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From the Editor

With their unpretentions brown covers,
the volumes known as Music for Children
don’t dazzle the eye. Many a musician,
seeing a copy for the first time, has leafed
through the pages, groaned at the dense
black print and quickly slipped the book
back into its niche on the shelf. Yet, when
an Orff teacher pulls out the same homely
little volume, both book and teacher begin
to vibrate. What fun we know we are
going to have with our students breathing
life info these pages!

(A few years before I retired, I arrived
home from school after a particularly
satisfying day and was heard to confess: “I
can’t believe they pay me to do this!™)

In this issue we celebrate the
extraordinary collection of music and
language given to us by Carl Orff and
Gunild Keetman. But remember this: a
book is just a book until it is brought to life
by a skilled, inspired teacher. Each of our
authors and the subjects of two of our
articles were and remain such teachers, as
are thousands of our readers.

Years ago, in a talk to music teachers,
master teacher and educational researcher
Dr, Dee Joy Coulter once said: “The
important thing for you to remember is
this: more than teaching music to children,
you are teaching yourselves to them.” Dee

urged her listeners to teach what excited
them, saying that it is our own passion and
sense of urgency, excitement, and delight
that most moves our students. Passionate
feaching abounds throughout the
Schulwerk universe.

What is it about Orff Schulwerk that
pulls teachers in and won't let go? That
moves so many to become master teachers
of both teachers and children? [s it the
wonderful body of music in all the
volumes that make up the Schulwerk? Is it
the fact that children can play this music?
Is it the sound of those wonderful
instruments? Certainly the
instrumentarium moves both young and
old to plunge deeply - and sometimes
irretrievably - into the Schulwerk. But
these reasons alone don’t explain the
passion demonstrated by well-trained,
committed Orff practitioners when they
work from those little brown books.

The answer may be related to the
intentions of the composers who gave us
the “volumes.” After giving us delicious
music as models, they invited us to re-
create it with our students by turning the
music upside down and inside out. They
hoped we would simplify or embellish it or
use arhyme or clapping exercise as the A
section of a rondo. They urged us to try
countless other ideas - to “play” with
children and ideas - and they trusted our
Judgment as guides.

As Orff teachers, we are charged with a
joyful task of nurturing musical and
personal growth by giving children the
opportunity to make decisions and choices,
and to enjoy taking responsibility for them.
We expect our students to succeed. Rather
than stuffing information in to be spat back
“correctly,” we help each student unfold
original ideas from within. We honor and
trust them to evaluate their choices, and by
30 doing aim for a new virtnosity in
ourselves - a virtuosity having nothing to
do with our own egos as improvisers or
composers, but as true educators - as
promoters of growth, We work to help our
students become free and independent
thinkers who trust their own senses. And
together we experience that great maxim:
the whole is greater than the sum of its
parts. Life lived this way feels immensely
satisfying - to children and to adults.
Nearly thirty vears later I now understand
how the Schulwerk pulied me in - and why
I have no desire to let go.

We may no longer have Carl Orff and
Gunild Keetman to consult with us in
person, but in the volumes of the
Schulwerk they have left us both in
substance and in spirit, the best guidance a
music educator - or any educator - could
want.

- Liz Gilpatrick
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President’s Message

Carol Huffman, AOSA President

Music Education for the 21st Century

One of the most important sessions at
the recent Cincinnati conference, entitled
An Undergraduate Elementary Music
Educarion Course for the 215t Century,
took place early Saturday morning, The
recommendations of an ad hoe
committee, whose membership included
leading Kodély, Dalcroze, Gordon and
Orff educators, were presented by
committee chair and past AOSA
president Marilyn Davidson, and discussed
by panel members Dr. Sara Bidner, Dr.
Barbara Resch, Dr. David Frego, Dr.
Timothy Brophy, Marilyn Davidson, Carol
Huffman, Dr. Robert de Frece, Judith Cole,
Dr. Sandra Mathias, and Linda Ahlstedt,
Those recommendations included
employing active music-making
approaches to meet the National Music
Standards in undergraduate music
education. We believe such collaborations
can help move active approaches from the
periphery to the center of attention in
undergraduate general music education.
The committee’s intent is a lofty one: to
assist in reforming music education in
our institutions of higher learning.

In a survey of undergraduate
programs conducted in 2001 (the
outgrowth of a survey designed by Dr,
Timothy Brophy and OAKE past-
president, Ann Kay), most of the 237
respondents said they had no course
work in Orff, Koddly, Dalcroze or
Gordon. In addition, respondents
recommended more field experiences
prior to student teaching and a greater
emphasis on pedagogy and
musicianship. Based on the results of
that survey, the commitiee was formed
and began its task.

Committee members were chosen
carefully. It was our goal to include
representatives of music education
approaches whose practices concur with
the gnidelines in the National
Association for Schools of Music
(NASM) Handbook, which include a
listing of desirable attributes in teachers.
One of these is:

The ability to remain current with
developments in the art of music and in

teaching, to make independent, in-depth
evaluation of their relevance, and to use
the results to improve musicianship and
teaching skills.

The committee’s nltimate goal is to
show collegiate instructors that active
music making techniques can fit into the
context of what they are presently doing,
and that these approaches comply with
the national standards, Under the strong
leadership of dedicated educators like
those on our panel, some colleges and
universities have undertaken vigorous
programs to rebuild studies in
undergraduate music education. But too
many institutions still lack quality music
education programs for future teachers.,
The committee hopes this new
document, while admittedly a work in
progress, will serve as a blueprint for
reform, The document included the
following recommendations:

* A course of study, including practical
experiences with Orff, Koddly, Dalcroze
and Gordon, be applied specifically to
K-6 general music teaching,

* More field experience and evaluation
should occur prior to student teaching.

* More child development resources
should be available.

= Students should adopt a teaching
model that places experiencing concepts
before naming and literacy.

* Students should be provided with a
survey of curricalum designs and
evaluation models, as well as an
understanding of what constitutes
adequate classroom resources, repertoire,
and activities that address the National
Standards. These designs and models
should include an understanding of
instructional sequence (simple to
complex), lesson planning and lesson
sequencing skills, valid objectives that
include critical thinking skills, strategies
for designing and relating lessons,
assessment sfrategies, rubrics task
design, record keeping, data
management skills, and strategies for the
teacher self-evaluation.

* Student music educators need to
understand how their personal

musictanship and practices affect the
children in their classrooms. They
should be aware of the importance of
modeling singing in tune, keeping a
steady beat, of developing strong
accompanying skills, and demonstrating
knowledge of styles.

* Students should learn how to
determine what to teach, how to teach it,
and why it may be important to apply
multiple strategies according to the needs
of a specific population of children.

Panelists concluded that the document
was meant to outline an entire course of
study. They further agreed that it was
critical for universities and communities
to develop partnerships, an important
component of which was identifying and
seeking out practicing Orff, Kodaly,
Dalcroze and Gordon master teachers.
The panel recommended that universities
hire instructors with expertise in at least
one approach and enough knowledge of
the others to enable them to competenily
introduce students to them. A further
suggestion was to integrate this course of
study throughout the undergraduate
curticulum - in theory, music history,
piano proficiency and other core courses
- to give students more opportunities and
impetus to improve their skills,

Next steps include circulating the
document to other groups involved in
reforming music eduecation, talking to
MENC, NASM, offering demonstrations
at state and national conferences and
continuing the dialogue.

In Januaty, Marilyn Davidson and
Carol Huffman met with the Executive
Director of the National Association for
Schools of Music (NASM), Sam Hope.
Mr. Hope was encouraging about the
future of this document, and offered his
assistance in the task of informing
teachers of (eachers. He reminded us that
what is important are the children and
their independent musicianship, an end
to which we can all agree,

Editor’s note: This message may be
reprinted in Chapter newsletters without
Surther permission.
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Your Say

National membership: Another View

As one of the Founders of the
American Orff-Schulwerk Association, |
welcome Jo Ella Hug’s letter concerning
required National Membership for local
Chapter members. This discussion is long
overdue as it directly affects our vitality,
etfectiveness, growth, and the ability of
our officers and members of the National
Board of Trustees to carry out the mission
sa clearly stated by Jo Ella.

After being touched by Orff Schulwerk,
our lives often change dramatically for the
better. Such changes often lead Orff
teachers to make a commitment to the
profession far deeper than that made by
many educators - & commitment clearly
demonstrated by our Orff colleagues who
travel long distances to seck professional
growth opportunities. Some members of
the St. Louis Chapter travel from 60 to 120
miles each way to attend workshops. I am
sure this is troe in many areas of this vast
nation, As dedicated professionals, our
members are eager to continue their
ecucational and intellectual growth.

Since the first meeting of the
Founders May 11, 1968 the commitment
of Orff educators has been incredible.
During the five years 1 served on the
National Board of Trustees I was
constantly aware of this commitment and
dedication and have watched it grow
through the years. For many years our
leaders used their personal funds to carry
out their obligations to the Association.
These sorts of commitments made by both
leadership and members has been the
bedrock for building AOSA into a vital
force in music education in this country,
and have shown the way for other Orff
Associations around the world.

‘We must individually and collectively
put our profession ahead of individuals or
organizations. How do we best serve and
support our profession beyond daily
contributions in our school or ¢lassroom?
We musi make an effort to continue to
build a strong, unified AOSA, and to
advocate for national organization, for if
there were no national organization, there
would be no local chapters.

Orff Schulwerk brings to the lives of
many of our students the only beanty

Norman A. Goldberg

they know. In our constantly more
dehumanized environment, we bring the
most humanizing influence of mankind.
But each of us owes something to our art
and profession beyond our daily work
with students. To continue our work and
to build for the future we must establish
real financial and political security for
AOSA. Despite the altruism found in our
profession, we still live in a pragmatic
world in which funds are necessary to
operate fully and efficiently.

Two other professional music
associations, the American Music
Therapy Association (AMTA) and Music
Educators National Association
(MENC), have financial arrangements
we should study. AMTA dues are $190
per year, of which $25 goes to one of the
regional organizations. There are no
local chapters. MENC dues are $62 for
the national organization, plus state
membership dues that vary from $25 to
$60 per year. In each case, dues are paid
directly to the national organization,
with the pro rata share forwarded to the
proper division. AMTA and the six
regions have annual conferences. MENC
holds a biennial conference in even
numbered years; divisions hold
conferences in odd numbered years.

National membership is $60 per year
and 1 assure you 1 know what spending
an additional $60 can mean. My wife
Ruth and 1 often recall the Sunday many
years ago when, just after 1 had given my
graduate recital and completed almost all
of the work for my master of music
degree, we decided to treat ourselves to a
movie, Having enjoyed Sunday dinner at
the home of one of my private clarinet
students we felt we could afford it. As
we started out the door each of us asked
the other, “How much money do you
have?” The total was 35 cents.

What does the $60 of National
membership equal? Five dollars per
month... $1.15 per week... only 16 cents
a day. While this may seem an
oversimplification (I realize we all have
budgets to consider), when we view a
$60 annual commitment this way, we see
it from a different perspective.

What can that 16 cents a day bring?
National AOSA membership brings:
+ An excellent professional and
educational resource directly to each
member in the form of The Orff Echo.
Another publication, Reverberations,
brings news of mermbers around the
country, as well as announcements about
publications and scholarships.
* An opportunity for grants and
scholarships for training and research.
» Access to the AOSA library of
videotapes. ..your chance to watch
master teachers in action.
» Access to the AOSA web sites that
offer teaching resources available
nowhere else.
« An opportunity to participate in the
governance of a unique, respensive,
dynamic professional organization whose
membership is actually its leadership.

Orff Schulwerk teachers are among
the most creative people I know. Surely
there must be among our membership
many thoughtful ideas for ways to attract
new colleagves and strengthen our
numbers nationally,

We now have the opportunity to
determine the future of the American Orff
Schulwerk Association. Leadership af all
levels plus individual members must work
together slowly, carefully, and deliberately,
thinking with both our hearts and our
minds. The unique structure of a strong
national organization plus local chapters
indeed brings professional growth to the
important grassroots level. Together we
must strive to fulfill the vision of a truly
strong, unified, and energized Association
that can lead the way to education of the
whole child through Oxff Schulwerk.

Norm Goldberg, an original founder
and continuing supporter of AOSA, is
also founder and president of MMB
Music. He taught music in the Midwest,
played bass clarinet in the St. Louis
Symphony, and has served on the boards
of many organizations concerned with
music and music therapy. He continues
to provide leadership in numerous civic,
religious, business, education, and music
therapy organizations.
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Focus on: Music for Children

o to an Orff Schulwerk teacher and just

ask this simple question: “What is your

favorite work in the Music for Children
volumes?” Notice the instant change in demeanor.
The eyes brighten, there is a drawing in of breath,
a smile appears—sometimes wistful, sometimes
ecstatic. The hands animate - and you hear a story.

When approaching the authors represented in
this issue, we found each had a story to tell about
the first time they opened the volumes. Each of
these individuals has opened hundreds of books,
many forgotten now, but memories of that moment
when they discovered these special books are still
crystal clear. It wasn’t always instant recognition
of the one that would become life’s companion.
This romance with the volumes is often one of
early confusion and doubt that blossoms into
passion once the acquaintance becomes intimate.

In the article, “Mining for Gems,” you will
undoubtedly feel the true-delight that Roger Sams
finds in Music for Children. His approach to the
works is deliciously playful, each ‘gem’ a favorite
toy, adored and set aside only because he wants.to
play with another favorite.

Ralph Maddox explores many pathsto the
songs and exercises of the volumes..He has great
respect for the pieces found within and approaches
them with integrity.

Donna Massello-Chiacos addresses the fear
many of us first felt when we looked at some of
the complex orchestrations in the. volumes and
offers great models for ways to adapt these jewels
for classroom use.

James Harding literally plays
with blocks with his students and
describes how he has used the
volumes as building blocks in the
process of creating music with his
students. He also challenges us to
look at the volumes as aesthetic
models as we select quality music
to teach to our students.

In the “From the Classroom™
column, Gwen Hargrove gives
very practical advice on bringing
the music of the volumes to
children who have very little
music class time. She shares ways
to make the most out of a small
serving of the volumes.

We are sure you will want to
race to your bookshelf and pull
down-your.copies of Music for
Children as you read this issue. If
we could sneak into your
classrooms in the next few weeks,
we have no doubt we would hear
music inspired by these lovely
gems given to us by Carl Orff and
Gunild Keetman.

