more than 50 yvears, thousands of teachers who are passionate for music
education have trusted Sonor’ to provide the highest quality Orff instruments,
Talk to vour colleagues or experience our instruments at workshops and confer
ences and discover the difference Sonor can make!

For more fuformation or to find your nearest dealer, call (800) 451-6891 or visil wwwbobyerusa.com.
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writen by a disdnguished team of masc cducators,
Music Expressions" is the first Hreracy-based, goploricnied K-12
curriculum built from the National Sandands for Mosic Fdocation.
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In the skull's tingling auditorinm
A poem by Patricia Goedicke

Piane improvisation develops musicianship

by Alexgndra Kertz-Welzel

Improvisdng an e piano can be a shared adventure between student and teacher,
using the O approach. Keriz-Welzel provides twe casy models to demanstrate,

The Schulwerk, Early Music and renewal

by Stephartie K, Andrews

The pioneers of the Early Music revival and the creators of the Schulwerk have much
in common. The similariies are stariling. Andrews explains, in their calls to respond
to music with body, soul and spint.

Tranzlating Balinese music from gamelan to Oril ensemble

by Dawig Harmish

Harnish discusses the process of transforming Balinese compositions featuring
both Dalinese gamelan gong kebyar and Orlf enacmble, He includes transcriptions
of four simple picces based on elinae patterns to be transferred from gamelan
Orll instrumants.

The Zen of Ocll Schulwerk

hy Dong Goodkin

=Whsat is true for Zen Buddhism seems equally true for Ocff Schubeserk,” writes
Goodkin. “Teaching begins with the intuition and the daily aitemp? 1o feel your way
I:hrmlsh the numerous details of @ach and every clas=_"

Orff process and performance changes college-student attitudes

by Bndly Trenfield

College students participate in Schulwerk-based creative proceas, then siage perform-
ances of their products lor elementary school audiences. The experience, writes
Trenfield. has a profound impact an attitedes her sludents have abaul 1eaching

The creative process reflected in nature

iy Weroveika Soluliz

The ideas of Amoald Burkart and John Hoeli were publiabed in the 19608, bui their
insights continue o affect education woday, Schuliz explains.

The Rote Song: Dees one size fit all?

by Brend Gl

Gault studies the interaclions of selected faciors related o rote song Insiruction, and
the implications for teaching. It 1s imperative, he concludes, for teachers (o have mone
than one way of aurally intrducing a song o students.

Don't let science bug you!

hy Bettie Bosweil

By calling upon experiences from her Orff Levels courses, Boswell turns a directive
o Emph.]stze srience inte opporiunities for student music-making, ingromen-mak-
ing and moverment
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| =%\ music supplies, including an extensive selection of Orff instruments,
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4004 Technology Drive = South Bend, IN = 46628
Call: B00-340-4448 or Fax: 800-260-59062
Order online anytime at wwhw.com
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Great Value! Terrific Sound! Lower Prices!

Compare These Outstanding Features

* Correct Inonation amnd Excellent Resonance

= Solid Wood Frames for Durability

# Aftached Storaee Compartment Included on all
Digionic Frames
Damper Bar Inchwded on all Diatonic Metallophomnes
Ghockensplels Feanire Wide Bars [or Exse of Ploing
Mallet Storagse an all Diatonic Frames
Two Pair Malbets Tnchoced with all Xvlophones and
Metallophones

P00, Box 126, Fort Worth, TX Ta101-0126
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Write or call for Free Catalos

{Order by Toll Free Tdephone:
B0-24-47 24
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Get your 5tunt5 actively involved in
musicwith o0r BRAND new series for
GRADES K-8

i

abundance of activities
that will have your
students singing,

playing, moving,
and creating.

Check it Out!
music.mmhschool.com




The President’s page

n regard 1o edu
cational reform,
Carl Orft said:
. I should
‘ like 1o express my
thoughts in an
‘ unitechnical way that
should be easy tn
R, Lot understand. For this
we must returm again (o Mature,
Elementary music, word and move-
ment, play, everyihing that awakens
and develops the powers of the spirit,
thi= is the "humus® of the spirit, the
humus without which we face the
danger of a spiritual erosion
“When des erosion oocur in
Matured When the land is wrongly
exploited; for instance, when the nau-
ral water supply is disturbed through
too miech cultivation, or when, for util
itarian reasons, foresis and hedges fall
as victims of drawing-board meniality;
in short, when the balance of nature is
lost by interference. In ihe zame way [
wiorld like 1o repeat: Man exposes
himsell o spiriteal erosion if he
estranges himself from his elementary
eszentials and thus loses his halance.
“Jusl a5 humus in nature makes
growih possible, 20 elementary music
gives ta the child powers that cannaol
otherwiee come to fruition. [t is at the
primary school age that the imagina-
tion must be stimulated; and opportu-
nitkes for emotional development,
which contain experience of the abili-
ty to feel, and the power to contiol
the expression of that feeling, musg
alag be provided
“Everything that a child of this age
experiences, cverything in him that
has been awakened and nurtured §s a
determining factor for the whole of
his life. Much can be desiroyed at this
age that can never be regained, much
can remain undeveloped thal can
never be reclaimed.” !
These are good words to carry with

The Orff Echo - Fail 2004

Training vs. educating

us back into the classroom as we
return for anosher academic year.,
They serve to remind vs that our pur-
poge is o open the door 2o studenis
can cross the threshold into extraondi-
nary moments. To stimulate our
undderstanding of how o do this,
many of us spent our summer particl
pating in teacher training courses,

I have dbten wrestled with the term
“ieacher waining,” For ma, It Indicaies
that the teacher is the center of the
experience and must guide the sty
dent 1o hecome proficient or qualified,
It spams= passive on the siudent's par.
“Teacher education,” on the other
hand, seems more student-centered
and implies thai the teacher will facil-
itate, guide and lead the student
toward enlightenment,

As a teacher of teachers, | often
ponder whether “teaching”™ can be
taught. Yes, the praclicoes, procedures,
processes, theories and design of les-
s activities can be taught. However,
what cannot be taught might be the
mast impoartant aspect of teaching - a
pazsion for the subject, a deep com
mitment (o serving the needs of siu-
dents, a drive 1o contribute to the
human spirit and a more joyiul and

peraceful world.
Obacrving the develapment of

teachers as they journey through
many stages has been my privilege,
An early stage that most teachers go
through is one in which they use a
directive style. They plan activities in
which students will participate, hop-
ing that musical knowledge will be
acquired, Teachers in this stage suc
cassfully replicate lessons in which
they participated in classes or work-
shops and which are described in
textbooks, They can design their own
lessons based on these models,
Teachers at this stage seem more
concerned with what they are doing
than with what the students are

by AOSA President Judith Cole

doing. They develop presentation
skills, maotivation sirategies and class-
room management techniques, For
teachers who remain too long at this
atage, burnout 18 sure e occur

Recently, a teacher who had been
teaching for eight years said 1o me, “1
wanl my stedents o be more creative
and 1'm ready 1o provide that opporiu
nity for them, but | don't know how
i make the change,” She was expres
ing a need o move away from that
directive style of teaching and on o
the next stage, one in which her stu
denis could be more in charge of thelr
own learning. She recognized a need
to become a “guide on the side” who
could facilitate thelr experiences bl
could nol necessarily predict the owl-
comes. Al this stage, there is a helght-
ened awareness of the individual siu-
dent’s needs and abilities. The teacher
i% able o step out of the “sage on
stage” mode and view the act of teach
ing as one of serving the needs of the
student, Lesson planning is centened
on developing mechanisms for student
creativity and questions that will stim-
ulate thinking. There is a bit of dise-
quilibrivm ai this stage because the
puicomes might not be predictable,

In a culture of assessment and
paper and penell teating, thia atage i a
challenge for some teachers. However,
this i% a more elegant place where the
heart of the educational process exlsis,
It is the place bevond rote-siyle imita-
tive learning. It is where information
is translormed into something the
teacher did not predetermine, Stedents
are given apporiunities o extend pat
terns, vary and change existing materi-
al, embellish and decorate patterns,
and play with the musical material to
explore possibilities, 12 a joyous
place where children wse what they
know in a varety of new ways. The
teschers mole s one of drawing oul

covriinues on page 3
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L learnimg experience. And Orff is fust the beginming. Our free 40 page
color catalogue is filled with hundreds of musical instruments and
BN S docessories to enhance your OnfT instrument collection,

? * Fueel 2 Pair of Mallets With Every Orff Instrument.
H! * Fweel Foam, Interlocking Comfort Mats.

Chramatic bar sterage * Hew! indestructible Clath Covered Orff Instrument Tubing.

* Expand! Bass Bars, Chromatic Add-Ons, Accessories and More!

* Gaonasteed! 5 Year instrument Warranty.

Free 05 Catalogue.
Dostt Stont Class Without Due!

Buckn s i m% “ qu I
| e G |

Weralaahane dawnrs P.0. Box 261030, San Diego, CA 92196 | =55




Piano improvisation
develops musicians

By Alexandra Kertz-Welzel

coording to Carl O, 1o Usually, the child loses hath after a hut sometimes the creativite of chil
become the ideal creative certain time and she becomes accus- dren who saw themselves as musi-
pianist the improviser should tomed (o the teaches™s requirements cians staris to wither and fade as
"get ears on hiz fingers™ 1o in terms of playing correctly what she  piano lessons continue. How can a
improvise good melodies. For Orff, is supposed 1o do, teacher change this situation?
Mang Improvisalion was a very Thizs déscription of a child's situa- Improvizatlon can be a way 1o

impartant part of 4 mugician’s train fien might appear as an sxaggeration,  acknowledge a student’s drive to
ing. Every student at the QOrff Instiute
has been required to take a class in
prang improvigation, The main goal
has been the developmeni of musi-
clanship through creating music at the
very moment of plaving,

The Orif approach in piano les-
sonsf Does il really work in private
piann lessons? Of course, it works,
Mot only is it fun o improvise when
teacher and student are tired of play-
ij:g.', compositbons, bul improvisation is
also an important contribution to the
development of musicianship. It helps
to avoid the frustration of beginning
students who are proud of thelr abili-
fies to play cettain tunes or soumds,
but who are not much interested in
learning basic plano skills,

It & child is fascinated by music
and asks for plano lessons, she is
goon surprisad after srarting lessons
she may have considered herself
eing a musician, and most certainly
Was Ii|'..'|'l\.'i'|'l 10 MNSIC, I_!lq,'l_'.gll_l}il,' }ill{' Wk
able to play easy tunes or to create
interesting melodies, Bul then, piano
lessons came to be all about learning
nolalion, siriking the appropriate keys
at the appropriate time and playving
the music of other people. Usually,
leszons procesd according o a texi
bk, which introduwces specific hand

L .:ll'|-.| rmusical facts in a : The plano feacher can expand e stedenr’s ideas of metodies Serough imitetion. Fis
sequence in order to organize leaming gy spudent plays o melody whick the feacher imitates, or they may reverse roles, It i a
mosi effectively, What about the sty fo donble-check mefodies and to train the atedent's Ustering and memory. Al
child's music and ideas! Whar abou the reacher nught help shape the mdody by eminding the student of possililittes for
her self-definition as a musiciand skipping notes, charging the v, repeating motes and alternating between ascend-

g aned descending omelodies,

The Orff Echo - Fall 2004 11




play and o experience sound. OF
course, it is not possible to put aside
leamning the basic piano skills and
mugic reading. But by adding
improvisation as a supplement 10 the
technical and musical requirements
af a beginner ar Intermediate piano
student's literature, the teacher
acknowledges the student’s early
dreams of being a musician,
Improvisation means inveniing
music at the moment of playing with-
oud writing il down, The or |Ei|1.|| Latim
wind imprmdsns means unforeseen,
unexpecled or sudden, Improvization
entails plaving unpredictable sounds
that are umwritien and are developed
by creativity and imagination.
[mprovisation means more than just
disorganized tinkling in order o have
fun with the instrument. Rather, i
implies an interaciion of freedom and
limitations, of ceriain guidelines and

12

Ir ix fum for botk student and fercher o improsdse geod melodies af e plaomo, explizing
Kertz-Welzel, It helps the creatie pianisd io "gel eers on ks fingers,” a8 O] adisised.

roam for creativity, Improvisation
cnhances musicianship, because it
offiers a composer”s imsight inlo muosic
The student learns about sound,
music theory and musical expression
through experimentation and experi
ence. She learns what it takes to
invent music with a certain character,
Improvisation alzo improves listening
and mermory, and it is certainly an arn
and craft that can be learned.

People who improvise know in
advance what they are going o play
through their imagination and their
“lnner ear,” IMprovisers can prepare
themsalves by memorizing modifs,
models, or patterns, which will torm
ithe basis of an improvisation.
Improvisalion should be an essential
part of every lesson. For at leasi ten
minutes, both the beginning and the
intermediate student should be expect-
ed to improvise. There are no precon-

ditions for improvisation besides the
alrility to listen and 1o explore.

Following are two models for
improvisation with piano studenis,
the first based on the pentatonic
scales and the second on modal tonal-
ities. These models include accompa-
nying patterns which provide the
bazic sound for an improvisation. In
these models, both the student and
thee teacher are improvisers, Similar to
the use of the bordun or drone
accompaniments for pentatonic and
modal melodies in the Ol Schulwerk
classroom, the use of thess lechnlgues
for piano improvisation make possible
a “mistake-free” environment in
which 1o experiment. There are only
good, better, and not-so-good sounds
that can be developed and redirected
Sounds that are not at first convineing
can be improved wpon by using a
step-boy-slep approach.

Models of improvisation
Perfatonic

Playing peniatonic melodies is a
very common way for beginners to
become acquainted with the piano.
But it should not became an activity
just far fun, The teacher should make
uze of the student's positive fealing
from improvising and experiencing
her personal creativity without mak-
ing mistakes and build a sequential
path for creative expression,

Improvisations for three hands

Thez student plays with one hand
on the black keys, exploring the key-
board and various sound possibilities.
The ramge of the giudeni’s exploration
can be limited to one octave or
encompass several oclaves. The
teacher accompanies the student in
order (o embellish the sound, He
plays a fifth in the lefi hand, choosing
vither F&C8 or CEGE and improvises
a melody in the right hand, while the
student explores.

T spark interesting tmprovisalions,
ithe teacher may aliernate betwesn dif-
ferent time signatures during the
course of learning improvisation. The
|1r|:|1||:w|| firsl time "iiﬁl'lq_ll_l_lTl_" is 242
[2/4 or 449} - perhaps simply
dupled], bul the teacher can also
choose a 34 or 6,8 meter. The teacher

The Orff Eoho - Bl 2i0d



can imply various rhythms through
the rhythm of the accompanying
fifths. The teacher should listen in
concentrated fashion w what the stu-
dent is playing, and then try to zup-
port or influence it.

The reacher may play somewhal
louder at the beginning so that the
student hears more than her own first
anxicus sleps on the black keys. The
teacher can also imitate the siudent's
melodies in order to build first imita-
tions and then question-and-answer-
structures. O course, as lmprovisation
cam be quite personal, the teacher
must be gensitive in offering critiques
to the studeni. Encouragement is
impartant. Just a few comments on
passibilities for improvement can he
useful and non-threatening:

“Try to find keys to slay an or
return o fl‘f'd]Ul':['l.ll'!.'l"
“Add some longer noes!”
“Try skipping some keys!”
“Try to repeal a note onca
in a while!™

If the student develops her impro-
visgd melodies and is more self-confi-
dent and able o contrel the melodies,
the teacher can try an imitation game.
The student plays a short melody,
with teacher accompaniment, which
the teacher repeats one octave lower.

If the melody is 100 chasiic, the si-
dent may be asked o repeal it If
unable to repeat it, then the student
must find a mew one, Later, the teacher
may play a melody which the student
trias to repeat, [T the student feels com
fortable and iz confident in improvizing
the madodies, the teacher can cease

plaving medodies and expand the
accompanying pattern thyihmically

The student is led 1o play more
complex melodies, paying atteniion
e the recommendations the teacher
has given 10 make the melodies
o interesting, and exciting. The
teacher may also allernate the Fo-C#
hardun with the C¥-G# in the left
hand for do-based pentaionic
melodies, or try A¥ - E#, for la-based
pentatenic, helping the student hear
the new tonal centers. Finally, the
teacher can change the tempo and
the character of the improvisation,
Slowing down the tempo and playing
smoothly, for example, might imply
a diffedeni mood than a quick and
bouncing character,

Impravisations fer two hands

The next step is to play with
both hands, The student and the
teacher first change roles in terms
of an improvisation for two hands:
The student plays now the accom-
paniment FECF and the teacher
improvises a melody. [f the siudent
succesds, the next step is for the
siudent to play with both hands,
first the left, then the right hand,
|5ee Figure 1.]

The next step is to play with both
hands simultanesusly, Usually the
student needs support in coordinai-
ing both hands. Once accustomed to
plaving the melody with the right
hand, the student can recall what
she learned before in terms of
inventing interesting melodies and
the melodies can become more com-

plex. If the repetition of the fifth Fe-
C# becomes oo boring, the student
may be able to change o the fifth
C#-(iF, either for a short time, shift
ing tomalities in a rhythmic patiern,
or for a longer stay in another
“tonal” center.

In all the ditferent possibilities
for pentatenic improvisations, the
student can play with different
moods and characters or create a
piece consisting of three different
parts, e_g., slow-Tast-slow, This is
nol only a possibility for double-
checking if the student understood
pentatonic improvisation, but also
il the student is able to express dif-
feremt characters with simple musi-
cal material,

Modal tonality

There can he various apporiuni-
ties for improvising in modal tonal-
ities, One of the most appropriate
mades for a student is the Dorian
made based upon . The Dorian
made i5 an integral part of the
western musical world, and many
folk songs are written in modal
tonalities.

