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9 o process successful in teaching students with special needs

Coordinator: by Marti Bessinger
Alan Spurgecn “The elemental style and endless creative forces gathered from Ol iraining courses, workshops,
Focus for this fssue: ressurees and ather Orff teachers allowed me 1o integrate the Schulwerk In teaching studenis with
Orff Schuluerk or without disabilities,” writes Bessinger

R 11 0eft Schubwerk helps uncover, express and heal emotional conflicts

By Sy Borfrade

fus a music psychotheraplst in privace practice, Bonknsde wses the Schulwerk concepts of
iopravisation, movement and creativity 10 move clienis teward Interpersanal change.

13 Adaptation is the fifth component of the Schulwerk
[rp Ronnar Kmpran
Kaplan addredses the need for adapation in addition e the original four elemenis of the Schulwerk.

It is partcularly imporiant, she writes, when using the Ol approach with students of varied ages
anl ahiliriee

17  oider adults respond to the Orff approach
by Carla Jo Malies ard Ian Pappas
“At the core of Orf's woark is a kind of musical expreselon that i able 1o speak o the individual
without a loss of inlegrity,” write Maltas and Pappas. During the therapy sesslons in a geriairic
selting, they use the Ol approach 1w maintain the dient's dignity,

19  An 0rH approach to masic therapy
iy Cyrutiiia Cofuell
Becase -'.'|:|.1II:_E,E "happens l|'||l.l|.|g,||. angagement in Lthe therapy session,” explains Colwell, “the Orff
I'||:||:'r|:'\--'||.'|'I to music thera P IS an EHE'I”ZHE Dppsarniu I'lil!.- lar clinicians.”

Portrait Series: Avon Gillespie enlarged, enlivened the Schulwerk

by Doug Gioodkin

Avon Gillespie embodied the principles of the Schulwerk, understood the exciternent and difficulty of
"pozsibility teaching,” and brought w it the reperioire, style and soul of his African-American Herltage.

27 Reaching students with special needs through the Orff approach
oy Anina Cadberry
Erom her perspective as a music therapist, Gadberry describes how shie uses Orff Schulwerk o |'||¢'\l||'|
children develop their sacial, motes, cognitive and musical skills

33 0l Schulwerk background helpful in teaching a musical savamt
by Gieg Rike
*If anyome gets a chance 10 work with a WS |Williams Syndrome] patient, grab the oppartunity,” urges
Rike. “Warking with him or her will make you a bedter teacher and will teach you something along the
way." Rike empliged muaiy Ol Schalwerk principles in his wark with a remarkable stodemi.
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The President’s page

Serving and staying together through
community, collaboration and communication

Diear friemds,

5 | begin the
humbling call
I serve as the

president of AQSA | |
SLand raady 1o bearn
how best to answer
this call and learn to
be & true steward of our organization,
I bring 1o the organization only that
which | have come ta discover, that
which 1 will continue to discover:
mysell. Beyond my own experiences
lies the vast poal of perspective that
others bring 1o this organization. It is
the tality of those perspectives thai
makes us whole. | am but a small pan
of what energizes the whole.

What s it that keeps us conmected
as a whole, and how can we stay con-
nected 1o the vigion we care about
becoming reality? Through communi-
ty, collaboration and communication.

ADEA i a commrity of joviul
mugic makers. We believe in our mis-
slen: o demonstrate the value of Orff
Schulwerk and promaote its wide-
apread uge, 10 suppaort the profession
al development of its members, and o
provide a forum for the continued
growih and understanding of Orit
Schulwerk that reflects the diversity in
contemporary American sockety, To
conlinue as a communily, we need 1o
be able 1o articulate our reason for
caistence amd know who we are. The
values we deeply believe, together
with our community purpose, defineg
us as an organization,

Collaborarion — warking jointly

Se Mueller

il

with one another = further defines
who we are, When every member
works fogether and internalizes the
purpase and mission of our organiza-
tiog, clear direction is reveabed.
Whatever that direction is, we make it
logether. We embrace change together
and Iook for all things that are impor
tant to our future. We are stewards of
our organization's future, of our chil-
dren's future. When challenged, we
ook o the need for change or we
affirm our original path. We rack the
sleps ol the chosen path and assess
the compass heading, and thus never
lose our way. We leave footprints
[Thank you Judith!) so those who
walk the path after us can trace our
steps and continue on our destination,

When a passenger on a train pulls
the cord in an emergency, il comimu-
nicates to the conductor 10 stop the
train, Whenever we place a telephone
call, the communication runs through
gatellite connections and telephone
lines to connect twa or more places.
Those communication lines, made
from several twisted stands of wire,
transmit information. Similarly, our
organization is made of many strands
functicning individually while also
serving the whole, The communioa-
tion between the paris allows the
whole o connect as one and to speak
Iin wnison; each part vital, exch par
cqually importani.

We are in a new era of communi-
cation with tha ahility to join
together no matier where we live.
As our organization goes through
what 1 believe o be a transitional

by ADSA President Sue Mueller

time, let’s refine our communica-
tiong and avail ourselves of the
many tools we ave 1o spread the
Schulwerk and remain united,

Az a team, we work ethically and
in a caring manner, celebrating our
difterences while nuriuring our
inheritance. We care take of our
future and communicate our ideals
and dreams while holding each other
accountable and in high esieem. The
servant leadership we have all been
called vo Is based on reamwork
through community, collaboration
and communication. 11 asks us to put
others ahead of ourselves,

1 close with questions rather than
answers. [ konowr that by working in
community we will collaborate o find
the answers and o ask even more
questions. How can we empower the
arganization, given its current struc-
ture, to be rearranged or redirected to
achiewe the desired goals of our mis-
sloni How can we energize ourselves
in the face of ranslilon or resistance?
How can we change or adapt withoug

loging our identity, our passion, so o
welcnme future members?

*If you are here unfaithfully with
us,” zays the Pt Rumi, "you’ne caus-
ing terrible damage,” But the oppo-
site I8 also true, If you are here faith-
fully with us, you bring blessings. 11 is
4 blessing knowing that vou transform
generations of students through vour
work with the Schulwerk, and that
VOUT COUrage to teach in this way
allows. for discovery and exploration,
Let's continue o discover and explore
o create a healthy, vital community.
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Orffprocess successful in

teaching students with special needs

The elemental

style and endless
creative forces
gathered from Orff
training courses,
workshops, resources
and other Orff
teachers allowed me
to integrate the
Schulwerk in
teaching students
with or without
disabilities.

The Ol Echa - Fall 2005

courses &8 a muslc/tharapy music

education major al Southwestern
COklahoma State University, The work
involved writing treatment plans and
making preparations (o lead sessions
at local nursing homes, psychiatric
facilities and special education clazses
in the local area. It was during my
sophamore year that | discovered in
the university library Gerirud Orfi's
book, The Orff Music Therapy

For more than 30 thiny years ai
Cermany's Kinderzentrum Muchen,
Gertrud Orff worked with children
who had one or more severe hamndi
caps in language, motor, auditory or

I began my music therapy practicum

saclal-emotional areaz of development.

It was during her time there that she
developed and implemented therapeu-
tic strategies and wrode the book, The
Orff Music Themapy, | was fascinared
to read case studies of children with
developmental prok
lems and disahilities
and how she had
manipulated the
sounds, rhythms and
meledies to engage chil
dren as active pariici-
panis in a music thera-
py seLting.

Gerrud Orff consld-
ered Ocff music therapy
and Orff Schulwerk 1o
be related, but she did
nod consider them to be
identical.” Many ele-
ments of Orff

The folk-song
heritage
embraced by
the Schulwerk
lends itself
beautifully to
songs such
children can
enjoy and sing

by Marti Bessinger

encouragemsent of actlve panici
pation and social interaction;” and

* the use of multi-zensory aspects
of music broken down to sim-
plified modes enabling any
child to interact and participate
al some level.*

As A young university studen |
triewd 1o incorporate anything | found
interesting into my therapy sessions,
somee of which included the Orff music
therapy approach of Gertrud Orif.
had not developed a deep-roated phi
losophy in any one process or meathod
of therapy. Instead, | worked in an
experimental of exploratory state, 11
wasn't until the end of my six-monih
misie therapy internship that [
received any formal fraining in Orff
Schulwerk.

My first job was as a traveling ele-
mentary vocal muzic teacher and
music therapist for the
Oklahoma City public
schoals, | worked
with students with
and without disabili
ties at 2ix dilferent
elementary schools,
Each day [ traveled to
a different school in
my Toyoda, with my
guitar, five or six
barred Crff instru-
ments and hox of
unpitched percussion
in tow, 1 treated st
dents with disabilities,

Schulwerk can be in pﬂ_rfs OFr  including those who
found im Orff music f f were mentally and or
therapy today: woie. physically dizabled,

* 3 [olal presentation
in word, sound and movement;?

* improvisation as a central com
ponent, enhancing spontaneous
play between the therapist and
the child;?*

= the use of the instrumentarium or

emotionally disiuried,

autistic, hearing impaired, mulii-dis-
abled or developmentally delayed. In
addition 1o those classes, 1 taught
first- through fifth-grade general
music clagses, complete with
Christmas and spring performances,

| newded to develop a program thai

2




would utilize similar strectures and
resources. However | also needed 1o
prowvide viable treatment or lesson
plans tailored to each class and to
gach special education student, 11 was
through Orff training and study that |
discovered the basic foundation link-
ing my clazses together with a sense
of cohesion, | experimented with the
same resources and types of activilies
that [ conducted with my non=disabled
students, but [ redirected the focus,
simplified the form and looked for ore
ativily in its purest siate.

Within a music therapy setting, the
facilitator's primary job is (o develop a
treatment plan focusing on 2kill devel-
opment in five areas of growth: com-
munication, academic, motor, emo-
tional and social. In music therapy, the
aciuigition of music skills is secondary
1o focusing on the childs behaviogal
potential. The ideas Listed here reflect
the influence of Gertrud Qrff's
approach to music therapy.

Total presentation

%inging a song from beginning Lo
end can be challenging for a child
who has language deficits. It is
important to approach rhythms,
melodies and songs in broader terms,
using them as a starting point (o
mativaie free vocal play. The folk-
song heritage embraced by the
Schulwerk lends itself beautifully to
zongs such children can enjoy and
sing in partz or whals

For example, "Frog Went a
Courting” was a favorite among my
classes of students who were develop-
mentally delayed. The frog bean hags
asslsied In bringing this timeless folk
song to life, even though the chenis
could only vocalize the repeated
phrase “um huwm, wm hum" while
making the frog jump. In general, 1
find folk song literature [unlike many
newly compozed songs found in music
therapy resources] to be more desir-
able with its simple formz of melody,
rhyithm and repetitive texi.

Improvisation

by students with dizahilities were
never able to improvise over a {olk
song with [ and V chord changes,
However, they could make choices

i

about the music and determine the
directions the music would take. |1
serviced children of three age lewels
who were hearing-impaired, most with
a severe and profound hearing loss,
Amazingly, they loved playing musical
instruments and moving rhythmically
1o the vibration of the drem and

piano. In countless sessions we played
the simple drum games well known Lo
all Orff teachers. The children enjoved
taking turns keading their peers in sim-
ple thythmic, metrical and dynamic
exercizes, evoking a strong sense of
attentlweness, leadership and control.
Even if some of the children had diffi-
culty feeling the drum vibrations, they
wispld take their cues fiom others,
thus developing a sense of community
and cohesiveness. Those kinds of
expericnces elevated their self-esteem.
It created an environment they could
manipulate, as opposed o the inhibi-
tions and frustrations they face daily
in the hearing world.

Instrumentarium

Most of my woark with self-con-
tained students who were multi-dis-
abled involved not only iraveling to
different schools, but moving from
class to class. | worked primarily with-
in the unpitched percussion family of
instruments, The shakers and scrapers
wiprked best for many students with
poor maotor skill, Siriking a wood
block or drum was possible with my
manipulation of the instrumenis,
[Simple dhythmic raining - mainly
berat-oriented - became a significam
accomplishment for the students. |
However, my Orff training gave me 3
mare subibe approach; to focus on one
fimbre to signify a mood or special
word in the song of rhyme, or 1o play
only on a specific rhythmic pattern.
you would be surprised how the trian-
gle hecame such a glorified instrumen-
tal sole in “Hickory Dickory Dock.”

The excitement would build for
children as their turns approached 1o
strike the clock on their chosen num-
her! OF course, with certain children
who leaned toward the dinner-bell
effect, a number for the clock sirikes
waould be chosen Tor them. Studenis
with greater motor control could main-
tain a steady beat with a simple chord

bordun pattern on the bass xylophone
or create clusters as color paris on the
glockenspiels, The spiritual "Train is
A-Coming” provided a solid basis for
accompaniment. 1t stimulated chugs,
hallers and oats from my students
who had mental disabilities, but who
are trainable at the [ifth-grade level.

Multi-sensary

Each lesson in all my music therapy
sessions included singing, playing,
meving and speaking, although it was
necessary 1o separate the media 1o
allow students o narrow their focus.
They axplored the multi-sensory
aspects of the music for each tvpe of
media. In my work with siudents with
autisim, [ found they need a concrete,
highly siructured setting with lois of
repetition. Children®s books can be
uged 1o illusirate songs, chants or
repetitive stories. They allow the need-
ed structure and provide a concrete
vizual of the music material.