-Marilyn Gunn. and
Marjie Van Gunten

Music for Childven

The Orff Echo — Spring 2002



w7 Focus on: Musicfor Childrer 7o

with my guitar, ready to sing,

Someone had left a pile of wooden
blocks right in the middle of the
rug where the children usually sit. As T
started to clear them away, an idea
came to me. “Who would like to build
something with these blocks while we
sing?” Many tiny hands shot up.
“OK, Chris. You only get one time
through the song to build whatever
you can. Good luck!” We sang our own
adaptation of an old Ella Jenkins tune
while Chris worked:

I entered the kindergarten classroom

Chris is a carpenter, a carpenter, a carpenter
Churis is a carpenter all day long

He works in the morning

He breaks at noon

He works in the evening-

All day long.

“OK, Chris. Time’s up. What did you
make?”

Chris took us on an astonishing tour
of his castle, complete with a high diving
board, a lighthouse and a garage.

“Who wants to make Chris’s castle
into something else?”

I spent the next twenty minutes in
delight, watching fantastic structures rise
and fall - pyramids, towers, palace
gardens, and ocean liners. Some children
approached the blocks with a clear goal,
e.g. building a firchouse.

Others improvised, beginning with
one block and following some inner
instinct for symmetry and balance as
they added on rectangles, cylinders,
wedges and arches. The children were
excited by each other’s inventiveness,

10

Playing with Blocks
By James Harding

and the roem was filled
with the joy of creation.

The excitement of
building lies close to the
heart of Orff Schulwerk.

e
—

%

As Schulwerk teachers
we not only teach music

Pear i{ree

Plane
tree

Apple tree

to our students - we
build music with our
students. To this end, Volume I of Music
For Children can serve us as a musical
block-chest. Lifting the lid, we find all
sorts of wonderful materials for
building: rhythms of all shapes and
sizes, melodic ideas from sol-mi to full
pentatonic scales, and accompaniment
figures to match any meter,

Along with our “blocks” we find
ideas for larger structures. There are
examples of form such as rondo, ABA,
question and answer, echo and canon, as
well as some fully-scored pieces that
serve the same purpose as the
illustrations of fabulous windmills and
Ferris wheels on the side of the Tinker
Toys canister -to show us possibilities
we may not have imagined.

“Let the children be their own
composers”- Carl Orff

We want to turn the building blocks
of music over to children, yet we are
presented with a challenge: these
“blocks” made of sound are invisible and
cannot be felt. Volume I presents
rhythmic and melodic materials to the
teacher through the shorthand of
conventional musical notation, But how
does the teacher set them down on the
floor for young students to play with?

Orff and Keetman offer a solution on
page 50 of Volume I: building music
with words. The speech exercises on this
page outline the possibilities.

First, we see the blocks themselves in
the names of trees. Repeating the name
of one tree yields a simple, rhythmic
ostinato, in duple or triple time:

PREIRP P RPN ER Y

pear lree  pear fiee . ap-ple firee ap - pla  1res
Orll Schulwerk MUSIC FOR CHILDREN, Volume 1

English Edition adapted by Margaret Murray

© 1958 Scholt & Co. Lid,, London

@© renewed

All rights Reserved

Used by permission of Enropean American Music Distributors

LLC, sole US and Canadian agent for Schott & Co. Lid., London

or.
pear tree pear ree - ap - ple  tree ap - ple  ima

Orff Schulwerk MUSIC FOR CHILDREN, Volume |

English Editien adapted by Margaret Murray

© 1958 Schott & Co. Lid., London

@ renewed

All rights Reserved

Used by permission of Buropean American Music Distributors
LLC, sole US and Canadian agent for Schott & Co. Lid., London

Several free names combined create
longer rhythmic phrases:
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Bram - ble bush, Bram - ble
Orff Schulwerk MUSIC FOR CHILDREN, Volume 1
English Edition adapled by Margaret Murray

© 1958 Schott & Co. Lid., London

@ renewed

A tull musical statement, a good subject
for a canon, results from combining
many names in related groupings:

|JJ|J.!'J J|J

Black - thormn, Buck -  thomn,
night - shade, win - ter. he - lio-trops,

Orff Schulwerk MUSIC FOR CHILDREN, Yolume 1
English Edition adapted by Margaret Murcay

© 1958 Schott & Co, Lid,, London

© renewed

Looking at these examples we can
imagine children creating their own
music from words in a category. Words
are excellent musical building blocks,
because they carry meaning and imagery
as well as musical information,

Children can hold words in their
minds far more easily than abstract
rhythmic patterns. If we write. words or
represent them with a picture or an
object, children can hold these musical
blocks in their hands as well.

In spring, the first graders studied
birds. In mosic class, we sang “Who
Killed Cock Robin?”, danced “The Little
Bird,” played “Blirebird, Bluebird
Through my Window,” listened to
recordings of bird-song and to “The
Cuckoo in the Forest” from Saint-Saens’
Carnival of the Animals, and built music
from the names of birds. Con-cen-tra-
tion now be-gin-ning Names
of...birds...such as....fal-con,..e-
gret...dove....”

I remember playing this game sitting
in a small circle in the back of our
Deodge Dart (no car seats or seatbelt laws
in those days). We’d pick a category,
begin the rhythmic pattern (usually pat,
clap, snap, snap) and try to come up with
a new name each time our furn came
around. Speaking late or repeating what
someone else said lost you a point or
eliminated you from the game. As soon
as someone won we’d begin again with a
new category.

bush,

Haw -

Hol - 1y, La - num
All rights Reserved

Used by permission of European American Music

Distributors

LLC, sole US and Canadian agent for Schott & Co. Ltd.,
London

bur -

JJJl
S

golden rod,

IJ—]J

sax - i - phrage,

Pop - lar,

rose

All rights Reserved

Used by perimission of Buropean American Music
Distributors

LLC, sole US and Canadian agent for Schott & Co. Lid.,
London

I used this game to bring many
different bird names into the room. The
children had already been learning about
birds in the classroom, and enjoyed
thinking of bird names without repeating
any. I wrote the bird names as the
children played. In addition to being a
means of group brainstorming, the game
introduced a reference beat and meter,
helping to ensure a common rhythmic
context for our later building work.

“Think of your faverite bird name,
turn to a partner, and put your two bird
names together into a musical pattern
you can repeat.”

The building began. Partners had an
aesthetic decision to make: which bird
name sounded better coming first? [
encouraged them to try both
possibilities: eg. “Gol-den Ea-gle Crow”
and “Crow Gol-den Ea-gle” and decide
which sequence they preferred.

“Practice saying your two-bird pattern
four times in a row.” Repeating the
pattern allowed the children to clarify
the thythm and meter of their ostinati,

“Can you clap your (wo-bird pattern
without saying the names out loud?”
Internalizing the speech and translating
the thythm into body-percussion
prepared the way for playing the pattern
instrumentally.

“Let’s perform our patterns for each
other,”

<. ‘Focus on:.Music for Children” . .-

Uh-oh., As I listened to the children
performing their “two-bird ostinati” my
heart sank a little. Though their speech
was rhythmically accurate, their voices
sounded inert and robotic. We had
drained the life out of these marvelous
bird names and turned them into mere
“ta’s” and “ti-ti’s”! Then I remembered

& e

Bird nawes are more than rhythm,
They are pitch, timbre, dynamic,
articulation and tempo. Our building
blocks had many musical dimensions
and we had only used one. As we
explored these other dimensions, the
birds came to life again.

How do your birds move? Do they
soar? Do they flap? Do they flit? Do
they dive? Do they waddle? Do they
peck? Using your voices, how can you
show the way your bird moves?”’

Transformations began to occur.
‘J 2 S |J 2 J J’

Hawk, humeming bird, Hawk,  hum- ming

Orff Schulwerk MUSIC FOR CHILDREN, Yolume |

English Edition adapted by Margaret Murtay

© 1958 Schott & Co. Lil., London

© renewed

All rights Rescrved

Used by permission of European American Music Distributors
LLC, sole US and Canadian agent for Schott & Co. Lid,, London

bird

turned into the soaring:

, H I
|(L:____:_;_.: T PP l
Hawk, Hum - ming  bird

Orff Schulwerk MUSTC FOR CHILDREN, Volume 1

English Edition adapted by Margaret Muray

© 1958 Scholl & Co. Ltd., London

© rencwed

All rights Reserved

Used by permission of Buropean American Music Distributors
LLC, sole U5 and Canadian agent for Schott & Co, Lid., London

What kinds of sounds do your birds
make? Do they coo? Do they screech?
Do they creak? Do they caw? Do they
warble? Do they twilter?”

More transformations followed,
“Mourning dove - crow” became a
wonderful study in timbre and dynamic

continued on page 12...

"
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contrasts. Sometimes pointing out
patterns in the sounds of the bird names
(e.g. repeating vowels, assonance,
consonants, or alliteration) helped to
bring expression to the ostinati. In the
instructions for Speech Exercises
Keetman and Ocff (and Murray) wrote:
See that each word js spoken in such a
way that it becomes alive, and
concentrate particularly on the sound of
each word: “Crocus” in contrast to the
legato “fritillary,” the sharp sound of
“blackthorn” and “buckthorn” in contrast
to the legato “winter-heliotrope,” the
gentle “daffodil” compared with the
dark-sounding “rose.”

Some children instinctively sought
out these contrasts in their creations,
resulting in ostinati that sounded like this
one, a personal favorite with the
rightness of a Cole Porter lyric:

PRI IPI NP

Blug foot - ed hoc - by, Hed head - &l duck

Drff Schulwerk MUSIC FOR CHILDREN, Yolume 1

English Edition adapted by Margaret Murray

© 1958 Schott & Co. Lid., London

© renewed

All rights Rescrved

Used by permission of European American Music Distributors

LLLC, sole US and Canadian agent for Schott & Co. Ltd., London

With their bird ostinati now sounding
lively, the children were eager to build
further. We experimented with saying them
at the same time, noticing which ostinati
complemented each other. We tried them
out as canons. We put them into longer
sequences, looking for contrast. We used
them to accompany a longer phrase,
constructed from a proverb:

E ﬂﬂg e ﬂg E ﬂﬂg 4 Jl,d |

Birds of a feher flock to - gether Birds of . a feather

sun - shinaln sain - Umewhaley -

OrIf Schulwerk MUSIC FOR CHILDREN, Volume 1

English Edition adapted by Margaret Murray

® 1958 Scholt & Co. Ltd., London

© renewed

All rights Reserved

Used by permission of Buropean American Music Distributors

LLC, sole US and Canadian agent for Schott & Co. Lid., London

Careful attention to pitch, timbre,
dynamics and articulation in the speech
ostinati bore even more froit when the
children moved to playing their patterns on

" percussion instcuments. In trying to match

12

of thewea - ther. Blrds of a feather

their expressive speech, students made
aesthetic discoveries. How could they get
the sustained sound of a hawk in flight?
What could simulate the harsh raspy
“Caw” of a crow? What change of timbre
could illustrate the contrast between “Blue-
footed booby” and “Red-Headed Duck?”

Eventually, we performed our
“Symphony of Birds” as part of a sharing
with parents. The final form included a B
section in which all the bird ostinati were
added one at a time to create a very busy
and complex texture. When the piece
ended, the feeling in the room was the
same as in the kindergarten circle around
the blocks. The children were proud of the
music they had built.

I’ve been thinking about blocks for
several years now - ever since I came
across the book Inventing Kindergarten by
Norman Brosterman. T was drawn to this
book by its cover, a beautiful photograph
of a child’s hand placing a wooden sphere
on top of a wooden cylinder resting on a
wooden cube. As I later found out,
Friedrich Froebel, the educational theorist
who established the first kindergartens in
Germany in the 19" century, was a sirong
proponent of abstract, geometrical
building-blocks, rejecting the more
elaborate architectural model sets popular
in his childhood as too restrictive of the
child’s imagination. The spread of the
kindergarten movement led to mass
manufacturing of these kinds of
playthings, and soon wooden blocks as we
know them were common in nurseries and
classtooms across Europe and the United
States, Brosterman, a devoted collector of
historical children’s playthings, put forth a
convincing argument
that the aesthetic of
those kindergarien
materials had wide-
ranging influence on
the development of
several 20" century art,
architecture and design

movements, including the
Bauhaus and the designs of
Frank Lloyd Wrighi. As I read this

book, the aesthetic connection

between Modernism and the world of

the child struck a familiar chord,
since the musical world for children that is
Orff Schulwerk emerged from the aesthetic
of the Guntherschule, a Modern music and
dance school. What also struck me as
familiar was the concern Froebel voiced

flock te - gether In

I N Ry Ry e Iy

flack to  gelher,

for the quality of materials children
worked with and the conviction that he
shared with Orff and Keetman that those
materials should allow the child
maximum freedom of imagination.
Froebel’s “Gifts” (his term for the
manipulative materials that each child
received), were designed to make the
kindergarten a world suited especially to
the developmental needs of children,

The materials and approach of Oxff
Schulwerk were similarly designed to
create *...a music exclusively for children
that could be played, sung and danced by
them, and that could also in a similar
way be invented by them - a world of
their own.” 2

When we use words and phrases as
musical building blocks, I believe that like
Froebel, Ocff and Keetman, we must pay
attention to the aesthetic that the words
carry with them. Not all sets of blocks are
alike. Lego blocks, small, colorful, and
made of plastic with precisely interlocking
parts, lead to different kinds of creations
than the large, smooth, unpainted
hardwood block sets found in many
kindergarten classrooms. Similarly,
building music out of the names of birds is
different from building music out of the
names of, say, fast-food restaurants.
“Burger King, McDonald’s, Pizza Hut and
Taco Bell” may yield the same rhythm as
“Golden eagle, raven, hummingbird and
chimney swift,” but the mood and imagery
that these strings of words convey ate
worlds apart. Just as we might distinguish
hetween a toy xylophone and a rosewood
matimba, we teachers must knowingly and
carefully choose the aesthetic of the
musical building blocks we give to
children

Wolume I : p. 141 Orff Schuiwerk: Music For
Children (Murray Bdition) Carl Orff and
Gunild Keetman Schott & Company Lid.
*Volume I Carl Orff Documentation. His Life
and Works. Translated by Margaret Murray.
1978 Schott Music Corp.

James Harding currently teaches rusic
to children aged 3-years to 8th grade at
the San Francisco School. He teaches
Level I at the summer Orff Schulwerk
teacher training programs at Cal State,
LA, and at Mills College, in Oakland,
California. He studies and performs
Balinese music with Gamelan Sekar Jaya,
and is a founding member of the Orff-
based performing group, Xephyr.
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AN ACOUSTIC JAM

(IN MIDDLE SCHOOL CLASS)

by Marilyn Copeland Davidson

(BMR0B0OT) $14.95

This exceptional collection utilizes popular copyrights in an
Orff instrument setting. There are opportunities for
improvisation in every song. cambiata parts for boys’
changing voices, and teaching suggestions that support the
National Music Standards.