Impravisations for three hands

The starting point for a Dorian
improvisation is similar to the pen-
tatonic improvisation. The eache
plays a simple accompaniment
consisting of the fifth on ' and A
and improvises an easy melody
while the student explores the
Dorian mode. An example can ba
fnnnd in Fignre 2

Student
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Depending on his or her ability to
develop melodies, a student's range
may vary, it might be five keys (D-A],
an octave (D401 or even all keys,
starting with I, It is important to
mention that 1 is the key tone, which
should be the starting point and the
ending point. It might also be appro-
priate 1o talk about modal tonalities in
general, and specifically the Dorlan
made, if the student knows already
soime basic music theory.

The teacher might help shape the
melody by reminding the student of
possibilities for skipping notes, chang-
ing the rhythim, repeating notes and
alternating between ascending and
descending melodies. It might also be
appropriate to expand the student’s
range from five kevs 1o an oclave or
even more, [t might also be reason-
able to suggest a specific dothm,
which can he realized in the mext
improvisation of a melody.

It is useful 1o expand the student’s
ideas of melodies through imitation.
The student plays a melody which the
teacher imitates, and conversely. Thiz
strategy serves o double-check
melodies and 1o train the student's lis-
tening and memory.

Improvisations for twe hands

The student graduates 1o playing
both an accompaniment and an eazy
melody, She may begin by playing the
fitth in the left hand, and then impro-
vising melodies in the right hand,

After becoming more accom-
plished, she can play both hands at
the same lime and might also be able
I imcorporate some shifting between
the fifth gn A and the fifth on C-G
[always keeping D as the key tone of
the Dorian scale). A change of the
meter in the accompaniment might
also be appropriale at sorme point,

Figure 3

It is important o develop melodic
ideas, but only after discussions con-
cerning strengths of a student’s
improvisations. A gueslion-answer-
structure may be adapted: the student
continues plaving the accompaniment
part while the teacher improvises a
first part of the meledy. The student
can then provide a musical answer.
The melsdies might become more or
less v.‘.IJI'I:'I|'.:I|lE:'|.. But it is important (o
realize that “open™ and “clnsed”
meladles depend on the return to the
key tone and on repeating 2 maotif of
the first section in a second section.

To avoid fatigue or boredom in the

portions of a student learning improv-

izationgdt i5 also important to offer
ideas concerning music that can be
improvised. Titles such as “The

Elephant™ or “The Butterily” might
inapire, as well as “Spring”™ or “0ld
Church.” The student can then wse
different parameters such as tempo,

rhythm, dynamics, register and articu-

lation to express a cerlain mood or
character. This [acilitates the under-
stamding of more complex music
hecanse the student is able to hawe
the compoger's insight while impro-
visging on a given topic.

If the student is able o play
improvisations with different charac-
1ers, zhe will be able to improvise
maore complex forms such as the ABA
form. This means that a first section
might be joyiul, a zecond part con-
templative, and the third seclion joy-
ful agaim, The student might use two
different models of accompanying, as
depicted in Figure 3.

It iz also possible o stan with a
small introduction, which can also be
al the end, In order to improve these
ways of improvising, the teacher can
advise the 2tudent to play more com-
plek% forms, changing the key tone in

the middle section or including a
“Leitmativ” or speclal motll which
may appear frequently.
Improvisation for four hands

After learning the musical language
of a modal tonality, there might then
start an improvisation for four hands.
Teacher and student might swiich roles,
a0 that the student plays the bass part
while the teacher plays the treble pan.
Listening to each other in order 1o kmd-
tate or o change the character might
shoaw the developrment of improvisation-
al skills compared 1o the first allempis
10 imyprovise in modal tonality.

Improvisation as a
means to musicianship

There are many possihilites for
improvisation, all of them opporiuni-
ties 1o experience modes of expression
or aspects of musical theory. Although
improvisation may take only 10 min-
utes of a piano lesson, it iz challenging
and rewarding both for the teacher and
for the student. Particularly lor siu-
dents who have difficulties with nota-
tiom, improvisation allows for an expe-
rience with music at a deeper level, |
Piano students should be musicians |
who alao play their own music as well
as the written music of other people,

b | Alexandn Kerz-Welzel
camead a doctonaie’s
degree in Germany at
Snatvuecken Uriversity,
An author, researcher and
acooreporiist, she dalso
tevohes preane oved general mesic edpoe-
dion of the college level, She iz currendly
warking on @ postdoctonad research
project in muosic edwoation af the
University of Washington in Searrle,

Write Kertz-Welzel at:
akertzgu, washington.edu

First amd third parts: Or:
il
D == ===
T
Middle section accompaniment:
. Ca— £ S A =
}:.E = = & e :ﬂ
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Lyons Student Recorders

Frpiece Soprane Barogue Recorder in Blug, Green ar Purple.

Only !299
|

Your Best Value in 3-Piece Recorders. .. Renaissance Recorder

. This 2-piece renabssance stvled recorder has the sound and Togl
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German fingerivegg and double haring for G and D¢, Comes packed in o BH}" 12— Get One Free!
handsome, waterpronf carrying case with cleasing rod amd finpering chart.
Only $949
Also I

ORFF INSTRUMENTS... '
* Lyons » Studio 49 « Sonor -v\\\

Call L

1-800-292-4955 °

Visit our website at www.4lyons.com
E-mail info@4lyons.com




The Schulwerk,

Early Music and r

enewal

By the end of the
19th Century, Arnold
Dolmetsch was noted
for the spirituality he

brought to his per-
formances and to the
craft of making
recorders. Ezra
Pound likened him
to the god Pan.

1a

wo different nations, two differ-

eni languages, two distinc oul-

comes: the Schulwerk and the

Early Mugic revival, At first
glamce, it would seem that Card Orif
and Afhold Dolmetsch, Gumild
Eeetman and Suzanne Bloch had litile
in comman. Yet, when we look a litthe
closer, it is evident the ploneers of the
Early Music revival and the creators of
the Schulwerk had much in commaon.
When the philosophies and ideals of
Orff Schulwerk and those of the Early
Mugic revival are compared, the simi-
larities are startling, even astounding,
Within each is embodied both the
delight of self-expression and the call
o respond to music with our whole
being - bady, soul and spirit,

Upon completion of his under-
graduate studies in Munich, Carl Orfi
traveled to Berlin, There he met the
aminent musicologist Curt Sachs,
who became Oz friend and men-
tor. During hig stav in Berlin, Orff
developed a strong interest in Early
Music, particularly Evropean
medieval and Renaissance music and
the warks of Monteverdi. By 1923,
he was back home in Munich. There,
fortuitously, he met Dorothee
Glhnther, who was interested in
opening a school for gymnastics and
dance, As he listened (o her ideas,
he saw the possibility for incorporat-
ing elemental musgic education with
gymnastics and dance. 11 was a con-
cepl with an affinity 10 the Greek
“sousike”™ - a unity of speech,
music, and dance.

Establishing the Gintherschule

In September 1924, their vision
was brought 1o fruition with the
founding of the Gintherschule in

by Stephanie K. Andrews

Mumich. At first, the plang was the
principal insirument used by the
Gilintherschule. Through the influence
of Curt Sachs and Oskar Lang, the
instrumentarium gradually grew to
include raitles, bells, drums, gongs
and, eventually, xviophones,

In 193A, Gunild Keetman arrived as
a student at the Giintherschule, Afler
completing three years of study, Crff
invited her to become an instructor.
Following her arrival at the school,
Orff began to explore the poszibility of
adding a wind instrurment 1o the
Gilntherschule instrumental ensemble,
When Sachs recommended the
vecorder, Orff was initially resistant to
the idea acause al that time the
recorder was stromgly azssociated with
its important role in the revival of
Barogue music. Sachs pointed out to
Orff that several bone tlutes had been
recently discovered in Morthern
Eurppe, The flutes were similar Lo
recorders and believed o date from
the Stone Age.

“Wou should use recorders, then
you will have what you most need, a

melody instrument Lo your percus-
siom, the plpe to the drum, correspon-

ding to historical development,™ he
told Orfl." Oril was then convinced
that the recorder, indeed, deserved a
plage in the elemental ensemble, and
ordered a set of recorders for the
Giintherschule, When they arrived,
however, there wete no instructions as
to fingering or technigque.

Keetman's legacy

I1 was Keetman who offered 1o
solve this daunting problem: “Give
me a recorder and [ will find out how
It works - in a month, lessons will
I:n;_'l::inl"3 Eeetman net only discovered
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the correct fingerings, butl developed
an elemental sivle of playing the
recorder — expressive, utilizing both
improvisation and omamentation,
with little vibrato, She went on 1o
compaose much of the Schubwerk
recorder repertoirg, including the
Atllcke filr Fidte pd Trivnmel books,
Spieleriicke fiir Blockfidten, Spielstiicke
fir BlockfTiten and kleines Sohlaguers,
and numerous pieces in the Mesie for
Children volumes, Through Keetman's
afforts we have been given a legacy of
this marvelous instrument as an inte-
gral part of elemental music.

Early Music, of course, plaved a
highly skgnificant role in developing
the elermental style of the Schulwerk.
As distinguished Schulwerlk scholar
[sabel McMeill Carley has noted, the
uge of drones, pedal point, paraphomny,
and decoration of the third were all
technigques Orff learned in his study of
Early Music.? Settings of early
melodies are found throughout the
Music for Children volumes, such as
"Surner is lewmen In™ and “Sirest
Song,” the latter being a set of varia-
tions on a lute piece written by Hang
Meusiedler during the 16th cemtury.

The medieval church modes are
alzo explored quite theroughly:
Ionian, Aeolian, Dorian, and Phrygian
in the Volnmes, and Lydian and
Mixolydian in Poralipomend,
Ornamentation, an improvisational
technique important o 16th-ceniury
recorder players, 2 mequently seen in
Keetman's recorder pieces. In
Remniniscences of the Gintherschole,
Feetman recalled how she and Maja
Lex would sometimes set melodies
from old German dances or English
country dance tunes for the
Glintherschule archesira. These
arrangements were performed using
viols, portative organ, harpsichord,
and bells.*

Armold Dolmetsch was born in
France to parents who owned a oom-
pany that manufactured pianos,
organs and harmoniums. He himself
became highly trained in the crafi of
building instruments, Later, he began
formal study of piano, violin, and
compnsition. In 1883, Dolmetsch
arrived in England to study at the
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Royal College of Music in London, He,
like Orff, developed an intense interest
in Early Music. Dolmeisch believed it
was exiremely important to perform
Early Music on authentic instrumenis
- the actual instruments that would
have bean used in a particular histori-
cal context - and began o build his
own viols, lutes, and harpsichords.

In 1691, he began giving "historical
conceris” in which Early busic was
performed on authentic insiruments,
When the Elizabethan Stage Society
was founded in 1824, the Dolmetzch
family was asked to provide music for
ithe productions of plays from the
Elizabethan period. [n 1905,
Dolmetsgh purchased his first recorder
(am alto made of boxwood and ivory),
and oon hegan to play it in his oon-
ceris. When this recorder was acciden-
tally bost in 1919 by his then 7-year-
old son, Carl, Dolmetsch decided to
make 1is own recorder to replace it

Breath of the past

In 1925, he played this recorder ar
the First Haslemere Festival in
England. At the next year's festival,
Dolmetsch, along with several of his
family membsers, performed using a
consort of his handmade recorders -
soprano, alto, tenor and bazs,
Dedmetsch soon allowed his son, Carl,
1o take over production of recorders.
Within a few years, the Dolmetsch
family was renowned for their hand-
made recorders, Dolmetsch instru-
ments became the instruments of
choice among London®s elite; George
Bernard Shaw and Sir Bernard Darwin
were amang the customers who pur-
chased Dolmetsch recorders, Today,
Dolmetsch recorders are among the
most highly respected in the world,

A commaon thread runs in the per-
sonal experiences of those involved in
ihe Early Music revival and those
linked with the roots of Orff
Schulwerk. Suzanne Bloch, who siud-
ied the lute with Armold Dolmetsch
(and later went on to become the
founder of the American Recorder
Society), recalled her expenences in
pertorming Early Music:

oo the lute had begun o repre-
sent something of great spirituality to

e, At first | was not aware of it; [
just wanted to play ... Then 1 discov-
ered the miracle of playing a simple
piece well on the lute, of feeling the
magic created by the sound of the
instrument - this wondmous hosh, a
spell on the audlence, Tt was as if sud-
denly the breath of the past wene
upon us all, making us lorgel the
noises, the tenskons of cur times.™

Contemporaries of Amold
Dolmetsch also noted a certain spiri-
tuality and timelessness infrerent in
hiz work and performances. Exra
Pound, after wilnessing a recorder
performance by Dolmetsch, el as if
he had just seen and heard the god
Pan. George Bernard Shaw wrote of
his conviction that Dolmetsch's work
was “deeply heneficial to the canse of
music - and, indeed, to the better-
ment of mankind. ™ He also spoke of
the timelessness of true art and Lhe
essential role in artistic culture of
understanding and knowledge of the
past, as well as reverence for it.

Compare these reflections with those
of Carl Orff, Gunild Keetman, and oth-
g5 closaly linked with the early days of
the Schulwerk, Keetman, I:'E'l]E*lZ[IﬂE an
her days at the Glintherschule, told of
the charactenstic excitement in the
srhonl's aimosphere:

*The most exciting thing during oy
education was that Orf was constant-
ly lepking for mew sounds and was
overflowing with ideas, "7

amald Walter, Ph. D, is director of
the Roval Conservatory of Muszic in
Toronta. He recalls his first exposure
i the beginnings of the Schulwerk: a
performance by students of the
Glintherschule. He remembers being
completely captivated by the way the
music and movement seemed o be
coming [rom the same source.

“0One couldn't help feeling that
zomething was coming to life bere
which had long been forgotien in our
civilization: the primeval power, the
magic effect of music which ‘moves’
us quite literally... 8

He described the music as having
an “archaic flavor,”™ yet somehow
modern as well, akin o Stravinsky:

“It didn't accompany the dance, it
created it and it seemed an ideal




medium to teach young people what
music was all about - 1o teach them to
respond o it wholly, with every mus
cle and nerve, with body and soul.*®

Elemental and timeless

It is quite evident that Orff himself
was deeply aware of the innate tine-
lessness and spiritwality of his work.
He wrate in The Schaluwerk:

“The ideas of an elemental music
education are not new. It was only
given me to present these old, imper
ishable ideas in today’s terms, o
make them come alive for us, "I

It i= interesting to note that scienlisis
have identified that the sarme essential
chemical elements found in humans
are alzo found in the soil of the earth
We are, in essence, elemental creatures,
This sheds 4 whele new light on OrfT's
definitbon of elemental music as “per-
taining to the clements, primeval, rudl-
mentary, treating of first principles ...
Elementary music is near the earth,
natural, suitable for the child,*"

Oeff also reflected:

“The elemental remains a founda-
tion that i timeless. The elemental
Alwavs means a new beginning ... In
its timelessness the elemental T|I1-:1$1
understanding all over the world. "<
He noted that elemental music pro-
vides the child with opportunities tor

development of emotion and imagina-

tion and power (o control the expres
sion of feeling.

Today, children are constantly
bombarded with violent images on
television, technology that advances

at warp speed, and the saccharine val-

jected to year after vear of standard-
ized teating, When school administra
tors are under duress 1o make their
students pecform well Tor the sake of
“accountability,” the result is often a
curriculum emphasizing training siu
dents 1 pass those tests.

These circumstances not only take
the life and joy out of the educaticnal
process, they dehumanize the child.
The child doesn't learn how 1o imag-
ine, to create, to feel, and to develop
hiz innate spirituality, but simply to
successfully regurgitate information.

ues of pop cul
fure. Many are
sentenced o
vears olfipublic
education in
buildings that
are often dreary
even decrepit
- with teachers
who are under-
paid and
demoralized.
They are sub-
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With the current trend of testing stu- Kelischek and lzabel Carley 0 Thid.. p. 21,

dents with increasing frequency and [Cleveland: American Orft- i
even requiring children as young as & Schulwerk Association, 1978) * Ihid., p. 277.
' 5 il 1 b B 1 | gl | 1 < c ; e 13 1
vears old to pasa a state-mandated  Brian Blood, The Dolmetsch Story Ibid., p. 245.

test o be promoted 1o the nexi grade
level, it iz imperative we uphold Orif
schulwerk and zimilar educational
approaches encouraging the full devel-
opment of a child's creative potential

[online article, 2003), www.dol-
metsch.com Select: “Useful Links,”
then “Dolmetsch People,” then
“Arnald Daolmetsch™ |21 April 2004|

Stephanie Andrews has
toeglet muiesic for 14 pears
fo stendevets reoging in
aee from pre-kinder-

and humanity. & Ibid. garten throwgh eighth
If we should fail to do this, a dis- 7 eusan Whaatley. “Tan: Erade, She eompleted
tressing and [rghtening portent looms i SHUE Y AMIIERTIDE Leve! | Orff Thaining at Baplor

Giinther: The Legacy of Keetman
and Lex,” The Oeff Eche 34, no. 4
(Summer 2002), 22,

Limtversity and Levels 1 and 0o
Southern Methodizt Unideersitg, She (5
crrrently pUrsiing @ masker's degres

on our horizoen: a EE‘I'IE‘I'.]liI:'.‘-II that can-
not feel, create, imagine, or even think
for themselves and who have lost their

humanity. Ocff expressed his aware- b Keetman, op. cit, i music edocation af Baplor
negs of and deep concern {or this: 9 1bid Limiversity.
“Elementary music, word and " 93
movement, play, everything that I Orff, p. 249. Write Andrews al:
awakens and develops the powers of sandrewsi@grandecom.net

thi spirit, this is the *humus' of the

T fs e it i BENCHMARK PRESS, LLC

o Man exposes himself to spiritual Unizson - Three Part Octaves _ A cappella - Offf Accompaniment
erosion if he estranges himself from Margargt Camphg",&-Hg'ma“
his elementary essentials and thus £y
loses his balance.”!? = =

This does not, however, have to E MUEIC thﬂt 5"]95
become a foregone conclusion, The P T
choice has been set before us, Carl Pathways tﬂ HEII'ITI nny
Orll, Gunild Keetman, and many ath- L

ers in Orfi-Schulwerk have in the
waork of their lives given us a graat
gift: a compass that points us to true
north. It is the way back. It is the way
back to all that is true and beautiful
and wondrmous in our world. 1t is the
way back 1o the essence of who we

are: to renewal, 1o our splrituality, o Bﬂ'ﬂtiﬂ! Pﬂth Puhlicﬂtiﬂm

our humanity, to that which is eternal | 3
within us. It is the way back to our Music That Works!
selves, to each other, to God. It is a |

gift that transforms all of us.