One such hook, The Crovodile Bear
by Gail Jorgensen, allowed a live-year-
old boy writh autiam to engage in free
play with vocalizations, body percis-
ston and body gestures to the sing-
song rhythm of the text. The wonder-
ful illusirations by Patricia Mullins
provided the necessary visual connec-
tion to the jungle animals, As the
slory progressed and his enthusiazm
for the ostinati twok hold, with each
trn of the page he shook his entire
body with great anticipation. He
explored sach animal's introduction
with an assoriment of vocal zzzzs or

wihopos, and by flapping and stomp-
ing. etc. Session after session, he

never tired of the book's repetition.
My work with the special students
in Oklahoma City and later in the
Morman, Okla. public schools made
me acknowledge the simple pleasures
in teaching music on a dilferent level,
The elemental style and endless cre-
ative forces gathered from Orff training
courses, warkshops, resources and
cther Ol teachers allowed me 1o inte-
grate the Schulwerk in teaching stu-
dents with or without disabilities,
Although my Leaching circumstances
have changed dramatically over time,

condinenes ot page 12
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Orff Schulwerk helps uncover,
express and heal emotional conflicts

A child may be
feeling altogether
unheard, and so may
choose a drum to
express this feeling.
Another sibling may
say he or she is
usually trying to get
everyone to get along
and may choose to
lead the group.

Tl Orff Eche - Rall 2005

Author's nofe: My first experience
seithe Ot Schualuwrerk was in
ligreesota, aroard 1973, 1 had jos
started my first elementary music
teaaching experience and when [
cetered the classroom | was plagsaadly
surprised fo Seed o room full of O
instraments. | hed no jdea uhar to de
with them, o 1 jeined the Minnesola
Orff Sthadurerk chaprer, and was a
mrmber for severl vears Laten § ook
Leved Iin Orff Schalaerk rradning. [
loved the fmprovisation and the “free-
dort f0 creale i the momens™ duee the
fresrriners rooglt o my classroom,
Soon, my classroom was aliays kop
g, We creared movements, sang.
ared played those instramends, Later, |
teft public edieation and developed a
preschionl musle program, wsing basic
Orf¥ Scholwerk concepis snch @3
Impreadaation, maovenient and creative
iy, SeEl! Inder | wrmoke and performied
anginal sasical showrs for children
throveghons the Midieest. Then, at the
voung age of 48, I began a kind of
Ol Sohulwerk jourrey into psy-
chatherapy and music therapy. Taday,
I'm a pracricing music psvekotherapisr,

music psychotherapist, and would

feel at a loss without hawing muaie,
mioverment and art as co-therapisis,

Yo may be thinking, “But how
i this done!™ A music psychothera-
pist hag many tools such as songwrit-
ing, improvising, singing, moving,
vocalizing and playing. From week
1o week, 1 have a general idea of
the direction fer my client’s thera-
py. but when the individual walks
in my door, | allow the session to
maowve with the immediate needs of
the person. Sometimes, the sessions
progress without using music at all,
while other times we have no talk-
ing and only music, [ let my intu-
ition and experience help me

I am pasaionale about my work as a

by Sally Bonkrude

undersiand what needs to happen
in the moment.

For example, a person may be
very depressed and unable to verhal-
ize. 1 get the clienl up and have him
or her either move to the heal of my
drum or begin o play the dum. |
might musically support a client in
"feeling™ the depression and then
stowly begin to explore with him or
her other ways of being. 1 may encour-
afe anger or move into sadness, whal
ever the situation calls for. Then, we
may discuss what happened or just let
the music speak for itself.

Give voice to hidden pars

Musically, you can learn ahout dif-
ferent ways to experience life, how (o
make changes, how o deal with anxi-
oly and depression, how to be in rela
tionships and how to express yourself.
Music is also a great 100l for cathartic
release, You can work with polarities
within youraelf by letting each "part”
express feeling and thought through
music. You can have the differen
part# of yourself communicate through
different instrumentz. You can let vul-
nerable hidden parts have a volce
without having 1o say a word. Let
vour “creative sell™ play and explore.
I will allowe you o et 1o e core of
difficull issues. Music is a valuahle
therapeutic melhod to discover your
authentic voice, maove through and oul
of pain, to gain insight, personal
awareness and to grow and change
through the power of music,

Many tines, in working with coo-
ples and families, 1 find they may have
become disconnected, each going their
separate ways and not taking the time
i really listen and understand what's
going on with each other, By using
music improvisation, they can create a
dialngue together through the music,
and practice listening, reacting and
communicating in an open, clear and
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non-confrontatisnal way,

I1's unimporiani whether anyone
knows how 1o play mugic or has any
muslcal talent. In fact, it works best if
a person doeswe't know anything ahout
making music, I use hoth melodic and
percussive instruments, Somatimes we
create a title o begin and then record
the musical interaction. Alter listening
1o their muzic, cllents talk about what
they hear in the music. This can lead
o a profound understanding and
spmetimes closure on difficult prob-
lems. Or, it might lead to vel another
improvisation. We might explore using
the voice mugically 1o interact as a
group. Each person comes up with a
sentence o werd (0 describe how he
or she feels, and then everyone beging
to voice their ideas, sometimes togeth-
e and other times separately. [t's
always best 10 record these sessions,
hecause yvou learn a 1ot by listening
and being with the music.

Moving from chaos to peace

Lei's say a couple or family comes
in with a conflict or problem. | may
have them come up with tiles to

Teaching students with special needs

{continwed from page 10)

it is the Schulwerk that endures in my
work and continues to motivaie me 1o
search, explore and experiment with
the same zest and zeal that 1 started

more than 17 vears ago,
Listed are spme helpiul resources

for learning more aboul various dis-
abilities within the music setting as
well as adaptations and ideas for
working with special education =tu-
dents. As a facilitator, 1 urge you o
keap in mind the unigue nature of
each disability. Conslantly search for
that response that elicits a powerful
musical interaction between the child,
the music and you.
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describe the conflict, For example,
maybe a family comes in and the
father doesn’t have anything to say.
He might begin the musical interaction
hy just saying the word “nothing” over
and over again. The mother might say
she is feeling overwhelmed, so she
might decide 1o play that musically on
the xylophone. A child may be feeling
altogether unheard, and 20 may
choose a drum to express (his feeling.
Another sibling may say he or she is
usually trying to get everyone 1 gel
along and may choose 1o lead the
group. 5o, the musical interaction
begins, [ may move into chaos, or
perhaps move through chaos inlo
peace. One improvisation may lead to
a new improvisation that will lead 1o
more understanding and/for resoluiion.
1 lowve the fact that when am indi-
vidual, couple or family feels there is
nothing more 1o say, the music can
take over and do the speaking, Music
moves desply into a person's body
and helps to release anxlery, allowing
tension o mell away. It is a safe way
to express anger and a joylul way fo
experience pure happiness. It's true

that musle psychotherapy is not the
standard approach 1o therapy.
However, from my experience, | have
seen music sooth a tired soul, provide
a vehicle for connection, serve as a
catalvet for problem solving or inter-
personal change and act as a release
for pent-up emotions. Music does this
with the grace and eaze of belng the
universal therapist throughout time.

Sally Bonkrude is o
? ‘_ miusic paychotherapist in
.‘} ."j private practice. She has
iy her master's degree in
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Adaptation, the fifth

component of the Schulwerk

Adaptations to
accommodate
behavioral challenges
may be as numerous
and diverse as the
students. If students
are not able to
handle the stress of
participating in live
performances,
rideotape them to
allow family
members and friends
to witness the
participation,

The Orff Echo - Fall 2005

- adaplation - must be inter

twined with the original four Orff
Schulwerk media. This is particulary
true when using Orfi Schulwerk in
music therapy or music classes, with
students of varied ages, disabilities,
levels of functioning, strengths and
nead4d;

The Qi Schulwerk media (speech,
singing, listening, playing instruments,
body percussion, and moving) are
linked eazily 1o musgic therapy goal
areas (behavioral fpsychosocial, lan-
FUAgE/communication,
percepiual/motor, physiological, cogni-
tivefacademic and musical], as are the
four componenis of the Orif
Schulwerk process (imitation, explo-
ratlon, literacy and improvisation).

Aocording to Melanie Voigt, “Orif
Muszic Therapy is humanistic in philos-
ophy and stresses the positive poten-
tial of children with developmental
problems. ™! Colwell, Achey, ot al state
that every child, “regardless of ability
or disability,” should pamicipaie in the
Orff ensemble.? Music therapisis or
educators serving students with spe-
cial neads must, therefore, be masters
of adaptation and flexibilivy, They
must be ready to simplify, modifv, or
creale 3 mew part, or provide an alter-
native strategy al a moment's nolice,
They do so o ensure that students
succesafully participate in their music
experiences, wheather they are enrolled
in an inclusive music class, a self-con-
Lained music class or in a music thera-
Py selling.

T o be effective, a fifth component

Vocal and verbal
performance and needs

Sudents with special neads fre-
quently have limited werbal or vocal
abilities. Augmentative communication
devices or swiiches, piciure communi
cation symbaols or communication

by Ronna Kaplan

boards, and sign language are some of
the possible adaptations available. The
tools give students an opportunity to
perform a wocal ostinaio or solo, ndl-
cate chobees, o verbally interact with
peers. [f students are performing a
song about rain, the professional or
anather student sings and records the
vpcal ostinato, eg. “Rain is falling,
rain is falling” with quarier-note val
ues on C and [, on the switch. The
student with the verbal communica
fion issue merely pushes or activates
ihe swilch to participate with the
group in “singing” the ostinato. As
long as the switch is depressed, the
astinato will continue, Use the same
method 1o offer the student a chance
o "sing” a solo by again programoming
the part into the switch and then
cuing the student 1o activate the
gswitch at the appropriate time In the
performance.

Use the same tools to help students
choose songs, specilic lyrics, instru-
menis, ar partners, and o answer sim-
ple yves or no guestions. Similarly, they
can use the tools o indicate whethes
they want to play or sing “more” or
are “all done.” Program the switches
o provide opportunities for nonverbal

students 1o lead the group. Divide the
drawing inte quadrants, each deplcting

communication symbaols with appro-
priate directions, questions, or com-
ments A leader might make, such as:

“Are you ready?”

"1, &, 3, Gol®

“Siop.”

“Good job!™

Use pictures and symbols without

switches 1o assist students in making
choices, leading and interacting with
others. Include pictures and symbals
as cues for singing certain words at
specilic times throughout a musical
experience. Or, combine sign language
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“psr as shedents with special needs might have special vocal and rerbal performence issies, they avry alse hawe particielar
.'H.'J'L'H.I'l"!.'_."l.ltl.ﬂl’.ll‘ nmeeds im refadion i ‘ﬂﬂ}in; musicad dparriements,” Kﬂ[ﬂrlrl wries "Mery cree I'I.I:EEFH.IJI-I'JI'H fIH ,!Hil-aii.lfﬂg anned
paitioaing nstmments st

with singing, by pairing signs with
key words in songs, by substituting
zigns for key words, or using signs Lo
Cue singing.

Maotor instramental
performance and needs

Just a3 students with special nesds
might have special vocal and verbal
performance izsues, they may also
have paricular sensory/motor necds
in relation to plaving, muzical insto-
ments. Many creative adapiations for
grazping and positioning instruments
exisl. There are built-up grips or han-
dles for malletz and strikers, School
or private oecupational therapisis can
help therapists and teachers devise
grips that will work for each individ-
val, Diften it is as simple as wrapping
adhesive tape around a mallet to
thicken it 20 that a student can main
tain a grasp. Music companies sell
adaptive mallets, and there are also
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commercial or custom-made {rames,
pither free-standing or easily attached
o wheelchairs, to hold instruments,
MNon-dizabled children may serve as
pariners for those with disabilities.
They can hold or play instruments
that generally require two hands, such
2% the rangle and surileer, woudblock
and mallet, or a pair of rhythm sticks.
Change the surface heneath large
instriments 1o be functional for siu-
dents with physical disabilities. For
example, adjust slant boands oF music
slands 1o the optimum pasition to
hold a stationary instrument for some-
ane o play,

Orchestrations found in traditional
misic textbooks or Ocff method books
are often 1o complex for some $iu-
dents with special needs, Simplify osti-
nato or bordun parts by redwcing the
number of notes or levels played, or
divide them between two players for a
more positive experience, Students

who are not able 1o play, even with
adaptations, might operate a switch o
activate a loop tape recording of an
instrumental ostinate, For example, for
the song “Train 5 A-Comin,™ record a
gandblock eighth-node ostinalo o
emulate the sound of the train.

Provide extra visual cues to aid stu-
dents in performing instrumental
paris, Show pictures or piclure com-
munication symbels of an instrument
imdividusally or place them above the
words on a song sheet or chart o indi-
cate when to play. Place a picture of a
tambourine above the words “(h, ves”
gach time they oceur in the song
“Train Is A-Comin,”

Lse color-, letter- or numbser-coding
i help students participate independ-
ently in playing instrumental parts,
Place stickers denoting coloss, letters,
or numerals on insiruments and for
the childs hands and then show cor
responding cards indicating when (o
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play the paticular note ar instrement.
Give verbal promps such as “topeth-
cr” to signal a student o play a simoul-
tanepus bordun, or “hands taking
turns” to play an alternating bordun,

Movement performance and needs

Performance in movement experi-
ences is key in the Orff Schulwerk
approach to both music therapy and
music education. Many adaptations
can be made for students who are
non-ambulatory: Choresgraphy can be
created for scooder-hoards and wheel
chairs, and song lvrics may be rewrli
len o accommodate individual differ-
ences. For example, the author revised
the words 1o “Walk in the Parlor® to
say, “Wheel in” or "Reach in” instead
of “Walk in." *

Often adaplations for a child's slow-
el TEspOnse me are neoessary. To
address the need for a longer transi
tion period when moving from instru-
ment to ingrument, add more lines to

a chant that ocours between apporie-
nities for improvizgation. 1 added eight
more beats to the chant “Movin® On,”
which [ bearned in my Orffl Level |
training. | modified the original chant,
“Movin® on. movin‘on, seven sieps,
we'te movin® on,” as ollows:

“Movin® on, movin® on, fifteen
sleps, we're movin' omn,

“Muoves 1o Lhe east, move 10 the wesl,
move to the insirument ithat Is mexil”

Behavioral performance and needs

Adaptations o accommodate
behavioral challenges may be as
numerons and diverse as the students.
If students are not able to handle the
slres=s of participating in live perform-
ances, videotape them 1o allow family
tnembrers and friends to witness the
student’s participation. In addition,
many siudents enjoy creating the
music videos. Such projects fosier
cooperation and leadership skills
among students

O a more elementary level, tailor
song lyrics to A what a siudenn is
doing and 1o cue cenain desired
responses. For example, rewrite the
words to "Frere Joogques.” Pass penta-
tonie chalr chimes, wone bells or hand-
held non-pitched percussion instn-
ments at the end of the verse as cued;

Wie are playing {2x],
Playing the _ (2%,
Wiz are playing together (2x],
Mow we stop, Now we pass
Consiruct a similar experience
with mew lyrics to “Mary Had a
Little Lamb™:
s playing on the ]
on the (2x)
s playing on the

Mow i’ & LT,

Weikart proposed a movement vari
ation o this song with a version enti-
tled “Everybody Pat with Jill.” The last
H E 3 h ! ]
line asks who the next leader will b,

¥,
i
nrt r:r
. e
T ‘

“Tir address the need for a lenger fraraition period dlen moving from instriowend o nstrarent,” explaine Kaplon, “add more
lines fo g chant dhal ocerrs beteeen opperturtines for improvisatio.
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Yoo another means of designating
student turns is the use of props,
objiects, or instruments. Students give
and receive turns 1o sing with a micro-
phone, or pass a drum to indicate
another child’s twrn in a name gane.
When singing and acting out the song
“Twrtr Little Blackbirds™ the author
gives wo zcarves 1o each of twa chil-
dren for "wings,” They sing and move
creatively during the song, They then
pass the scarves to two more friends
to have chances o “fly.” In the song
“Little Rondo ™" students pass a hat o
the next solalst,

Use concrete extra visual cues to
increase suceess in perlormance. Use
pictures of 4 green light oF stop sign 1o
signify the beginning or end of some-
one's turn. Likewise, use pictures of
turtles or rabbits o symbolize slow or
fast playing.