BROUGHT TO YOU BY...

A COMMERCIAL REVUE

A Musical for Orff Ensembles by Bob de Frece and
Sue Harvie

Teacher’s Book with Reproducible Script

and Visuals

(0587B) $16.95

Brought to You By.. is a very funny musical revue

accompanied by Orff instruments. It features 30 minutes of

commercials that may be presented in their entirety or
performed separately.

CONGA TOWN

by Jim Solomon

(BMR08002) $12.95

Percussion ensembles for upper elementary and middle
school.

D.R.U.M.: DISCIPLINE, RESPECT, AND

UNITY THROUGH MUSIC

by Jim Solomon

(BMR0B009) $14.95

Kids love drums! This book is designed to stress teamwork
and self-discipline while learning these intensive percussion
ensembles built on music from the United States. Brazil,
Africa, and China.

KIDS MAKE MUSIC SERIES:
KIDS MAKE MUSIC,

BABIES MAKE MUSIC, TOO!

by Lynn Kleiner with Cecilia Riddell

(BMR07002) Teacher's Book (Babies - Age 7) $19.95
(BMR07002CD) CD Only $14.95

More than 80 easy-to-follow. innovative lesson plans. Includes
movement activities, instrument playing, puppets and more.
Parent books with CDs available also for babies — age 8. Lynn
Kleiner instrument kits and videos available from REMO, Inc.

IN ALL KINDS

OF WEATHER, KIDS MAKE MUSIC!

by Lynn Kleiner

(BMRO07007) Teacher's Book $16.95
(BMRCDO07007) CD with All Songs from

Teacher's Book $14.95

Enjoy 35 weather songs, poems, and stories that will delight
children and stimulate their responses t0 music.

Ly Klelnar

MI-RE-DO: THE GAME SHOW

(WHO WANTS TO BE A MUSIC WIZ?)

A Musical for Orff Ensembles by Bob de Frece and
Sue Harvie

Teacher’s Book with Reproducible Script

and Visuals

(BMRO6005) $16.95

Joe (or Jane) Kid tries his luck on an exciting new game show
in which he competes with the famous composers W.A.
Mozart, J.S. Bach, and Carl OrfT to answer questions about
music. A reproducible student’s script is included

MUSIC FOR FUN!

For Pre-K Through 2nd Grade Classes

with Bob McGrath, “Bob on Sesame Street,”
and Marilyn Copeland Davidson

(BMR07009S) Student Book Only $3.95
(BMR0O7009CD) Teacher’s Book and CD $34.95

NAME GAMES (ACTIVITIES FOR

RHYTHMIC DEVELOPMENT)

by Doug Goodkin

(BMRO08008) $14.95

Doug has created a unique way to teach music by using “name
games” A potpourri of games for all age levels includes
Spelling Name * Name Stories * Icky Bicky Soda Cracker *
Rumplestiltskin + Birthday Groups, and many more.

A RHYME IN TIME

by Doug Goodkin

(BMRO08006) $14.95

Language, movement, and music activities for grades K-8
with open structures adaptable to the skill level of any group.
Includes: One-Two, Tie My Shoe « Wee Willie Winkie * Bate
Bate Chocolate * Tantos Rios * Second Story Window *
Whoops! Johnny * Two Little Blackbirds, and many more.

SONGS OF LATIN AMERICA: FROM THE
FIELD TO THE CLASSROOM (CANCIONES
DE AMERICA LATINA: DE SUS ORIGENES
A LA ESCUELA)

by Patricia Shehan Campbell with Ana Lucia Frega
(0562B) Book and CD $24.95

Complete with native and conventional recordings of each
piece! Also includes maps, cultural and musical information
for each country, and lesson plans.

TRADITIONAL SONGS OF SINGING

CULTURES: A WORLD SAMPLER

by Patricia Shehan Campbell, Sue Williamson,

and Pierre Perron

(BMR05123CD) Book and CD $19.95

An Orff supplement with traditional folk tunes from all over
the world.

WORDS TO PLAY BY

by Rhonda Tucker

(0543B) $14.95

Rhonda Tucker’s poems are the basis for her very creative
music lessons, which teach notation, forms, improvisation,
ostinati, syncopation, borduns, changing meters, and other
musical concepts. In addition, she includes suggestions for
starting a school Orff program.

YES, TODAY!...WE SING AND PLAY:

ENCORE UNE FOIS!...AMUSONS NOUS

In English and French

by Ada Vermeulen

(BMR08012) $14.95

This book uses 15 songs, sound gestures, body percussion,
instrument accompaniments, and movement games. Also
includes great easy-to-follow diagrams for teaching games
and dances.

MUSIC FOR CHILDREN (MURRAY EDITION)
This series by Carl Orff and Gunild Keetman is the English
adaption of the German edition. Volume 1 contains speech and
rhythmic exercises, nursery rhymes, songs using the major
scale, and drone bass simple chords. Volume 3 contains
increased instrumentation and range of keys. Volume 4 has
songs using the Aeolian, Dorian, and Phrygian modes.
(ST04865) Volume 1, Pentatonic $19.95
(ST04866) Volume 2, Major: Drone Bass - Triads $19.95
(ST04867) Volume 3, Major: Dominant and Subdominant Triads
$19.95
(ST04868) Volume 4, Minor: Drone Bass Triads $19.95
(ST10920) Volume 5, Minor: Dominant and Subdominant Triads
$8.95
(STI2380CD) Volume 5, Accompaning CDs $42.00

DISCOVERING ORFF

(STAP099) $39.95

by Jane Frazee and Kent Kreuter

Designed for those who want detailed, practical assistance in
the use of Orff techniques and materials in the classroom.

ELEMENTARIA

(ST11152) $25.00

by Gunild Keetman

A practical handbook to Orff-Schulwerk. Gives suggestions,
examples, solutions, and practical guidance to teachers.

EXPLORING ORFF

(STAP076) $39.95

by Arvida Steen

Addresses critical questions about customizing programs to
fit students’ needs, selection of materials, and lesson plans.

MUSICA ACTIVA

by Jos Wuytach

(STAPD54) $29.95

This book focuses on the element of rhythm based on the
principles of Carl Orff.

For These and Other Fine Products from Warner Bros. Publications
Visit Your Local Music Retailer or Call 800-327-7643, ext. 7399
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Teaching an Instrumental Piece From the Volumes

Orff and Gunild Keetman left us a

legacy of significant compositions
accessible to musicians young and old.
These delightful pieces, full of joy and
vitality and so unassumingly contained
between plain brown covers, are often a
mystery on first encounter. Only
minimal directions are included to
suggest a use or approach to some of the
pieces. I do not presume in this article to
present “the” way to teach material from
the Schulwerk volumes, for no book or
article can replace the pedagogical
processes presented by master teachers
in certification courses. Neither do I
claim originality for the suggestions and
insights that follow. I have given credit
for ideas and tactics gleaned from
colleagues and mentors, as they would
credit their own colleagues and mentors.
Such is the dynamic synergy that is Orff
Schulwerk,

In the volumes of the Schulwerk, Carl

What’s Your Goal?

Playing selections from the volumes
with sensitivity and proficiency is in
itself a worthy objective. lndeed, more
and more of our fellow teachers without
Orff training are seeking our help and
advice in meeting Achievement Standard
2 of the MENC National Standards
(Playing instruments alone and with
others). With planning, the process that
leads to an instrumental performance can
also emphasize other standards such as
reading, notating, analyzing and
improvising. Because several class
sessions are needed to learn a piece from
the volumes, changing the emphasis and
teaching modality will keep all students
engaged throughout the process, (In this
article the term “modality™ refers to
various styles of student learning, such
as visual, kinesthetic, or aural learning.)
Appropriate and careful assessment of
the different points of emphasis can
provide decumentation of student
progress and inform your teaching,

Ralph Maddox

pointing out learning modalities and
techniques that seem most successful,
while revealing concepts that need to be
revisited, Skill checklists, rubrics and
student journals are more appropriate to
the flow of an Orff Schulwerlk lesson
than traditional tests,

The Big Picture

According to Jos Wuytack, itis a
good idea to begin by presenting some
unifying aspect of the totality so the
students will have an idea of the length
of the piece and how the parts fit
together. Often, this is done by singing
or playing the melody as a model for the

Figure 1

students, especially if the melody is
taught by rote, There are, however,
several alternatives to having students
listen to the melody as an introduction to
the piece, For example, sight-reading a
visnal of the melodic notation or
performing a body percussion routine
based on the rhythm of the meledy will
also introduce one aspect of the whole
work using other learning modalities.

To demonstrate this and other
elements of preparing these instrumental
pieces, we will examine a short piece
from the Murray edition of Yolume I and
lay out a process for teaching it:

continued on page 17.,,

The melody has three parts, the first and last composed of a
short repeated phrase and the middle part composed of a

repeated motive.
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Figure 2
Body percussion based on this melody might look like this.
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English Edition adapted by Margaret Murray

© 1958 Schott & Co, Lid., London

© renewed

All rights Reserved

Used by permission of Burepean American Music Distributors

LLC, sole US and Canadian agent [or Schott & Co. Lid., London

Present each body percussion
section separately, then divide the class
info three parts with each group
becoming a specialist for one section.
Since the melody actually jumps from
the soprano glockenspiel to the alto
glockenspiel for the middie section,
this division of the body percussion
will transfer nicely to the bar
instrument parts. Incorporate dynamic
contrast in the body percussion from
the beginning so it will transfer
naturally to the instruments. Be sure to
rotate the assignments so all stndents
gain experience with all three sections.
After the individual sections are
secure, students can perform the entire
body percussion routine.

Transferring to Pitched
Percussion

For a few students, the ability to
play the rhythm of a melodic partin a
hand jive or body percussion routine
will be all that is needed to prepare for
playing the part on bar instruments.
Most, however, will need intermediate
steps to be successtul. The most
obvious step is to echo-sing the pitch
names in rhythm, I like to have
students use a hand staff and touch the
lines (fingers) and spaces as they sing.
Once secure with the pitch names,

students are ready to transfer to an
instrument which is set up in C-
pentatonic,

To keep many students involved in
learning the melody, use as many
barred instruments as you have
available, regardless of range. Before
playing with mallets, the children play
with pointer fingers tapping the bars.
This tactile experience is very
important for some children who have
difficulty with the concept of the
mallet as an extension of the hand and
arm. Another tactic is to sing the
pitches as they “shadow play” (making
a motion as if striking the bars with
matlets but not actually making
contact). As with the body percussion,
the children become specialists at
playing one of the three phrases, Using
this approach, which Carol King calls
“divide and conquer,” the entire
melody is played, but each child is
responsible for performing only one
phrase. Students rotate from phrase to
phrase until they are comfortable with
the entire melody.

Finally, the students need to be able
to remember their parts as other
phrases are introduced. Nothing helps
this more than the use of rhythmic
speech, which, when spoken, sounds
the rhythm of the instrumental line.

The declamation of the words must
sound natural in rhythm and emphasis.
My students love to make up their own
rhythmic speech. One class came up
with the following script for the
melody of our example from Volume I:

Jack and Jill went up the hill to fetch a
pail of Cherry Coke. (repeat)
‘What they found was a joke, many
flavors, but no Coke.
So they mixed them all together, Doctor
Pepper is its name.

(repeat)

The Accompaniment Parts

Tackling the bass part usually
comes next. Shirley McRae has said
that an eiemental melody with bass
accompaniment will often sound
satisfying without the inner parts, In
our example, a broken bordun is
played by the bass for the first section
and by the timpani for the last section,
The broken bordun figure continues in
the middle section in the lowest voice of
the alto xylophone part.

The alto glockenspiet and alto
xylophone staves both have upper and
lower parts, which a skilled upper
elementary or middle school student may
be able to play. Most of the time,
however, | asgign each part to a separate
player. Once again, rthythmic speech can
be used to help students know when to
start, stop, or change parts. Because
using language that fits the rhythm leads
to a more natural feeling of phrase, it is
preferable to counting the number of
times a pattern or beat is played.

Alternate Orchestration

We owe it to our students and to
ourselves to perform pieces from the
volumes as written, if possible. 1t is true
that we are encouraged by the composers
to adapt them, but students want to hear
the music as conceived before
attempting alierations. Some alterations
may be necessary, however, because of
limits in the available instrumentarium.
In such cases, playing the parts on
alternate instruments is far better than
leaving them out. Even so, keep in mind
the timbre and characieristics of the
substituted instrument, In this example,
it would be unwise to use a soprano

continued on page 18..,
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metallophone in place of the soprano
glockenspiel. It might be possible to
achieve the correct placement of the
vartous ostinato patterns by careful
attention to the range of the other
instruments relative to the melody,
which, on the soprano metallophone
would sound an octave lower than
intended. Nonetheless, the sustained ring
of the metallophone would blur the
lively eighth-note melody originally
intended for the glockenspiel.

On the other hand, the soprano
metallophone is a suitable substitute for
the alto glockenspiel in the opening and
closing sections of the piece. The sound
will be cleaner if harder mallets are used
to play the major second intervals of the
lower voice (fig. 3a and 3¢). The
repeated half-notes (fig. 3a) and even the
repeated eighth-notes (fig. 3c) in the
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upper voice sound fine with softer
mallets, An instrument without sustained
ring, such as soprano xylophone, is a
better substitute for the short middle
section where the melody is in this
instrument (fig. 3b).

I. 8. Bach knew nothing of the
piano, yet today we are more likely to
hear his keyboard works performed on
piano than harpsichord. Since in
Bach’s time the piano had not yet been
invented, the modern performer may
ask, “What would Bach have done
with such an instrument at his
disposal?” We could pose the same
question about the work of Orif and
Keetman. In the beginning, the viola
da gamba, double bass, or cello
provided the bass parts in
orchestrations. This must have been
the case in our example since the bass
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part sounds an octave lower than the
range of the present bass xylophone.
With the introduction of the contra-
bass bars, we can achieve the range
and a timbre similar to a plucked string
instrument, though it is still fun to
have a student bring a cello from the
instrumental music room and play the
part as written.