O: 615-876-8801 Fax: 615-876-5936
benchmarkpress@comcast.net
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Translating Balinese music
from gamelan to Orff ensemble

he small Hindu island of Bali

in the Islamic country of

Indonesia is well-known for its

rich performing arts. hMosi
music is performed on gamelan
ensembles, of which there are as
many as 30 different types. It is char-
acterized by gong cvcles, melodic
layers, ensemble precision. rapid
temipd, and interlocking parts of two
contrapuntal melodies combined
figuration.! Balinese gamelan music
is featured at religious rituals such as
temple festivals and life-cycle rites,
state and local affairs, competitions
and within modern conservatories.
The most popular ensemble is the
pamelan gong kebyar, an early 20th-
ceniury innovation. ong kebyar
music has been widely dizseminated
and many such gamelans are housed
in academies all over the waorld.

In 1997, 1 arranged some relatively
simple Balinese compositions featur-
ing the pieces performed by both
Balinese gamelan gong kebyar and
Orll ensemble, and gave a presenta-
tion of them at the College of Musical
Arts at Bowling Green State
University. While certain elements
were mizsing, the Orff versions nicely
reproduced the melodies, phrases and
structuring principles of Balinese

Figure 1

gamelan. Below [ discuss the process
of transformation and transcrihe four
simple pleces based on osfinale pat
terns to be transferred from gamelan
1o O Instruments.

Balinese instruments and elements

The ggng kelwar is a pentatonic
gamelan, featuring the mode selisir
derlved trom the seven-lone panem
scale, pelog. The intervallic relation-
ship of the five ones - ding, dong,
deng, dung, dang in Balinese solfege
inumbered as 1, 2, 3, 4, and 5] £ -
can be approximated on the “while
keys” (E F G, B C). This is only an
approximation of a gamelan's tuning.
Though Western varianis Can Commiu-
nicate the basic relationship and feel-
ing of the pentatonic seffsir scale,
every gamelan = congidered a living
organism and bestowed a proper
name - i% wined differently; there is
no sense of absolute pitch and the
intervals are not tempered.

Balinese instruments are wniguely
made in pairs and set deliberately
slightly out-of-tune, creating a shim-
mering. acoustical beat when struck
simultansously. Figure 1 below shows
the distinet cenits readings of two
paired metallophones of Kusuma 3arl,
the gamelan housed at Bowling Green

by David Harnish

State University. Musicologlsts meas-
ure pitch in cerues, (0 help the ear o
hetter hear pitches not based on the
tempered tuning system (100 cents =
one half step; 1200 cents = one
actave)

A general rule in gamelan is that
instruments lower in pitch, such as
the pongs and bass metallophones,
e al a slower rate of apeed than
thase of higher pitch. The music is
constructed within gong cycles
(gomgan), the period from one big
gong stroke to the next. Each gong
cycle, usually 4, 8, 16 or 32 beats, is
punctuated by smaller gong instr-
ments. Within the cycles of a given
piece is a core melody (pokok]). from
which other musical parts are derived.
This core melody, performed by two
calung [cha-loong), 5-keved metallo-
phones in the baritone register, is
punctuated by the two 5-keyed
jegngan (jeh-go-gan), bass metalio-
phones at regular intervals - a ratio of
4/1 or 2/1; that is, four or two colung
tones per jegngan stroke. The wgal
[oo-gakl), a 10-keyed and two octave
metallophone covering baritone and
tenor ranges, plays a melodic elabora-
tion of the caling melody at a faster
rate of spesal; the peppnde {p°-makh-
day) with 10 keys covering tenor and

Western 0 100 300 700 800
Metallophone 1 5 144 255 684 776
Metallophone 2 50 87 292 718 807
Solfege 1 (ding) 2 (dong) 3 (deng) | 4 (dung) | 5(dang)
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alto ranges, plavs faster ornamentation
along with the kanilar (khan-lee-
lahn}, a 10-key metallophone that cov-
ers alto and soprano ranges, This gives
4 range [rom very low pitch and slow
rate of relative speed to high pitch and
fazi rates of speed. Intedocking parts
called katekan (ko-teh-Ehan), a com-
mon element plapped on the higher-
pitched metallophones or on the rey-
org [ray-ahng) gong chime, move at
the density reference - the fastest rale
of speed; this clip is reinforced by
ceng-ceng (cheng-cheng) cymbals.

The process of transformation

The musical parts from gamelan
have to be translated to Ocfl ensem-
ble, This is not a difficult process. The
ranges and musical rolez of the
respective metallophones are roughly
matched and thus are easy to map
onte Orff instruments, The problem of
pentatonic material on a hepatonic
ensemble is resolved by removing the
unnecded keys/tones, On the problem
of the shimmering acoustical beat
between paired instruments? Judith
Cole suggests placing “fun tac” or a
similar substance underneath the keys
of aliernate Orff metallophones to
make pairs slightly out of tune, In
addition, similarities in playing philos-
ophy, strecture, and orchestration may
be noted between Orff Schulwerk and
Balinese music,

1] Both Orff Schubwerk and game-
lan music use chythmle and
melodic sirata and osfingafi or
short, repeating melodies,

2) Botl utilize rove teaching and
leamning processes, with empha-
23 on developing listening and
memary skills

3] Boih practices promote ensemble
participation and are solo-orlent-
ed rather than group-oriented.

4] Both synthesize all the ans. Orif
stated that elementary music is
never mugic alone, but forms a
unity with movement, dance
and speech. Thiz undty has
always existed within Balinese
performing arls.

5) In both there is an emphasis on
children in education. Balinese
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children are honored members
of the culture and begin study-
ing music and dance between
the ages of 5 and 10.

Most grade levels, particularly mid-
dle school and higher, could play the
picces below, though some elemen-
tary groups might play simplified ver-
sions, where paris given for one musi-

cian could be played by two children.
I want 10 stress that gamelan music 2
an oral music radltion and showld
remain oral and not visual. These
ranacriptions are only tools to
instruct teachers, mot o leach -
dents. They are mob irue representa-
tioms of Balinese music but rather
miodifications of a living music tradi-
Lign, Missing are dynamic and temps

A group of metallophones of Balinese gamelan gong kebyar in an wnsial armange-
meni. In the foregronnd is a kantilan. Direcely befind 5 i3 o pemade, gith several
more pemades belind thar. A calung and ugals are along the back, Phote coerlesy

Bowling Green Stace Universiy

|




markings, and the rhythmic breaks
[angsel) that are common practics in
Bali. A few paris have been simplified
or “bent” 1o better fit the Ol model,
The beat of initiation, which in Bali
would be the last beat, has baen
adjusted 10 be the first beat here for
compeenienca; it has thus been
Wasternized.

Two of the pleces (“Baris" Fig. 2.
and “Durga”™ Fig. 3] accompany
dance. Balinese dances require rigor
pus training and would have to be
greatly simplified or reduced 1o be a
useful part of Orfl Schulwerk educa-
tion; thus, dance is not considerad
here, If a given teacher had Balinese
dance training. thiz would, of
course, benafit the program, espe
ciany gll.-'h"l'l the close (nreraction of
these arts in Bali.*

The four transeribed pieces with

The kendang (drem), kempli (time-keeper] and 1.1mg gong-chime of 0 Balinese gamelan gong kebyar, Phote cowrlesy Boirling

Green State aiversify.

repeating melodies are “Bariz,”
*Durga,” “Bapang Selisir,” Fig. 4 and
“Penyuwud”, Fig. 5. These are per-
formed in many contexts and can be
played withoul fransgressing any Con-
cepd of sacred. The iranscoplions
include the gong. calung, ugal,
permade, and kartilan pans, | advise
using only the metallophones in the
Orff ensemnble, though educators
should fieel free 1o double parts on
svlophones if they have a large class.
The four melodic paris probably best
correspond to bass (cafungl,
tenorfalto {ugal) and soprano
(pemade) metallophones, and soprano
(kantilan) glockenspiels, respectively,
but [ leave these determinations (o
teachers. In the transcriptions, the
Ludeny is wrillen an octave lower Lo
better equate with bass metallo-
phones, and the pemade and kantilan

B

e ——|

- -

L
h .

FE._ T T T
a

are writien an octave lower to beter
fit the staves.

Il educators wanted to creale a
jegogan part below the calung [and
have, say, bass xylophones play it),
simply have those instruments play a
1:2 ratio to the calung pan (ie it
calieng 15 half-notes, play whle
notes). If the glockenspiels are too
brittle or bright, their parts can be
plaved on soprano metallophone, 6
anyone would wani o include
recorders, these could play the caleng
melody either verbatim or with some
arranged variation.

[ decided that, for our purposes,
the kantilan (SG) can sometimes play
the revornyg gong-chime parts, which
would otherwise be absent in the
transference 1o Orff ensembles. The
transcriptions are lacking several
gamelan instruments that cannot find
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easlly available counterparts in Orff:
cymbals, drums, kempli time-keeper,
jeeogan metallophone, and repong
[except when represented in the Ear-
tilen parts]. Educators should feel free
o use cymbals, drums, a time-keeper
and additional gongs from Orff
ensembles or other instrumentarium.
The franscriphions assome thal a sec-
ond gong is available (note: “P* is for
kernprir, a smaller hanging gong, and
“G" is for the gong ageng, the large
gongl, and one simple cymbal pat-
tern, Fig.6, s included that can be
used in any of these pleces, Students
will need to develop a quick damping
technigue, where a struck key is
damped at the precise moment the
next one i3 plaved. This can be prac-
ticed in many ways, beginning by
slowly moving up and down the scale,
then changing directions more often
and finally playing larger leaps at
increasing tempi. It is also advisable
tor move students to different instru-
ments once they have leamed their
part, 5o they can absorb the music
from differing positions,

The repertoire

The first piece is “Baris,” the
famous absiract, non-narcative warrior
dance piece featuring a solo dancer
who directs the gamelan with signals.
The notation shows the basic lavering
of Balinese mugical parts. "Baris™ uses
an 8-beat pattern (gilak - see gong
pattern), and begins and concludes on
the pitch dang (5). here noted as C.
The calung (BM) perform the core

melody - a series of hall notes; the
ugal (AM) play an elaboration of the

core melody; the perade (3M) double
up the pangugal part an octave higher
with repeated notes; and the kariilan
[5G) play ornamental interlocking
parts derived from the reyong gong
chime. In Bali, the kantilan would
normally perform the pemrade makody
at their higher octave {Orff ensembles
should do this at first, then separate
and follow the transcription only
when or if ready); the reyong parts
used by kandilan add a crucial melod-
ic bevel and more diversity 1o the
plece.® In teaching the pieces, | sug-
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gest dividing the students up and
clapping [and later singing, perhaps
using Balinese solfege or numbers]
the warious parts together; since they
are more complicated, clap out the
interlocking parts later. Clapping and
singing should precede trying to play
the parts on the instruments.

“Durga” is an o3tinato that ateom-
panies the dance of a witch-like crea-
ture from theatre called [depending
on the form] Durga, Calonarang, or
Ratu Ayu, The piece uses a four-beat
cycle and begins/concludes on deng
(3). The layering effect can be seen in
the caling [BM) and pengegal [AM]
parts,” while pemade (SM) and kaniri-
lan (SG) perform a simpler style of
interlpcking parts than that of “Baris;”
the=e parts can be seen as repeating
I-beat cells, (The interlocking parts
have been slightly modified.) Instead
of the pattern given, the hass metallo-
phones (and/or xylophones)] can alzo
play the following half-notes over two
measures: G-0-G-F; this is taken from
the jegogon part in Bali. "Durga™ is an
easy piece for groups o begin to learn
Balinese musical elements.

“Bapang Selisir™ is an instrumental
8-beat cycle (bapang form) that origi-
nates with the guintessential Balinese
court ensemble, the gamelan gambukh,
but has been adapted and used by the
gong kebyar for many decades; dung
[4] i5 the main tone. The multiple sec-
tions of the piece are omitted here,
leaving only the maln [beginning and
concluding) hapang section, [ fea-
tures permade (SM] and kamtilan (30)
playing interlocking figurations at
octaves. Mote that the interlocking
parts are chythmically consistent but
tonally different in each 2-beat cell.

“Penyuwud,™ another §-beat plece
uzing the gilak form (like “Baris®), is
often the concluding instrumental
piece in a program; its main tone is
deng (3). | include A and B versions;
students should always begin with
A, and some groups might never be
able 1o master B - which | intend for
only advanced groups [middle
school and above]. Version A fea-
tures the consistent lavering idea
while B adds interlecking parts for

the perade (3M) and a separate set
of interlocking pans for the kantidan
(5G], 1 again take some liherties
here: the kantilan part is extracted
from the rewong, while the pemade
parts are those that both pemode and
kantilan would normally play. These
two versions relate 1o the way the
piece i3 sometimes phaved: alerhat-
ing A and B sections. Beginning and
intermediate groups should play the
A section; advanced groups can
alternate A and B sections,

Educators should feel comfortahle
rearranging these ostinati as needed
and 1o apply the instruments in their
particular ensemble accordingly. After
all, “rearrangement™ is what I've
czsentially done with these transcrip-
tlong, and such fexibility informs
how Balinese composers have often
crafted new compositions. Some
might wani to link some of these
pieces into a sulte or create louder
amd softer and/for faster and slower
geclions of the ostinati. [ suggest that
after students have mastered a piece
al a slow tempo, educators try push-
ing 1o tempo progressively faster.
Balinese gamelan clubs are well
known for their remarkable precision
and ferocious speead,

Conclusion

The inherent elements of Balinese
music can be succezaiully transferred
from gamelan to Orif Instruments,
There iz enough similarity in tech-
niqueé, instruments, wning, and poly-
phonic strata within ostinato patterns
to convey the sense of Balinege
mugic, Thiz is true despite the differ-
ent sonority and the lack of gong-
chime instruments, the time-keeping
instrument, other gongs that punciu-
ate cycles, and drum and crmbal
parts. Bringing this music into the
classroom can introduce students to
wonderful music while they develop
music and social skills. In Indonesia,
gamelan playing is often linked to
hecoming a better citlzen; perhaps it
will likewise benefit our studentz,
The absorbed music values can also
be translerred 1o other musics in the
students” fuwiures.
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Figure 3 Durga
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Relerences Making Connections: Multficulhl Madlands: CIRCME, 2000, p. 1586,

I Mary Shamrock, “The Chellenge of
“Kotekan. ™ Many Sesds, Diffarend
Flowers: e Music Eduoetion Legacy of

Cied ], =, Andre de Quadrs

(Medlands: CIRCME, 20d].

< When nidaling with clphers, some pre-
fer 1o uge 1, 2, 3, 5, &; this reflects the
heptatonle pelog and corresponds 1o
Javanese practice, Instead of a seml-
jone between the gl and second
pitches, spme gamelans are closer 10 3
whole fone,

Fludith Cale, "Sacred Sounds fram the
Moming of the World,™ TTe Cuff Echo
24, Mo 3 {1997), 223-27,

4 Workshops on Balinese performing aris
are avallable through several . 5. uni-
wersitics

5 1n pamelan pieces featuring interlocking
paris, the perode amd keniilan normally
play the figures thus representing the
twn parls in different octaves,

& similarly, the caliwng might well play the
g part, bat hens 1 have given it the
fUEOEast Part 10 create some comiras
between the melodies

Suggested Readings

Bakan, Michael B, “Aszian Teadition.”

The Onff Echo - Fall 2004

Msic aoed the Matonal Standents. Ed.

= Iy gug e T
Willlam M. Anderson and Marvelene C. Tenzer, Michael. Balinese music.

Moore, Beston, V.. Muslc Educators
Beatinmal Conderenee, 1990, 43-Gi6,
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Baja and Kelod: Balinese Darce iR
Transition. 2nd ed. New York: Oxford
University Press, 1995,
Cole, Judith. *Sacred Sounds rom the
Morning of the Warld.” The Owf Eche
24, 3. (1997), X2-27.
Covarrublas, Miguel. [sland of Beli,
Mew York: A. A, Knopd Inc., 1937,
DeZoete, Beryl and Walter Spies, Dance
it D éne Bafi, London: Faber &
Faber, 1938.
Harnish, Dawvid, “Bali.” Souinaasr A5
Garfand Encpefopedia of World Mpsic
Vol 4. Ed. Sean Williams and Terry

Miller. Mew York: Garland Publishing.
1998, 729-761.