Finally, encourage non-dizsalbled
PArtmers ar peer madels o cue partic-
ipation for siudenis with special
needs. Teach them to tap a friend on
the shoulder or elhow, or mode| a
desired response,

Conclusion and recommendation

To be fully aware, music therapists
and teachers observe and Lake their
cues from thedr siudents. They consult
with other professionals and family
miembers o modity teaching siralegies
for students with special needs. Orff
Schulwerk provides the foundation for
this necessary creativity, Students with
special neads often imitate their peers
or adults in their environment as an
adaptation. The students, together
with their teachers and theraplsis,
cxplore new or adapled means of par-
TECIPRANIOH, IMPROVISINE 8w Parts or
new techniques, Staff members work-
ing with students with special needs
must develop a basic knowledge of
varlous diagnoses, their characteristics
and accompanying challenges.
Adaptation iz an 'i||||::-c_'-|1.:11'|l_ link 1o
improved vocal fverbal, motor and
behavioral perdormance in music ther
apy and music edocation

I
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Older adults

respond to the Orff approach

In the same

way that Orff is

an active and
Credtive process,
music therapy uses
an active and
credtive process fo
facilitate changes

in a client’s physical
or mental state.
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—

hen Ball State University began
w the teacher education program

in the summer of 1963, the
program encouraged teachers, doctors
and therapizis (o attend raining ses-
sions to find out about the value of
the method for helping students with
physical, psychological and emotional
infirmities, The original focus was to
provide for the whole person in educa
tional and therapeutic zettings, Early
materials published by BSU staied that
through the use of the Ori-Schulwerl
approach,. physical, neurological and
pavchological troubles could be
decreased or eliminated.!

In the same way that Orif is an
active and creative process, music ther-
apy uses an active and creative music-
making process o facilitate changes in
a elient’'s behavior. This article exam-
ine= the physical and social aspecis of
muzic therapy in a geratric setiing
from am Orff perspeciive

Physical process of music-making

A primary goal of music therapy for
the gerairic clieni s to make music in
a group setting. People may feel a
sense of pride and ownership in music
thiey rreate For this reasnn. therapists
encourage people in geriairic care to
sing or listen (o music as a recreation-
al activity, Often the music theragist
uses visuals and props as memaory
triggers for the clients, Activities are
conducied in a non-competitive envi-
ranment, and the reward is socializing
or making music iegether

Making music is a concreie, rather
than abstract, activity. In a thetapeutic
setling, hearing and making music is
valued over reading and writing,
Through the use of familiar chanis,
rhymes, songs and dances, the overt
reactions may be nearly instinctive for
geciatric residents, those with

by Carla Jo Malias
and Joan Pappas

Alzheimers, stroke or other
dementia-related disorders.

By using folk muzic and music
popular during the client’s adoles-
cence and early adulthood, therapy
may trigger memoaries that improve
brain function, Furthermaore, the phys
ical process of making music triggers
sensary stimulation through the play-
ing of instruments and keeping beat
with body percuszion. Research
revealed that clienis playing imstru-
ments were engaged longer periods of
time than those who participated n
nom-music therapeutic activities.? 1
plaving Instruments in a traditional
manner isn't possible, adapt insir-
menis =0 they can be used in a geri-
atric selling [these are often similar to
the modifications for orthopedically
handicapped students in a school sei-
ting), The repetition of melodic and
rhythmic ostinati on instremenis pro-
vides a structured and pleasurable
MUSIc eXperience,

Dances can be modified o sult the
client's ability. Dances can even he
adapted to those who have to sit o
dance. Dancing helps clienis improve
evehand coordination and spatial
relationshins. and i alsn encourages
retention of gross motor skills or reac-
tiwation of fine motor skills.

In many therapeatic activities, the
large muscle groups of the body are
isolated, but rhythmic activities use
the large muscle groups, The upper
bendy 15 active while playing instru-
menis, The use of an ordered and rep
etltious serles of activities in a non
siructured and non-threatening envi-
ronment develops both large and small
muscle groups, The sequenced group
of activities helps the brain 1o process
the information amd cue the musches
to respond to cues, Other cuing
devices frequently used in the Qrif




approach (such as integration of ele-
ments of speech, song, movemant and
dance) can improve chances of trigger-
ing a response from the geriatric client
due to the activation of specific zec-
tions of the brain,

Sacialization

Also imporiant in the therapeutic
seiting is the social interaction that
arcurs between other residents and
the client. By participating in music
making, geriatric clients become more
aware of themselves and of others as
they communicate through and ahout
the music, When music is made with
others, a positive soclal atmosphere is
created and clients may reactivate an
affinity for music, Research indicates
that residents were consistently more
social after participating in music ther-
apy activities.? In music therapy, as in
the Orff approach, the process is mone
impertant than product, Clients do not
need o produce a performance-ready
product for the therapy session to be
successiul,

From a social perspective, the music
therapy session is characterized by a
non-compelilive atmosphere. The ther-
apist's gentle guidance encourages
interactions between clients. The
opportunity to reminisce during musi-
cal and exira-musical activities may
alzo improve the client’s sell-zzleem
and expressive abilities. Through posi-
Live, therapeutic music-making. clients
Can experience increased self-esteem
Al a time when physical losses of skill
occurs more frequently than gains.,
The music therapist needs 1o accept
and encourage any effort from the
client withoul exenting pressure to pro-
duce or interact with others.

For higher-functioning clients, the
act of Improvisation assists in volcing
opinicns and making choices aboui
instruments, form of movement.
Requesting songs helps with making
choices. The Orff process discourages
mechanical drill and pressure,?
Instead. therapists encourage clients o
be creative, by playing instruments,
improvising melodies or lyrics, or
developing movements to accompany
existing zongs.
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Conclusion

In the same way that Orff iz an
active and creative process, music
therapy uses an active and creative
process i facilitate changes in a
client's physical or mental stale. When
geriatric clients are given the opportu-
nity to ging, chant, dance and play
instruments 1o the best of their ahili-
ties, these multi-focus activities
tprave Lthe client’s physical and emo-
tional sense of well-being. The quality
of the song produced using Oril tech-
nigques, along with the therapeutic
process, helps stimulate the memories
of those with Alzheimer's disease,
stroke, dementia or other brain injury.
5 Many nursing homes form “junk”
or “kitchen” bands for their residents
and 1alk about the therapeutic bene-
fits that ocour, Bul therapisis who use
Crff and classroom instruments along
with quality music for therapy ses-
sions report that clients are active
participants who feel a strong sense
ol pride and ownership in the
processd. Music cannot be therapeuiic
if it is not pleasant.

Careful planning maximizes con
tact time between the therapist and
group members, and makes it mare
beneficial. When using Orff tech-
nigques, however, the therapizsl acts
as a facilitator, allowing the client in
determine the pacing of his/her
progress, When the music therapist
acts as facilitator and selects music
that maintains the dignity of the
client, therapeutic goals are attained,
and the integrity of the client and
the music are hivih maintained
There iz a creation of activitles that
uses mulii-focus experiences for the
#eriatric client.

Al the core of Orffs work (5 a kind
of mugical expression that speaks o
the individual without losing integri-
ty. This is true whether the experi-
ence aecurs in an educational or
therapeutic seiiing, Music therapists
support the client's dignity during
therapy sessions in a geriatric selling.
[f the music used in therapy sessions
i= not enjovable, it cannot be thera-
peutic to the client,

References

' M. Brotons and §, M. Kroger, “Music
and dementias: a review of Hiera-
ture,” brochure, Ball S1ate University
Archives Collection, 1997,

E Journal of Music Therapy, Val. 34,
p. 204-245.

¥ Brotons, op it
1 B. Warner, Orff-Schufveri:

Applicaitons for the Classroom, New
York: Prentice-Hall, 1951,

Carla Jo Maltas, Ph. D,
&5 an Assistant Professor
of Muegie Educetfon ol

j| Hall Stade Uneiversing
Muencde, Jrid, Aoven Pappas
= s a Music Therapist and
adjuncs faculiy member af Ball State
Lirifirersity i Muncie, Ind,

Write Maltaz at: cimaltasgobsn.edu
Write Pappas al: jhpappasgobsu.edu

A child

is the
privacy of
the universe
learning to

talk to

itself.

— Richard Lewis
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An Orft approach to music therapy

Orff believed
rhythm is the
foundation of

elemental music.

Gaston, long

considered the father
of music therapy,
believed that ‘rhythm
is the energizer and
organizer in music’
and thus has
therapeutic
properties.
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s00 must complete an approved,

college music therapy curricula
available at one of more than 70 pro-
grams around the United States and

T-:r become a music therapist, a per

Canada, As part of the college curricu-

lurm, students participate in 1,200
hours of clinic training. Upon comple-
tion, they are eligible to sit for the
national board certification exam o
chtain the credential MT-BC (Music
Theragist-Board Certified) 1o be pre-
pared for professional praciice.”
Music therapists work with chil-
dren, adolescents, adults and the eld-

crly in psychiairic hospitals, rehahilita-
tive facilities, medical hospitals, outpa-

tient clinics, day care treatmeni ¢en-
ters, agencies that developmenially
digabled persons, community menial
health centers, drug and aleohol pro-
Brams, senior centers, nursing homes,
hospice programs, correctional Facili-
ties, halfway houses, schools and pri-
vale practice.®

Music therapisis assess emotional
well-heing, physical healih, 2ocial
tunctioning, communication ahilities,
and cognitive skills; design sessions
for individuals and groups based on
client needs using music improvisa-
tion, recepiive music listening, song
writing, lyric discussion, music and
imagery, music pertormance, and
learning through music; participate in
treatment planning, ongsing evalua-
tion and follow-up.?

The goals targeted in music thera-
py are non-music focused, for exam-
ple, i express feelings, o improve
communication, or 1o promote physi-
cal rehabilitation. Although music is
the primary therapewtic mediuwm,
growih in musical development is not
the intended owteome. Improged
mugic skills can be a necessary target-
ad goal in specific sltwations, for
example, regaining lost skills due 1o a
iraumatic brain injury, or developing
leisure activities in adults with devel-
apmental disabilities. Improved music

By Cyruhia Colwell

skills can also be a positive by-product
of therapeutic participation In music
interventions while musicianship iz
ol necessary for client involvemnent in
music therapy sessions,

In conirast, Orff Schulwerk is
intended to be a means to teach and
learn music and movement. It focuses
on the activities that children like to
de which include singing, chanting,
maving, and playing instruments,
Theze natural responses are chan-
neled inte musical development
through hearing and making music,
followed later by reading and writing
miusic, Musical materials may be tra-
ditional or orginal, spoken, sung or
played, a cappella or accompanied.
Orff instruments (glockenspiels, met-
allophones, and xvlophones] provide
a pleasing musical quality and begin
development of ensemble participa-
tion. Improvisation and composition
are the essential ¢lements that shape
lifelong interest, pleasure, and exper
ence in music.?

Ocff music therapy was initially
developed in Germany by Gertrud
Orff, beginning after World War 11.%
Wilhelm Eeller, who served as director
of the Orff Institute in Salzburg, used
Qrif Schulwerk with exceptional popu-
latlons in varieus locations. Orff
Schulwerk iz atill being used in pro-
grams for individoals with dizsahilities
conducted at the Orff Institute in
Salzburg. Today, while somewhat less
common in Morth America than in
Germany and Austeia, the Orff
appraach has been adapted 1o working
with a variety of populations with and
without dizabilities [or therapeatic
purposes.” Several aspects of the Orll
Schulwerk approach naturally supporn
music therapy.

Allow everyene to participate in music’
Change happens through engage-
meni in the therapy session. Because
the Ortt process and orchestrations
have so many levels, most clients can
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have a rale in the experience with
cvery part important to the whole.
An adult with partial paralysiz due 1o
a lefi hemisphere siroke can con-
iribuie to the orchestration, nonethe-
less, He or she can use the affected
arm (o improve palmar grasp by
playing a simple chord bordun on
the bass xylophone,

Begin where the
individual is develapmentally’

To he the most effective in
music therapy, clinicians match the
client’s mood, internal rhythm,
musical preferences, developmenial
andfor chronological level, elc.
before moving him toward the thera-
peutic objective. An adolescent in a
short-term peychiatric lacility who is
dealing with anger management
isgues participares in a sound
orchesiration using popular music
chosen by the client that expresses
hiz current feelings.