Extending the Piece

At a moderately lively tempo, this
piece is less than twenty seconds long -
a lot of work for a piece shorter than
the applause! Again, we are invited to
extend and arrange the parts into a
more complete performance. Because
there are so many possibilities, present
students with a wonderful opportunity
to determine the final arrangement
through discussions about contrast,
timbre, dynamics and texture.
Following is an arrangement used by a
recent class of sixth graders:

Introduction: timpani (last 4 measures of
piece)

Theme: soprano glockenspiel and bass
{1st section)

alto glockenspiel (top voice, 2nd section)

soprano glockenspiel and timpani (3rd
section)}

Interlude: (always same as introduction)

Variation 1: add the following to the
theme: Alto glockenspiel and alto
xylophone (lower voice, whole piece)

Interlude

Variation 2: add the following to
variation 1: alto glockenspiel (upper
voice, whole piece)

Interlude

Variation 3: add the following to

variation 2: alto xylophone (upper voice,
whole piece.)

Repeat variation 3 without interlude.
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Improvisation

The repeated-phrase form of the
first and last sections is an excellent
vehicle for student improvisation in C-
pentatonic over the timpani and bass
parts. One possibility is to use the
rhythm of the original piece, but vary
the two-measure melody and repeat it.
Instead of repeating the first two
measures, another approach is to have
one student play a two-measure
question and another student play a
(wo-measure answer. [n either
instance, use the short middle section
as it is written (o bridge the two
sections of improvisations. The final
form with improvisations can be played
as a rondo, with the original version of
the piece serving as the riternello and the
improvised versions as the episodes. Use
the four-measure timpani part as an
interlude to give students time to prepare
for the next entrance.

Let Yourself Go

Although many of these suggestions
have been specific to this example, 1
hope they spark your creative fire
when you look at other pieces in the
volumes. These musical gems have
proven their value over the vears. As
teachers, we have the responsibility to
pass these treasures on to our students.
We also have the joy of adding our own
insights and creativity to that legacy.

- Ralph Maddox has taught K-6
general music for 20 years, He teaches
in the University of Missouri - Kansas
City summer Orff Schulwerk training
course, and has presented numerous
workshops for Orff chapiers, school
districts, state MENC conferences, and
for national AOSA and MENC
conferences.
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Mining for Gems: Working with Small Pieces and
Fragments by Orff and Keetman

nyone who has stadied Orff
Schulwerk long enough to
investigate that body of work we
call the volumes has some awareness of
the great pieces that comprise the
standard repertoire in the Music for
Children series. After a time, we develop
an affection for our personal favorites.
Some of mine in the Murray Editions
include:
“Hiya” MFC, Volume I, page 123
“Ding, Dong, Diggi, Diggi Dong” MFC,
Volume I, page 136
“Rondo” MEC, Volure I, page 111
“My Little Pony” MFEC, Volume I,
pages 15 and 72
“Dance, Lassie Do” MFC, Volume I,
page 24
“Piece for Dancing” MFC, Volume I,
page 30
“Simple Simon™ MFC, Volume II,
page 42
“Dance” MFC, Volume IV,
page 68
and of course:
“Street Song” MFC, Volume TII, page 48.

I love these great classics and [ love
presenting this standard repertoire of
Orff Schulwerk to the children I teach. I
love knowing that there is flexibility in
working with these pieces - that we can
rewrite parts, adapting them to the skill
level of the children, or create new texts
to fit the contexts in which we are
working. I love knowing we can add
new sections created by children . I love
knowing we can create any number of
movement experiences based on the
pieces.

I often find myself using the larger
works as program repertoire. When
preparing for a program, the students and
I commit the time and energy required to
master the challenges of a large
composition. We work with the cognitive

By Roger Sams

material, master the motor challenges
posed by the percussion parts and thrill
to the dances students create, adding
even more life to this vibrant music,

When we’re not preparing a program,
I am attracted to the small gems
scattered through the original source
material, or to working with small
fragments from larger pieces. My goal is
to provide students with models that lead
them toward understanding the
cognitive aspects of good music and
dance making; models that help them
master the kinesthetic challenges of
music and dance and inspire them to
create their own works of art. The little
pieces and fragments are most effective
for these tasks. We often find a clear
mode] to illuminate a particular
curricular concept or a perfect gem
around which the students can creafte
something new. T use them in three
different ways:

1. The original piece or fragment
becomes a springboard for the creation
of something new that incorporates
the original.

2. The original piece becomes a model
for improvisation or compaosition
focusing on one or more element(s)
of the model.

3. The piece is used as the “glue” to
hold together other creations (often
based on poetry) in a final
classroom performance.

I have had success with the examples
presented here both in the classroom and
in workshop settings with adults,
Consider using them as models for co-
creating lessons with your students -
lessons that empower student creation
based on models by Orff and Keetman.

1: A Springboard for Something
New Incorporating the Original

“Rhythms Over Ostinato
Accompaniment #2” MFPC, Volume I,
page 62.

The goal is to provide a structure for
students to create a dance based on and
accompanied by the body percussion
piece.

Process:

1. Students learn the following text,
composed to clapping rhythm of the A
section:

Got my list. [ know what I must get.
Some milk and some bread and
some cheese.

2. Now the dance/play begins.
Students experience the sequential
creating of the dance as play, and are
not yet aware that they are in the process
of creating a dance. If you want to add
another layer of learning, you might
bring the boldface words to their
cognitive awareness, either as an
introduction to or as a review of this
movement vocabulary. The easiest way
to communicate this process in print is to
give you a sample script. Don’t feel
bound by it, but let it guide you in co-
creating dance with your students. At
any point in the process you may choose
to model for them. T usually provide a
model that is a little silly, so that
students know I intentionally provided
them with a model they can improve
upon - that my idea is not the best idea
we’ll generate today. 1 want them to
know that I am delighted when their
ideas are better than mine!

“We’re going shopping in a very
strange grocery store. The rows of
shelves are short and zig-zag-y. You
can’t go very far in any direction before
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you need to turn. Make your turns sharp
and crisp. No milling around in the
curves; everything is very sharp and
angular. Recite the poem as we go
walking through this unusuaf grocery
store, When you move from one place to
another in a dance, we call it locomotor
movement.”

3. After exploring possibilities for
zig-zag pathways, add another layer of
complexity to our dance/play.

On the words MILK, BREAD and
CHEESE, reach for the items on the
shelves of the grocery store. But this
store is not organized very well, Some of
the items are on high shelves, some on

continued on page 22...
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low shelves and some near the middle.
Take items from shelves af a different
level each time. When you take
CHEESE from the shelf, hold that shape
for four beats.”

4. “Because you're so excited to be
grocery shopping today, take a leap
every time you say the word LIST. Give
your leap an interesting shape. See if the
shape you take for your leap can be
different from any other shape in the
classroom.”

5. Since your shapes were 50
interesting as you were leaping on the
word LIST, make your dance even more
interesting by giving each item that you
take from a shelf an interesting shape. It
doesn’t have to look like you are taking
an item from a shelf now. Just make it
three very interesting shapes at three
different levels. Make sure that you
freeze and hold the last shape on the
word CHEESE.”

6. “That is the A section of our dance.
Let’s create the B section. The text is as
follows:

But I’'m always going to the store.
I’m always shopping, but what for?
I’m through the door. I'm at the store.

But just what for?”

7. “Since we want a contrast between
the A section and the B section of our
dance, we'll create a B section
comprised of non-locomotor movement.
While you say the text for the B section,
try making a different, angular, jagged
shape on each beat. Change shapes
quickly and suddenly on each beat. See
if you can make each of your shapes
very different and at different levels.”

8, *“Let’s combine the locomotor A
section and the non-locomotor B section
in AABA form.”

9. “Let’s take away the text. It is no
longer a dance about grocery shopping,
but just an interesting dance that we
have created.”

Invite half of the class to dance while
the other half claps the thythm of the text.

You may want to add the body
percussion ostinato printed in the score

simultaneous imitation.

At times [ go on to transfer the
thythm of the text to hand drums for the
A section and to wooden clicking sounds
for the B section.

Each time I employed this process to

" create dance with either children or

adults, the result has been a satisfying,
playful experience that yielded an
exciting, interesting product. The piece,
using a text that [ created, actually
became a primary part of the learning
and creating process and ended up being
the accompaniment to the dance created
by the students.

2: The Original Becomes a Model
for Improvisation or Composition.
“Instrumental Piece #15” MFEC,
Volume 1, page 104.

Many approaches to beginning
improvisation with children can be
successful. I do a lot of four-beat echo
patierns on body percussion,
incorporating them into our daily warm
up. First graders love to play “teacher”
and can soon lead the exercise. After
hearing patterns modeled by the teacher
for several weeks, playing “teacher” is
fun and easy for most students. I believe
it is critical that children be able to
spontaneously create such patterns
before moving to any other form of
rthythmic or melodic improvisation
involving beat and meter. The following
lesson requires as a prerequisite some
facility with those very skills:

Process:

1. Teach the melody on barred
instruments. You might do this through
echo imitation, reading solfege stick
notation, or reading actual pitch from a
staff, Select a teaching process that
reflects your best teaching strategies and
the readiness level of your students. You
may or may not choose to teach the
accompaniment found in the score.

2. Analyzing the rhythm of the
melody will lead students to discover
that the measures alternate between a
measure of half notes and a measure of
greater rhythmic movement. You may

lead the students into creating a rhythmic
chant that might sound like this one:

Half note, Half note, Move around and
move around and

Half note, Half note. Move around and
stop. (2X)

3. This understanding leads the
students into clapping an improvisation.
The half note measures are not
rhythmically negotiable, but the
alternating measures become free
rhythmic improvisation.

4, Lead the students to improvisation
on barred instruments set up in a
pentatonic, keeping the same rhythmic
guidelines. I believe in “celebrating
approximations” when improvising with
children. Begin with a framework
focusing on only one element of
improvisation. We can now concentraie
on a thythmic improvisation that has
some sense of melody.

5. When the above step is mastered,
return to the model to learn how to
construct a good melody. Let the
students make discoveries about the
model and add that learning to their
improvisations. Discoveries might
include:

» The half note measures always use
the same pitches,

« All of the phrases end on Do or C.

= The form of the pieceisabab,

If my students gleaned the above
information from the model and were
able to improvise utilizing the ideas, I
would consider the Iesson a smashing
SUCCESS.

While this method of improvising
might seem restrictive, I have learned
from my ineffective teaching that when
1 ask students to improvise without
providing them a focus for their
cognitive attention, their improvisations
often lack clarity and interest. Giving
them diverse models over time upon
which to create their own improvisations
or compositions gradually increases their
repertoire of useful ideas,

condinued on page 23 . . .
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3: The Original Becomes the
“Glue” Holding Student Creations
Together

Rhythmische Ubung #33 or #34,
combined with a Native American
Melody

Process:

1. Select either #33 or #34, once
again considering developmental
appropriateness. Employing either a rote
or reading process, teach the selection as
a body percussion piece for clapping and
patting, as Keetman intended. There are
many ways to accomplish this step and 1
trust that readers have witnessed them
modeled in workshops and Levels
COUrses.

2. Transfer this body percussion piece
to hand drum, Here are the steps I often
use to accomplish that task,

* Perform the body percussion piece
saying “down” whenever you pat and
“up” whenever you clap.

* Prepare to transfer to the hand drum
by practicing on your non-dominant
hand, Hold up the weak hand as though
it were the drum and use the thumb and
tingertips of your dominant hand to
perform the piece, all the while speaking
the “downs” and “ups.” The thumb
plays the down strokes and the fingertips
play the up strokes.

*» Transfer to hand drum.

3. Learn the following Native
American melody on soprano and/or
tenor recorders, (figure 1)

4. Combine the hand drum piece with
the recorder piece. Please note that
adding this rhythmic hand drum
accompaniment to the recorder melody
is not authentic folk practice. As artists

throughout time have done, we are
combining a contemporary practice with
a folk melody to create something new
and unique. Bartok did it. Stravinsky did
it. Orff did it, too. Orff Schulwerk
teachers and students often do it.

This will be the A section for our
final form,

5. Students create movement
interpretations of Native American or
Native American- inspired texts. With
both children and adults, I have used
“The Circle” by Nancy Walker, found in
a collection of Native American inspired
postry entitled Spirit Walker This
beautiful poem has three stanzas and
makes a rondo when combined with the
A section. When I am asking students to
create aesthetic, a-rhythmic dance, 1
guide the entire class through the
creation of a model. I lead them in free
movement exploration and offer them
lots of suggestions and gnidance, giving
the dancing poem shape while modeling
the process of creating with them. We
reflect on that process often, co-crealing
a sequence that pleases us and listing
ideas that were effective in our effort.
We discover and reflect on interesting
possibilities such as these;

* The text might be spoken by the entire
group, a soloist, small sub-groups, or
combinations of all of the above.

» Dancers might move while the text is
spoken, or alternate speech and
movement - or both,

* Since conlrast creates interest,
consider contrasts in timbre, the
number of movers or speakers, level,
energy, speed, moving in unison vs,
individual movement, or forming
group or individual shapes that
provide stillness,

Figure 1
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"Com Song” - excerpt. From Hands on Recorder by Gerald and Sonya Burakoff
Published 1993 by Sweet Pipes. Used by permission.
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Divide students into groups and Ist
them create. 1 bounce from group to
group offering assistance when they
are stuck, mediating conflict (yes, it
happens in my classroom too!) and
helping them to shape their ideas. This
process is lengthy and risky, but when
given the opportunity te create art
from their hearts, our students are
capable of astounding us and
themselves. You might want to add
instrumental accompaniment, although
with this sort of poetry the nunadorned
speaking voice and movement can
present a beautiful contrast to the
melodic/rhythmic A section.

I hope that these ideas inspire you
to look at the smaller gems by Orff
and/or Keetman for use in your
classroom. 1 hope that you might use
these pieces and processes in your
classroom and discover what children
might create. But more than that, T
hope the models move you to mine for
more musical gems to co-create with
your students. They may inspire you and
the children to create works of beauty
and power you have yet to imagine!

Resources:

Music for Children, Yolume I, Murray
Edition. Carl Orff and Gunild Keetman.

Schott Bdition 4863

Rhythmische Ubung. Gunild Keetman.
Schott Edition 6359

Spirit Walker. Nancy Wood. A
Doubleday Book for Young Readers.
ISBN # 0-385-30927-9

Roger Sams currently teaches music
fo grades 4, 5 and 6 at Hathaway
Brown School in Shaker Heights, Ohio,
He serves on the Orff Schulwerk Levels
Teacher Training faculties at The
University of 8t. Thomas, Cleveland
State University and The University of
Montana.
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with the Volumes of Music for Children

TWenty~tWo vears ago I traveled
in Germany and by chance
attended a festival near Bremen
at a school that had an Orff Schulwerk
program, As T listened to the enchanting
sounds of the instruments and the
children’s beautiful voices I became
eager to learn more about Orff
Schulwerk. Once back in the U.S., 1
found the first volume of Music For
Children in a Renaissance music store.
As T opened the book and read Orff’s
first sentence: “Music for Children has
grown out of work with children,” a
natural affinity developed. I was
fascinated by an approach to music
education that grew out of the child’s
world of thymes and song, used the body
as an instrument, and sounded so
beantiful.