Herbsi, Edward. ¥Weices in Bali: Energles
and Percepions in Voeal Music and
D Thmtire. Hanowver, N.H.:
Uniwersity Presa of New England, 1997,
McPhes, Colin. A Club of Small Men.
Mew York: John Day Co., 194B.

——=, A House in Ball. Mew York:
Tohn Day Co., 1946,

Shamrock, Mary. "TTe Chatlenge of
‘Kolekan, " Many Seeds, Differes
Fowers: The Music Educmtion Legacy of
Carl Orff. Ed. Andre de Quadras,

Singapore; Periplus Edilions, 1997,

Suggested Recordings

Amerionn Works for Balinese Gemeian
O, Becorded Anthology of
American Music, Inc, 1993, SD430-2.

Ball: Cowert Musée aned Baigfier Music,
Auvidis/UMESCO, 1994, [ 8059,

Belt: Gomelan g Kook, Monesuch,
(989, 979204,

cepnbngh, Balinese Musionl Drama.
INEDIT, 19549, W 260054,

Gametan Barel Wayang Eamayana,
CMP Recorda, 1990, CD 30035

Gamelan Gong Kebypor of “Eka Clia,”
Abign Kepas Kaj, ‘Warld Music
Library, 1992, KICC-5154.

The Gamelor of Ball, ‘World Music
Library, 1991, KICC-53126

Cunrreelan Sefurr Imwr: Belinese Misic e
Americe. Gamelan Sekar Jaya, 1995,
Gal-010,

Gametan Semar Pegeiingan Saih Mo
Tie heaerly archesrm of Sefi, CMP
Records, 1991, CD 3008,
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whole 1one.
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The Orff Echo - Fall 2004

Making Conrertiong: Mlticrimrel
Msic and the Naflora! Sterdends. Ed.
William M. Anderzon and Marvelene C.
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Univeraity Press, 1995,

Cele, Judith, “Sacred Sounds from the
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24, 3. (1997), 22-27.

Crovarrubiad, Miguel. fsland of Bali,
New York: AL A, Knopi Inc., 1937,
DeZoete, Beryl and Walter Sples. Dance
aied D dr Bafi, London: Faber &
Faber, 14938,

Harnish, David. “Bali.” Sousheast Asia
Cutrfnrd Encpelopedia of World Miesic.
Vol 4. Ed. Sean Williams and Terry
Miller. Bew York: Garland Fublishing.
1998, 728761

Herbst, Edward. Woices in Balis Emergies
and Percepdions in Vooel Muste and
(e Thestre, Hanover, NH.;
University Fress of New England, 1997,

MePhee, Colin, A Club of Small Men.
Mew York: John Day Co., 194E.

— ., A Mese in Ball. Mew York:
Iohn Dhay Ca., 1944,

Shamrock, Mary, “TTee Chatlenge of
‘Kolekan, ™ My Seeds, Differesr
Fowers: The Music Edocetion Legacy of
Carl Orff. Bd, Andre de Quadros.

Medlands: CIREME, 2000, p. 184,

Tenzer, Michael, Balinese o,
Singaporne; Periples Editions, 1997,

Suggested Recordings

Amerionn Works for Balinese Gamelan
i, Recorded Anthology of
American Music, Inc, 1993, SD430-2.

Bali: Conert Musde and Bogjier Music,
Auvidis/UMESCO, 1994, [ 8055,

Bali; Gonelar aed Keook, Nonesuch,
1988, 9-79204

Cepmebuel, Balinese Musionl Do,
INEDIT, 14994, W 260094,

Gamelan Barel Wayang Samayan.
CMP Records, 1990, CDv 305
Gamelan Gong Kebyar of “Eka Cia, ™
Abizn Kaopas Kaja, ‘Warld Music
Library, 1992, KICC-5154,

The Gamelon of Bali. Woarld Music
Library, 1991, KICC-51 26

Giumefan Sekar Jopn: Balinese Music in
Americz, Gamelan Sekar laya, 1995,
GAl-0L

Giemetan Semrr Pegufingon Saile P
Tiee hemenly orhezia of Safl. CMP
Reconds, 1591, 0 3008,
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Gender Wayang of Sukamar Village.

Woarld Music Library, 1992, KICC-5156.

Guldenr Rain/Gong Kebyar of Gerpng
Sari, Bali. World Music Library, 1995,
KICE-5195,

Kevak: A Balirese Music Do 19940,
BCD 1%,

Living Art, Sopnding Spiai; The Sail
Seariovts. Ryko, 1999, RCD 10449/ 3600

Musie of the Gombeh Theater: Bali's
Ancient Dance Dramea. Vical Records,
19ga, 501.

Music of the Gomelan Gong Kebpr,
Vils, 1 amd 2, Vital Becords, 19%, 401
and 402.

The Roots of Gamelan. the el record-
gy (Bali 1928, Neaw York 1947). World
Arhiter, 2001,

Suggested Videos

Bali: Masterpiece of the Gods, Mational
Gepgraphic Society Special, 15990,

Balinese Children Leam fo Dhance.
Gregory Bateson ard Mead.
Mew York: Filmmakers Library (undated).

Flouwdng Waters: Building a Misieal
Bridge Between Your Orfi-Schuiwerk
Enzermnbie anrd the fomnese Gaomefan.

Recorder Music by
Uirsula Rempel and Caralyn
Ritchey

Authors of
A Meﬂiev':lﬂ Feast

an
A Medieval Feast 11

Festive Fayre

A cullegtivn of Remissince music

for recomier consor,

Includes pedagogical and movement
i

Full catalogue available
upon request

Waterloo Music
Co.

3 Regina 5t. N., Waterloo, ON
N2J 4A5, CANADA
Toll-Free: 1-800-563-9683
Fax: 319-386-490H)

Whrld Mlusic Press, 1995,

Indoresia 1. The J¥C Vides Anthology
of World Muskc and Dance, Sowtheas
Asia IV, 1988,

Terlocking Malodies: a Belinese
Pentmtonic Alternative. Pam Hetrick.
ADSA Video Library S31M, 1992,

Remball - T8 Reneme. Center for Media
and Independent Learning, University
of California Extension. 1991,

Leeirreireg 1o Dorace im1 B, Kew York:
Gregory Bateson and Margaret Mead, 1976

Thks: Music ir the Life of Bali,
Berkeley: University of Califarnia,
Extension Media Center, 1991,

Pro-Mark's el insirusent mallets 5 attractiv, dursble and wel-baluosd.

ara & nics wekght for young playars, and producs  cleal, cloan K7
Emmmwﬂmmh“-‘

of wary young chiidren.

For foms quolity, duirvibility el econaomic sy,

I highy pecommand Pro-Mark!

The Three Worlds af Bali. PBS Ouyssey,
1988, QOOYS H)8,

Chried Harmésh, M 00, i
assaclate professor of ethno-
musicology ard directs
Bulinese gordlan Kesionn
Serl ar Bowling Green
ol Stwte. He eemied his doctor
—SE i gl the University of
Californie ar Los Angeles and Bis mas-
der's degree af the Universiny of Hawsail,
His research furs heen pubiished in jour-
maly, iwnks and eroclopedios, He fbas
reconded Indonesign and jazz performans-
o5 with four different Tabels,

Write Harish ar:
dharnisifbgmet. bgau_edu
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The class as a musical compasition
The failure - and irony - of much
music education, is that the process
of teaching it is so dreadfully unmu-
sical. One of the cornerstones that
sets Orff process apart from various
traditional metheds iz the radical
notion that the teacher is not only
concerned with creating and guiding
beautiful muzic with the children,
but frecting the class period tself as a
compasition, in which every derall
needs to be voiced, orchesirated and
developed., Since music requires an
inviting beginning, a middle that
develops the initial ideas and a satis-
fying conclugion, the music class
should fellow the same model.

The beginning

A clear and enticing beginning
states the theme, sets the tone and
inwites the listener 1o care about wha
happens nexi, It might be an energetic
Beethoven-like burst as the children
follow the teacher around the room
responding o the hand dram, I might
he as mysterious as Mahler as the
teacher reaches into a box ready 1o
pull oui the prop for the lesson.
Hoaraver it beging, it must atiract and
compel az a good piece of music does,

The middle

Having stated the theme, the rest of
the class needs 1o sing back 1o i, The
logic in the way an activity develops
i% the zame kind of logic Louis
Armatrong uzes in shaping his solos,
How we move from ane activity 1o
the next gets the same kind of
thought that Bach gives when writing
episades 10 connect the subjects in his
fugues. Determining the importan:
dAspecls of an activity mering the same
kind of attention Mozari gives to voic-
ing motes in a chord.

The ending

Little rituals 1o end class give a
feeling of cadence and conclusion, [f
ihe clazs has proceeded musically,
ihen the children [and teacher!| might
feel the sense of refreshment that we
enjoyv after hearing a good plece of
music. They leave class feeling better
than when they walked in.
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3D teaching

Even the most well-intentioned
teacher can fail to serve students
when material is always presented
one way only, To truly understand
something. we must walk amound it,
gee it from above and from below,
and experience it three dimensionally.
Thus, 3D teaching is the conversation
between the 3 Ds: directive, didactic
and developmental,

Mirecnive teaching is the most easily
understood of the three, The teacher
knows something that the students
don't know = say, a piece of music -
and proceeds to teach it. But the
schulwerk suggests that fiow one leads
the stdidents to leaming the nodes is its
own form of aristry. Here the eacher's
task is 1w thoroughly analyze the piece
and create a sequence that helps the
students to not only learn i, but also
o deeply understand its structure, its
required technigues, its conceplual e
ments. Piece by piece, the teacher cre-
abes preparatory exercises, leading
questions, compositional problems that
bring the students into the mind of the
composer and the heart of the music.

Drirective teaching accenis learning
as doing, mastery of material, good
technigque, and building of reperioire.
Iz primary vehicle is the hand.

Didactic teaching points experience
toward conceptual understanding,
Having done something, we name
what we have done and give language
I our experience, We look at rules
that guide ws and systems that focus
our understanding. We compare and
contrast what others have done with
the same concept. Didactic weaching
requires first that teachers choose
experiences that put the rules in con
text and second, that they guide
understanding with a kind of Socratic
dialogue, asking leading questions
that awaken understanding beyond
MeeTe fode MeEmOriZaton.

DNidactic learning accenis learning
as understanding, mastery of ideas,
and familiarity with guiding prini-
ples. lis primary wehicle is the head.

Developmenital teaching is the most
challenging of the three and is the
Schulwerk’s decisive contribution to
music education. Here, the teacher is

maore than the transmitter of material
and the stewarnd of ideas. The teacher
is the guide of the imagination, awak-
ening the creative impulse and mov-
ing spontaneous fantazy play 1o the
developed form of creative work.
When the children share such work
with each other, the quality of listen-
ing and attention is markedly difierent
than that brought about by mene mas-
terful ensemble playing or correctly
answering questions. Because this is
iruly their music, each note asswimes
an importance that playing the works
of others rarely achieves. Once the
music is shared, the teacher facilitaies
a discussion to evaluate what worked
amdd what didn't. Carl Ordf was very
clear about his purpose when e
gpoke about training the imagination.
You might say “I1 ain’t an Orff class
until the children create,”
Developmental teaching accenis
learning as creating, mastery of sell-
expression, familiarity with the curves
and contours of a persen’s imagina-
tiom, It primary vehicle is the heart.
Learning as doing, learning as
understanding, bearning as creating -
hand, head and heart. A good lesson
blends all three in differen weights
and balances according 1o the needs
of the moment, When children experi-
ence the full range of a three-dimen-
signal lesson, they have a deeper,
broader and more meaningful under-
standing of each thing they hearn.

Six guidelines for development

Thiz i3 the oldest of my lists and
perhaps the most practical. It helps me
both to plan a lesson and w analyze
afverwand whai didn't work and why.

# Simple o Complex

» Imitation o Creation

= Baody 10 Instrument

# Unison to Orchestra

& Experience to Concepl

» Aural 1o Written

In reaching 3-year-olds, I know ]
must have very simple tazks, invite
imitation, work primarily in the body,
teach unison songs and rhythms, and
give immediate experiencesz through
the ear. Az [ move up the ages, we
play more complex pieces, use more
instruments, work with twao-part {and

0




more] rhythms, melodies and fex
tures, name concepls and learn both
graphle and traditional notation. (The
nne progression where both sides are
more or less equal at all ages iz imita-
tion and creation}

Vel even though the 13-year-olds
olds have moved to the right-hand
side of the above columns, each les-
son goes through the progression
anew. A new picce miist still begin
with its zimplest components,
Sufflelent imitation is often necessary
before coherent creation. It is always
helpful to sing and play one®s part in
the body hefore moving to the instru
ment. [ make a point of waching all
parts 1o everyone bafore hraaking into
irta grchestraied components, We still
aften play first and describe what we
have done later. Most pieces (with the
exception of ome recorder pieces) are
still taught by ear before being shown
Lhe nalation

On the reflective side, if a class
gpes poorly, | ask mysell some basic
questions: Was the first activity sim-
ple enough 1o give confidence! Was
there enough imitation before the cre-
ative task? Could the studeniz play
the patiern on their body hefore trying
it on the drum, sing the melody
before going to find it on the xylo-
phonet 3uch questions can be the
toolbox of the creative teacher tinker-
ing with the imagination.

Tending the soil

We are entrusted with children
who come to us wide-eyed with
curiosity, filled with wonder and
eager o know how things work. Their
brains need no prompling o ey (o
make sense of the world - it is their
very nature io do 0. The idea that
learning must be beaten into the sou-
dents, made palatable by “edu-1ain
ment” or prodded along with a saiem
of reward and punishment, comes
from a cynical view of human nature.
It betrays a lack of faith in the innate
intelligence and curiosity of the
human being

My experience with children of all
ages = and aduliz az well - iz that
when given an appealing problem to
gilve, their solutions are mosily good,
aften brilliant and sometimes

an

Ol believed that children are
endowed with a natural process of
development that effective education

asiounding. all that is needed is my
owen faith in their ability 1o think and
the invilation for them to exercise it.

In the news at www.aosa.org

Take aloek =1 A0SA's Wab site makeover—now with animation,
color photos, and snappy nayigabion.

Pleture porvsall &l the upcoming ADEA National Conference

Eheck 0N photos of Long Beach, the corvention canter, a Bs1
of presantations, mags, links (o nearby altraclions
and other halpiul details.

Registar anling for the Mational Confarance.
Fombimae i furn o the A0SA Web sile lor the same, great

remiber servicas (mambarship diraciory, scholar-
ghip application, spacial-mamiss prices, ate.).

In Reverberations
Conference Rews Long Beach 2004
Plramier ROWs  Ged idens for your chapler
Watel liF more changes in e coming months
Becorder cormay Get ideas lor your recorder program

Lesson ieds A new model lesson in avary issee
INY - iprowed solinfers beke-i-yourself ibms for your classoam

The Recorderman is Back!

Check out the new publications from Jim Tinter Productions

B-A-G Bossa Nova
Far recorders and all { instruments.
B-A-5 never snunded so cood! F' all hene: 32 page baok +

4 r\ﬁ [Dera Ferfarmanoe (D + Interactive kessans = |I11F|I'IJ'|'iSI'|iU|1 s
PSRl Snifeqe ¢ License to oopy notaticn. TEACHER KIT (ERACO) §F0.55
Jingle Bells in 10 Flavors asnss s s i Fma
Foir sinigers, recorders and all € mstrumenti. Have & Blast with 10 nowel
wariatians of Jingle Bells! Adaptable far pre-schoolers thraugh adults = Check
wehsite for seund clips + Ligense to capy notation + Cearaateed to be the hit
of your next wintes concert!  TERMER RIT{BECD) §28.95

Big Mouth Blues

For recorders and 21l C instruments. Muslc your shedents will beq you to playl
Learn ta impeeise-sedaiechn pattems make it easy = Interas tfe besions -
License fo copy notation, and mare..  TEACHER KIT (BXA00) 517,55

A Minor Melody
Elegant music far racorders and all Cisstruments Gongeous 4-note melody
Optigaal 2nd and Ird parts = Alte frigndly - Imgeovisation * Livnse to
copy nolation, and more... TEACHER OF (BXA00) 534.95 et
For More Info: Web www.recorderman.com e
Email: jimtinteriyahoo.com Ir _
1-800-230-3577 f,-'
or contact your favorite music dealer
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must respect. He disooverad a type of
musle and music-making that he called
“elemental music,” that aligned liself
with our innate musicality through our
affimity for word, movement and
rhythm. The job of the teacher is o
protoundly understand how 1o move
with the grain of the child’s develop-
ment. This, | belbeve, leads o the
clearest and most far-reaching defini-
tien of good process, O or otherwise:
a simple faith in the native intelligence
of children and their joy in panicipa-
tiom, their jov in understanding and
their joy in creation,

To return to Suzuki Boshis sage
advice about studying Zen, let us sub-
stitute Orff Schulwerk in the follawing
and the connection should be clear:

MEl O Gig S0dy Buddlgm s
though it were something that was
already given to us. We think that
what we should do is preserve the
Buddha’s teaching, like putting food
in the refrigerator. Then to smudy
Buddhism, we take the food out of
the refrigerator, Whenever you wani
it, it is aleeady there. Instead, Zen
students 2hould be interested in how
io produce food from the field, from
the garden, We put the emphaziz on
the ground. =

Perhaps Orff practice is az simple
as this: tend the soil and trust in
the bloom,
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President’s PAge consinued from page 9

the creativity from the children. When
| observe this trpe of waching, 1 know
thiat the teacher has become comfori-
able permitting students 1o be in
charge ot their own learning.