Use a multisensory approach’

Individuals have varying learning
slyles. Through a multisensory
appreach in the music therapy set-
ting, the clinician can include audito-
v, vizual, tactile, and kinesthetic
senses into both the presentation as
well as the responses for the client.
A child with cerebral palsy who has
limited vocal range and minimal
motor contral can work on communi-
cation and motor coordination
through pariicipation. The applica-
tion includes leaming a chant by note
{auditory} then adding body percus-
sion with a partner (tactile, kines-
thetic, and visual].

Move from the experiential
{sound) to the conceptual {symbol)'”
Many of our clients need the
cxperiential before the conceptual.
Although all clinical work grows out
of focus on the therapeutic goal,
therapists tend to pull therapeutic
change out of a musical experience
rather than label the desired change
with the client before beginning the
sesgion, An elderly resident of a
nursing home mirroring o recorded
music does not initially realize that

i

this Interventlon will assist thelr
upper extremity range of motion
although the therapist has strategical-
Iy designed it for this purpose. The
knowledge and labeling grows oul of
participalion,

Design experiences
that are success-oriented''

Many of our clienis struggle both
socially and cognitively. Therefore,
participation in interventions that are
targeied on therapeutic goals yet
designed for maximum success are
essential, 11 clients are positve aboui
an experience, there is likely to be
repeat participation, motivation for
chatige, and progress toward thera-
peutic goals. An adult with traumatic
brain injury who plavs in an Orff
ensemble at an ouipatient program
tied to a local rehabilitation facility
designed to work on language devel-
gpment, physical rehabilitation, and
socialization is more likely (0 contin-
we pariicipation if his frustration
level is kept at a minimum.

Use eulturally specific material
Although the Orff Schulwerk
appraach began in Europe before
moving o Marth
America (represented
in both Canada and
the United States],
teachers should use
material that is native
1o the studentz, Orif
helieved that the voice
was the primary
instrument, so 50NES
and poems from the
students own cultural
background were used
as the essential mate-
rial for learning expe-
riences. Music therapy
suppors this cultural
[ramework and further
expands this tn
include music that is
also age appropriate
and preferred by the clienia. A group
of children in an early intervention
preschool uses raditional nursery
rhymes as the foundation for adding
rhythmic ostinati on specific class-

The Orff
approach has
been adapted

to working

with a variety
of populutions

with and

disabilities for
therapettic
purposes.

room instruments. [n this way, Lthey
work on eve contact, on-task behav-
ior, bilateral coordination as well as
auditory discrimination.

Use rhythm as the underlying
foundation of elemental music'”

Orff believed rhythm is the foun-
dation of elemental music. Gaston,
long considered the father of music
therapy, believed that “rhythm is the
energizer and organizer in music”
and thus has therapeutic properties, ™
An adolescent with autism who has
outbursts when confronted with
changes in his daily routinge can
improvise a drumming experience o
express his emotional anxiety,

Focus on the
process rather than the product’™

Orff's [ocuz on process rather
than product has much in common
with the intent of music therapy,
Although in therapy we suppor using
good music and guality instruments
and recordings, the goal of music
therapy i not solely musical. Tt is the
media by which we achieve therapeu-
tic benefit. Older adulis in a day pro-
gram at a local senior center may par-
licipate in a song-writ-
ingSeompositon nger-
vention designed to
promote language
development, group
cohesiveness, social
interaction, and cogni-
tivee skills, The final
product of the compo-
sition is not as thera-
peutically critical as is
the process of working
together to create the
orchestration.

The Orff approach
io music therapy is an
exciting oppomunity for
clinicians in the field
working with clients of
all ages and in a myri-
ad of facilities. The
core philesophical principles in oom-
mon lend support o the marriage of
these two areas. Orff Schulwerk can
bring a wealth of intervention strate-
gies o cliniclans working in either
individual or group settings.

without
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"

... We
long to
make music
that will
melt the
stars.”

— Gustave Flaubert
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Avon Gillespie enlarged, enlivened the Schulwerk

Avon liked to
recount how, after

observing him teach,

22

Carl Orff once
approached him
and remarked, “You
teach like we do.”

o one who worked with Aven
N ever torgol hirn. Sixteen vears

alter his passing in 1989, 1
attempi the impossible: 10 capture a
bit of the magic this man spun so that
his memory may be honored and his
contributions acknowledged yet again.
Those who knew him will nod their
hieads in recognition, while those who
are hearing of him for the first time
will perhaps understand where his
influence hore fruit in the develop-
ment of the Schulwerk,

Everyone has a favorite story of
their Avan moment. Judith Thomas
tellz of the drama in which he played
God. Sonja Ceuk reémembears him
wheeling the piano into the hall of
the Orff Institute and stirming up the
micst inspired gospel singing that had
ever mung out in those halls. Mo one
who had the good fortune o attend
the first Morthern California Mini-
Conference in 1987 will ever forget
hiz closing Easter Cantata when he
slid open the barn doors at the cli
max of hiz “alleluia,” flooding the
room with light and bird song on ihe
last note, In his hands, the
Schulwerk was not simply an inter-
esting way to weach music, but a
pathway (o the soul and an opporiv-
nity for jubilation and celebration.

by Doug Goodkin

My moment cccurred while [ was a
voung student at Antioch College in
1972, Avon came 1o my education
class a3 a guest teacher, and motiomed
to us bewildered students to take off
our shoes. Then he sang out in his
resonant bass voice, “Head and shoul
ders Baby: 1, 2. 3.7 and [ knew my life
had been changed forever, At first 1
wias enchanted by the fun of it all,
unaware of the profound seriousness
of his work, Bul ag his voice satiled
deapar in my ears, his smile sank into
my heart and his frown troubled my
complacent soul, [ came 1o realize that
| had been graced with a mentor who
was an exiraordinary human beang,
who was setting me down on a path
with no emd.

Avon Gillespie was born on April
12, 1938, o a father who sang profaes-
sionally and a mother who was a
renowned preschool teacher in the
black community, He created the
Harriet Shields Scholarship (now the
Lhields Gillespie Scholarship] in her
honor. He graduated from Indiana
Lrate University in 1960 with a music
degree and began his teaching career
as a high school choral teacher, first in
Terre Haute, Ind., and later in Chicago.

In the late 19605 he stumbled into
a workshop given by Jacobeth Postl
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and Lillian Yaross that was his life-
changing momeni, He joined many of
the other first-generation American
Orff teachers In the Torenie Ocl(
course, finishing the masier class at
Memphis State in 1974, From 1972 1o
1977 he taught his first music educa-
tiom courses af Capital University in
Columbus, Ohio, where he also con-
ducted the Men's Glee Club, In 1973-
74, he traveled 1o Yellow Springs on
Saturday to give yet more courses at
Antioch College,

He also spent one vear as guesl
teacher at the Orff Institute in
Salzburg in 1975-76. Avon liked to
recount how, after observing him
teach, Card Orff once approached him

and remarked, “You teach like we do.”

Her epnlsodied e desp princiglas of
the Schulwerk, and understood from

the inslde outl the excitement and diffi-

culty of *possibility teaching™ as
developed by Orff and Eestman, Bui
he also brought something new to the
venture: the repertoire, style and soul
af his Adrican-American Heritage.

Avon often (old of how he hap-
pened onig a scene on a $ireel corner
in Los Angeles after the 1965 race

riots in Watts, He was mesmerized as
he watched Bessie Jones and the
Ceorgia Sea lsland Singers, who had
come to bring the community iogather
through gong and dance. He had been
educated as a middle class African
Ametican, and so feli
he had found some
connection 1o his ootz
that stirred him down
o his bones. He began
investigating the songs,
dances and games
gathered in the ook
Sep It Dovre and even
spent a week with
Bessie Jones on 5i.
Simonzg 1zland. He
brought the games, as
wirll as the rich TEpeT-

He brought

the games, as
well as the

rich repertoire
of spiritual and
gospel songs,
firmly into the
American Orff

In 1977 Avon moved back to his
home state of California and began
building Ordf programs in the schools
in the San Luis Oblspo area, In 1980,
he accepted a job working with chil-
dren of all ages at the Santa Catalina
school, a private
school in Monterey,
Calif. During that time
hi made a series of
television programs fioi
the Monterey public
television stations, He
also taught Orfi train-
ing courses throughout
the 1.5, in the sum-
mer months,

He soon founded the
il draining course
1hat housed hig splirie

toite of spiriival and %) amd vision. Working
gospel songs, firmly bfhugwerk through the University
into the American Orff rEpEFTDHE. of California an Santa

Schulwerk repertoire,

Anyone who had the

good fortune to attend the evening
session at the Kansas City Conlerence
in 1985 can testify thai he knew how
1o et ws all singin® and swingin' in
soul-stirring jubilation.

Cruz, Avon (along with

Kathleen Poole) taught
an introductory class the suwmmer of
1982 and began the Level | class in
1983, By the time the first class fin
ished in 1985, he had brought on
board his friend and colleague, Mary

Bevause of kix gregorious personality, most ADSA members knew Avon Gillespie on a first-neme basis, and 5o e oos knoam

thronghoul the srganization fordly - and sioply
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Shamrock, and a dance teacher [rom
Berlin, Ursula Schom.

Like Carl i, Avon was fond of
the dramatle possihilities of the
Sehulwerk. As an instructor, be bed us
students through many memaorakble
evenis: the story of “Frere Jacguwes”
told in multiple meters, a Hallowesn
ritual combining his nonsense chant
“Fx pang dees para desto gram” with
a Digz frae Gregorian chant line, the
singing at the end of each day of
German canons, Greek folk songs, or
those from the Georgia Sea Islands
reperinire, each piece a mini-drama
moved to as well as sung. And at the
end of each course, there wazn't a dry
evee in the house as we moved In spi-
ralz and sang his words 1o a
Beethoven canon (see “Go [n Peace”
canon, page 48). Always the master of
ceremony, Avon had his signature way
o bring students back from the depths
al the mugical experience to the every-
day world, ending every event with a
"shave and a haircut” clap. After we
clapped “two bits,” clazs was over.

In 1984 he joined the music faculty
al Morth Texas State University, where
he taught in the music education
department, began another Orf{
Summer program and led the mens
choir. During the next five vears, he
contributed o a book Teaching Music
in the Tleentieth Century, continued Lo
teach in summeer courses In Salzburg,
and worked as a consultant for the
Matiomal Office for Black Cathalics,
wriling music for the liturgy and inte-
arating the gospel siyle. He presanted
at innumerable AQSA conferences. 1n
Chicago at the 1987 AQSA Natlonal
Conference, then-president Del
Bohlmeyer presented Avon with an
ADSA lifetime membership in light of
his outstanding work and contribu
tions 1o the organization.

Awon was a charismatic public fig-
ure and a complex private man. A
year or 50 before he died, he playesd a
recording for me that he had made of
his men’s choir. Their heart-felt rendi
tion of the spiritual “Ain’t Got Time o
Die” seemed o express his commii-
meni to finish his work, even though
he knew how serious his illness was,
Perhaps that commitment helped him
live through the last years of his life.
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Avor — ke Card OFff - was fond of the drnaric possibilities of the Schulwerk.

1 vigited with my former teacher in
the hospital before e died in 19649,
My last image of him was sitling up
in the bed looking like Gandhi with
his hands wegether in the Indian greet-
ing posture, We looked each other in
ihe eyes and 1 clapped “Shave and a
haircut.” He responded with “two
bits,” bowed, amd 1 lefi, Two weeks
Llater, Avan died. He was 51.

[ heard that after hiz death, his for-
mer colleagues at Morth Texas Stale
University began their [acullty meeting
by singing some of his songs. He
woilld have been pleased with that,
for he believed in every fiber of his
body that music was for everyone:
children and adults, musicians and

mechanics, preschoal teachers and
universily professors, He undersipod
that muzic built conceptual under-
standing, mathematical intelligence,
linguistic fuency and all the other
things that schools wark so hard 1o
develap in children.

But he also felt deeply they were
secondary to the way in which muzic
released the human spicit and gener-
ated community, He was famous for
his dynamic and energetic presenta-
tions and infamous tor not giving
notes. He took seriously his own
words “The teacher is constantly
evolving as life is evalving.” His
own work remained unfinished, bui
he pushed into every corner of the
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Schulwerk to discover new possibili-

ties and In $o deing, both enlarged

and enlivened the work begun by Orll

and Keetman. He invited us to carry | Reprinted from The Orff Echo, Vol, 22,

it forth with our own investigations No. 1, Fall 1982, p. 19.

and .ﬁeekl.ng spiriis. ME
I imagine that every time a young

child sings back with confidence

“1I'm just as clean as you are!” in a

game of Johnny Cuckoo, every time | ar- wrhat we are sesing is more and

an Orff teacher steps to the side of more safe ,L.I,;.:Iil1?:“ Aba s e

the show and invites participants to afraid of taking the risk that

show their ideas, every time a group process demands. A real search

moves in spirals, singing *In Living for recipes and information

Interview with: Avon Gillespie
by Marie Blaney

D o e i change i the Orff
teacher emerging today a5 com-
purred to ten years ago?

Fully® with tears flowing, he is
somewherg smiling, knowing that
his life's work continwes,

rather than experience and dis
COVETY iS5 OCCUTINE.
The differemce beiween process

and sequence is becoming more
and more clouded, Process is nm
such a neat package - sequence is
meare a secure lommat with step by
step expectations rather than
axplorations as we find in process,

ME: What do you ser as moost impor-

tanrt in teaching throngh the
Orff process?