When I turned the page to “Iinker,
Tailor™ a slight panic began to creep in.
Could my kindergarten students play
those xylophone parts correctly and
actually keep singing? My heart sank a
bit more when I saw “Tominy’s Fallen in
the Pond” and might get a thrashing. It
seemed with modern parenting that
Tommy would get kisses and hugs, extra
dessert and hot tea so he wouldn’t catch
a cold from falling in the pond. When I
saw the orchestrations for “O Lady Mary
Ann” and “Old Angus Mc Tavish” I gave
up and closed the book. I was certain my
young students could never perform such
complicated pieces. A few days later I
went back and bought the book anyway.

It took time and training in Orff-
Schulwerk—time with the music of Carl
Orff and Gunild Keetman-—for me to
rely on the volumes as a steady resource.
Now they are my lifelines to the source
of the Schulwerk, a source of inspiration
and possibilities ... a source that is
endless, like a spring. However, to use

By Donna Massello-Chiacos

this source effectively we must
participate as partners in the process of
music making and teaching by
cultivating our ability to make musical
and pedagogical choices. For example,
we can choose to teach a piece as it is
written, not teach the piece at all,
arrange the piece for our particular
teaching situation, use it as a germ idea,
or as a model for original composition. I
would like to share a few ideas for using
the volumes that have grown out of
working with the children in my
classroom.

One of the challenges 1 enjoy is re-
arranging orchestrations for my students,
not because they need improving, but to
find ways to use the material
successfully and practically. My first
priority is to maintain the musical
integrity and style of the original piece
while taking into account the number of
students, their musical abilities, available
instruments, and the balance between
vocal and instrumental parts. My first
“re-arrangement” is one of my students’
favorite pieces “My Little Pony,”
Volume 1, p.14,

In the original arrangement we
immediately faced some decisions. The
introduction presented several musical
ideas: a melodic ostinato with moving
thirds in the alto xylophone, a steady
eighth-note rhythm for the sleigh bells,
and a counter melody using a repeated
‘c” in the alto glockenspiel in m. 5-6.
Then the alto glockenspiel part changed
in measures 7 and 8. At the beginning of
the vocal part in measure 10, the
repeated ‘c’ in the alto glockenspiel
presented a problem of balance. After
analyzing the elemental characteristics, I
tried to incorporate them in a new
arrangement that students could learn
readily.

This atrangement (example 1)
maintaing the steady eighth notes in
sleigh bells and adds an eighth-note
drone on hass xylophone. The BX
maintains the rhythmic movement and

supports the voice without sounding in
the same range. (Students learned the
alto xylophone ostinato earlier in the
year, and were delighted to play it in a )
new piece.) The soprano xylophone
takes over the thythm and basic
harmonic function of the original alto
xylophone part with the repetition of ‘c’.
The glockenspiel parts were born from
Orff’s original alto glockenspiel part in
measures 7 and 8. I divided the melody
between alto and soprano glockenspiel
for two reasons: because students played
it more successfully as a shared part, and
because it characterizes a musical call
and response between “mother horse”
and “pony.” As Orff suggests in the
musical instructions and notes on page
139, we observe a steady crescendo in
the introduction and decrescendo in the
finale.

The rhyme “Shoe the Little Horse” (I,
p.18) is a natural partner and can be used
to create an “Equestrian Rondo”.
Another is the body percussion
accompaniment to “My Little Pony” (p.
72). For my younger classes T adapt the
body percussion piece by practicing the
four main rhythmic ideas (example 2).
First students practice the body
percussion patterns, then transfer the
rhythms to paper cups. Holding the cup
upside down in one hand, students tap
the floor with the rim of the cup for the
patschen or stamping parts, and tap the
bottom of the cup with the fingertips of
the other hand to play the clapping part.
The first arrangement of “My Little
Pony,” serves as the ‘A’ section, and
recitation of “Shoe the Little Horse”
with the four body percussion patterns
becomes the ‘B’ section. The ‘C’ section
consists of the song and paper cup
rhythms.
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Example 1

My Little Pony

Arr. D, Massello-Chiacos
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Example 2
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SILV’RY MOON students train in an elemental approach, 6), *“Vivo” from “Two Pleces” (p. 32),
Sailing away with the silv’ry moon to they can over time learn complex pieces “Dance” (p. 68), and “Dance” (p. 102).
guide me, by mastering the basic motives and As we learned the pieces we discussed
Sailing away in the night, (imagine it elements, analyzing how they make up and analyzed melodic elements,
now) ... the larger structure, and practicing (intervals, melodic shapes, direction)
Sailing away with the silv’ry moon to accordingly. Students love werking and rhythmic motives and patterns, tonality,
guide me, playing the instrumental pieces from all etc. One day we made a list of our

Sailing away in the night, look!

Starlight opens the sky,
And moonbeams will carry us away as
we glide on,
Yes, and moonbeams will carty us away
As we glide on.

“Silv’'ry Moon” developed out of
Body Percussion Piece #5 (I, page 63). It
is an example of working with a piece in
the volumes as a germ idea, | wrote the
text to facilitate teaching the rhythm of
the solo clapping line. After a few
sessions of working with the text and
clapping rhythm, I noticed that the
children’s voices lilted and began to take
certain shapes around the phrases. Their
voices fell into a general meledic
contour that I worked with at home to
develop into a melody...which in turn
called for an instrumental
accompaniment. I gave myself the
assignment of composing the
accompaniment from the rhythm and
timbre of the body percussion ostinato in
the first section of #5. As a result, the
BM part corresponds with the stamping,
SM includes the patschen and clapping
parts, and SG reflects the snapping part.

One of the gifts of elemental music is
the opportunity to appreciate and
recognize the basic, simple elements that
work together to create a whole. When

26

of the volumes, but my 4®-6" graders
especially enjoyed Gunild Keetman’s
pieces from Volume [V: “Short Pieces
For Barred Percussion Instruments” (p 5-

favorite elements of “Vivo” and “Dance”
(p. 68). It [ooked something like this:

» Same rhythmic motive with shifted
emphasis:

Example 3

Dance

A

D. Massello-Chiacos
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of music and movement continue fo
evolve, the volumes remain as an
important connection to the sources;
Carl Orff and Gunild Keetman, - and

- Jd4 000

School in Santa Barbara, where she taught
Jor eleven years. She facilitates workshops
Jor teachers at the Graduate School of
Education at the Universtiy of California,

e $34 173

* Primarily stepwise melody in both
pieces

* Second phrase of “Vivo” has intervals
of descending 2nd, descending 4™

* Aeolian mode (natural minor)

* Dorian mode in second phrase of
“Dance”

* Broken octave accompaniment in
“Yivo;” blocked octaves with fifth
in “Dance”

» Unpitched percussion part

I contemplated this list and decided to
write an original piece for my students
using many of these elements. “Dance”
(example 3) is the result of this exercise,
Students performed the piece and
chorecgraphed a dance that included
body percussion and floor patterns of

lines and circles. The next step, of
course, is for students to compose their
own pieces, and I hope to share those
with you someday.,

In addition to the wealth of beautiful
pieces for voice, recorders, body
percussion, unpitched and pitched
percussion instruments, the volumes can
help us stay “tuned up™ as musicians, 1t’s
fun to review the exercises for rthythrmic
imitation, continue learning new body
percussion pieces, singing and playing
canons, and actually completing some of
the “melodies to be completed.” The
sample ostinati and drones come in
handy when we need some variety and
new ideas in class ensembles,

There are precious jewels and endless
possibilities within the covers of Music
For Children. As time passes and styles

their vision for our children.

Donna Massello-Chiacos created the
music program at the Montessori Cenfer

Santa Barbara, and currenily teaches in
the Santa Barbara Public Schools through
the Children’s Creative Project.

could have appeared here!

. . .and reached approximately
5,000 AOSA members

. and thousands more through
school and libraries!

All of these people are looking for
products and services related to music,
children and learning.

W/ill they see your message —
or just your competitor’'s?

Advertise in The Orff Echo @

Call Steve DilLauro at 440-238-5577 to
discuss advertising in the next issue
of The Orff Echo!

7
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CALL TOLL FREE 1-800-247-1536

Knowledgeable Personnel
?p“1 Specializing In:
AU Elementary Classroom
Software, Pro Audio,
World Percussion,
Band & Orchestra
Instruments

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

N




ONIVERSITY of

NORTHERN COLORADO

9

Orff Schulwerk Training Program Levels | and Il
with Judith Cale and Liz Gilpatrick
June 1728, 2002

Relatred Orff Warkshops:
* First Experiences for Adults with the Orff Schulwerk, June 10-11, 2002

* Building Classroom Communities through African Drumming, June 12-13, 2002
¢ Moving Our Heritage in Game, Dance and Song, June 14-15, 2002

s Integrating the Arts Workshop, July 8-12, 2002

 Nurturing Creativity Through Novelty in Elementary Music, July 15-18, 2002

&
% For more information contact: Al Harding
Music Education Department * School of Music
5 University of Northern Colorado * Greeley, CO 80634
970.351.2673 + aharding@arts.unco.edu

JAMES MADISON UNIVERSITY
SCHOOL OF MUSIC

ORFF SCHULWERK CERTIFICATION TRAINING CURSES
JULY 22-AUGUST 2, 2002

LEVEL I - BRENT HOLL
LEVEL II - CHRIS JUDAH-LAUDER
i RECORDER - MICHAEL NICHOLS

03 .
¥
ot the rlil(". N

oe, Come study with our outstanding faculty
B4y in the heart of the Shenandoah Valley!

Special topics include middle school and choral applications
3 Graduate Credits Available (or CEU's)

Contact:
Gary Ritcher/Music (MSC 7301)/JMU/Harrisonburg, VA 22807
(Phone: 540/568-6753) (email: ritchegk@jmu.edu)

- The Orff Echo = Spiing 2002



The University of
Tennessee School of Musle
and
Music Educators Natlonal
Conference

PRESENT THE

National Symposium
[8]]]
Multicultural Music
Oct. 9-12, 2002
FEATURING

Music of Namibia, Africa
AND
An evening of Appalachian
Festivities at
The Museum of
Appalachia
Periormances-Sessions
African, African American,
Appalachian, Asian, Gajun, Irish,
Mexican American, South
Ametrican
AUT Youth Choir
Folk Danging and Story Telling
FOR MORE INFORMATION CGONTACT
Marvelene Moore or
David Royse
School of Music
The University of Tennessse
1741 Volunteer Blvd.

Knoxville, TN 37996-2600
{(865) 974-3598

Cleveland Statevniversit_\r
Orff & Kodaly

Summer 2002 Program
Study with Nationally Recognized Orff & Kodaly Faculty
OrfT Kodaly
Levels I & II Levels I, IT & Early Childhood
July 8 - 19 June 17 - 28
Roger Sams, Jo Ella Hug, Rita Klinger, Susan Sentft,
Maggie Hoffee Nancy Lineburgh &

& Brian Burnett
4 credits available

Chet-Yeng Loong
4 credits available

On Campus Housing Available!
To receive a brochure or for more information, contact:
Sara Schimelpfenig, Community Music Enrichment Program
Phone: (216) 687-5018 Email: s.schimelpfenig @csuohio.edu

Cleveland State
g‘;@} University

California State

University,

Los Angeles

Orff Schulwerk

Certification Courses

Levels | and Il
July 15 - July 26

For information call
(323) 343-4916
Or e-mail
agutier@cslanet.caistatela.edu

SRS ANINUR'E SCHOOL OF EDUCATION

Kodaly 2002

Kodaly Summer Certification Program
14th Year of Kodaly Studies at New York University

Program Foundsd 1989

Endorsed by the Organization of American Koddly Educators
Monday, July 1 through Friday, July 19

(weekdays, 8:30 a.m. to 4:30 p.m.)

Required Student Orientation, Sunday, June 30, 5-7 p.m.
Levels 1, 2, and 3

Noncredit or 3 undergraduate/graduate credits
Low-cost NYU dormitory accommodations avallable

Prescheol Through Middle School Methodology * Ear Training Using Moveable Tonic
Solfege * Vocal Skills for Children, Adolescents, and Adults « Choral Ensemble ¢ Choral
Conducting * Materials and Skills for Starting a Cherus at Elementary and Middle
School Levels « Traditional (Folk) Materials and Research » Movement Through .

Singing Games » Extending Koddly to the Recorder

For additional information,
call (212) 998-5774 or visit our Web site at
www.nyu.edu/education/music/meducation/kodaly.

New York University is an affirmative action/equal opportunity insticution.




Central Connecticut State University
Summer Muszc Instztute
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Ovff: Level 1 ‘
Vivian Murray, Instmctm mwwmfar ggws‘ Fooms and Clwms'
Debbie Szajnber; gszovement . N,Instiuctog Mary Goefze =

#

July 1-12, 2002 &% & & ”‘JulwaQ f@"zooz

ye b2
Choral Music: L’:‘; " ;%
Teaching Vocal J?fm
Instructor: Patrice Madyl
_'JulyS 12 2002 000 F

161‘5, Stanley Strsetwfwi\Te“} Bntam CT 06050 4010
‘Phone: (860) 832-2912, Fax: (860) 832-2902
email: PERRYSMI@ccsu.edu

CREATIVE MOTION®
Workshops

“Creative Motion focuses on the source of all musical

expression. To experience the powers of this inner

movement into performance is to engage your own
spirit into a thrilling emotional life.”

Orff Schulwerl Teacher Training  Kodaly Workshep
Course, Leveals I and Il July 29-August 2 Don Campbell,

July 22-August 2 Faculty: Dr. Philip Tacka author of The Mozart Effect
Facirtty: Mary Helen Solomaon, Jim
Solomon, Karen Medley, janet Robbins
and Donna Brink Fox {coordinator)

This course addresses the philosophy,
ptinciples, methods, and techniques of
the Kedaly concept of music education
Develop understanding of the teaching  as applicable to first and second grade

RELEASE... Tension and Fatigue,

and learning process using the Orff music curricula, The course’s primary DISCOVER... The Power of the Fnergy Breath,
Schulwerk approach to music and goal Is to secure contrel of basic Kodaly

movement, The daily schedule will pedagogical skills. Participants will EXPRESS... Your Artistry and Creativity,
include focus on thythm, melodic expe-  know and understand a core of select-

rience, Orff instruments, movement, ed multicultural and art muslc exam-
recorder playing, Orff theory, orchestra-  ples that will provide a foundation for
tion, and special toplcs sessions, Level | further study in Kodaly methodology.