While this is a noble stage of
teacher evolution, there seems (o be
yet another in which the teacher is
able o ransiorm students” lives. You
have likely had those moments in
which things come together that could
never have been predicied, planned o
guided, The word most often wsed o
label these moments is "synchronici-
v, "Call it “chance” or “coincidence,”
or "aceldent,” it's a maglcal time
when we seem to be helped along by
the hidden hamds of the collective
Eroup experience.

S0 how can a teacher create the
comditions for such a miracle? [ think it
I5 only possible when we have passion
for music, a deep commitment o sery-
img others, a drive b contribute to a
better world? Regardless of the stage in

Epdorr

your personal evedution as a wacher,
enjoy the journey toward stmulating
imagination and empowering the spirt.

I Carl Orff, Carl OrffDocumentation: His
life and Works, The Schalwerk, Yol, 5
(Mew York: Schoti, 1978), p. 246-247.

But Schulwerk, 3)( it 15
any rﬁfng, is a cordial
attitude toward fjﬁr; it is
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Orff process and performance
changes college-student attitudes

n the past few years thene have
been three Schulwerk-based adult
performance groapsd at the AQSA
convention: Oeka Por e from
Spain Zephyr from California and
Seturlfurk from Minnesota. ALl of the
groups were inspiring, not only for
their individual performances, but
also far the joy each communicated
about the process of creating their
prograims. | remember the creativiry
and spontaneity of the event, and
how 1 wanted o join each group,

[l is a creative performiance Process
quite different [rom paricipating in a
chaoir, band or erchestra. Each mem-
ber beaves a unique signature on the
program. As a college-level instructor,
| hegan 1o ask myself what my college
students could learn from panicipat-
ing in a creative process such as thal
in the Schulwerk-based, adult per-
formances, Two methods courses that
| teach already involved my college
students working directly with school
children, 1 decided a final exam proj-
gob might include a performance for
children in which college students
were performers, not teachers.

The two methods courses were
slightly different: Teaching Fine Arts
in the Elementary School for elemen-
tary education majors, and the other,
Elementary Music Techniques for
Music Majors. As a parl of the final
gxam project in each course, partici
pants created a program thal was
shared at a local elementary school.
They were also asked 1o write a
reflection paper sharing their thoughts
about the final project and what they
had learmed.

Adult perceptions of Schulwerk

The end “product™ of a program
was well-received at each elementary
achool, but [or me, as instructor, 1
was [he entite experience $eeing my
students “form, siorm, norm and

k]

=]

finally pedorm” that was the greatest
reward. 1 was most surprised at the
impact this performance experience
had on the avingdes of college stu-
dents about teaching.

The elementary education couries
met during the spring and fall semes-
ters, The programs were planned in
ofly three, 75-minule classes at the
end of the course, but applied princi-
ples and fechnigues we had ised all

sernester. The students were not musi-

cians, although a few had been in
band or choir. Many had never been
in a performance of any kind.
Learning basic music concepts and
bringing children's literature 1o life
through drama, art, and music were
ideas we had explored in the course.

st B e

by Sally 'T]"EﬂffEfE

Our spring final performance had
three components: a stomp-like rou-
iine using plastic cups and comple
mientary thythms, a dramatization of
the story Kuntble in e Jungle (by
Giles Andreae and David Wojlowycz),
and a closing patricdic therme using
paper plates as choreography [inspared
b a local Orfl chapter workshaop by
Susan Ramsay]. The elementary edu-
caten majors were able o wnderstand
concepts of astinato patterns and
phrasing by creating the routines
themselves. We did not use barred
instruments, but instead wsed props
such as paper plates and plastic cups.
Wee used small percussion instruments
and vocal melodic ostinatos to onches-
trate our story. The audience of third-

~This presentation ot only helped us put on a ‘show' in front of an audience, bt i
also tanght us fow fo work as a tean,” wrote one of Trenfield’s studemts in his cotrse
cupluation. "Even though we are nor children, in order o be good feachiers, g some-
rirmes furve fo fieger thai we are eduls and o 065 necessary §o acl tike childmen. ®
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through fifth-grade studeniz enjoved
clapping and singing along,.

1 was thrilled with the college 2u-
dents” artistic talents as they created
mazks for the animals in the story.
Owver the weekend, doyer vents
became elephant trunks; mailing
tubes became giraffe necks. Several
college students told me they had
never participated in a performance of
amy kind before. One student summa-
rized the experience this way:

“Orverall, I think our presentation
went very well, [ think that being the
first time [ hawve had this type of final
exdam, it turned out great. 1 enjoyed
watching the way the students
seemed interested in our presentation,
The way they remained quieq showed
13 that they were imprassed with
what we were doing. | think that this
presentation nat only helped us put
on a “show’ in front of an awdience,
but it also taught us how to work as a
team ... even though we are not chil-
dren, in order 1o be good teachers, we
sometimes have to forget that we ane
adults and that il is necessary (o act
like children.”

Another student reflected on the
experience and said:

“Hawing our performance at
Lonpgoria elementary as a final exam
Was an awWesome experience, To be
honest, at first 1 thought it would he
an easy grade, bui after all was said
and done the experience alone was
worth more than any grade, Working
together as a class was really a learn-
ing experience. 50 many ditferent
personalities and ideas came together
to make @ 20 minute production. ]
felt we were all successful and even
made some good friends whom 1 will
probably run into in other classes,
Interacting with the kids and seeing
them glued o the performance was
neat as well. | was glad to know that
something we created was enjoyed
by 100 students,

“Laztly, what [ will take from the
final was the ahility to solve proh-
lems on the spot and the privilege of
working with such great people. |
could not have leamed those things
of experienced more from just a
paper amd a scanirgn ...~
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Student andience, adult performers
The final exam was scheduled in
December, so the students chose to use

“The Twelve Davs of Christmas” as a
frame for their program, Each of the
days was represented by a short com-
ponent, a partridge (played by a siu-
dent] flving across the stage, three
French hens dancing the chicken
dance (with audience participation), 11
gsiudenis plaving recorders to represent
the Ll pipers piping, and a hand-drum
routine bazed on Chris Judah Lauders
process of hand drums with movement
and complementary ostinatos. Hula
Hoops from the dollar store wene [rins-
formeed inio five golden rings. The
audience froke intoe laughler a3 #ix s
dent geese strained to lay six large
papier-maché eggs. The third-grade
audience sang the verses of the song
between each skit.

One student hiad this to say:

"My classmates and | performed
"The Twelve Days of Christrmas” for a
group of third-grade students at
Cromack Elementary. [t was a very
good experience for me because it
B e ideas 1o incorporate in my
upcoming teachings. This was my first

i

Trenfield, who tercles af e 1 devel, divided ber simdents could dearm from partic-

time participating in and producing a
play. 50 when we started planning for
our play rather late, | was a little
skeptical. To my reliel our play turmed
oul wonderful, Participating in this
play also taught how to plan for lasi
minute situations. As a teacher |
expect o encounter many lagt-minute
gituations. It also gave me a chance to
perform in front of students, which |
love to dao,

“My biggest lesson was from my
prodessar, who taught me how 1o
invelve music in my daily teaching.
When | become a teacher | plan on
involving music in my daily routines. 1
really enjoved mysell. This was a won-
derful and unforgettable cxpernence.”

The caurse for music education
i jors met daily In May In an inten-
give session that gave us the advan-
tage of large blocks of time 1o observe
Iocal teachers and teach several les-
2004 im music classrooms at bocal
schools. The final presentation wis
presented on the second-io-last day of
school and kept a group of pre-kinder-
garten and eardy-elementary school
students spellbound. In additlon to
creating a routine with cups, and

pating fn a cromtive process ainch as that i the Schalwerk-fosed, mdalt perfoomoices. She
wars phrillend o she wadched e dements for their performarce toke shape, “Over the
weekerd, drper ienis becmne etepfun trunks; mnling febes beoome giraffe necks. Sevenm!
el enie ey Bl never participaced (na performanoe of any kind before,® she motes,
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dramatizing a children's story, the
music majors also included a routine
based on the rhythm of their names
(imapired hy Doug Goodkin's book,
Mame Games. )

Another section Incorporated each
music student's major instrument.
Instruments as diverse as bassoon,
guitarra, trombone, snare drum, saxo
phone, violin and voice created a
rousing chorus of "Oh When the
Saints Go Marching In” while the
audiance eagerly clapped along,

One part of the program grew oul
of am assignment given (o the stu-
dents w coeate a leszon making a
plece of classical, jazz or other music
accessible to children. A piece of clas-
gical mariachi music became the
background programmatic music for a
bt (wedding] in which the college
gludents mimed dancing and celebrat-
ing, They invited pre-school audience
members onto the stage to dance to
the music at the wedding as a student
narrated the siory.

Another selection, Godzifia Fafs
Laz Vegas (by Eric Whitacre), needed
nio narration as cardboard boses
[inspired by James Hanling's session
at the Las Vegas ADSA conference]
weere transformed into Las Vegas, and
then parnt of Godzilla®s dinner.

New interest in teaching

The rewards of all performances
were many. Although they were pre-
sented a3 “shows,” all activities could
gazily he adapted as classtoom les-
sons with students as participants,
Schools benefited from extra educa-
tional programs tor the children.
Classroom teachers expressed admira-
tton and appreciation for the college
sidenis’ creativity and whimsical
humor that captivated all, even pre
school students. The mugic education
majors, while accustomed to perform-
ing, expressed that they had peves
been im thiz type of creative perform-
ance. Some of them have now
expressed interest in teaching elemen
tary school where previously they had
not considered i, As one of them
later explained:

“From the very first lesson to the
laar, my lessons have revalved around
the Orf approach withoul even try

ing. I especially like Orii's rhythm
technigues and his vse of percussion
instruments. Being a percussionist,
that really appeals o me and my
avle, He incorporates body move
ments, as well, and that stimulares
my love of dancing. [ know that the

other methods have some of the same
basic philosophies bul the whaole Orff
process wruly appeals 1o me.

“I wouldn't have thoughl of being
an elementary teacher, My sight was
sef on being a secondary educator.
Someday [ would like (o conduct a

Recorder!

TUDOR," the “Original”
Renaissance style

* CURVED WIND YWAY

* EASE OF PLAY

IN LO'WEST REGISTER
* CAN PRODUCE LOWY C

EnTENCEs
tigper urfﬁ:bﬂ and cleaning rod,

OUR NEW RENAISSANCE MODEL IS THE FINEST STUDENT

RECORDER AVAILABLE! It has all the features teachers are demanding. ABS

construction makes the instrument durable and improves tone. The carved wind "ﬂ
nse. Offered in Barogee or German fingering. (omes complete wit

The Original TD205 Barogue and TD206 German

WE CARRY A COMPLETE LINE OF SOPRAMING THROUGH BASS MODELS!

Trophy Music Company

3800 Kelday Avenue, Clevelo
For FREE SAMPLE call 1-800-321-0556 Ext. 137
Web: www grotro.com * e-mail: musicigrotro.com

. Ohio 44114

CALL TOLL FREE 1-800-247-1536

Specializing in meeting the needs of
Music Educators Since 1931
www. tedbrownmusic.com

< email: jeffrey@tedbrownmusic.com

6228 Tacoma Mall Blvd
Tacoma, WA 98409
Phone: 1-253-272-3211
Fax: 1-253-572-1416

TED BROWN MUSIC
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band of my own, espedally for my
father to zee, | believe I want o explore
elementary education first, [ am filled
with so0 much information and expen
emces 1o last a lifetime, and it only hap-
pened in three short weeks, IL was the
mist exciting class | have ever had, My
mind was stimulated by the projects
and teaching leszons we did,

“When | graduated from high
school [ decided to go into music
because 1 felt that [ could incorporate
theater, dancing, learning and having
fun but, until this class 1 hadn't felt
that way. It had just been sirict music

concepts, In this class [ not only got
i use my music skills, bur express
myself in a way that 1 had intended
when [ first became a music major.”
It wag a greal joy 1o watch my stu-
dents bond through creative process

i the way 1 first experienced as a par-

ticipant in Orff Levels raining cours
e5. | hoped the experience would be
positive, but 1 had no idea of the greai
impact it would have until [ read the
reflection papers. All agreed that they
had participated in something more
memnrable than a written final exam
A5 an assessment tool, | thought

ANDERSON UNIVERSITY

'ou to attenda

Featuring

John Feierabend

Convermstnsl Sollege devdops an wrlerstarding of musis theough the
ues ol rhythm and tonal syllebikes of 0 “corwarsetional™ el that gradually
o bvas into raEdhery) skl werthrg, smpravisasiion, and compasition skills.

12 Steps to Music Literacy

Lising Conversational Solfege
June 20-24, 2005

Tatal cast is $500 {two hours graduate creditl or 3350 (o credit).

Lisa Sullivan

Orff-Schulwerk

Levels 1 & Il Certification Program
July 2005

Feituring

T 20

Sarah Hassler

Cyndee Giebler

Lewsl | Basic and Maovament and Lewved Il Basic
Lewel Il Recorder Ascairdar
Total cast is §780 tthree hours graduste cradit] ar 3575 (no credit].

The Orff Echo - Ball 2004

Other summer courses available. Watch for details!

the combination of the performance
and the reflection paper was invalu-
able, I observed students who had
never performed on stage discover Lthe
mixture of discipline, jov and nery-
ousness thal accompanies a perform-
ance, | also observed musiciang par
licipate in music through dance and
drama, and discover the child-like
part of themsealves that is =0 vital 1o
the creative process,

Sally Trenfield is o
Lectarer (n Music
Eduration af the
University of Texas,
Browvmsville, she has
tareht musle mare than
Ay ot all dewels, from preschon!
ro college, and served for 15 venrs as
slementory music specialist for the
Frowrspille public schools. Trenfield
Fas presemted ar ADSA and Teras
Music Education conferences, amd fus
benr @ clinicion for Orff worksiops.
She currently (s the founder and
director af the University Children's
Clioris arf UTE.

Write Trentield at:
Sallrer@msn.com

O the one I?}E' within us and
abroad,
Which meets all motion and
becomes its soul,
Al f_.]J'.;r in sound, a sounddike
_power in the {{qh-r,
'R.'.ﬁ-ri_;ur in all ﬂiﬂ:g}ﬁl‘, and
jovance everywhere —
Methinks, it should have been
impossible
Not to love uf?':fir*n{e]lﬁ in a world
50 ﬁfﬂ'd’f
Samusl Taylor Colaridge
| The Eoliart Harp

L -
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Dulcimers in the classroom:

A music therapy approach for successful inclusion

hildren in
Grades 3
through &
enier the
classroom knowing
that the music pro-
duced with their
friends will be their
Reviewed by own. They assemble

Beth lafigliola the dulcimers from
cardboard kits and decorate the sur
face with their own style. The dream
of playing a string ingirument is pos-
sible because the dulcimer offers 1o
the players a choice of modalities.
With sensitivity 1o the students’
needs, the therapist allows the stu-
dents to listen to the sound of the
droning strings. Students needing a
visual cue [ollow the color-coded pat-
1ern of the songbook that matches the
sticker on the fingerboard.,

Laztly, all tesi their tactile sense
when they feel the tension of the
string when using a pick to strum.
or the vibration of the string when
pressing down near the fret. The
result is a joyful sound,

Lorinda Jones reports this scene of
success in her session videotaped at
the 2003 ADSA Conference in
Louisville, Bentucky, She has used the
dulcimers with children of varying
dizabilities, including mental retarda-
tion, emotional disorders, and at-risk
populations in traditional and alterna-
tive school settings.

The goals and objectives of the
music therapist, as stated in the sesslon
notes, begin to reflect the demands
made of music teachers in every set-
ting. The therapist noi only must
achieve music objectives in the leasan,
including increasing culiural awareness
and music appreciation, but must also
reinforce academic objectives, such as
colors, numbers and Literacy,

£l

The lesson should strive (o increase
fine motor zkills and be sensitive o
individual needs. The music therapist
should develop successful cooperative
May, and increase listening and
attending skills, while encouraging
on-task behavior, The music lesson
becomesta sirategy for success using
the skillz of the whole child.

In the session notes, Jones includes
helpful considerations when using the
dulcimer with apecial populations.
Janes states that success beging with
sequential materials. Build on mastery
before adding new steps, she advises,
and allow for much repetition,

Jones begins with exploration of
the instrument. Flace the dulcimers
on a desk, TV iray, table or [oorn
Jones uses the Tonian tuning C, G.
and G. The lower key is an easier
singing range for children with limited
verbal skills. An added bonus is that
the strings are easier to strum, she
explains, when there is less tension
on the strings. Carefully she models
holding the triangular pick, and
demonstrates strumiming the instru-
ment in various places on the linger-
board, finally placing the pick in the
strum hollow. The participants in the
session and the stwdeniz In your set-
ting set the tempo of the strum and
individually decide whether to strum
woward or away [rom themselves. The
students should strum the pulse in the
song, but as a contrast, Jones demon-
strates a traditional strum pattern
used by accomplished performers,

Jomes reinforces the difficulty of
solo playing by showing that the
hands use opposite directional move-
ments when sinmming or moving on
the fingerhoard. With this point made,
she begins with pariners, allowing
one partner to strum and the other to
finger the strings on the fingerboard.

AOSA A/V Library: 126 DC
Presented by Lorinda Jones

This gives each person time to listen,
¢ sing and to share,

Each beginning dulcimer class
begins with a familiar song, or 4 %0Ng
with repetitive Iyrics, such as “Frere
Jacques” or “Train is a-coming.” For
#ase in reading. the zong text appears
in large print and the parficipants use
a songhook or printed sheets placed
next 1o their instruments cather than
o & wall chart. Color-coded stickers
show the pulse strum pattern, and the
colored sticker on the word sheer
coordinates with the third fret sticker
placed on the fingerboard. The music
sheel relnforces literacy skills, while
the text may cue additional percus-
sion accompaniments, such as bass
xylophone bordun or color parts that
highlight the text and style.