AG: The most important part of any

Ol teaching is o provide the
learner with a sense of communi
ty - a sense of feeling welcome
ani ready (o parlicipate. The
teacher, rather than being the star,
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I heis fupreds, the Schulwerk wes nod simpdy an interesting way to feach mosic,” writes Goodkin, “buf o pathusay o the sorl and
an opporiunity for jebilecion and celebration.
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should weleome the participants
10 zhare, And the teacher should
feal that the students are already
filled and waiting 1o be released
- not coddled - not patted on the
head for what they know,

People are more and more try
ing to astonish us with what they
are able to accomplizh [rom the
beginning to the end of a lesson,
rather than incorporating the par-
ticipant inte a larger role. In fact,
this would substantiate what
Wilhelm Keller zaid. thai the
teacher should become more and
more superfluons and the learner
more and more independent. The
final product is not as important
as how learners get to that final
product. It 15 more imparlant o
share the thought process than
the thought; more of our job as
teachers to bring learners into
the avenues of thinking, rather
tham 1o give a body of thoughts
aor kmowledge.

ME: Do you see teachers plarining
differently nomp?

AG: Because of the acoountability
demanded by the principal or the
superintendent, teachers are
planning for that accountability
and not for the learner,

When teachers come with
visuals and motifs written out
for a complete media presenta-
tion, we have a sense of prepara-
tion for a performance. The
learners never ance participate in
the making ol the steps towand
that performance = only in the
sequence of events, not in
the process,

In a recent commercial about
the need for physical activity
there is a picture of a roller-coasi-
af ride, There is a feeling of antic-
ipation in physical activity in a
roller-coasier ride. That in fact is
not a physical activity but only a
reaction. The machine provides
the activily.

In our classroom it is some
times like the roller-coaster ride. It
appears that everyone is involved
when in truth there is o mental

1n

activity on the part of the learn-
er, The teacher provides all the
experience, just as on the roller-
coaster ride, the maching pro-
vides all the activity,

ME: If you could give Orff tenchers
oite message, whal would that
messuge hef

Al | would ask them o get back

in touch with what we are real

Iy about. We need 1o get back

to enjoving what was discov-

ered by our leaders; we need (o

be following in their fooisteps

as well as crealing new ones.

The teacher needs to be a role

madel for thinking for the

learner. We nesd o lake v

time, not rush te gel 1o the

final piece. We need 1o be pre-
occupied by how we are doing
something and not only what
we are doing.

ME: Why are you imvelved in Orff

and moventent?

: 1 have always been fascinated
with Orff Schulwerk hecause in
Orff nothing is ever finished. In
Orfil we are not involved in
problem solving but in possi-
bility geeking. In curriculum
we have a prescription, but the
lifelong work of Orif
Schulwerk must be built on
pools of wonder. To say that an
unchanging curriculum will
satisfy the needs of the learner
i5 not what we are abowt, The
teacher is constantly evolving

as life is evolving. Oril is a won-
derful exposition of that life, of

the excitement that life is. that

which iz constantly changing.

Done Goodkdn has been
teaching for more than
30 years. He is @ music
specialist af The San
Franciseo School, is on
the facelty of the 5an
Francisoo Conservatory of Music and
directs Hhe Mills College Orff
Certification cowrse

- Just Published. -
2 NEW BOOKS FROM
Arnold F. Burkart

B Lot .

AN LINE A
Trafford: com/ 08 -1289
BurkartdsliEearthlink, net

L

BENCHMARK PRESS, LLC

Uni=san - Thres Part Octavos _ A cappella - Orff Accompaniment

Margaret Campbelle-Holman

i)

Ll

¥

} ,f
.
-

=

Pathways to Harmony

Music that Sings

b O: 615-876-8801 Fax: 615-876-5936
benchmarkpress@comcast.net




Reaching students with special
needs through the Orff approach

I use “Silly Sam’
with several children
diagnosed with
autism. I begin by
singing the song and
using the snake
puppet to
demonstrate the
actions. Then I sing
the song, make my
own movements, and
continue to use the
snake puppet as a
concrete visualization
of movement.
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Author’s note: [ am a music therapist
e ks primarly with oildeen
with developmental disabilites, tos [
focns daily on how muosic can be usad
clinically o enable grealer developmen
of a child. The Orff approgoh wiilizes a
sttt fwlistic philosophy abowt music
and developrment, Music therapy is the
nae @f music fo accomplish non-musi-
ol goals. By using the T approach
within therapy children receive the
fools o augment Hheir social, modor,
corgreibive and mupsical skills

In my privare practice, T work ik
children one-on-omne or in small gronps.
Much of uhar I do can be easily imple-
nertted (1 e classroor setting.

therapy o encourage pretend play

when woarking with students with
autism. Persons diagnosed with autism
iypically do not engage in imaginative
play. They alse have difficulty partici-
pating in imitation games associated
with infancy and early childhood.
Thus by the time they reach school
age, they lack many social skills and
are often olated from their peers,

Encourage pretend play through
songs such as "The Little Mice® by
John Feierabend (See Fig. 1] and
Lynn Kleiner's "3illy 3am” (see Fig. 2],
Teach children to imitate and then
create their own movements by
working with songs such as these,
When presenting movement songs
directed at engaging in
imaginative,/pretend play, provide a
prop or visual aid to help focus the
children and provide a concrete
example on which they can build.

[ use “Silly 3am" with several chil-
dren diagnoged with autism. 1 begin
by singing the song and using the
snake puppet to demonstrate the
actions, Then [ sing the song, make
my wWn movements, and continue 1o

I use the Orff approach in music

b At Gadberny

use the snake puppet as a concrede
visualization of movement. Mext |
encourage the children to imitate my
maovements as well az those of the
snake. Finally | encourage the children
2 sing and move with the song,

Once the children have learned the
song, they venture inlo more creative
mowemenis, They find new places 1o
hide in the room and new levels on
which to slither. | have used “The
Litthe Mice” with grean success,
encouraging pretend play, When pre-
senting thiz song 1o children with
autism, stari with animal puppets or
stuffed animals while singing the
song and then move directly into
locomotor movement to portray the
animals, Onee children are successful
in singing and moving to the song,
try drumming, with the animal pup-
pei playing the corresponding rhyth-
mic motive, Gradually remove the
visual aid as the child associates the
animal with the rhythm,

The Orff approach is an excellent
way lor students with autism to
engage in music making while increas-
ing their ability to participate in pre-
tend play. Az they move around the
reom on different levels (as a snake,
cat, or mouse] it increases their aware-
ness of their bodies, their relation 1o
the environment amd allows them a
new means 1o interact with their envi-
ronment, This helps 1o reduce the
mechanical interactions that are iypi-
cally prezent in children with autism.
It allows them to blossom into cre-
ative, expressive persons who are able
to engage in imaginative play,

Children with cerebral palsy are
faced with daily challenges 1o move
their bodies in facilitative ways.
Cerebral palsy is a non-progressive
movement and posture disorder caused
by brain damage. There are several
different types of cerebral palsy, all



The Little Mice

F John Beierabend
ki
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The lit - tle mice go creep - ing, creep - ing, creep - ing. The
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lit - tle mice po creep - Ing, all through the  house
Verse 2: The big black cat goes stalking...
Verse 3 The little mouse goes scampering...
source: John Feicrabend, The Book of Finger Plays and Actlon Songs (Chicago: GIA Publications,
2003, p. 47. Reprinted with permission of the author. All rights reserved.
Figure 2
Sllly Sam Lynn Kleiner
= e e+ P
9 — | 1 —1 d.__t | _tkﬁ'
Sil = ly Sam,the  sneak-ky snake hides be - hind & rock and he starts to wait.  Then he

o i — 1

shakesup high andheshakesdown inTh',

! T——
SEE=m= = = S 2

wig- glin'and a grin- nin'and a - wayhe g::nﬁ

Source: Lynn Kleiner, Kids muake music, babies make music two! (Miami; Warner Bros., 1998). Reprinted
with permission of author Lynn Kleiner (www.musicrhapsody.com). All rights reserved.

characterized by difficulty in control-
ling and executing movement. Music is
an excellent motivator for children
with cerebral palsy to increase their
ability 1o control and execute their
movements. By using Lynn Kleiner's
=gtormy Day,” (Fig. 3} 1 am able to
encourage students to parform various
upper exiremily movemenls,

Ask the children 10 begin, using

k]

hand drums to poriray the various
themes. Portray rain by tapping on
the drum, Portray the wipers, the
wind, and the thunder by using the
palm on the drum. Use your fist Lo
portray the hail. A child with cerebral
palsy may need an assistant to hold a
drum or, if the child is in a wheel-
chair, use an adaptive instrument
mount or wheelchair clip to hold the

drum. Thiz helps to fecus his or her
energy on playing the drum instead
of merely holding onto it

Use colored scarves to portray the
rainbow. 1f students are unable to
grasp the scarves, tie them onto their
wrists to wave around as they sing.
In the last verse, use the scarf as a

playful prop.
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Figure 3

Stormy Day

Traditional Melody
Arranged by Lynn Kleiner

ir i 3 I s T ¥ J | A & _..r
- i F‘ 1 1 f 1 | 3
=] = s 4
1., The rain on the win - dow goes t@p, tap. tap, tap, tap, tap.
1 . | 1
I I ] I I q | M : . i ! I
| | 1 o 1 - = - i l I ; ; - : _d__ —
SE e e s
tap, tap, tap.The rain on the win-dow goes tap, tap, tap, on  aslorm-y  dav,
2. The wipers on the cars go swish, swish, swish . . _on a stormy day.
3. The wind in the trees goes whoo, whoo, whoo . . . on a stormy day.
4, The hail on the roof goes thump, thump, thump . . . on a stormy day.
5. The thunder in the clouds goes boom, boom, boom . . . on a stormy day.
et e —
i o 1 - = - =
6.The rain - bow in the sky goes  all a - round, all a - round,
. : —=— T —— i.__.ﬂ
e — = o =— R
all a- round. The rain-bowin thesky goes all a-round, on  asun-ny day.

7. The children in the park all dance and play . . . on a sunny day.

source: Lynn Klelner, Kids make muosic, babies make music too! (Miami: Warner Bros., 1998], Reprinted with per-
mission of author Lynn Kleiner (www. musicrhapsody.com]. All rights reserved.

Mental disabilities

The use of props benefits stwdents
with menial dizabilities as well. By
definition, students with mental dis-
abilities have below-average intellectu-
al functioning and impaired or defi-
cient adaptive functioning. Musically,
they have a typically Limited and low
vocal range, Use 1, Jones song, B-B-B-
Bubbles® [Fig. 4] to encourage their
communication, speech, and interac-
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tion while exploring their vocal
ranges. Students explore their wocal
ranges when they match their voices
to the trajectory of the bubble, using
vowel spunds such as “oo” ar "ah.”
0r, ask the students to lower their
voices as the bubbles glide to the
ground. To make the exercise more
concrete, on the blackboard draw a
downward trajectory and maich your
vidice 1o i, Try using a colored scarf or

streamer, or move vour body higher
and lower to correspand with the
higher and lower vocal sounds,

Encourage those students who are
in the beginning stages of speech and
articulation to sing the “b-b-h™ por-
tivns of the song. (Don't use this song
for students who stutter.] Ask people
who need assistance with oral motor
skills o blow the bubbles,

During the spring semester of 2005,

29




Figure 4

B-B-B-Bubbles

1. Jones
A
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] P —— —— I =j — | ! =
3y % 3 _
1 like to b-b-b- blow. b-b-b- bub- bles_ 1 like to
ET
| | - ; —| ] — t I = , cor—
3&;# — __'g'l_ o J I = _,-"l — =
b -b -b - blow_ ba b - b - bub - bles,__ '‘cause when 1
AT I Dimin
M —— ———— i — —
18 e e e e e e e e e e e e i
b -b -b - blow_ I have a bar - rel of fun._ I like to
MNE E7 &
#ﬁ:." === —r = . B
2 _‘ 1
3 - - e - - = = =3
bh - b - b - hlow__ b = b - b - bub - bles

Squrce: D. Michel and J. Jones, Music for Developing Speech and Language Skills in Children ($t. Louis; MMB).

Reprinted by permission from publisher, MMB Music, 51. Louis, Mo.. UsA, all

| comducted Ol Music therapy
groups as a pilot project with two
clagerooms of three- and four-year-old,
at-risk children, enrolled in a Head
Start program in Denton, Texas. The
children are serviced by neither the
music specialists in the school nor the
music therapists for the school district.
| entered the classrooms once a week
for a 30-minute session. Each class-
raom of 18 children was filled with
tables, play areaz and learning centers.
The only available area tor group
meetings was a G0-square-foot space
near the middle of the reom. There
were no other available places in the

1]

sehool to host the sessions, so creativi-
iy became a must.

Space Is an important issue for chil-
dren in the program because many
come from families where there is no
consistent caregiver, They have many
unfulfilled needs, such as the need to
receive atiention from others and hav-
ing one's own place in the world.
Accordingly, [ established the follow-
ing goals for the program: facilitate
participation, encourage cogperative
play, promete singing and instrumen
tal experiences and allow for appropri-
ate sell-expression.

D to the limited space, gross

rights reserved.

motor activities were difficult to
implement, | encouraged the children
o wse all of their available space
without touching ancther group
member. When conducting songs
involving locomotor movement, |1
reminded students to pretend they
had rubber bands on their feet attach-
ing them to the floor in their own
gpot. Songs that Implemented nicely
with locomotor movement were
adapted to non-locomolor movement,
Ome song the students enjoyed was
“The Little Mice” [Fig. 1).