SHARE... The Joy of Music and Life!

must be completed to enrollin Level . They will receive instruction that
The AOSA level certificate will be award-  extends thelr musicianship skills
ed upon completion of the two-week including sight-singing, dictation, inner . '
course. For more Information, contact hearing, improvisation, part-work, Wmdswept MI.ISIC Workshop
Donna Brink Fox at 585-274-1540 orby  memory skills, and conducting accord- July 28 - August 3, 2002
a-mail at dbfx@mail.rochester.edu. ing to the Kodaly concept. William Jewell College, Liberty MO
For registration and more Information on these and other | NN
summer programs at Eastman— EASTMAN ) : . .
P THOOL OF MUSIC Robin Hall 13153 Spica Drive  Littleton CO 80124
Visit our Weh site; www.rochester.edu/Eastman/summer S ertemmam (303) 790-2781 RMH88keys@aol.com

E-mall us: esm-ced@mail.rochester.edu crealivemotion.org
Call; 585-274-1400 ot 1-800-246-4706

Spring 2002 -



Jane Frazee
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UNIVERSITY of ST. THOMAS

MINNESOTA

I

“UNIVERSITY OF ST. THOMAS

programs

....................

in music education

Orff Curriculum Development
July 22-26, 2002
Arvida Steen and Jay Broeker

For more information:
(651) 962-5870 or (800) 328-6819, Exi. 2-5870
E-mail: gradmusic@stthomas.edu
Web: www.stthomas.edu
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A.your. summerin Chicago!,

Application deadline: June 1, 2002

Tutroduction to Introduction £y Tsetrodnction

Datersze BT Aloddly Orff- S chuleverk

Certification Conrgere=z Certificativn Conrse Certification Conrse

June 24-28, 2002 2 July 22-26, 2002 July 15-19, 2002 oo

Joseph Reiser ansiien Amy Rheingans oo Pat Hamill fiders!

Program Director  JEeiees s Program Director : Frogram Co-Director " b
Ery et B Marion O'Cannell s

e - o Program Co-Director ]
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Orff Schulwerk Teacher Training Course

Level
June 10-21, 2002
$425 Workshop Fee™
(*Non-credit fee; graduate credit available for an additional fes)

Kathleen Turner, Lead Clinician

For information contact.

Dr. Linda High
East Carglina University
School of Music
Greenville, NC 27858
(252) 3284277 or 758- 6461
highl@mail.ecu.eduy or kteturner@austin.rr.com

A= AME==EC PE=roXEp0 -Hopm

S

Orff Schulwerk

Summer Instirute
July 15-26, 2002
Orff Schulwerk Levels I, Il, ll
Jos Wuytack Level ill
Konnie Saliba Level I

Shirley McRae Level |
Deanna Stark Recorder

The University of Memphis
W has offered courses in Orff Schulwerk since 1970!

1i

. Scheidt School

Rudi

versit'y.of Mempl

ni

. : For more information contact: Lynn Bivens
3 . The University of Memphis Rudi E. Scheidt School of Music
129 Music Building Memphis, Tennessee 38152-3160
Phone: 901,278.9709  Fax: 901.678.3096
E-mail: orff @music.memphis.edu
Website: http://music.memphis.edu/

‘Th__e 1 86

A Tennessee Board of Regents — An Equal Opporiunity/Affirmative Action University Institution




George Mason University

Fairfax, Virginia 22030-4444

@ﬁ %ulfweré %ﬁ‘ﬁmﬁon

Levers I, 11, ann 111

JuLy 15-26 « Monday—Friday, 9 a.m. to 4:30 p.m.
3 graduate credits each
Dr. Wenyi Wang, Executive Director
Donna Fleetwood, Artistic and Curriculum Director
Faculty: Donna Fleetwood, Danai Gagné, Elaine Larson,
Richard Layton, Matt McCoy, and Jacqueline Schrader

SUPPLEMENTAL STUDIES IN ORFF SCHULWERK
Jury 8-12 » Monday—Friday * Hours and credits vary

George Mason again will offer a group of one-week courses designed
to enrich and extend the experiences, skills, and knowledge gained in Orff
Schulwerk Teacher Training. These courses may be taken before or after
the three levels have been completed, except as noted below.

* New MeTHoDs FOR TEACHING MULTICULTURAL
Music v Crassrooms AND CHOIRS
Instructor, Dr. Mary Goetze (with Keith Hampton) * 9 a.m. to 4:30 p.m.
* 3 graduate credits
* MasTER CLASS IN ORFF SCHULWERK: EXPLORING ELEMENTAL MUsIC
{Prervequisite: Completion of Level 111, Teacher Training in Orff Schulwerk)
Instructor, Steven Calantropio * 9 a.m. to 4:30 p.m. = 3 graduate credits
* Music IN Earty CHILDHOOD
Instructor, Beth Melin Nelson * 12 to 4:30 p.m.* 2 graduate credits
* WEAVING THE STRANDS OF LITERACY: MUSIC,
MOovVEMENT, AND CHILDREN'S LITERATURE
Instructor, Elaine Larson = 12 to 4:30 p.m. » 2 graduate credits
* SPIRITUALS, GOSPEL Music, AND Arrican Music:
LITERATURE, REHEARSAL TECHNIQUES, AND CHORAL TRAINING
Instructor, Keith Iampton * 9 to 11:30 a.m. * 1 graduate credit
* CREATIVE MOVEMENT FOR CHILDREN
Instructor, Kris Olsen = 9 to 11:30 a.m. = 1 graduate credit
¢ ScHULWERK REPERTOIRE, PART 1T
(Participation in last year’s course is NOT a prerequisite.)
Instructor, Matt McCoy * 9 to 11:30 a.m. * 1 graduate credit

* INTRODUCTION TO ORFF SCHULWERK
Instructor, Donna I'leetwood « 9 to 11:30 a.m. * 1 graduate credit
* ExamINING APPROACHES T'O Music EpucaTion:
Darcrozr, Koniry, Orrr, GORDON, AND SUZUKI
Instructor, Dr. Wenyi Wang * 9 to 11:30 a.m. * 1 graduate credit

"Tuition for all classes is $200 per credit hour for in-state students
and $275 per credit hour for out-of-state students.
On-campus housing is available.

For academic program information, contact Dr. Wenyi Wang,
Department of Music, at (703) 993-3778 or at wwang3@gmu.edu.
For registration information, call the Office of Continuing
Professional Education at (703) 993-2109,

Visit our web site at www.gmu.edu/departments/music.

Orif-Schudwerk

West Chester University
School of Music
Summer 2002
Certification Program

July 1-12, 2002
Courses leading to certification in Orfl-
Schulwerk Levels 1,2,8 and Master of
Music in Masic Education {Orff-
Schulwerk Concentration) taught by
nationally recognized specialists in Ot
Schulwerk. All courses and
degrees fully N.ALS. M. accredited.

For inforroation:

Anmn McFarland

School of Music

Swope Hall, Room 33
West Chester University
West Chester, PA 19383
(610) 436-3030 phone
(610) 436.2873 fax
amcfarland@wevpa.edu

West Chester University

Expect Excellence

(GEORGIA STATE UNIVERSITY
SCHOOL OF Mus
CoMMUNITY Music P

Oxff Schulwenk
Centification Workahap

June 10-21, 2002
dtlanta, Gevogia

Tncining fox Teachera

with a backguound in Music
For mure information on Oeff vr other worshops contact:

David Beauchesne
Community Music Programs
P.O. 4057
Atlanta, GA 303024007
Phone: 404-651-1720
T-mail; dbeauchesne@gsu.ecla

biipemuste. gsu.edi/centersandprograms/cmp.asp

) N
GeolgzaStalrUmve!sty




University of South Florida¥ College of Visual and Petforming Arts
Tampa Campus

ORFF SCHULWERK 2002

Levels | and 1i

July 15-26, 2002

Cak Marshall, Lead Cliniclan (Level 1}
Vivian Murray, Lead Clinician (Level 1)

Jerry Sanders, Movement Specialist {Levels | & 1)
Sheila Woodward, Workshop Director

MASTER LEVEL COURSE
July 8-12, 2002

Jane Frazea, Instructor

For more information;
Call Schocl of Music office
. 1813) 9742311 |
PP A iy ol (98
. Fowler Ave. . .

University of

Tampa, FL 33620-7350
huﬂtér@aﬂs,usﬂadu South Florida

USF |s an EO/EA/AA Institution USP‘

- MUSIC
'COURSES AT
WEBSTER
UNIVERSITY

Kodaly
Level I &I
Koddly Facult JUDG 17’2 —)? 2002
Kathryn Bowers, Vicki Dobrmann :
Janet McMillion, Fred Onovwerosuoke :
Katherine Hickey Orff Schulwerk
Orff Faculty ) . N
Carolyn Tower, Nancy Milley, Levelb Ia H &IH
Dianne Ladendecker, Vicki Dobhrmann 1 22
Cora Lippi, Robert Amchin ' ]u Y &4

For more information contact:
Webster University

The Leigh Gerdine College of Fine Arts * Music Department [
470 Fast Lockwood Avenue St Louis, MO 63119-3194 [ \ K/ SteI'
Phone: (314} 968-7032 » Fax: (314) 963-6048

e-mail: huberje@webster.edu » www.webster.edu UNIVERSITY

August 2, 2002




MUSIC EDUCATORS WORKSHOPS
SUMMER 2002

Technology in Muslc Education
Reobert Frank; June 3-7

Music Education for the Special Learner
Kamile O'Donnell & Tammy Flemmer: June 36

Jtff Schulwerk Levels 1, 11, Il

Julie Scott, Richard Layton,

Jacque Schrader, Paul Cribari, Matt McCoy
June 17-28

Orff and Kodaly Side by Side:
Creating an Elementary Musl¢ Curriculum
Julie Scott & Kathy Kuddes; July 1-3

Beautiful Choral Singing for the Upper
praebald L = ... 4 Elementary and Middle School Child
Hintlrt g i ~  Cynthia Nott; July 810

Choral Artistry in the High School Classroom
* Nora Henson; July 11-13

e

This summer, collaborate with expert colleagues for new ideas to strike a richer
chord with students of all ages. Choose from a variety of workshops on the SMU

SD 1‘[] TEACHER
.| EDUCATION

campus In Datlas during June and July. Focus on singing and playing instruments,

designing innovative music curricula, or using technology to enhance music education. g, Tl g e B A,
CEM200|
COLLEGE of MUSIC UNIVERSITY,f
Division of Music Educati
C;:]tse: ;:): Cnn‘.'ltzlxipo;cr; ls?tl:(dies in Music BEducation NORTH EXAS
T at the : :
Center for Contemporary Studies in Music Education
June 6-8 Conversational Solfége ™ John Feierabend
June 9 - 21 Kodily Certification Training Susan Brumfield, Lilla Gabor,
Levels I II, IT1, IV Katalin Kértvési, Sean Deibler,
Carol Brown
June 26 -28  Orff Schulwerk: Hands on the Volumes Chris Judah-Lauder
Kodily Certification endorsed by the Organization of American Kodaly Educators
Graduate credit available for all courses. Masters degree with Kodaly emphasis available,
College of Music, University of North Texas
P. O. Box 310818, Denton TX, 76203-0818 « (940) 369-8338 A OB/ ADA
FAX (940) 565-2002 » scotti@music.unt.edu /EOB/AD
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Teach Music in Connecticut
You can’t beat the combination!

Connecticut is tops in educational quality and teaching
environment,.,

$ High Teacher Salaries (#1in U.S. in 2000; projected average M.A.+30: $66,140)
* Quality K-12 Schools (see National Assessment of Educational Progress)

* Quality Universities (see Moasuring Up 2000: The State-by-State Report Card)

* Quality Teachers (see Quaiity Counts 2000: Who Should Teach? State of the States)
* Low Class Size (Kindergarten average: 18.8; 5" Grade: 21.5; High School: 19.9)

Anywhere in Connecticut, you'’re close to...
¢t Beautiful Four-Season Scenery (http/iwww.state.ct.usfecd/Tourism/index.htrm)
i Ocean Beaches and Long Island Sound
'8! Summers at Tanglewood or Bar Harbor
Boston, Newport, Hartford, and New York City

L
% Vermont Ski Slopes and New Hampshire Hiking
5 Great concerts, theater, museums, Broadway, jazz... you name it!

So, whether you are...

f single (check out our student loan forgiveness program),
#it a young parent (home mortgage assistance offered in 26 districts), or
=y just looking for a better place to live and teach. .

Connecticut is a great choice!

Why wait?
For more information about teaching in Connecticut, act now:
For Certification To Contact Interested Districts
Bureau of Certification Send your cover letter and resume to CMEA at
Connecticut State Deparfment of Education cmea@snet.net,
P.O. Box 150471 — Room 243 or find CMEA mailing address at www.ctmea.org
Hartford, CT 06115-0471
(860) 713-6969 To Find Current Job Openings
hitp:/Avww.state.ct.us/sde http:/fwww.cea.org/

hitp://www.ctreap.net/
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Focus on Research
Tim Brophy, Editor

Teaching Music to Children in Times of Crisis
Amy C. Beegle and Patricia Shehan Campbell

The Voices of Children

My heart racing,
Tears in my eyes,
Sirens yelling in my ear,
I felt it.
Fear in me,
Friends in my arms,
More tears from each of us coming,
I knew it.
T1m shaking,
I hear nothing, my world got shut down,
I saw it.
Sadness came a hold of us,
Terrified was I,
But good things will blossom out of this,
I know it.
-Sapier Jamie
Behr, Grade 5, New York!

In cur country nobody grows old
Because everyone is dying,

How long must this be?

My heart is full of blood.

Even if I will be hanged

I will keep writing my poems

And colour the pages with my words.

Afghan child?

As music educators, we hear the
voices of our students each day. What
are they saying about what is happening
in America and around the world? How
are we responding? Following the
terrorist attacks in New York,
Washington D.C., and Pennsylvania on
September 11, 2001, music teachers
were immediately faced with the
challenges of curricular decision-making
that contimue to raise issues of repertoire
and the need for contextualization and
curricular integration. Months later, the
aftershocks and feelings of ever-present
danger continue to create tensions and
confusion for children and their teachers,
and stimulate the need for clear thinking
on the ramifications of every song

selected for lessons and programs,
During these difficult times, music
teachers respond in their classrooms as
citizens of the United States as well as
members of the global community.