[n the beginning, songs use ong
chord or cne color on the song sheet.
As they advance, the plavers change
the finger placement on the finger
board and add chord changes that
create a harmonic ostinato, The music
therapist suggests ways to label the
instrument, mark the music so that
the students may advance 1o tradition-
al duleimer tablature, and create
arrangements that add variety and
flow. Though the pacing ol the 32s-
slon may seem relaxed, Jones careful-
Iy leads the participants through the
thought process needed to identify the
smallest steps for success, This atten
tion 1o detall makes the session partic-
ipants aware of the needs of special
learners, and opens the 3o3odoor of
music 1o all our students.

Diher AQSA videotapes of interest:

42 TH David Hoalt: Aoy Harp Ploying
g1 BH Martha Riley: Backumds
Heritage: Old-Time Songs and Dances
128 RE John Edward Niles: Eeflections
on Jetn Jacob Niles
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AUSA Videotape Orders

Note: The video list is o oeailahle Tape(s) requested (maximum 3 at one time)

onlirne o WansLHEaL DTE Maies: 151 choice

» Limit 3 tapes per order. Loan time 2 weeks
from date mailed. Order tapes by number;

2nd choice

; Mame
give alternate dates. Use form provided above b
Address =
or photocopy. All tapes are VHS format, .
iy
* Handling fees are as follows: 1 tape per order State
- %10; 2 tapes per arder = §12; 3 tapes per :
H . : T ; Zip
order - $15; Non member rate is §15 per tape.
Make check payable to AQSA, Visa or Meshod af Paymend

Mastercard %12 minimum. O Check enclosed (pavable to ADSA)

Omc OViza O AMEX; minimum charge $12
Credit Card Number

» All tapes are the property of the American Orff-
Schulwerk Association. Mo tape may be repra-
duced for any reason. We regret that tapes can
not be shipped outside the 1.5, 2.

() A, 2

* Order from: _,.iffi-.l“x_
ADSA Executive Headquarters r'f' YWy

Expiration Date

[l 119,504)

Slgnature

P'D Fil::ll'l: ;"}] nﬂ'_:l I -'|II| .l::ffll,'l. Austhrrtred (g Cind Signaran:
leviela -B0A9 gl Fr
e Fe Membership number -
L
Organization of American Kodaly Educators
i ! MATIONAL
ns in NEH, Mini-Conference CONFERENCE BUSINESS
S Alice Parker ke G
L E.; Composar-Teacher-Scholar In Residence Garmaon and Associates, Ino
Swie 201
‘i 2 Opening Concert Nt

egEgarmisanevant.com

Boston Camerata
Jned Cahen, Diractar

OAKE NATIONAL OFFICE

1E12-20th Awanua South
Mioarhead, MN GESED
oakaaliceidoake.ong

Matlicnal Childrena Choir
Conducied by

31st OAKE
National

Conference
Springfield, MA

March 10-13, 2005

Francisco Nufez

OAKE
V7
i\

MR FOR EVERYTINE

Matioral Youth Chodr
Condwcied by
Raolle Dilworth

Matioral Concer Chos
Conducted by
Josephine Lee

Plan Now To Attend!

Conference registration brochure available in August by calling 614.273.1400 or online at www.oake.org
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Our name says a lot,

When involved in teaching mosic, pnde tckles our senses. Yoo
know the feeling, I'm sufe. The sensadon i3 the resulr of effom,
knnwledge, mlent, and passion. Add these wgether and the sum

beecomes the driving ferce that inspires students wo want m leam

Amd che darve of their accomplishmenes? Thars whar makes

your job worth the endeavor.

At American Doun, we share in vour mumphs by offening the
highest quality malles. The faco eachers have chosen Amenican
Dirwim tor over 30 vears is thar our mallets are reasonably priced,
¢ bonger basting, and color-coded for casy recogninon, We even have
lieele v llers dine lirrle hands! Whar makes all this worsh onre effon? The

wirds S cgn @ A1e MIUSKC 1O OLIF Srs, T

L AMERICAN DRUM" b

_ Bl far Sevveed
TTsSA shop with us on the web at Ltk Mt
n ] e www.amerlcandrum.com Ao, Jont

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

SP2358
Hands On Eecorder E
T Sl SPT01

Begirming sopiam makad : T E
« Fariamsy noly purEsson [ abPs0l
& 50 pad
uleEs

£P101 Package Includes: SPTON Package Includes: SPSE1 Peckage Includes

SAVE - Tt Cap DC2D 1-pagbe saran recosder Aulog 200K 2-place SOPLID ECONGET Aalos JCARDE. 3-plac: Soprann reconj
e and IR in< Huaik Do Recerdes SP235 &nd Hands On Racarder 5P2358 and Hinds On Retoeder 572350
Music and CD Packages: By uau— J T R % ST L ——

atest from Bweed Pipes!

! - Fax Your Onder Toll-Free 24 Hours a day
A M (9#7@8 800-576-7608

; i D Phiane Toll Fres 300-446-1067
| B722 Brentwood SIair« FL Worlh, TX 76112 « Ph, B17-446-3208 Sand for yesr FREE A T
wwnaLsweetpipes.com * e-mail spmus@acl.com Compdate 20022003 Calalog R
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Best Sellers from
Favorite Authors

% & % & & & L ]

It's Elemental 1&2
Lessons that Engage
Don Dupont & Brian Hiller
A W
Homespun
Folk Songs of Rural America
Shared Harmony
Canons & Ostinato Songs
Shirley W, McRas
E I
The Little Christmas Book
Mary Helen Solomaon
W ok ¥k

Austinato
An Ostinato Jambores
Konmie Saliba
* % ® ¥ E ¥

Avuiluble from catabogs, stores,
anid memmasicralid netscape.net

‘Lo ol bz
e gt e e
|||l:c~fl-|'}|.". by
am ik hed

T avdroaienl lad
wshualy belds b -.-|‘:-'-'I|~:|i|:-
wnderelnd, These spenrives
ope e doors |nc".1.||':-'!|lh" of
L-'.w|||.1.ﬁ| .u-.;l F- P AT .,'r_\-'.l.lp.'llﬂ

* Introducing the newest
I - member of the < &
Total Literacy
family ... &~ o
Tatal Literacy: L
I An Arts-Based Guide to huﬂdingfarm
Literacy skills For Parents, Home Schoal,
and I:arLJ Childhaod

|_1_|: Lar h.:ﬁ.‘mlp:lc'.r

and 7':".1|-|"-i|'n"—k'l1 e

- Sir Sameler

Alsa,..
Cirder pour
MWuteracker Experience
CD-ROM mow o Feltday
| classes and gifls!

Details and more al arls slucation IDE24 l
www.aeideas.com

We carry all Shenanigans CD's

203-229-0411 » FAX 203-847-0613

Bourne Marimbas
slack
m +

affordable, practical marimbas for young malleteers
F#l and Bb bars inciuded - Soprane, Alto and 2 aclave versions svaillable
a5 woll a8 aur ling of full-sired, stand-up marimbas. See us on the webl

www.bournemarimbas.com 425-402-0266

Advertise in
The Orff Echo

Call
Steve DiLauro
at
440.238.5577
to discuss
advertising in
the next
issue.
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PERIPOLE® ANGEL ALTO HALO™ RECORDER

We're so excited!

Sales of the Peripole®
ALTO RECORDER have hit

an all-time high!

B Adding the Alto Recorder is part of our campaign to

enrich school recorder programs inan affordable,
simple and easily learned way.

AND NOW .. ..

OUR SPECTACULAR
OFFER...

PB6250 Peripole® Angel
Atto Halo -Recorder

( %_Iﬂ F;':v?;;\\h
//

\$9 95

PBEﬂﬂﬂ
Peripole® Ha’n
Snpranu Recorder
School Price
$4.25

Thay Peripnin™ Hata®™ Hango i profeciesd by
fha ol Einited Siales Patonia: 6,651 065 07;
6540, 197 B2: GG B1; and Desgn Paient DALS, 804 &

PB E250

Available
EXCLUSIVELY
from
Peripole-
Bergerault!

FREE! with

each recorder!

B 1 Peripole®Angel ['hL;f‘
Hanger to suspend thsa
recowdler from the neck, thus
allowing hands free access
for ather coordinated
musical activitices,

\

B Wider vinyl zippered case
te house recorder with  Ha
Hanger attached.

B A sample introductory lesson preparesd
by ouwr Educational Director, Cak
Marshall, a5 presented in her many
sessions at Mtate Music Educator
Conventions and at AOSA Chapter
mealings,

® Poripole Alto Fingering Chart

Three-piece Alto Renaissance
shape recorder. Exactly designed
companion to our Peripole®
Soprano Halo® Recorder.

1-800-443-3592

“Pertpole:

BERGERAULT

Angal is & rogistersd rademark of Kaman Conporation




BECAUSE
YOU

CARE
ABOUT YOUR STUDENTS

Yeu'va dedicatnd your life 40 helping childeen experience oad enjoy music. You desersa
eppkinse, o prafesisnal atbleie's solory, and mmstrumant thal meka mastisg mesic eesy
ond wuciting Far your siedenic. While we ma'l do onpihing abeul e wlwy, Yameha
receidens bely moke dhildee®s lind innind mpmine prilve

Nerraio recaiders are ciefully designed fo meote e ideal amount of oir msisiance s
thildras ma play them ooty with il affert. They reword the plovar with o rich, ful
Iena Tk crentes o bright amila and @ burst of wonfidence

The: brighe Seonar Apple Graen, Cofios Coady Blue: oad Bubble Gom Fink oolors abe opged
i siudents, whiks you will sppiecae the shilty 1 dsamanble the remrders info theee
pienes for simple, thoraegh deoning.

Whan peu recammend the righl inseements fer pour stedenty, you lounch their musical
lubaresi. Farseha b praud t belp corisg music reathers lke you pravide the bed

& YAMAHA




The creative process
reflected in nature

icture a small, tranguil pond,
nestled in a mountain valley,
surrounded by tall reeds glis-
tening in the sun. When a
sone 18 cast into i, the impact causes
concentric circles to ripple cutward on
the surface, filling the entire pond. As
waves of energy reach the shore. their
collision causes the ripples to turn
hack, toward their soumce, To Lrace
where the stone entered the pond,
watch the movement of the concentric
rings. It appears that nothing can

move in nature withoul affecting
everything else

In the late 19605, two writers philo
sophically cast their stones into the
pood of educational thought, releasing
powerful energies still affecting educa-
tion todaydBoth Acnold Burkart, first
president of the Ametican Orff-

Schulwerk Association, and John Holt,

the author of several books on educa
tional reform in elementary education,
called for a change from content o
process in our schools, Their thoughis

by Veronika Schultz

embrace us all, for there 15 an inlerme-
lationship and interconnectednass in
theze undulating, creative waters.

Process as destination

In his essay, “Process as Conlent in
Orff Schulwerk,” Burkart aflfirms that
“processes are nol merely vehicles to
a destination, but are themselves a
key destination.™ He argues that
muzic educators need [0 mhve AWy
(rom mastery of composed musical
works for public perfommance 1o a

Sunset in the wildemess menr Veil, Code. Photo © Jofie Flelder, S04
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process-oriented setting. He sees this
pracess as the “integrating mecha-
nism™ which is related to “informa-
tional knowledge,™ an imaginative
teacher and each unique group of stu-
dents.® In process teaching, the goal is
not 1o oliain a fixed, predetermined
product, Instead, there is a synergy
between the group and its leader thai
ERCOUTAges explo-
ration, improvisa-
tion and choices of
CUILCERTIES,

In his hook,
Hme Children

ages all educators
to ohserve the nat-
ural state of young
children's exuber-
ant play at home,
in playgrounds and
at school. There,
he maintains we
can see their
enthuslasm and
boundless curipsity
o learn. He
ohserves that from
infancy children exhibit styles of
learning that they use naturally and
well, It is interesting, he said, that
yvoung children master a native lan-
guage (or two) without formal
instruction. And, since children
explore their world through their mus-
cles and their senses, he urges educa-
tors to remember that children simply
do not think as adults do.?

Music as language

Burkart poinis out keen insights of
Carl Orff and Gunild Kestman in
regard to children's play, where cre-
ative expression evolves from sponta-
neous movement, word-play, singing
and playing simple instruments. [n
the Schulwerk, music as a language
begins with the physical response of
children o chythm and timbre. When
their bodies begin 1o step, clap and
whirl, their voices join in. Az they
mave in space, repetilive accompani-
ments can be added with percussion
and barred Instruments, and the
dance has begun.

Holt zees a parallel development in
children’s acquisition of language,
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Much the way a
mountain-top pond
engenders myriad,
Learn, Holt encour- TRENIAtUre, Vibrating
rings from each
falling raindrop, so
each teacher who
has taught Orff
Schulwerk becomes,
in turn, a catalyst
for change.

from babble and imitation of sounds
o an expressive phase of gradually
longer phrases. He also asserts that
children enjoy singing but showld
“play” with words and pitches o cre-
ate something new.*

Burkart explains that Carl Orff
compares the Schulwerk o a wild-
flower that proliferates best in nature
rather in a cultivated
garden. Anvone who
has wanderad
through acres and
acres of brilliant
bleoms in the coun-
iryside or the moun-
fains can attest 1o this
fact. Burkar also
acknowledges the
contributions of Swiss
pavchologist, Jean
Piaget, who pioneered
studies in the 1930s
on how children
think and learn.
According 1o Piage,
knowledge “is a mat-
ter of constant, new
construction by its
interaction with reality. There is a
continuous creativity, ™

The spirit of discovery in chil-
dren’s play is equally appreciated by
Burkart and Holt. Anvone whao
attends Orff chapter meetings or
national conferences aps inte this
inmate quality of children's learning,
where again laughter, movement
and active music-making are
brought together, 1n our world,
unique forms of music, dance and
lolklore are assimilated into a global
family that is fast becoming homog-
enons, It is imperative that rediscov-
ering and sharing our cultural roots
through the music and movement
forms of the Schulwerk be encour-
aged and appreciated.

Encounters as energy

For each Orff Schulwerk practi-
cioner, there was that first, mesmer-
izing moment when we were capti-
vated by the vibrant energies of our
first encounter with Orff Schulwerk.
How have we answered Holt and
Burkart, who call for creative expres-
sion in our classrooms? Our respons-

es Will be as diverse as our teacher-
training, our crealive lemperaments,
and philesophical views shaped by
our own life experiences.

Some think of teaching as a series
of steps toward preconceived musical
objectives. Others see teaching as
working with the interactions of sound
and movermnent into a more flexible
atmosphere, with an element of
chance at the core, Perhaps both views
are right, but not at the same time,

Burkart sees teaching as three
stages along a creative continuum.
The first stage he described as an
“intake-acquisition” process that
includes imitative work and explo-
ration with movement, body percus-
sion, speech, song and the use of non-
pitched and pitched percussion.® The
focal point of this stage is building a
vocabulary of sound-relationships of
music and movement experiences.

Mext, he outlines a " manipulative-
divergence process.” Here, the
teacher's role is to guide children in
their exploration of multiple ways (o
manipulaie the elements of rhythm,
pitch, timbre, form and dynamics.”
As children sharpen their skills and
stretch their imagination, they begin
1o express their own ideas, and
improvisation. Thus, “the sponta-
nepus working out of a defined
musical or movement problem™ 8
findz its niche.

He calls the lazt stage the “manip-
ulative-synthesizing process.” Here,
individuals and student groups learn
te discriminale, make cheices and
OTganize artistic outcomes (o share
with others.”

Performance is but one set of
choices from among many. When siu-
dents have really “played with" muszic
and dance and have also learmed to
wiork cooperatively, they will be suc-
cessful at this level.

Teachers as change agents

Much the way a mountain pond
engenders myriad miniature vibrating
rings from each falling raindrop, so
each teacher who has taught Orff
Schulwerk becomes, in turn, a cata-
Ivsi for change, Each new kdea dis-
turbz the status guo, while initiating
countless waves of change.
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The world of children has signifi-
cantly changed during the past gener-
ation. Our society and our schools
have become much more diverse,
representing many more nationalities,
languages and cultures, Many atu-
dents lack exposure 1o simple play-
ground games, chanis and folklore
which other generations have passed
down for many vears. [n addition,
many children have changed to new
schools 2o frequently that they lack
“roois” or an exiended family in their
present communities.

Consequently, students need the
active Orfl-Schulwerk approach to
music-and-movement education
rmore than ever. As children grow
minte passive and sedentary, their
imaginations repeatedly dulled by
television, movies, and heavily syn-
thesized music, they desperately
need the socialization and interactlive
sharing that our Orff classes nurture,
Far too many of them lack a positive
self-image and loving attention at
home. Music class has become a
golden opporunity for compliments
and success, where children learn
the zocial skills of sharing and coop-
eration in a group, as well as the
very valuable skill of selving prob-
lems in a team effart.

We must convey the message to
adiministrators and parents that we
are here to help all children have a
positive learning experience, including
those with special needs. Our per-
formances should be the outcome of
what we have created in class togeth-
er. And, if improvigation fa ar the
heart of the Orff philosophy, it meeds
to be cultivated in class through lively
experimentation that cultivates spon-
tanecus musicianship. There should
be a special place for serendipity and
chance in our concerts.