Instead of moving about portraying
creeping mice, stalking cats, and

The Off Echo - Fall 2005




scampering mice, 1 demonstrated
creeping, stalking, and scampering
movements with one hand held hori-
zontally in the air and the other hand
acting as the animal moving on the
horizontal surface. Next we explored
how the instruments could be used
to build this activity, Corresponding
tempi and dynamics were modeled to
partray different animal movements.
The students then porirayed the ani-
mals on a large gathering drum
where two children could play simul-
taneously and on an alto xylophone
and soprano xylophone pitched 10 an
F pentatonic scale,

To increase body awareness and
build appropriate self-expression, |
intreduced the song, “Silly Sam.™ [t
quickly became the children's
favorite, 1 used a snake puppet 1o
demonsirate the actions as [ taughi
the song. Then | encouraged the chil-
dren o sing and move to the song.
Frops, puppets, and visual aids can
b exiremely helpful for all learning
gituations, and they encourage partic

ipation and creativity. The pilot proj-
el beneflited the children, of course,
but also helped the classroom teach-
ers, who wilnezssed ways Lo incorpo-
rate music into their classrooms

From at-risk students to those on
the autism spectrum of disorders,
educational and therapeutic success
can be attained by combining music
therapy and Orff principles. The
approach enables more students (o
experience the wonders and joy of
music-making,

Artita Goadberry, MTEBC (=
ceerrerily dv e sixth
year of priwale prectice as
i bewered certified music
therast. She seres
irtfarts threagh adolis
with developmenial disabilities ar fwr
affice in Mano, Texas, specializes v
children and adolescents with aniism
OF audisin spectrum disorders,

Wite Gadberry at:
anita. gadberry@comeast.net

If vou hear a
thrush and
believe you have
heard a thrush,
vou have not.
If you listen to a
thrush and hear
a miracle, then
you have heard
the thrush.

— Buddhist proverb
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Certification Program

July 2006

These workshops are hosted
by the Department of Music at

Anderson University,
Anderson, Indiana, To register,

contact the Department of
Music at [765) 641-4543 or
badowb@anderson,edu.,

Graduate Credit Available
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helpful in teaching a musical savant

Gloria is about

age 11 or 12 in her
thinking process,

and she has a voice
that is capable of
singing all styles of
music. She also has a
great capacity for
languages and an
excellent memory.

Thee Oxff Eche - Fall 2005

efore becoming an applied valee
B reactier at the university, [ taught

public 2chool music for some
time, [t was while still working in the
public school thai | was asked to weach
a woman named Gloria who has
William's Syndrome, | knew thai |
would have o draw on my public
schonl experience and Ol training 1o
b successiul with her, OF course my
first reactinon was nn 18 is difficyls
engugh teaching students who are
“college material” and have passed all
the entrance requirements, bui an
aduli student with an 1Q of &5 or less
was just not something that 1 thowghe
wag in my realm of teaching,

I had metl Gloma's lather, a retired
physician, and his wife after they had
moved near where | teach. He con-
vinced me to meet with his adult
daughter 1o see what she could do,
After that meseting | decided it would
be a good test of not only my 1eaching
skills but my communication skillz az
well. 1 knew that 1 would have 1o
draw on my elementary music training
to b suceessfiul

Williams Syndrome characteristics

W5 is a genetic disorder first identi-
fiedd im 1961, Children with W5 begin
life ag infante whe may suller from
colic, and soon develop behaviors sim
ilar 1o those found in autiam: inflexi-
bility, ritvalism, obsessiveness, hyper-
activity, developmental delavs, atten
fion deficits and cognitive disability.
Their I0) soores average 55,

Howewver, in contrast to other forms
of developmental disability, the rare
children with WS possess a rich,
expanzive, grammatically complex
vocabulary with a siriking conversa-
thon style. They often have elfin-like
facial features, are masier story tellers,
and are unafraid of strangers. In fact,
they are extremely gregarious, friendly
and polite. Many possess savant-like

by Greg Rike

musical skillz, including absolute
pitch. These symptoms combing 1o
create an intriguing mix of ability amd
disability.

‘A penchant for opera

Gloria is about age 11 or 12 in her
thinking process, and szhe has a voles
that iz capable of singing all styles of
music, She also has a greal capacity
for languages and an excellent memo
ry. She can sing in many different lan-
guages, in stvles from blues 1o opera.
Her favoriie type of music is opera
and Puccini seems to hold a special
place for her, She is also able 1o
remember all the songs and arias that
she has sung over the years, This faci
Alone is amazing to me as my college
students struggle 1o leam, memorize
and perform their four or flve spngs al
the end of the 15-week semester.

Gloria started taking lessons from
me in 2001 Her parenis had found a
residence home for her in a nearkny
communlty, They were concerned with
having Gloria taken care of when they
were gone, Onoe a week she ravels o
the university 1o have her one-lhour
voice lesson with me. [ have never
taught an adult with a disability like
hers before and really did not know
what 1o cupeet. Gloria had lessons in
California before moving here, and she
had sung all over the country. She had
also been featured on CBS's 60
Miveides, and was the “poster child”
for W5, When she started with me she
had just relecated to her new super-
vised home and was getting used to
living on her own. Previously, she had
always lived with her parents,

S0 what was [ to do with a student
like Gloria, and how was [ to teach
her new music! Her vaice is quite
good, considering she has Williams.
W did several warm ups, all of which
were new for ber, and she was able to
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follow instructions o the letter, 1 could
play or sing something ene time for
her and she could repeat it back 1o
me, Her skills of imitation were excel-
lent. It was enlightening lo see how
she could respond o what she heard,

1 alser found that 1 had to be very cane-
ful as to how [ spoke as she was very
literal with whatever 1 zaid. Slowly we
were able to develop a consislent
sound from top o bollom in her voice,

Willing student with perfect pitch

She was exciled about lessons and
was willing o do anyihing 1 asked of
her. WS patients seem to also have the
capacity for perfect pitch, or ahsalute
pitch, Gloria has perfect pitch. The
first fewr weeks | would name a song
or aria and she would sing it for me,
in the correct language, with the cor-
rect pronunciation and in the correct
kev, She has no idea what the words
mean but emotes from the passion in
the musle, This is why | feel she loves
Puccini so much. His music is pas-
signate and thus supports the 19X 30
well, She also loves German arl Songs
in which the music carrles the passion
of the text 50 well,

At present, we are dealing with her
voice changing a little bit because of
ape. Glorda wirned 30 in February and 1
have noticed a litthe change in her
vivice. Mormally the female voice how
ers as the singer ages, and Gloria has
nid been an exception. AL Limes she
becomes frusirated and [ have found
that T cannet dwell on any particular

peinl for 100 long as she will lose
frwrna eomiplededy

Teaching a savant is a rather diffi-
ciilt task, especially if that student
does not have the mental capacity to
equal the music she is performing.
Gloria has no idea what she is singing
about, or what any of it means, She
learns by listening 1o others singing
her pleces. Most students however,
will mimic the veice they are hearing,
Gloria does nod, All she picks up on is
thie style, text and emotion of the
mugic that she hears on the recording.
| have found that il she has a record-
ing, the music {that she can't read),
and her tape recorder, within a week
st can learn a plece of music,
whether it be an ara or an ar s0ng.

34

She is diligent in her practicing and
NEVET Ceases o amaze me with how
quickly she learns,

When discussing techoique with
Gloria [ do have to be specific in my
choice of words, She is very literal
with what she does from my instrac-
tions, such as the simple task of
breathing. 1 have found that | cannot
zay, “Breathe in,” because that is
exacily what she does, Instead 1 must
tell her to expand around the middle
or waisl area. This seems 10 work very
well for her and of course has solved
many problems she was having sup-
porting her sound. 1 also noticed that
Glora was pulling her wogue back
whefi she sang in her upper range. 11

was very difficuli for her, but she
finally understands where that her
tongue needs (o be behind the ridge of
the bottom front teeth, We sl work
an this, but she is aware of it now and
is tryving hard to fix it permanently.

Mol all WS patients are singers.
They can be taught 1o play piano, vie-
lim or any other instrument, Gloria is
also quite good at the accordion. She
is able to improvise hes 0wn accompa-
niments 10 many of her songs by just
listening to the orchestra on the
recording. 1 never know what she
might do at the three recitals she has
had under my direction. She always
surprises me with something that 1 did
not know she could do.

Rike, at right, with his stndert, Gloria, Teaching her has been ke teacking
children, wsing the Of approach, he repores. He fues wsed {mitation, explomation
and tmprovisation o help ber develop a corzistent sonnd frou og to Waitam in her
wirice. She fues perfect pitch, and can sing - from memory — any aria, in the corect
larguage, with the correct pronerciotion and i the correct key. She i especinlly

ford of Precini.
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Similar ta Orff approach

Teaching Gloria has been very
much like teaching children, using the
Orif approach. We use imitation,
exploration and improvisation in much
the same way that Orff teachers use
those techniques. Gloria imitates me
of a recording, plays around with
what she hears and finally improvises
in her arias. Though I have not
worked with her on the accordion, {1
is there that she really shows her
improvisation skills, This experience
has been gratifying to me and I would
suggest that if anyone gets a chance to
work with a WS patient, grab the
opportunity, Working with him or her
will make you a better teacher and
will teach vou something along the
way. They are so willing 1o learn.
They only want to please thelr teach-
ers and share their music and talents
with amyvone whao will listen, Is tha
not what any of us, children or adults,
try to do when we perform?

Gregory Rike, PR.D.,
feacties woice af the
Urniversity of Evanswille.
‘He earned s doctonate
at (Mo State University,
and he previously faught
in the Qo pueblic sehools,

Write Rike at:;
gbrikeg@olemisz.edu

There 15 a
road from the
eye to the heart
that does not
go through the
intellect.

- [3. K. Chesterton

JAZZ & ORFF
SIDE BY SIDE

Gunild Keetman: A Life Given to Music and
Movement. edibed by Hermann Regner and
Minna Ronnefeld  Book and DVD ~ $45.00

Now's the Time: Teaching Jazz to All Ages
by Doug Goodkin  Book ~ $38.00 Songs,
games, body percussion & instrumental
arrangements for beaching Jaze through the Orff
approach, for ages 3-13, Companion double CD ~ $25.00

JOHN’'S MUSIC CENTER

501 Inberlake Aove, B89, Saattle, WA WEINE
{206) 548-0916  Fax (206) 5484427 1-800-473-5164
drumsijohnsnusic.com

Wisit our welb site www johnsmusicoom  Call for our free catalog.
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procedure for members

* Membership & Local Chapters - Chapter President's Room
* Publications & Resources - Press Room

_.In tie news this Fall @ www.aosa.org

 Site-wide: Graphic redesign completed, one-time log-on

" Reverberations November 2005 highlights

* AOSA Executive Director Cindi Wobig: A retrospective
* International Outreach: Rob Amchin on teaching in Poland
* Lesson Ideas, DIY: Improvised Solutions and Recorder Corner

DULCIMERS

KITS and
BOOKS

for studenis, schools and teachers

Backyard Music

PO, Box 9047
Mew Haven, CT
06532-0047
new number: (203) 281-4515

| it
Bastin’ 4 T s

-ma—m'-;
= pfusic ami FesouroEs for MIDDLE Emu.ny-hﬂﬂul
w bl sl i Hivities, Tor HAMD DRUKS by Chirks. Retah—Laisier

mbww
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MUSIC T@G THER

THE JOY FAMILY MUSIC

Jonr a Teacls ;mil’-[
mﬂ:mﬂf-ﬂ

mwdﬂdﬂﬂnﬂrﬂwwﬂ

Take a workshop and leam to;
* [ead the music that children love |

& e rstand music development
birth theough ape frve
* help parents nurture musical growth

# teach family music classes
| new bom = kindergarien

= qupspoat & new generation of musically
i competent children

For a workshop mear pou—

@'[ (B0} T2H-2652 1120
weww, mausictogether.oom
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World Class Recorders!

Two-Piece Three-Piece
Soprano Recorder Soprano Recorder

® haory coioe = Didachable Bumb st
¢ Datachablp thumsb rag 5500 * Indudes Ce ard 0¥ holes s525‘
¥ Ginghs hofee farlow C & D + hocessonas: doth camying beg,
oiinede gade ol playing in lower ragisler  fingaring cha, and chasning rod
= hcoessones: cioh Camying bag. WA keory Color Barogm Fingering
Angerng cha, and claaning o A303ADE Dark Brown Brenges Fingering
A2034  Bamque Fingering A302H oy Color German Fingeriag

#2024 Genman Fingering

Classic One-Piece Soprano Recorder

= Dtk bwrwn with bnny=cndored im e o -

= Bluiltin thumb resi placas righl hard in ”"}m'ﬁi ;'I':"_I"_I'F-"l Tying D
1, rals :

. E:.E’;I;ﬁfﬁ'“ AMIEN  Barogque Fingering

= Singie holes for low G and D provida AN German Fingaring

Basa 0f playing in owar regisiar SGEH

Sweet Pipes
Recorder Method Books

Recorder Time, Book 1 by Gerakd and Sony Bwakat
& completel; squenced slep-by-siep soprano methed book ki eung
bagpareacs (a8 & dth grace) with muscal aed lechncal sugpestinns ki
iemcher and ek Kole papeance: B A G G0 F8 E O Includcs 37
appaaing wees, [prcs, danianily aedicsad, ksgieng dagransg, and -
gerng chart. For geoup of indiwidual irelncion. 12 gages. S0 accom-
EreTE A Aviaglie

SPEE Risbordier Tima, Bosk1 ..,...,, R LT
SPFNMCD Recorder T OD ... .......... e SRS

Hamnds On Recorder by Gami aod 5o Buraksil

A ooTpioiol) sequance Dagirrei Bgrang mathod book bor tha 3nd and
&h gade insiecieral level, wil Aesaal and echecsl seggestions. ko
Ire shudeni and feachor. Has a penieionis nek sscnss: BAGED G
[¥ F¥, music represeniing nany cuinegs asd sides, inadsenal asd ong-
iial hysea, 46 deigaful selncors, Nngoing dingrames, ond fnganng
chawt. For gac of indiadunl rsingion 2 pages. G0 accompanimani
wvoilphie.