Music Education in War and
Peace

In times of war, when fear, suspicion,
and confusion are present in the lives of
adults and children, we have seen music
come sparkling through. It has earned its
own reputation as a calming, stabilizing,
restorative phenomenon, and we turn to
music to tame tensions and to raise
Spirits.

What does history tell us about how
music educators respond to conflict and
war? Some historical research describes
developments in the organization of
music education at the international
level. McCarthy® claimed that *“The
single most influential factor in
developing and shaping the course of
international music education was
reaction by the international community
to the two World Wars.” She described
the use of music education in 1939 to
develop mutual understanding by
peoples of North, Central, and South
America across the waters from the
European front, who looked for ways to
bond together during a time of crisis.
The years following WWII were made
fertile for the developing
internationalism within music
organizations through the sharing of
music across the nations.

Kim* discussed the influences of both
World Wars, the so-called “red scare,”
the civil rights movements, and other °
conflict-related historical events on the
development of American music
education programs. After 1943, postwar
initiatives and the “red scare” prompted
the emergence of folk, pop, and jazz
idioms in American music education. By
the 1960’s these styles were recognized
as viable art forms. The civil rights

movement called for desegregation,
which changed school populations, and
African American music eventually
became a part of American music
curricula. Following the launch of
Sputnik in 1957, many American music
programs were rejuvenated because of
increased federal government spending
on education.

The World Wars also affected Carl
Orff (1895-1982) and the Schulwerk
development. Orft had to leave a
position as musical director at a theater
in Munich to serve in the army from
1917-1918. Warner® wrote, “He returned
from it a different person to a different
world.” In 1924, Dorothee Gunther and
Carl Orff founded the Guntherschule to
teach gymnastics, dance, and elemental
music to young adults, Gunild
Keetman's arrival at the school brought
gradual development of her explorations
and compositions on xylophones and
recorders for ensemble performance and
improvisation. In 1944, pelitical pressure
forced the closure of the Guntherschule,
and bombing later destroyed the
building. After working with children
for radio programs, Orff and Keetman
wrote the five volumes, Music for
Children between 1950 and 1954, The
rest, as the saying goes, is history,
including the international embrace by
teachers of the ideals of the Schulwerk.
In times of relative peace and prosperity,
children have been guided to celebrate
their world through poetry, song,
movement, and instrumental
performance,

Orff Teachers in the
Aftermath of Tragedy

In an attempt to examine music
teachers’ personal and school-mandated
efforts towards curricular revision and to
determine how teachers were coping and
helping children to cope during difficult
times, surveys wetre distributed within
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the month after the September 11th
tragedy to 47 teachers at an Orff mini-
conference, The surveys included three
main questions; 1) What changes have
you made to your lesson plans or
performance plans as a result of the
events of September 117 2) Why have
vou decided to make these curricular
changes? 3) How have you encouraged
students to express their understanding
of the events through musical means?

Seventy four percent of the
responding teachers said they made
curricular or program changes as a result
of the events of September 11. Fifteen
teachers (32%) said they increased time
for discussion of student reactions to the
news. Among the subjects open for
increased discussion in music rooms
were history, patriotism, freedom,
veterans, dignity, honer, respect,
tolerance for other cultures, war, hatred,
“the way it makes us feel to sing about
our country,” the messages of and
reasons for writing many of the patriotic
and peace songs, feelings related to
September 11, school and personal
safety, and the question “Does it make
sense to hit back?” Fourteen teachers
(30%) said they increased emphasis on
how music has been used to respond to
the events, some by discussing the music
sung at baseball games, others by talking
about “the effect of music on raising our
spirits in hard times and/or enhancing
our joy in good times.”

Sixty-two percent of the teachers
surveyed are increasing emphasis on
American patriotic music, with “The
Star Spangled Banner,” “God Bless
America,” “America the Beautiful,” and
“America” named most frequently. One
included this comment; “I am not
increasingly teaching patriotic songs
because I do not want to promote radical
patriotism, ‘holier than thou’ or “We are
better than them’ attitude,”

Just six teachers (13%) claimed to be
increasing an emphasis on Middle
Eastern music. One teacher wrote,
“Sometimes diversity is emphasized so
much we forget we are all Americans
living in this country willfully. 1 think it
is important for children to feel
confident that Americans unite in times
of trouble. T think music is a strong voice
for nationalism.” Several other teachers

continued on page 40 . . .
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expressed a desire for more Middle
Eastern or multicultural resources.

A peace-related theme became
apparent in several teachers’ responses,
including a winter holiday program
whose theme was changed to “Peace on
Earth.” One teacher said that while
driving to school on September 11, she
composed a song called “Peace” for all
her students to sing. She also included
the song, “Spin, Spider, Spin” to
promote empathy and respect for each
other’s homes, Another teacher told of
how her students created “bells” to be
played for the national minute of
silence by playing tone clusters on the
instruments at her elementary school.
She noted that several young students
asked if angels made the sounds
because they could not see the
musicians who surrounded the school
or played in the halls.

Reasons for making curricular
changes were varied, including requests
from colleagues, administrators, and
parents. Other explanations included:
“Many of our students will have parents
deploying on military missions. It is
important for them to feel united and
proud of the service their parents give to
our nation;” “It is a great ‘teachable
moment’ in history;” “(our purpose is) to
provide an emotional release without
direct discussion of a fearful subject;”
“(I want) to connect and expose students
to other cultures including the diverse
cultures represented in our school;” “T
feel they need guidance as to why not to
act in anger, and what psychologically
doesn’t work about using violence to
solve problems,” and “I feel strongly
about what has happened, and I feel the
need to help my students.”

In response to our survey’s third
question - encouraging students to
express their understanding of the events
through musical means - only one
teacher answered by writing, “real things
to do as they participate in or witness
patriotic rallies, events, tragedies.”
Perhaps at the time of the survey, these
teachers had not had ample time to
develop lessons in which students
could demonstrate their understanding
through music.

Restoring Hope Through
Music

In addition to the inspirational
American music that unites us, there is
music that can illuminate the assortment
of heritages that comprise the American
people. Music of Arab-Americans,
peaple of the Middle East, Jewish-
Americans, and other Americans who
trace their parentage to the Middle East
and North Africa, is available for those
who seek it, Songs like “Tafta Hindi,”
{Saudi Arabia and Egypt) “Ala Delona,”
{Saudi Arabia) “Lama Bada Yatathanna,”
(Syria and Egypt) “Yeysh Lanu Tayish”
{Israel) come to mind as suitable for
singing with children, and for which
there are associated games, dances, and
rhythmic accompaniments. Songs whose
texts seem to say, “We are like you,
songful, playful, full of the joy of
living,” speak to values and sentiments
shared across many cultures and to the
human need for musical and artistic
expression, Listening selections from
cultural centers such as Baghdad (Iraq),
Cairo (Egypt), Damascus (Syria),
Jerusalem (Israel and Palestine), and
Teheran (Iran) are evidence of ancient
histories of sophisticated musical
practices that continue today. Their
melodic and rhythmic modes, played on
fiddles, lutes, flutes, and percussive
instruments, reflect the complexities of
people whose own histories are long and
deeply woven into customs of
celebration, mourning, and life events
from birth to death. While it takes a
lifetime to know these musical systems
and practices deeply, a few tastes of the
traditions of the Middle East can be
enriching to children,

Music may also be the entry point to a
growing understanding of the musicians,
listeners, and even the entire population
of a culture. Given the precarious nature
of this period, teachers of every subject,
at every level, want to alleviate student
fears of those who may appear
“different.” Mandates from the president
on down, including strong positive
comments from state superintendents,
steer adults and children from insults and
hate speech, and suggest strategies for
thoughtful consideration of all members
of the American community, Efforts to
prevent anti-Arab and anti-Muslim
expressions include making connections

- =

to articulate people of these populations,
so that studenis can have personal
experiences to help them understand that
regardless of cultural differences, people
share many similarities, Such
understanding can develop through
shatring together the stories, poetry,
songs, and dances of other cultures,
whose beaaty of form and expression
may be appreciated more deeply after
personal experience.

Following the September 11 tragedy,
music’s power to help us grieve, and to
heal, inspire and unify was brought to
our attention by news people, religious
leaders, and athletes and their Tans. As
we enter a new and dangerous era, music
teachers are finding ways to guide
children to appreciate the beauty of
diversity, to respect people whose lives
may appear different from their own, and
to keep open the channels of information
about people and their cultural values.
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Reviews

Carol Erion and Marjie Van Gunten, Editors

The opinions stated are those of the reviewer and not of the editors or the
American Orff-Schulwerk Association. The editors wish to thank those publishers
and members of industry who graciously donate copies of books and material for review.

ORFF SCHULWERK:
Music For Children
(CD collection)

Schott and Co. Ltd.

Under License from Harmonia
Mundi

Many experienced teachers of the
Schulwerk still remember (and perhaps
still use and enjoy) the original Musica
Poetica/Harmonia Mundi recordings,
Music For Children - with texts sung in
German. With Schott’s newly released
triple-CD compilation, American Orff
Schulwerk teachers reap the double

benefit of a CD format and English texts.

One can only hope that recordings in
other languages are yet to come.

The majority of the tracks comprise
selections from Margaret Murray’s five-
volume English edition of Music For
Children by Carl Orff and Gunild
Keetman (published between 1958-
1966). Additionally, one hears many
supplemental pieces, including a few
songs from North America (e.g., Poor
‘Wayfaring Stranger, in La-Pentatonic
mode). Even though this collection does
not provide new recordings of the old
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Music
Children

standards, it is well worth

owning and sharing with
students. It is worth
noting that the
instrumental ensemble
was conducted by Carl
Orff and Herman Regner.
Although the
instrumentalists were
professional musicians
(the liner notes state that
professional musicians
were used for “practical
reasons”), children’s
speaking and singing
voices abound. In
addition to the expected
timbres of recorders,
pitched and un-pitched
percussion that provide
the essential
sound of the instrumental
ensemble, one also hears water
glasses, guitar, cello, double
bass, sordun, crumhorn, trumpet,
trombone, viol, viola da gamba,
harpsichord and spinet.

HULWERK

SCHOTT

In this quote from the liner
notes, the listener is reminded
that ** ...as with the examples in
the volumes, the songs and
pieces on these CDs should not
be considered as parts of a
blueprint to be meticulously
followed in every detail, but
rather thought of as outline
sketches that can be varied,
modified, or extended as the situation
demands. Those who compare the CDs
and the volumes will indeed find that
many of the pieces have been changed.”
Indeed! How wonderful to have these
recordings - demonstrating through
exquisite performances the spirit in which
Orff and Keetman (and Margaret Murray!)
created and composed - providing such
beautiful examples of how the pieces can
and should be changed.

In addition to an overview of the
elemental style and goals of the
Schulwerk, the liner notes also provide

succinct comments about each track,
including volume and page numbers,
composer/arranger, pedagogical
emphases, and geographical sources.
The carefully articulated British accents
on some tracks might not be
immediately accessible to many students
in the United States, but the overall
power and beauty of this new release
make it one to be enjoyed and studied by
all Orff Schulwerk teachers who want to
increase their understanding of the
Schulwerk and of the primary sources
from which flowed the inspiration for
decades of creativity.

- Rick Layton

“JABUTI THE TORTOISE,
a Trickster Tale from the Amazon,”

written and illustrated by Gerald
McDermott.

Harcourt, Inc., 2001.

Gerald McDermott has been very
successful in adapting age-old myths for
elementary children and bringing the tales
to life with colorful, captivating
illustrations. His latest, “Jabuti the
Tortoise,” will delight primary children,

continued on page 44 . ..
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preschool through approximately age
eight, with its simple language and brilliant
art work. Young readers immediately focus
upon bright animal characters in a color-
luscious rain forest with a neon pink
background. Word and color unite to tell
this tale in a most appealing way.

This wonderful tale comes from the
oral traditions of Amazon tribes; some
scholars think this story may have
migrated from West Africa to Brazil.
Jabuti (pronounced zha-boo-CHEE) is a
tortoise with a multicolored shell who
loves to play his flute in his rain forest
home. He tricks the jaguar, lizard, and tapir
into performing silly pranks. The birds of
the air, however, love his flute music and
sing whenever he plays.

Enter the big black Vulture with no
singing voice at all. He is jealous of Jabuti
and begins to plot ways to fool the turtle
and then have him for dinner. When all
the colorful birds are invited by the King
of Heaven to sing to him, Jabuti accepts
the Vulture’s offer to give him a ride up to
heaven so he can play his flute for the
King. But, the Vulture turns upside down
on purpose; Jabuti falls down hard and his
shell breaks into many pieces.

The King of Heaven suspects foul play
when the Vulture does not drop off the
turtle. When asked, the Vulture does not
tell the King of Heaven what happened.
Instead, he hides his head under his wing.
The King then sends many birds down to
the rain forest to look for Jabuti. The
Toucan, Macaw, and Hummingbird find
Jabuti and repair his broken shell. For their
efforts, each receives colorful accents on
their bills and feathers which are seen even
today. Vulture stays black and still can’t
sing. Jabuti, wide-eyed and perhaps a bit
wiser, plays his sweet flute music again in
his rain forest home.

If you are looking for an appealing tale
for primary children that can evolve into a
drama using elemental music and
movement, then do consider “Jabuti the
Tortoise.” If a rain forest set can be created
for this play, that is well and good;
however, the strength of this tale lies in its
animal characters and simple plot. Let
Jabuti and his rain forest friends into your
music room...they will sing, play, and
move in an imaginative celebration of
many tones and colors. And. . . the good
guy wins after all!

-Veronika Schultz
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“MABELA THE CLEVER”
Retold by Margaret Read
McDonald.

Albert Whitman and Company,
Morton Grove, Illinois, 2001.

“Mabela the Clever” is an
adaptation of a folktale of the Limba
people in Sierra Leone, Africa, which
first appeared in print in 1967 as “The
Clever Cat.” This new version contains
a marching game that will appeal to
preschool through first or second grade
children.

The Limba people say, “Our heart’s
memory is our book.” This cautionary
tale comes from a long history of oral
tradition used by the Limba to pass on
tribal wisdom and morals to their
children. Students will be engaged by
the clever plan the cat used to try to
outwit a group of mice.