As our Oeff Schulwerk movement
continues to spread with the creation
of new Oril chaplers, we are foriu-
nate 1o work with so many excellent
teachers who will contribute 1o our
existing curricula, It is notewarthy,
however, 1o realize that Orff
Schulwerk has spread to many coun-
tries around the world without a
published, formal curriculum. When
students meet for study at the Orfi
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Institute in Salzburg, there is a con-
slant exchange of cultural and musi
cal values. These include dance, the
drum, recorder, and layered ostinati
patterng on non-pitched and pitched
percussion. There are myriad possi-
bilities of meshing these elements
with speech and song. There is time
for reflection, brainstorming, and
sharing of individual and group cre-
ative works,

Expressions of the intangible

Barbara Haselbach, recently retired
from the Orff Institute in Salzburg.
explaing that the aris are an avenue
of expression which has a spiritual,
intangiblefemotional content. She
ENCOUrages arls educators to recog-
nize how cognitive, affective and
physical development are equal in
value " She points out that the
brain's limbic system mediates all
sensory input, the emotional stimu-
Tus, and outward expression in move-
ment, speech, or music.” An individ-
pal can express the inner world of
thoughts and feelings spontanecusly,
oF exprass them in a group setling
that has been ereatively shaped by an
innowative and flexible reacher,

Perhaps her ideas will encourage
s (o continue to maintain a positive
atmosphere where all can succeed,
where learning is multi-sensory, and
where new artistic forims continue to
reflect the society in which we live.
Wil an aimosphere of openness and
mutual respect, Orff Schulwerk can
continue to be a humanizing and Hb-
erating process invalving both chil-
dren and adulis.

Mystery and hope

Im the rainstorm over the pond,
familiar shapes of conceniric circles
create flurries of energy vibrating into
each other, Wi are indebted to both
Burkart and Holi for the philosophical
stones they cast upon placid educa-
thonal waters. At the center of these
vibrations lies the mystery of cre-
ation, synthesis and relationship.
There i wholeness and hope there,

Carl Orff asked us to cultivate the
Schulwerk as the force which “awak-
ens and develops the powers of the
spirit ...without which we face the

danger of spiritual erosion.”"? Such |5
the power and capability of a single
raindrop or a single stone.
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The Rote Song:
Does one size fit all?

INEINE i5 a primary component

of the typical elementary gener-

al music classroom, Elementary

music teachers often rely on a
given repertoire of songs (o (each a
variety of vocal skills and musical
concepts. In elementary general music
classrooms that emphasize the impor
Lanmce of experiendial karing, these
=ongs are often taught by rote, partic-
ularly in the early grades, They
become the foundation for musical
experiences and the source for learn-
ing varipus musical concepis during
the course of the school vear,

A number of procedures for teach-
ing a song by rote exist, and many
are based on anecdotal evidence
regarding “what works best” in a
given classroom. In some [nstances,
the decision to use a specific
approach can be based on familiarity
rather than an investigation of what
is most appropriate given the musical
material and instructional situation,
Because of the wide use of rote
singing in the general music class-
rom, the question arises: 15 there
one approach to teaching a rote song
that is more effective than others!
Rezearch of rowe song procedures
does address facets of this question,
and it can shed light on some of the
issues related to rote song instruction.

Research related to rote somy instruction
Research pertaining to rote song
imstruction has focused on two specific

areas: the mode of presentation used
to teach the song and the use or omls-
sion of wext during the song-teaching,
process. Researchers investigating the
miode of presentation have sought to
compare differing procedures for rote
song instruction. In most cases, ome of
the approaches being comparad is a
mare holistic one in which children
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hear a song performed several times in
its entirety and are eventually asked to
ging after repeated hearings, This
mode of presentation is commaonly
referred 10 a% an “immersion” or
“whole-song” meihod.

The gther approach tends be a
segmented one in which students are
askedl o eche individual phrases
after the teacher hefore singing the
song in ils entirety. This type of
process (8 sometimes referred 1o as
an “echo-phrase” pmocedure. Klinger,
Campbell, and Goolsby!, and alzo
Barnes® compared these two types of
approaches with groups of second-
grade students. In each study, stu-
dents in one class were taught the
given song material using a holistic
song procedure, while students in
another class were taught utilizing a
segmented teaching approach, Both
studies used simple, four-measure
songs and taught songs during one
class session, A comparison of siu-
dent performances demonstrated that
atudents n both studies who learned
the songs through a holistic proce-
dure performed songs more accurate-
Iy than those who learned the song
hrough a segmented approach.

Another avenue of research dealing
wilh song acguisition in children has
focuzed on the influence of text during
the song-teaching process. Veenker 3
investigated fifth-grade students” abili-
v 1o reproduce a given song to deter-
ming how information was stored in
short-term memory. For this study, the
students listened to a given song four
times, After each hearing, they were
asked o reproduce as much of the
song a3 they could remember, Resulis
indicated that students reproduced
more of the text than rhathmic and
meladic elementz of the song, and that
they reproduced more rhyihmic ele-

By Brent Gault
meents than melodic elements. Veenker
also noticed a pattern for reproducing
ithe songs from mosi siudents that
began with spoken ext, moved o
rhythmic elements, and was then fol-
lowed by melodic elements and frag-
ments of additional text.

Levinowitz? and Jacobl-Karna®
compared the accuracy of selecied
students in performing songs that
were taught both with and withoui
text. While Levinowitz found that 4-
and 3-vear-old students were more
accurate in performing the melody of
the selected song leamed without text
than they were performing the
melody of the song taught with text,
Jacohi-Earna found no overall signifi-
cant difference between 3-, 4-, and 5-
year-old siudenis who learnad a
Biven =ong either on fext or on a neu-
tral svllable, Interestingly, when look-
ing at specific age groups, 4-vear-olds
in Jacobi-Karna's siudy performed
more accurately when singing with
the text of the song,

Interactions of selected factors
related o rote seny instruction

While it is interesting o examine
made of presentation and effect of
texl during instruclion separately,
these two elements are utilized simul-
taneously in the typical elementary
classroom situation. General music
teachers also have to take into con-
sideration other elements such as stu-
dent ability lewel and experience with
music, Both Marshall® and 17 looked
at the comhbination of these factors as
they relate o rote-song instruction. 1
taught two, four-measure songs (o
four kindergarten and four first-grade
clazses, During the investigation, spe-
cific classes were taught using either
a holistic approach or a seamenied
approach. Classes were also divided
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Members of the Indiora Uriversity Children s Choir respond enthnsiastically o their divecior diering o recent performanrce. Phoboe
conriesy Indiana University Children's Choir.

based on text condition {use or omis-
sion of text during teaching), with
students learning songs on either a
neutral syllable, or with text. In addi
tion, students were given an aptitude
test before instruction began, to see it
aither approach was more effecilve
for siudents with a given music apti-
tude. After recording student perform-
ances of the two songs, resulis indi
cated that while students performed
ane 2ong more accurately when
learning it with text utilizing a seg
menied teaching procedure, there was
no difference between group perform-
ances on the second song,

While resulis for the entire group
wera mixed, students whio scored
higher on the aptitude test given
before instruction performed signifi-
cantly beatter than studenis who scored
lower. Students who scored lower on
the aptitude fest performed betier on
hoth songs when learning them using
a segmented teaching approach.

Marshall’s study that investigated
song presentation factors on the pitch
accuracy of thind grade children yield-
e no significant differences between
groups that learned a given song
through various pedagogical proce
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dures with or without text. His study
did find significant differences
between groups based on aptitude
soore, with students who scored high-
er on an aptitude test rated signifi-
cantly higher than those scoring lower
on the tesi.

Implications for teaching

When looking at the results of
these siudies, one can interpret their
findings in a number of ways. While
it is not possible 1o say that ane par-
ticular approach is more effective,
there are some areas in which the
research can provide some guidance:

Both Marshall and 1 noted the
effect of aptitude on song perform-
ance. [n my study, breaking a aong
inin phrazes during teaching
appeared to help students who scored
lovwrered on the aptitude measure.
These findings seem to indicate that
students with less expedence related
o singing benefit from hearing a
given song in amaller phrases and
puiting the phrases back together.
Teachers working with siudents who
have litile singing experience, or who
may struggle with learming songs
independently may help these siu-

dents a great deal by breaking songs
into phrases and having students
echo these smaller units, particularky
if zinging independently is a goal.

At this point, research is inconclu-
sive with regard to use or omission of
text. While text is not necessarily help-
ful inm all situations, ihere may be spe-
cific times when the text can serve as
a memary cue for students, especially
in cases where the meaning of the Lext
reflects the contour of melodic line,

For example, a text that asks a

guestion as a melodic line ascends,
Or [eX15 that use words that indlcate

“rising” or “moving up” as the
mielody does may provide a cue that
will emable children 1o perform a
selecied phrase more successiully.
While text can serve as an aid in
specific musical siiations, it is also
apparent that this is the first ilzm stu-
dents attend 1o when presented a
given song, as Veenker points out, It
I possible that studenis would need
repeated hearings of given songs, or
some tyvpe of preparatory activitles
such as repetition of selected tonal
patterns, o focus their attention on
the musical elements of a given piece
of music. Singing tonal patterns from
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Tndiere University Chilidren s Chair

a given song either on solfege or a
neutral syllable before introducing the
somg material can sometimes help
provide an aural “road map™ that sels
the stage for learning the song.

Ultimately, it seems that the
teacher’s own musical goals should
datermine the appropriate teaching pro-
cedures 1o utilize for a given song,
While one situation may necessilate the
need for learning a song quickly, anoth-
er may call for an approach that into
duces song material over several differ-
ent lessons, The form of 4 song and
length of musical phrases may neoessi
Late using a segmented approach in one
situation, and a more holistic approach
in anether. [n addition, inreducing a
zong from a different part of the world
in a culivrally appropriaie manner may
auide and inform the mode of
presentation wiilized,

All of these elements make it
imperative for the teacher to have
more than aone way of aurally intro-
ducing a song 1o students. The many
musical goals that are a part of the
elementary general music classroom,
and the many different experience
levels and needs of individual stu-
dents require the ability 1o tailor a
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spng-teaching approach to these
aspects, rather than relying univer-
sally om one specific formula.
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Don't let science

ke rrrght!” 1 moan. Bugs are
everywhere, eapecially that
crazy click beetle. As I ry to
enpoy my lunch hour, the click
beetle comes after me in the form of a
classtoom teacher who commenis:
“My students repeat that “Click
Beetle” song 20 many times that 1'm
now singing it in my sleep.™

Thinking that this is just an exag-
geration, | make my way down the
hall and what do | hear! The words
Lo e semng:

“Click beetle, clack beetle, '] get
off my hack heetle,”

Vs, that beetle is cverywhere and
he has made hiz way from the music
room, to the art mom, 1o science in
the classroom and into an integrated
literature expericnce using Eric Carle’s
book, The Very Clinesy Click Beerle,

First contact

It all started at the first faculty
meeting at the very beginning of ihe
school vear, where we were given the
directive 1o emphasize sclence
Evidenily, our science scores had been
low the previous year. We were told
that budgets would reflect the need for

Afier listening o Rimaky-Korsako

‘Flight of the Bumblebee,” students in Bettie

spending in the area of science, and
that professional development would
amphasize learning in science,

My thoughts of financial support
tor going to the upcoming Orff confer-
ence fizzled. Neveriheless, even as the
srience thing was really starting io
bug, mee in a big way, the wheels
began o furn. “Maybe | can buy Inio
this mamdate, but with a musical
accent,” Ighought to myself.

several years ago, the fourth grade
had dane 4 mugle presantation thal
connected ancient, natural history of
ihe state and the science of anchaeol-
ogy. That musical was full of songs
with Ol arrangements wwaching
hasic musical concepts, 0 included
recaorder pieces, some fun props, cre-
ative movement, and, of coursa,
some scientific information. 1 could
teach musle comcepis and siill be in
the realm of science for my fourth-
grade students, | reagoned, That just
left the rest of the schoal. Third

grade was not a problem, though. 1
had been asked the previous year o
integrate into a unit on rocks and
minerals. Thinking hack to a jam
session in my Orfl Level (11 experi-

Bosweil's classmoom created a list of ways thar a bee might mowe and things thar be
aright he doiug as he oovesd, "They demonstrened Shevr idees ard otfhers e thera,”
Boswell expladns. “They even made op a doree fo fell other “bees’ where to fird the best

e frr poilination.”
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bug you!

by Bettie Boswell

ence, | knew | could give my stu-
dents a way o “rock”™ L0 Composi-
tioms about rocks and minerals, That
ook care of two grade levels,

What could be done with the rest
of my students? We could not consid-
er depriving the fifth grade of their
annual Middle Ages Day. That was to
b the culminatlon of the yvear speni
exploring music history and the devel-
opmient of musical instruments. The
art specialisiz and 1 had already devel
apsd A complete winit Araumd 1hat day,
It included a classroom science wnit
on diseazes, Wasn't that enough?

Then, as the students built their
imstnimeenls and we explonsd sound
production, | realized that a whaole unit
on the science of sound and vibrations
was being taughi. Yes, another science
lesson could be checked off with no
sacrifice o the quality of my music
program, but 1 was still bugged by
what o do for the first- and second
grade studenis,

Qur first in-service for the year lea-
lured science, predictably. Teachers
were given time o explore materials
from a new science approach that
invalved hands-on materials. On that
crucial daw, | made first contact with
those invading insects that would
crawl and fly their way into my musi-
cal world. The first-grade teachers
shared Imbormation on their plant unit
and second-grade teachers opened the
door o the world of insects. My initial
thought was 1o work with my siu-
dents to create a musical unit on each
of those subjects, bul soon the eem
ing droves of insecis and their love for
plants began to eat into the plant unit
and it became one.

Reduce, reuse. recycle

What would a butterily be without
A milkweed plani? Insects nesd planiz
for sustenance and plants need insects
tor their cycle of lite to be complete.
Qv thing gives Lo another, recycling,
materials and creating life, Al many
Qrff workshops, ideas have been
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presented for recycling and adding
new words 1o existing works, such as
those in the Volares, thereby bringing
life to specific subjects or thoughts,

As 1 began looking for music for
our insect exploration, | remembered
4 short piece that had been presented
as part of my Orfl Level 111 experi-
ence. It was about butterflies, it had
a haunting melody, and it was recy-
cled. I had completed an assignment
by taking the words from Dennis
Leg’s poem, “Skyscraper,” (o create a
simple la pentatonic melody and se1-
ting. [ liked what 1 had done and had
used it with my students for several
years, using a variety of student-cre-
ated settings. Then it was recycled.

I Oeff Lewved 100, the melody had
begun 1z new ke a3 it futersd over 4
madal arrangement with new words
that inspired graceful, butterfly move-
ment through a meadow that glistened
with dew. However, the beautiful
arrangement was written with older
students in mind. Some of my first-
and second-grade classes could handle
the accompaniment, some adapted it
using a simpler bordun, and others
needed something more basic,

MNow it was time to reduce the
arfangement to its simplesi torm,
giving it shape by using a se1 of dul-
cimwers, Tuned o an open fifih, the
quiet, zoothing instruments added to
the impressionistic setting of the bui-
terfly’s world, and any missing steady
beats simply added to the sen=ation of
Mutiering wings. The newly simplified
arrangement helped studenis make the
gong their own, As they studied but-
tartlies in thelr clagsrenms, ang could
hear sounds of the song “Butterily,
Butterfly” drifting through the air.

Classical classification

"Butterily, Butterily” began an
exploration of movement for my stu-
dents. By using simple, paper buimer-
flies as props, the students moved to
the 2ong in a slow and gentle manner.
As part of their classroom studies,
they began to learn how inzecls and
planis are classified by characierisiics
inte species, They studied the charac-
teristics of some species, and then we
uzed the characteristics to create
movement ideas. They listenad 1o
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related compositions by famous com-
pasers and learned how music alse
has qualities that are classified by
form, dypamics, tempo, melody,
rhythm, timbre and texiure,

After listening to Rimsky-
Korsakov's “Flight of the Bumblebee,”
students created a list of ways that a
bee might move and things that he
might be doing as he mowved. They
demonstrated their ideas and others
tried them. Limitations for safety were
explored and the “bees” began their
journey. They dipped and dived. They
wiggled and fAew backward, They
even made up a dance o tell other
“bees” where to find the best floweers
for polligation. Some students moved
individually, while others chose to fol-
1AL leader rom oo imagumary
flower o another. Some were “work-
ers,” others “queens,” but all enjoyed
a vigorous romp through the “Flight
of the Bumbdebee.”

Vivaldi's stately "Spring” provided
a creative venue for students to imag-
ine what ingect or plant might emerge
inte & spring setting as each new sec-
tion of music emerged or recurred.
Regal preving mantises marched in
and were followed by busy bees,
chirping crickets scratching their legs
together, hopping grasshoppers,
squirming caterpillars and blossoming
planis. Students had to listen o the
changing music and move at appro-
priate tmes. They were exposed o
the variety of timbres associated wiih
the violin, and 1o music from another
era, The triumphant sounds of
“Spring” lifted my =soul as 1 moved
through this year of science. There
was just ome problem, The second
graders were going 1o study hagtles,

“Ugh!™ 1 thought to myself, unable
to see any musical inspiration there.
But | was 1o be pleazantly surprised.

Bug hiolagy

T think that my precious, second-
grade students would hatch out more
of those ghastly, noisy, sometimes-
slinging creatures was not a cheery
thought, Mevertheless, 1 booted up
the computer and fed the word bestle
into an Internet search engine, [ was
quite surprised to sea that Eric Carle
had written a book titled, The Very

Clamsy Click Beetle.