8P3ZA Hande On Reconder Book . _............... 5388

BP2ISECO  Hards On Recordsr GO .., ..0ooon..ooeL S35
ABERA L5 lir L] AJ{ADE
Big Savings on Aulos & Sweet Pipes Packages
RBA103 Package . .. .57.15 RBA101 Package . ...57.40 RBA102 s o« «HELO0
Inchoring Auoes®™ ARESA Twi-pisce Sopano  Inclidee Aulns® A0Q4 Thiee-plece Soprano Apcorder  Includes Aulos® AMEN Lne-piecs Sogeand
Recirder and SPZ08 Recardar Tima and SP208 Racmedar Teve Book by Geeakd and Recorder and SP2308 Focorder Tme Bock
Book by Gorald and Somya Burakol Sarmyn Burakol, by Gieradd) 8l Sona Burakoff,

[Specity ory or Dark Beosss Color Recorder)

RBA103H Package . . .$7.15 RBA101H Package . . .$7.40 RBA102H Package . . .$9.00

inchudns ks ARG Teg-piece Sopane  Ncludes Aulbs® A4 Three-piece Soptang Inchckes Auloa™ A 1IN One-giece Saprana
Recorder ardd SPEIGHE Hands-0n Recoider  Fetonder and :F‘E‘ﬂffha'l:h{ln Femomer Recomdar and SF235A Hands-On HE".IJIL'EI
Bo0k by Gesakt and Sonya Burssnt Exack by Gerald and Sonya Buralof Book by Garald and Sonya Burakoll.

(Epacsiy Ivary or Dark Drown Caolor Reoorder)

RHYTHM BAND
INSTRUMENTS

cal . ik ok 13 of i B P.0. Box 126, Fort Worth, TX TE101
sk el vl e ik s e e b - Sopes, _ ORDER: Toll Froe Ph, 800-424-4724 « Fax 800-784-5401 » 24 Hours
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an Centenary

if Echo, Spring 2005
$5.50

Only 1,000 extra
copies of this spe-
cial, memorial issue
were printed. Each is
sealed in a protec-
tive, plastic sleeve.
In response to those
who want to give
them as gifts or who
want to assign them
as required reading
in their courses, the
AOSA National Board
of Trustees has made
them available
immediately

Keetman
Centenary

150 :
= To purchase:
,...nnf:lf:[-:u ' Visit the Shop
e | Online area* of the
' AOSA Web site at:

WWW.a05a.0rg

A

“Shipping costs will be added.
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From the Classroom

The appeal of

the Schulwerk for
me has always been
that the students are
empowered to take
charge of their own
mausicianship.

The Orff Eche - Fall 2005

The teacher is sick

esterday was not going to be a
pood day, My lungs felt as if they
were full of coton balls, my
sinuses felt as if they had bean siuffed
with erazers, and my throat was
scratchy from coughing. 1 had not
slept much, and so [ should have
stayed.n bed, but there was a rehears
al for an evening prograrm that | just
couldnt miss. 1 wold suifer l]1.|'ﬂ-u|_.'}|'|
the morning and direct that much-
needed rehearsal, | decided, as long as
I could go home for the afternoon. So,
I requested a substiute,
Untorunately, [ was not the only
teacher with respiratory symptoms yes-
terday. The substitue pool was empiy.
If [ had gone home, none of the after
noon teachers would have their plan
time. With parentfieacher conlferences
beginning the next day, | didn't wani
to further burden my colleagues.
| confess that my first thought was,
“What video can [ show!" But |
thought of the magnel given to me
vears ago by one of my students, still
on my hoard. It reads: The abjecr of
feaohiing (s o enable those kaught ho
geh along withowt a feacher, IH was
fime {o really put that idea io the test,
Instead of grecting my second-grade
clasg ar the Ao, §sal i the over-
stuffed mcking chair and made myaell
comty. As the children took their
places, | announced in oy pitilul voice:
“I'm too sick to teach today. You
are going to have 1o 1each each other.
Who would like 1o teach ‘Amases'?”
Kira volunteered. She asked the
girls o linge up and indicated where
she wanted them. Next she invited the
boy= 1o line up. She weok her place an
the head of the set and began 1o clap
and sing the call, All the children sang
the response, and each head couple
sashaved down the line and back, and
then finished their turn with a couple
of elbow swings. Afier all siudenis

by Marilyn Gunn

had a turn as the head boy or girl,
Kira asked them to be seated,

“Who will teach, 'Bow Wow
Wow '™ | wehispered,

It was Barry who caught my eye.
He azked all the students 1o form a
circle. He then walked around the cir-
cle to make sure everyone was facing
i partner, Az he was matching up
partners, the childien bigan to lalk o
gach other, Barry was ready to direct
the students to begin, but they weren't
paying attention o him. He siopped
and clapped, “Ta ta ti-ti ta." The class
echoed hack,

*One, twa, ready, go,” he aid, amd
off they went.

The day | had introduced this
game to the children, 1 plaved along
with them to even out the odd-num-
bered class, Once | had traveled
around the circle back to my original
pariner [ said, “["ve only danced with
hall of you, I'm going Lo trade places
with my partner 8o that | can travel
the other direction and dance with
the rest of you,”

5o, puess whai Barry did! He iraded
places with his partner and danced
with every one of his classmates.

[ know you're thinking thar Kira
and Barry weren't really teaching, buf
only leading the songs and games. Yet,
what we do each dav invalves instrue
tion, guided practice, behavior man-
agement and a million other things.
Therefore, mentally change each
“teach” with “lead” or “direct” if you
mist, but know that Kira and Barry
helieved they were teaching,

Kailey wolunieered to lead “Down By
the Bay,™ She stepped 1o the ront of the
class and began to sing, When the
refrain was concluded, she looked
around at all the hands in the air and
selected a girl to sing her verse, [ wasn't
counting, but [ think Kailey's version of
the song had &t least 15 verses,
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Are you thinking that | played it
sale wilh somgs and play parties?
Well, things were going so well [
decided 1o 1ake the plunge.

"Whao wants to teach "Hol Cross
Buns'?" 1 asked, | had only the previ-
ous week introduced playing it as a
melody on the barred instruments,
Foyan was eager to try. He called on
students to get out the insfruments,
and then told the class:

“There should he three people a1
each instrument: one at the low end
o play with malles, one at the high
end to practice with fingers, and ane
to watch.”

A couple of students raced Tor the
bazs svlophone, They began a spat
about who got there first. They
broaghl thei ArfumeEnt |'iE-:hI over o
my comfy chair and complained in
dreadiully whiny voices.

' o0 2ick 1o each today,™ |

Kira, o secomd-grode st took this photograpd of Manlyn Guan o the day descrilned in the cofirma,

said, looking up from my tissue box
“You'll have 1o take this up with
Bvan, He's the teacher now,™ They
hurried over to Byan to state their
case, He pavsed a momenl

“Do rock, paper, scissors,” he
samd. "uel”

Bath seemed satisfied with this
solution and the “rock" got to play
the hass.

Students rotated around the instru
ment, each taking a turn with mallets
or fingers or just singing. Ryan decid
ad that zince he was in charge, his
place should be at the contra bass
bars. He made up his own I- ¥ pal
term b play as the class performed,
After =everal tums, Eyan decided that
they needed a change

*Everybody play it hackwards,” he
sugpested. “Instead of mi re do, play
do re il 5o, it all began again, and
[ jusi rocked away in my corner.

Very spon, our time was up and 21
smiling, happy children lined up at
the door.

The appeal of the Schulwerk for
me has always been that the students
are empowered o take charge of their
own musicianship. Many times ["ve
told others that 1 don't do anything [
can have a student do. Unfortunately,
| often forget 10 take my own adwvice.
My best day of teaching this year was
the day I didn’t teach.

Muorilyrn Gueee i 0
rardforal board cerrdfied
niiale feacher af
Blackburn Elementary
Sehoo! it
Independence, Mo.

Wrile Gunmn at;
mgunngindep. k12, mo.us
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New for 2005-06

For ADSA members, a complete and
handy resource for year-round use

For advertisers, full-year
exposure for your ad or cat-
alog insert in this new and
improved annual publication
distributed to all AOSA
members (your customers
and prospects)

Here are just a few of the
new features:

L L L A B B G B B R B

® Full-color covers
e Spiral bound to lay flat
* |arge, easy-to-read type

* New section: Industry
Members

* New section: Professional
Development

* Calendar of AQOSA events

* AQSA scholarship informa-
tion and deadlines

* Photos of chapter banners

¢ Photos of ADSA leadership

¢ 5. map of ADSA
chapters

 Chapter workshops

To place an ad, contact
Stev& DiLauro » sdilauro@Ilarichadv.com * 440-238-5577




Dances with high guy appeal

With humor and
zeal, presenter
LZanna Longden
hegins the 2004
ADSA Conference
sesslon from Long
Beach, Calif. by par
aphrasing an expres-
sion that emphasizes
a topical concern in
education: The need for children 1o be
active learners,

Longden weaves pedagogical points
with meditative musings, encouraging
ithe pariicipants to iry primary dance
positions while preparing their minds
for lessons of life, At ihe end of her
sezsion, she proclaims that even
though she visits clazsrooms from ele
mentary school through college level,
she does not teach dancing. “1 teach
children civility, cooperation and ¢om-
munity,” said Longden

The dances presented in the session
are authentic collections of folk move-
ments, aceompanied by recordings
plaved by musicians from the culture.
She explains that some of the mowe
ments have been “sanitized” for class-
oo use, but the essence of the dance
remaing, The session noles comlaimn
detailed deseriptions using common
dance and music terminology.

Longden points out how American
culture does nol promote dance activi-
ties [or boys, However, in many world
cultures, separate dances for men and
wipmen reflect socieial gender roles.
Wa need to encourage all children to
participate in movement activitkes, she
believes, The use of make, multiculiur-
al dances may be a way to reinforce
pesitive attitudes toward dance in our
own classrooms. In addition, to devel-
op a progression of skills, she said
that dancing should be used as a reg-
ular warm-up activity, not only as an
isclated unit in the curriculum.

The first dance, from southwest

Reviewed by
Beth fafiglinfa
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France, is suitable for younger stu-
dents and incorporates cumulative
moverments, With each repetition of
the dance, the movement sequence
ends with a demonstration of strength
by showing off a Mex of the arm mus-
cle and four beats on the chest
Always with the sensltivity of 2 move-
ment specialist, Longden teases the
particfpanis into using
both sides of the body,
encouraging them to
allernate arm flexes so
as mot 1o overdevelop
one arm muscle over
the other.

Finding dances with
“boy appeal” for Grade
Four through Grade 5ix
is often a challenge.
Longden offers three
dances: one each from
[ndia, France and Sweden. The dance
from India uses two rhythm sticks per
dancer. She introduces the dance by
allowing the participanis to first listen
to the Hindi music and guess the ori-
gin of the sound. The music is essen-
tial to understanding the dance, said
Longden, The teacher may need 1o
stop the music later to perfect and
clarily gestures. While they are
invelved in active listening, che adde
a relaxed, outward arm swing on the
accented beats, and a stick tap on the
offbeats, This is the most basic move-
meeni the participanis may chooge o
use with their students,

Longden introduces five levels of
learning using this same dance, The
gradual introduction of skills builds
confidence and coordination. Level
two 5 an introduction to patiern,
right-left directionality and partner
interaciion, The next changes involwe
sidestep, fool movemenis, a turn, and
a double circle formation with chang-
ing partners. She transforms the
dance into a social event by swilching

Sanra Longden

Presented by Sanna Longden
AOSA AV Library, 1345L

the music to an American disco
recording, o the surprise of the par-
ticipanis. In this way, they enjoy a
ruly cross-culiural experience.

With attention L0 process and ses-
sion time Hmiis, Longden clarifies that
the introduction of steps in the ses-
sion are not the same rate of speed
she would use with children. The 2es-
sion continues with a sin-
gle stick dance from
France, Panlicipants guick-
by practice the thythmic
patiern (children would
practice using claps and
pats], Longden has the
adults decide who is first
to move, and introduces
the moves like a choreo-
graphed sword fight. The
clear AR form helps par
ticipants know when o
use a traditional step-hop, schottische
step and when 1o face partoners and
1ap sticks.

The last dance is from a Swedish
(raterniiy tradition. Dancers must per
form withowt laughing = difficull to
do when the moves look like a slap-
siick routine! The challenges are the
alternating pariner movements and
the repeated movements in double
thme, Throughout, Longden™s sensse of
humor and her passion Lo incorporate
dance in the music classroom go a
long way In keeping parficipants inter-
ested in her motivaling movemenis,

S0 may we all be so persuaded 1o
teach our students!

For other ADSA videotanes depicting
folke damcing, see the complete listing
af session wideotapes o revt ortline ar;
W WLADEL, OTE

Sofaer “Publications and Resoures,”
“Andio Visual Library"

Tir find an updated list of additiona!
folk dance resources

Select “Abowt Us,” then "Arts Links”
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Sweel Pipes

Special Value Prices on our best- selling SP2358
soprano method book with your Hands On Recorder
choice of three classroom by Geale & Saim Bueakat

7E Beyraiag atisne ssdthod
]'L‘LH“JI.'J"&- "‘F‘lllll}l’l:ﬂﬂm

SP101 Package includes:  SP701 Package includes:  SP501 Package includes:
Da Capo DC23—1-piece soprana recorder  Aulos 203A—2-piece sopranc recorder  Aulos 303ADB—3-piece soprand recarder

and Hamds O Reconder SP2358. and Hands Dn Recorder SPE358, arcd Hands On Aeconder SP2358.
Package price .., .., . §4.95 Package price ... .....57.15 Package price .. ......57.40

SAVE on Music and CD Packages!
See our web sile or calabog for the laiest from Sweet F'P‘-‘“

I+

Qweet Pipes

ﬁ ? 6722 Brentwood Stair * Ft. Worth, TX 76112 » Ph. 817-446-3299  FREE

Canto
Translucent Recorders
also available!

Translucent soprano recorders available
in 5 eodors: Blue, Green, Purple, Red
and Yellow. %2.50 each
Canto Translucent Recorders may be
substituted for DaCapo Recorder in the
SPI0T Package. Package price with
Iranslucent Recorder is $5.20 each

Thank vou forr your business
and continued confidence!

WWWSWECLppes.com # g-in; il spmiusandcom SI'"FFIH
Fax your order toll-free 24 hours a day - 800-376-7608 FOR 100 OR MORE
or phone toll free - B00-446- 1067 5P PACKAGES

aend for your FREE complete product calalog




» w:- ;*'.'I‘l 4
- : B F o

=

Gei Connected

to the central source
31‘ of information in the

"r ‘ percussion world

Let PAS connect you and
y your students with:

LTCaS

Caar discounis

Tell your percussionists
abouf PAS!

Join onlin

ﬁ ! W *ﬁ?"_ﬁ‘ w3 -=""..-’ !i" gﬂi:

New England Dancing Masters
® Music for Dance Series

assembly

Assembly is Sam Amidon fidd ke
mandoling Thoamas
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Befriend a hook: write a hook review

N\ LCERRE 171777777
:: el :

Explore the possibilities of writing for your quarterly joumal_

Join us at our session, "Writing for The Orff Fcho® at the ADSA
national conference in Birmingham this November. Meat with the edi-
torial staff and other contributors at the session. Take a look at some of
the books we've purchased that need reviewers for 2005-06. Perhaps
you would like to share with readers a discovery of your own —
whether it is a children's book, CD, OVD, professional develop-
ment or leadership title,

For details about writing a children's book review, contact
Marjie Van Gunten, children's book review editor at:
marjievg@mindspring.com.

To find out more about writing for the Fcho, 40 receiva a copy of our
Writer's Guidelines, or for more information about the
session, contact Caprice Lawless, Echo editor, at

caprice@capricelawless.com

lucs ouen-y




CRroSSRORDT IN
CAROLINA

hASSICAL TRADITION
B IR OATION S

Organization of American Kodily Educators
A2nd MNational Conference

Charlotte, M
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Suzubi &
struments...
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Orff |

Innavative features, precision construction and the lowest prices in the music
industry combine to make Suzuki O Instruments the best choice for your Orff
instrumentarium, Everything is provided for @ rewarding and enjoyable
learning experience. And Qrff is just the beginning, Qur free 32 page
color catalogue is filled with hundreds of musical instruments and
accessories to enhance your Orff instrument collection.

* Fuee! 2 Pair of Mallets With Every Orff Instrument.

* Fuee! Foam, Interlocking Comfort Mats.

* Hew! Indestructible Cloth Covered Orff Instrument Tubing.
* Expand! Bass Bars, Chromatic Add-Ons, Accessories and More!
* Guananteed! 5 Year Instrument Warranty.

Free '06 Catalogue.
Deiit Staxt Class Witkout Onel




-Tisket A-Tasket

by Ella Firzgerald and Van Alexarden, MNestrared Dy Qg Einan

Philomel Books, 2003
This illustrated ver graders immediately jumped up and Lo the joy of jaze
sion of the child- danced! If you want kids 1o get Jovny Bell Dokin, an elenentiorny musi
hood chase game hooked on Ella Fitzgerald and her specialist in the Martinez Unified
pops and swings unique scal singing style, play the CD.  grfinaf Districr, in Marrinez, Calif., is a
with joy and move- 1 recommend this storybook as an - gy president of the Northern
ment. It is based on  addition to anyone's library of chil- California Orff Schulwerk Association
the 1938 song by the  dren's picture books, I is a welocome

hﬁr‘ﬂ"fﬂnﬁ'm greal jazs singer, addition to the growing collection of Write Dakin an:

Ella Fitzgerald, and books that intreduce young children belldakingpaol.com
1ells the story of what happens 1o : ; i

the hasket after the child drops it
A little gir picks it up “truckin® on
down the avenue without a single
thing 12 do.” The boy searches all
over, asking, “Hawve you seen il
over there! Have yvou seen it over
here!” until he eventually finds the
hasket again.

The rhythms and rhymes go
beyond the staid fa-1i-it of the origi-
nal song, they hint at the colors
and syncopation of jazz, You can
explore the language in many
ways: how would you say the
words on this paged Glve me a
gesture that shows me how the lit-
tle hoy is feeling, What do vou do
when you are mad? Musical ele-
ments are endless; call and
response form, tone calor,
dynamics and phraze length are
just a few,

The cui-paper illusirations are
bold and brighi. The background
on each page is a lively ity scene,
while the characters are drawn
with broad gesiures. The details ame
sublle and delightiul, For example,
the Hitle oy writes the letter with
his left hand; the girl has a mis-
chievous expression on her face,

You don't need the recording of
Filzgerald singing “a Tisket A
Taske1” 1w thoroughly enjoy this
book. However it cerainly enriches
ihe siory, the game, and the song

when children hear Fitzgerald sing :*..:I'I’ “]’".Z!.fl[ﬂ :

it. Sing the so-mi-le melody, play  §=- 0 'd
the game, read the story and then e’ J,rlll-'mtl I'

listen 1o the recording. My first-
a0
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Remutifud Solld Wood Frames

Great Value! Terrific Sound! Lower Prices!

: ; Satslaction Gearantesd

Ct]IIl]C}ElI’E These Dll'[ﬂlil.!'ldl"g Features Write or call for Free Catalop

Correct Intomeation and Excellent Resonance

Solid Wood Frames for Durability " [

Attached Storage Compartment Included on all P AWWW.InVInmband. cor

Diatonic Frames - rhvthmban

Lamper Bar Included on all Disonic Metallophones

Glockenspiels Feature Wide Bars for Ease of Playing

Mallet Storage oa all Digtondc Frames

Two Padr Mallets Included with all Yvlophones and

Metallophones

Order by Toll Free Teleplone:
B4 24-47 24
Orrder by Toll Free Fax:
B TRA4-0401

: RHYTHM BAND
PO, Box 126, Fort Worth, TX T6101-0126 INSTRUMENTS




When the Sky Is Like Lace

ddly enough,

this book

arrived at my
doorstep in a box.
Back in print 30
vears after 12 origi-
nal publication,
When e Sky i
Like Lace still defies
explanation. It is a tale of enchanted
nighttime rituals that seem dreamt in
tha mind of a child, bt tnld in the
voice of a sage, Barbara Cooney’s
deep, luminous watercolors fll the
pages with images both inviting and
surreal, Together they weave what
appears (o be not 30 much a story as
an inwitation.

The language oscillates between
vivid deseriprors and whimsical con-
siructions that pull the reader into the
splendid strangeness of the night. "0On
bimulous nights, the sky is like
lace_.." begins the journey whens
ofters sing and snails (insulted by the
oftters” song) march two by two to
walch the rees . eucalypius hack
and forth, forth and back...in the
fern-deep grove al the midnight end
of the garden.”

Though not mentioned directly in
the text, the illusteations follow three
voung girls, barefooied and robed in
billewy white nightgowns, through
thiz imagery and into their own fan-
ciful rituals. From following rules
that seem like childish superstition,
to eating, singing, exchanglng aifis
and cavorting about the forest, the
night unfolds like a holiday with
roofs in ancient custom and dream-
like imagination.

Farticularly inviting are the oppor-
tunities for movement, singing and
dramatization, From the trees“doing
ithe encalypius,” to marching snails,
come images that beg to be danced,
with underlying music or sound car
pets rising from the wext. This book
bursis oui of the box with descrip-

Reviewed By
Diwie] Thaxton

¥

by Elinor Lander Horwitz = Illustrated by Barbara Cooney

Lions of grass that ~...smells like
gongeberry jam™ and "..feels like the
velvel inside a very old violin case.”
Words like these are ripe for interpre-
tation throwgh the language of music.
The songs within the book are equal-
ly inviting opportunities for improvi-
gation and ariginal composition. The
ofiers” song is set 1o the “Mexican
Hat Dance,” with the disclaimer of,
“but yau can #ing it (¢ any fune you
lilke-™ Thia is probably just as well.
because the scansion seems a litlle

rough. The second song outright says,

“You'll have to make up the tune

vourself because i doesn't have one.”

Viking, 2004

Ewen the lsts of possible gifis and
activities give a divarse ammay of
whimsical choices ripe for dramatiza-
ticn. What child would ned enjoy pre-
wending to ride a camel bareback or
tickle an elephani?

Taken az a whole, the book gives
ample opportunities tor child-cen
tered and childlike creation. The
unconventional language and imagery
weave an open-ended canvas that
suppan: a variety of approaches 1o
artistic interpretation. As an addition
to onets personal library, it won'
likely stay long on any shelf, and cer-
tainly not in any box.
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MMemphis Musicrait Publications
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Backwoods Heritage

Traditional songs, Dances, Fiddle Tunes, and More

Book, CD and DVD by Martha Riley

artha Riley,
witase work is
familiar 1o

many American Orff
teachers, draws on
her extenslve knowl-
edge of the music of
the Appalachians for
Hrckiuoods Herlnage,
Riley was born in
Beresa, Ky, a rural,
mountainous pari of the state, and
was surrounded as a child by the rich
heritage of Appalachian folk music and
dames, It is this musical culiure thar
she presents in Backwoods Heritage,

The book iz well-written and
includes wariows songs with notes
aoui their background. There ang
extensive explanations of folk instru-
ments with pictures and notes on wvar-
igus types of folk dances, including
the Virginia Reel, the Conlra Dance
and the Eeniucky Running Set- an
interesting dance style that can be
performead withoul accompaniment.
Each of the dances has clear instruc-
tions for the teachers. Additionally,
there is a helpful gloszary of Tolk
dance terminology.

A chapter an play parties discuss-
e the play parly genre and has an
excerpt from the 1916 publication
The Play Party in Indiana, by Lea
Jackson Wolford describing play par-
ties in the 18605,

The CD includes 27 songs, many
performed by children. Two perform-
ances are particularly charming: “The
Old Woman and the Little Pig” sung
by 10-year-old Emily Riley and
“Barbry Ellen” (Barbara Allen) sung
by adult folk singers Mac Bellner and
Zusan Stanly. Both are performed in
autheniic folk siyle,

by favorite part of the set is the
W1, Riley has compiled some won-
derful segments that would be inter-
esting to both children and their
54

Revieione by
Adan ".]Iurﬂrul.n

teachers. Riley uses public school
misic classes of various levels o per-
form several play parties, 1U's great 1o
watch children having fun with play
parties, just as they were intended
and the teacher can see the move
ment demonsteated. 108 the same
wilh the other dances included in the
set. Children from local schools per-
form the dances with authentic musi-
cal accompaniment by folk instrumen-
talists, “Jefferson and Liberty™ and
“Boston March®™ are especially suc-
cegaful, Again, the teacher can learn
the steps just by watching the DV,
The “Eentucky Bunning Set” is per-
formed without musical accompani
ment by a group of high schools stu-
dents from Berea, Ky,

Another
interesting sec
tion of the OVD
corresponds
with the text
ecton on
muszical instru
IMHETILS,
Instrument
mmakers and
performers talk
briefly aboul
the traditional
folk instru-
ments such as
dulcimer and
mandolin and
play shost
EXCET[ILS I
cach one,
Following the
discussion, wo
g-year-old boys
play “0kd Joa
Clark" on fid-
dle, An 11-yean
old girl plays

Riverside Productions
considerable skill.

Martha Riley has successfully pre-
sented Appalachian folk music
appropriate [or children in a way
that It can he used in the music
classroom. This is a must publica
tion for Ol teachers who are inte
ested in the folk culture of gur coun-
iry. Ii is especially useful because it
preseils dances with both writien
imstruciions and children illustrating
the steps on the OVD, This s a cul-
ture that haz dizappeared except in
izolated areas where it is consciously
preserved, but it Tremains a part of
our national musical heritage,
Brckiwopnds Heritage helps to pre-
serve this valuable heritage and s
well worth the money.

Backwoods Heritage.

Traditional Songs, Dances,
Fiddle Tunes, and More

Martha Riley

“Orange
Rlassom
Special” with
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The Legacy of STUANN A5

students the best. Give them Stucio 49,

= Barbara Kreye

15 the vision of Carl Orft, founder of the Orff-Schulwerk
approach. Quality, reliability, and durability have been
astandard at Studio 49 since the beginning. Give your

o ffTunDioov

ORFF INSTRUMENTS

The Standard of Excellence

[ MMB l Contact your dealer for a free -:utuhr,zmrallhl‘l:l 33771
Visit on the web at httpe//'www. mmibmusic.com

MME MUSIC, INC,  Confemparary Aris Huilding 3526 Washington Avenue, Salnt Lowis, MO 631031019 USA

Sole U5, Agent




> “see tlte sandy bottom ‘and” -

v - detert 4iow shallow it is. -
e s Hiin current slides s ©T o
e away) but etermity - £%

remains. I would-drink
deeper;fish in the sk
whose bottent:

sl I Know not tle first

o=

* & letter of the alphabet. 1

e i have always-been

Jegretting that I was

No-as wise.as the

“day I 'was_ born.
o

- = Henry David Thoreau

Walde, o Lifein the Woorls




MORE THAN 100 NEW REASONS WHY...
YOU SHOULD BE WITH w(’/il-musm

West Music is the best and most comprehensive resource for the music
educator. This school year we continue the tradition with eur 2005-2006
catalog. With more than 100 new products added to our already superior
selection of Recorders; Orff Instruments; Beginner Guitars & Keyboards;
Software; Hand Drums and Percussion: and one of the most complete
listings of Books and Educational Materials in the industry, there has never
beenabettertime tomake WestMusic Your Total MusicSource!

Phone: B00-397-9378 . FAX:888-470-3942 . Email: service@westmusic.com
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Instruments
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wailne: PO, Box 12909, Salem, OR 97309-0900 800-443-3592
shippeg 1 270 Wilbur St. SE, Salam, OR 87302 Website: warw peripolebergerault.com
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