“Mow, this has possibilities!” 1
thought to myself,

1 had enjoyed using many of
Carle’s books in the music classroom
as springboards for creative Orll
activitiez. The an teacher at my
school explores his work with the
firs-grade students cach year, and
they seem to enjoy his books, Troe o
this tradition, the students and [
quickly came to enjoy e Very
Clumsy Click Beetle.

The refrain, “Click beetle, clack
beetle, Ul get off my back beetle,”
came easily to the children as we read
the beetle's story the first time. In the
ook, a variety of creatures visit the
clumsy bug as he makes repeated
attempis to et back on his teet. ‘T'he
creatures inspired creative dramatiza-
tions with instrumental accornpan-
ments as students. The refrain begged
for repetition of both words and
rhythms, and so the idea was bom 1o
create a click beetle instrument for a
thythmic echo of the words, The
instrument was inspired by both Eric
Carle's work and by the ancient
Egvptian scarab beetle.

One ancient representation of the
scarab beetle has the image of a hestle
silting on op of a gold bo. 1 thought
of the many cassetie tape boxes that
weTe Sitting around my music room
and decided to use them for the box.
Several paper clips were placed inside
each box 1o make the clicking sound.
As the art teacher completed her Eric
Carle unit, I asked for her leftover
pieces of painted paper, (Eric Carle
paints paper using a variety of toals
such as combs, cardboard, or amything
he can find, cutting the painted papers
1 form his images. )

Students glued the lefiover painied
paper onto the cassete boxes, and
then cut out click beetles o glue onto
the boxes in the style of the scarab.
Their arm worky/musical instrument
reflected the anatomical features of
the click beetle’s head, abdomen, tho-
rax, six legs, antenna, a set of camou-
flage eves on the thorax, and also the
noize it makes: a clicking sound.

The addition of the scarab instru-
ment completed the click heetle
exploration, leaving us with a
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completely integrated project that
included sic, drama, 'eme

j'll::lll:thl.' uTl:u;ItfjlL:-'Il|1':|I:::a|1':|lt1:£x[h;”:'-l'-xll1sl ETHNIC & oRFF IN‘TR“WNT’
fi 1 creative, . | i; | AL

Cininding me - some imeresing | OUIR SPECLALTY  www.johnsmusic.com

facts about beetles. The addition of a “Baby Boomer” Cajon ~ 5 IF's a box, if's a drum * Shenanigans
few verses teaching some key facts Sal ot il Lo play., Too mwch fun! + Pusikil
al::m!I |1E'F'I|E_:i- and other ]L'-'Lng_ crea- Pop Toobs ~ $1.35 each or $25 per box of 24 foobs. Recorder
tures made it a valuable tool in the K o=l + Madin
general classroom. 5o, the click beetle Zimbabwe Children’s Singing Games: 20 Singing Games Marimba
song made ita way out of the music and Dances in the Shona Language for Children. Collected Bowoks
room and into classrooms, hallways and narraled by Nalalie Kroutzer. This unique nesource pro-—— + So.hle
and playgrounds. Yes, those click hee- vides cultural context, footage of games played by Zimbakbwe Slerries
tles are everywhere, now. children, instructions, apprn ::unuh.' noslalion of the SN am s Boroe k

The vear that sclence trled to "|JL|5" a malivie ‘\-I.ll.'-.'l_l..l.'r prronaancia Hon Fnilie. Shudio 49

3 DV ~ 524 85 Inslranms:nks

e was a very interesing one, Yes,
thoze insects did their best io bug me
but [ did not sacrifice any music
instruction. When plantz were studied
we read and sang the traditional song
“Rain, Rain Go Away™ which has
alwavs been part of my curriculum.
The addition of a thunder tube
allowed the reinforcement of a science
unit on sound vibration from their
classroom. A discussion on the need
for plants 10 have some rain rein-
forced the plant unit and insplred an
additional verse, asking the rain o
come for plant growih.

JOHN'S MUISIC CENTER

151 Trlirlake A T atl, Seattla, WA DE1G
(206 SEHD9T A Fee (208) SE-DHE2 1-800473-515
drumssiohnsmassic. com

Orff Schulwerk
Summer Institute

July 18 - 29, 2005
Orff Schulwerk Levels I, 11, Il

IC IS.

Several songs were created teaching Jos Wuytack Level I
science concepts, but they were wrll- : z Level I
ten using notes and musical concepils KDII'IHIE Saliba o
that would normally be used for firs Shirley McRae Level |
or second-grade music instruction. Deanna Stark Recordar

Science became just one of many
tocls available in the music room and
music became a vital part of science
in the classroom,

Morar all | have to worry about is
someone bugging me about the inva- THE UNIVERSITY OF

gion of the “Click Beatle” song into MEMPHIS
their classroom. “Arrrghl!!” Bt £ Scheich fovand kb
A Teancwacr Botnd of Regent lastinatizn - An Bgel Opgonmiy'Alfimativs Action Univenicy

August 1 - 5, 2005
Master class with Jos Wuylack

ai paeld indveenaton coaat: Jryca Caordan
Procwws: WL ATH 140D
i i T Ao
rE s recepae gl

where the mus

Bettie Boswel tegolles
general st at the ole-
nwreniary fevel in
W Splvanda, Ohio. She is
‘ dElse b Podrt-LERee Ersrrie
for for the arm and mupsic

The imagination is a spiritual
|:.!.|.‘,!:'r.[l1'.'rlr..'|'u£ at e University o qp_pﬂﬂlrui’ {I {umiﬂﬂuj E:‘Ep!brﬂr 'EI)(
e, Sl futs completed n'lfn’ Ciff 2 .
bl o the world it discovers.

dren's musicais.

- Frederico Garcia Lorca

Write Boswell at:
sy. bettie, boswel lgnowca. org
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Bug Music

ne of the
great pleas-
ures of the
Schulwerk is
the emphasis on live
musle, When chil-
dren dance in an
oeff clazs, they often

accompany them-
Eewewed l‘:y selves L.::, :mm;.le
Doug Goodkin o ments ar are

aceompanied by classmates on Orff
instruments, Sometimes, they dance in
gilence, The music throughout the
Vinlames 1= superbly crafied for move-
ment - elemental music made for ale-
mental dance. It is a refreshing change
from dancing o recorded music,
This being said, the world of
music is larger than the Volumes,
and the diversity of movement that
different musics evoke make recornd-
ed music a viable part of any music
teachers repertoire. Enter Sug Music
by jazz clarinetist Don Byron. It is
homage to three American bandlead-
ers and composers: Duke Ellinglon,
John Kirby and Raymond Scoir,
Thwr Ellington tunes are as delightful
& one might expect and the nods w
John Kirby a treat as well, Bur [ found
myzelf particularly drawn to the
Baymuond Scott compositions. [nitial
Experiments in using them o accompa-
ny whimsical movement siudles, from
miming activities of the dayvs of the
week 1o using percussion instrurments
for props, proved a roaring success.
Enowing nothing about Scott, 1
soon dizscovered that his imaginative
jazz-bazed novelties caught the ear
of TV and film producers. Though he
never wrole a nede for a cartoon in
his life, hiz music soon became
famous by the likes of Bugs Bunny,
Oaffy Duck and even The Simpsons.
This resonated with my success in
using tunes like *Siberian Sleighride,”

o
P
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Tobacoo Auctionear,” and “War Dance
for Wooden Indians" as backdrops for
dramatic movement. The clearly delin-
eated sectlons, with a8 many ag elght
distinct modives within one, three-
minute piece, make them ideal for dif-
ferent groups to share their improvisa-
tions without losing the tlow.

Dan Byron's inlerpretations ane
fawless@and the qualiny of recording
iz superh. The swinging "51, Louis
Blues" and the charming Ellington
fantasia “Bounce of the Sugar Plum
Fairies," add considerably to the vari-
ey of sivles represented,

For those hungry for more
Raymond Scott, [ have since discov-
ered The Music of Roymond Score

by Don Byron
Nonesuch 79438-2

Rerkless Wights and Thrkish Tialights
on the Columbia label, featuring
recordings from his original quintet
between 1937 and 1939, Naturally, the
sound quality = not up 1o par with
that of Don Byron's, bul the twao
together make a fascinating compara-
tive study - the five Scott tunes on the
Byron dise are included, plus 17 maore,

I imagine once you hear these
pieces, ideas for movement classes
will blossom effortlessly. But even if
vou never use them in class, familiari-
iy with Scott and Kirby - and
Ellington = should be a part of every
American music teacher’s education,
Would that all "shoulds™ brought so
much pleasure!
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Touching eternity: _
The enduring outcomes of teaching

Erarmiry is a

welcome vaol-

umm o
TesparciyeTs and
teachers with a gen-
arous conceplion of
teaching and learn-
Reviewed by ing. Barone, a pro-
Matthew Thibeanlt o.00r 21 Arizona
State University and a founder fedino
of the free, online International
Journal of Education and the Ads, has
written a hook that explores the
thorny question, “What are the endur
ng oulcomes of teaching?”

Barone focuses on Donald Forrister,
a visual arts teacher in the
Appalachian highlands of Morth
Cangling, Twenty vears ago, when
Forrister was awarded an Owistanding
Teacher prize by the Bockeleller
Rrothers Fund, Barone was oomimis-
sioned o write an essay about
Fornster's teaching. The essay is
reprinted as Part [ of Toueching Etermiy

e firsi section details a program
reflective of the region’s craft heritage
and offers a vocational orientation
[producing crafts is a common region-
al jabl. Althouwgh vecational. Baromng
quickly uncovers the troth: [t is also a
rich art program. Whether weaving,
painting. quilting, or working with
lom paper collages, studentls are cne
ating genuine works of art.

Picking up the slory 12 vears later,
Barone tracks down both teacher and
students described in Part [ to explore
the resonance of the art program in
their lives 1oday.

Nl surprisingly, the studenis alten
remember lessons that were particular-
Iy meaningiul, One chinspracton racalls
a less=on where a pin represanting the
carth was placed in the ground, sur
rownded by particles of flour fallen
irom a hamdful thrown inio the air,
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by Tom Barone

Published by Teacher's College Press

Forrester had old the students:
“Think of these two fields and the
area within them as the universe.
Each padiicle of flour is a star in our
galaxy, and there are untold numbers

of galaxies besides our own. The head

of the pin i3 the earth, And where are
we in Bri&on City?"

As the student recalls, Forrister
would never tell exactly what he
meant when we did things like this
But it challenged them to contem-
plate a whole world outside of thei
tiny little towmn.

Part [ explores the impact that the
siudenis had on the lfe of their
teacher, a vastly under-researched
area. This segment
tocuses on
Forrisier hecoming
who he is, and
oy e has
chanpged as a
result of aspiring
to instill in his stu
deniz a love of
nature and urging

them to create
works of art in the
local traditions.
The book oon
cludes with two
sections dis-
cussing the ten-
sion belween aes
thetics and wrility,
and A0, ather
izsues, an explo-
ration of the trans-
fer of learning.
For those inter
ezted in conduct-
ing research,
Barone |_I!I:ll.'illlr'!'i a
good introduction
to the basies of his
approach
Primarily almed at

researchers and the scholarly commu-
nity, teachers can find both hope tor
their own work and a reminder of the
depth of their contributions o theak
students” lives. It embraces a view of
‘.l.,'.l{||i||5:| as a haman and artistic
endeawor with resonances that go on
for decades and that touch students in
wavs we often will never knoaw

Marthew Thibegndt is a doctam! si-
derit af Stanford Universihe. He studied
Ot Sefuehwerk witn Jeditht Code, Dawid
Frego and Grace Nash. He tives and
oy deass (i San Francisoo

Write Thiebault at:
maitthewtg@stanford.edu




lyoyo

Returns

he test of

time has

praven na

challenge for
the traditional lulla-
by, “Ahiyoyo,”
found in the book
of the same tiile, by
Pete Seeger pub-
lished im 1989, In
this new boo, the
same, plant monster comes hack 1o
life. Also returning is the original
lullaby song of the Xhosa people of
South Africa. Teaming with Paul
DuBois Jacobs, Secger tells of nesd
for the familiar 1own o bring the
feracious beast back to life in this
delightful sequel.

The same townspeople, who
(reed themselves (rom the glant 14
years ago, now face the challenge of
removing a huge boulder to build a
much-needed dam of the nearby
river. The only remedy for the wwn
to avoid flooding is 1o bring the
giant back o wwn and 1o use his
sirength to remave the enormous

boulder. The father-son combination
who originally saved the town from

the giant is back in the sequel; both
have aged a bit, but 2l posses their
ukulele and magic wand. With a
third generation as part of the story,
a young girl adds her drum to their
family music-making efforis

The town immediately turns to
the magical, muszical family for help
in bringing the sirong giant back.
Fearful of the consequences, the
family and townspeople prepare (o
magically have the giant appear,
move the huge boulder and then
immediately have him disappear
again, When the original plans go
array, everyone in town leams to
deal with the unespected, o aecept

=4

Revlewed by
Micheile Sivanson

Fias Dl O oagresy
.|.||' |I| 12 i o

others in splte of differences, and to
work together for the common good.
In addition to being an interesting
tale, the book can be an instructive
tool for meeting many music objec-
tives. The onomatoposia of the story
calls oul 10 muzgic teachers for the
addition of non pitched percussion
instrumenis, either with given
rhythms or improvization. The main
rhythmic motive is notated within
thie illustrations and the score for the
lullaby is included. The pentatonic
melody provides the opporiunity for
a bordun accompaniment and the
triple meter encourages movement.

and Paul DuBois Jacobs
Mustrated by Michael Hays

Simon & Schuster
Books for Young Readers

The colorful illusirations by
Michael Hays bring the story to life
on the pages. The jagged-edged
monsier oozes atlitude and musical
notes flowing out of instruments and
voices invite aclive participation,
Zitndents will enjoy both the tale and
the music- making oppartunities in
the book. My only disappointment is
the lack of an accompanying story-
telling recording. The original book,
Abivowo, has the story on lape, told
by James Earl lones. Not only does
Jones" voice tell the tale with excite
ment, but also the music and singing
voices come to life in my classroom.

Pete Seeger’s
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is the vision of Carl Orft, founder of the Orff-Schulbwerk
approach. Quality, refiability, and durability have been
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.,;J/V/J'atrﬂafﬁ/ matters is Enowmg
That the trees are singing at all.

b g

from Hope Th ruug'h Hearli_songs,, by Mattie Stepanek,
wrtﬁ  permission ©VSP, Hyperion

* Maitie Stepanek, poal and peacamaker, disd Juna Z3 at age 12, of complications from dysautcnomic mitochendrial myopathy:
e
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Choose your favoriie

CORDR S PROM WEST MU

"Recorder Express" Packages

List: $13.40 WEST MUSIC:

Choosa from Recorder Express Book with
Yamaha 3 piece soprano recordar (REALYAI),
Yamaha Blua 3 piece soprano recordar (REAL-
BLUE), Yamaha Green 3 plece soprand
recorder [REALGREEMN) or Yamaha Pink 3
pisca sopranc recorder (REALPINK)

ABOUT THE BOOK:

Racondar Exprass is the track bo beginning grest
recorder playing and heving fund Mora than 120 folk,
pop, and original songs and axarcises are Inciudad
as wall as tachnique tips and baginning music theary.
Levals 1 and 2 are combined in this one edition
Modes ara taught in this ordar: B,A,G.C\DF, low E, low
D, F, low S, F, E'. Mathod written and thoroughly
festad by Arte Almedda.

CD AVAILABLE!

A saparate CD |5 svallable with B9 tracks. bcat
irecks are accompanément only, great for usa in your
classroom, bul samea leature a professiongl recorder
player 50 that studens can sirive 1o malch hes beau-
filul tone and musscality. (CDAL1000 512.95)

ALSO vAILABLE: List: §15.85 WEST MUSIC:

Choosa from Do It Play Recorder book/CD with Yamaha 3 pisca
goprano recorder (REFRCDYAZ), Yamaha Blue 3 plece soprana

recorder (REFRCDELUE), Yamaha Green 3 piace s0prand
recurder (REFRCDAREEN) or Yamaha Fink 3 plece soprana

recorder (REFRCDPIME)

ABOUT THE BOCK/CD: Soprano recorder mathod baoks; fheme & wasalion
format allows sbudents o prograss at their own pace; many musical styles
from 18th-cantury dance to reggas. Authentic sccomgpanimants on clessio

: i I and canternporary Instruments. For fall, 2004, fhe CD will be an "erhanced
_‘ - P P CD" with addifional supplamarniary reading and writing activites that can ba

an arders of 100 viewed, downloadad and printed on & compuier, The GO will have axer-
OF MOFE rEcorders cises in 4 akill areas; Music signe and symbods, principals of music nota-
tion, first exercisa in music notation, and creative musiclanship.
b
‘s

Give us a call for wadt- UusIic
more recorder 1212 Sth Street Coralville, 1A 53241

packages and a full "o e
catalog of music education Lﬂm}n{“:ﬂ:?m

products or visit us online emall * service@westmusic.com
at www. wesftmusic.com Infernet * v westmuslc.com
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Key-Tuned Sienta™ Djembes Rope-Tuned Sienta™ Djembes

Makuta
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Drum

Sienta™ Congas

For Special
Discounts!
and Complets
Catalog

Built-in Stands

ar Sound Arches™
for Maximium
Tonal Response
without Lifting
or Tilting off

the floor.

"pl-uﬁ]iﬁ;] www.peripolebergerault.com « FAX: BBB-724-6733 » B00-443-3592

BERGERAULT Mailing Address; P.O, Box 12909, 5alem, OR 97309-0909
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American Orff-Schulwerk Assn. NOM PROEIT
P.O. Box 391089 ORGANIZATION
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