Though the other mice were mostly
foolish, Mabela was carefully taught
by her father to “LISTEN, LOOK
AROUND, and PAY ATTENTION to
what you are saying.” And, if she had
to run - RUN FAST! These lessons
proved invaluable when the yellow cat
came to the mouse village.

The mice were elated when the Cat
invited them to join the secret Cat
Society, so it wasn’t surprising that
when Monday rolled around all the
mice were present for the secret
ceremony. After lining the mice up and
assigning the smallest mouse, Mabela,
to the front, the Cat taught them all a
marching song:

“When we are marching,
We never look back!
The Cat is at the end,
Fo feng! Fo Feng!™

At the end of the long line
came...the cat!

Away they marched, deep into the
forest. Each time the mice shouted “Fo
feng,” the cat grabbed a mouse by the
tail and put it in a sack on his back.
Remembering her father’s advice,
Mabela LISTENED and noticed that
the singing grew more and more quiet.
Then she turned to LOOK AROUND.
When she PAID ATTENTION to the
words of the song, she realized that no
other mice had been watching the Cat -
and that she was the last one!

Quickly, Mabela RAN FAST
through the thick brush, with the cat
following close behind. When the cat
was trapped in a cluster of thorns, all
the mice in the sack escaped.This is
how Mabela lived to tell the story to
her children and grandchildren.

In her introduction, Margaret
McDonald, the author of this retelling,
suggests a possible tune for the
marching song. However, teachers are
invited to invent their own version, as
well. The story lends itself to gentle
accompaniment on thumb piano or
authentic Mbira, with possibilities for
light percussion from drums and
rattles. Because the tale is brief, it can
easily be done in one class period and
repeated as the children wish. For
young children, the conflict between
the cat and the mice is a winning
combination!

— Veronika Schultz
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Nancy Ferguson accepting her
Distinguished Service Award at Cverture
2000, Rochester, NY.

My friendship with Nancy
began at the University of Toronto in
1970 and *71 when for three weeks - not
two - we studied for Levels IT and 111

Nancy...these images spring into
mind: bubbly, fun loving, pretty as they
come, down to earth, sensitive,
cooperative, a real team player,
workaholic, committed to music
education and to her family. We knew
Nancy as one of cur most capable,
valued and beloved Orff teachers, But
she had another life as a talented and
accomplished jazz singer. At Nancy's
memorial service a video was played of
her singing “Little Boy Blue” at her
daughter Shari’s wedding. The response
was a standing ovation.

She was born Nancy Parsons in 1933
in Semerville, Tennessee, the younger of
two daughters. She graduated from high
school a year early so she could go to
college with her sister, Millie, to Murray
State in Kentucky where she majored in
Music Education with a voice emphasis.
Nancy was a “star” on campus, playing a
major role in many groups and
organizations. In 1954 she got her first
job, teaching elementary music in
Tampa, Florida.
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Remembering Nancy Ferguson

By Mary Shamrock, Konnie Saliba, Carol King,
Shirley McRae, and Vivian Murray.

Editor’s note: When I invited our five authors to write abouwt Nancy Ferguson, they
responded with enthusiasm, even though the necessarily early deadline gave them little time.
Orff Schulwerk fosters friendships that are deep and lasting, as their memories of Nancy

Ferguson testify.

In 1956 Nancy married Tom
Ferguson, an accoimnplished jazz
keyboard musician. They went on the
road with the Hit Parade, performing
with major names of the time—the
Clyde McCoy Band, Pat Boone, the
Mills Brothers, and others. Tom took a
position at Memphis State in 1961 and
Nancy became a mom - to daughters
Shari in 1961 and Terry in 1963. She
taught voice and piano at home, and in
her children’s preschool in exchange for
tuition. Nancy kept singing - she and
Tom performed regularly in the most
noteworthy Memphis jazz clubs.

With her children in school, Nancy
resumed teaching. She and Konnie
Koonce (Saliba) worked together at
Snowden Elementary in Memphis. They
wrote a grant establishing Orff
Schulwerk as the core music pedagogy
in all Memphis elementary schools - a
first in the nation! During the early 70’s
Nancy completed her Levels training in
Toronto, moved to the Memphis Board
of Education Office ag music supervisor,
and finished her Master’s Degree in
Music Education at Memphis State. Het
contributions to the profession
proliferated: president of Tennessee
Music Educators, president of AOSA,
and instructor for countless Orff
workshops and summer courses. In
every case she remained “Nancy,”
carrying the banner for music education
and always remaining a warm,
compassionate hurman being.

A major move in 1987 took Nancy to
the Music Education faculty at the
University of Arizona in Tucson. Along
with her academic work, she was
instrumental in developing the Southern
Arizona Orff Chapter and the Phoenix
All-City Orff Festival - an echo of her
Memphis years, Soon she became a
member of the author team for
Macmillan Company, publishers of

elementary music education textbooks.
Tor the rest of her too-short life she
enjoyed the proximity, support, and
accomplishments of her daughters, both
outstanding music teachers - Shari in
Phoenix and Terry in Las Vegas - and her
five grandchildren.

The energy continued. In summer
2000 she collaborated with Shari in
founding a preschool: Music for Farly
Childhood-—the Otff approach for
children 18 months to five years. She
continued to enjoy teaching children
herself, even after the seriousness of her
illness took iis toll. Her last participation
in children’s class instruction took place
one week before her death. The school
continues to flourish, a testimony to her
spirit and dedication,

I miss her...we miss her...we're so
grateful we had ber with us.

-Mary Shamrock

In the fall of 1968, I had just
arrived in Memphis hoping to teach in a
high school choral program. Though no
teaching positions were available, I was
asked if I thought T could help write a
grant for the Memphis City Schools to
begin an elementary music program. My
partner in this endeavor was to be Nancy
Ferguson - and neither of us had taught
music to young children.

We were told to apply for a Title III
from the federal government for a music
program, which would be “exemplary™
and “innovative.” After reading about
Orff Schulwerk and deciding that it fit
those criteria, we dove into the task of
writing. Thus began a three-year project
that became the foundation of the Orff
program in the Memphis City Schools.
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Orff Schulwerk training was
unavailable in the United States in 1969,
but one elementary school in Rochester,
New York was using Orff in the
classroom. We flew to Rochester with
our music supervisor to see the program
in action. Afterward, we were so excited
discussing plans for the future in
Memphis that we missed our plane! The
next summer Nancy and [ traveled to
Toronto to take our first Orff course with
Doreen Hall, There we were introduced
to Jos Wuytack, whom we immediately
invited to come to Memphis to teach a
course in the summer of 1971 as part of
the title project. That class began the
summer Orff training courses of which for
many years Nancy was an integral part.

Te forestall what we feared we would
lose when the three-year project reached
its conclusion, we presented more than cne
hundred demonstrations for parents, PTA’s
and school administrators. The success of
those presentations enabled the program to
expand to twelve schools, and eventually
to every school in the system,

One of the most unselfish people T ever
knew, Nancy always did more than her
share. I am grateful T had a week to spend
with her in June 2001 when I taught one
week of Level 11 in her stead. She was iil
then, but her greater concern was that I had
everything I needed.

Nancy will be missed. She had the gift
to inspire teachers to be better than they
thought they could be. She left her legacy
in the programs she helped develop and
the knowledge and skills she shared with
those fortunate enough to work with her.

-Konnie Saliba

Nancy led by example.

She demonstrated creative activities
and exemplary teaching process at in-
service sessions for the Memphis City
Schools Orff Music Program, for state
music conferences and Orff chapters
around the country. When Nancy noticed
how few sessions were available for
elementary music teachers at our state
music conferences, she ran for president
of the Tennessee Music Educators
National Conference and rectified the
problem. Whenever elementary music
was put on the budget chopping block,

she mobilized a parent suppott group to
speak at school board meetings,
Collaborating with Konnie Saliba to
establish the Orff certification program
at the University of Memphis, Nancy
worked to ensure that training was
available locally and then taught in that
program until she moved to Arjzona.
She helped establish the Memphis
Chapter of AOSA in the early 197(’s and
later went on o serve as president of the
national organization,

Nancy was a visionary.

As the first student teacher in the
experimental, federally funded
elementary music project in the
Memphis City Schools, I was blessed to
be under Nancy’s “wing” from the
beginning of my leaching career, I didn’t
understand until much later what
remarkable vision and leadership she
and Konnie Saliba had shown by
searching for innovative ideas and then
writing proposals to fund them, Because
of their work, our system now has 130
elementary music specialists and an
Orff-based curriculum that has impacted
thousands of students over the last thirty
vears. Readers who attended the 1996
Conference Opening Concert saw proof of
her legacy to the children of Memphis.

Many of us called Nancy “Mom”
— with good reason.

Her style of supervision was
nurturing and supportive. She had high
expectations for us and we knew what
she expected, wheiher we were
developing and sharing lessons with
each other or attending every Saturday
workshop. (During my student teaching,
Nancy came to observe me and told me
to go to the AOSA Conference in
Cincinnati jn 1970 - and I did. It was a
life-changing experience for me, and I
have Nancy to thank for it.) Like a good
parent, she supported us, even when that
support put her in the line of fire with a
principal or administrator,

One of the most remarkable things
about Nancy was her ability to sense
teacher potential. Whenever she thought
one of her teachers ready, she
encouraged him/her to present
workshops and do Orff “missionary
work.,” Without her assurance that I was
up to the challenge, T am certain I would
never have had the courage to present

my first session in Minneapolis in973.
She lived by the axiom that great
teachers are measured by the success of
their students - success for which she
never took credit. Just before the
Cincinnati conference, 1 told her my
students were performing there and she
responded like a proud parent,

Nancy lmew what the Orff approach
could give to children and devoted so
much of her love, time, and energy to it.
I am grateful to have had her as a mentor
and friend.

- Carol King

My association with Nancy
began in 1968, immediately I finished
two master’s degrees and a year of
teaching piano at the University of
Memphis, I became interested in the new
Title I pilot Orff program introduced
into the schools by Nancy and Konnie
Saliba, and I eventually joined the
Memphis Project. What began in seven
schools as an innovative program
launched by these two visionary people
became a model for communities around
the country.

From that time on, Nancy’s influence
over the Memphis program was
profound. Not only did she personally
train many of the teachers, but she
worked lovingly for many years as
supervisor of the growing program, now
represented in virtuafly every elementary
school in the city, Her interest in
superior instruction was paramount, and
her teachers knew she would work
tirelessly in their behalf. Her evaluations
were tempered with kindness and
concern.

T joined Nancy in teaching Level I at
the University of Memphis in 1977, and
for many years we each taught a separate
section, When we divided the stndents,
Nancy requested that she teach the local
students in order to get to know potential
teachers for the Memphis schools, a
choice T thought was not only wise but a
demonstration of her personal interest
and conmumitment,

As the Orff movement grew around
the country, Nancy remained an active
and popular influence in teacher training,

continued on page 49...
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She worked tirelessly and cheerfully in
good times and bad to keep the program
alive in Memphis and through teacher
training, throughout the nation, Her
years at the University of Arizona attest
to her broader vision, Through it all,
Nancy exhibited optimism and good
humor, even when faced with the harsh
realities of promoting music education in
a disinterested society, For this we all are
indebted to her.

As for me - it’s this simple: Nancy
changed my life. My personal career is
grounded in the philosophy and
strategies of Orff Schulwerk, This would
never have happened had she not entered
my life at that particular time, when 1
was restless and eager (o find an
interesting way to combine my interests
in music education, children, and
composition. She brought me into
contact with great pedagogues, such as
Jos Wuytack, from whom I learned
everything I value about orchestration in
the elemental manner. Nancy also
brought her own style to the evolying
Ortf “repertoire,” namely jazz.

I'm grateful to Nancy for her abiding
contribution to my life. I’m also glad I
told her this myself not so long ago.

- Shirley McRae

When 1 think of Nancy, certain
words spring to mind: welcoming,
gracious, generous, dedicated,
knowledgeable, caring, supportive, and
wise, characteristics that were evident
the first time [ met her in 1978, Within
minutes she reassured me she could and
would help me through the administrative
maze of applying for a teaching position
in Tennessee, Before [ was even hired,
she looked out for me.

I soon discovered that she was a
master teacher and an extraordinary
music supervisor. She knew when to step
in, when to let us learn by doing, and
when (o send us to observe another

experienced teacher, She gave us
opportunities to succeed, and rejoiced in
our successes. How honored (and
terrified!) I was when she advised me to
present my first out-of-town workshop!

In that first meeting we discovered
another shared passion: jazz. Many
singers are protective of their gigs, but
Nancy invited me to sit in with her trio
and later asked me to sub for her when
she was away. 23 years later, because
she believed that Orff Schulwerk and
jazz were a natural combination, she
brought together the leaders of two
organizations: AQSA and the
International Association for Jazz
Education. The Focus on Jazz segment
of the Cincinnati conference was the
result of Nancy’s efforts and the
enthusiastic support of Linda Ahlstedt,
Carol Huffman, and Greg Carroll.

Nancy agreed to teach a Level 1T at
Central Connecticut State University
during the summer of 2001, A week
before the course she called to say she
had pneumonia and wasn’t sure she
could teach. However, out of concern
that we might have to cancel the course,
she did come, though it was obvious she
was ill and tired easily. Construction
near the music building made it
necessary for us to walk from the dorm.
Fortunately, I had a luggage carrier and
each morning we strapped our book bags
onto it, Despite my protests, Nancy
insisted on helping me pull it “at least up
the hills.” With determination, she made
it through the course and promised to see
her doctor as soon as she got home.

‘When Nancy discovered she was
gravely ill, she called - not just to tell me
the news, but to apologize for not
helping with the Focus on Jazz sessions
scheduled for Cincinnati,

‘When her loss seems too much to
bear, it helps me to remember that Nancy
still lives in all of us who were touched
by her directly or indirectly.

Nancy, we have benefited from your
dedication to learning and teaching, your
willingness 10 pursue what you believe
in, your nurturing and generosity, and
vour gentle presence. Thank you for all
you gave us.

- Vivian Murray

About our authors:

Mary Shamrock has been an Orff
Schulwerk supporter, educator, and
auihor for over 30 years. She served
AGSA in many capacities—board
member, national president and vice-
president, twice as national conference
chair and editor of the Orff Echo.
Currently she is Associate Dean of
Health and Human Development at
California State University, Northridge,
where she was for many years a music
Sfaculty member.

Konnie Saliba is a Professor of Music
at The University of Memphis where she
is both the director of the Master of
Music in Orff Schulwerk and
coordinator of the division of music
education.

Carol King has been an Orff
specialist in the Memphis City Schools
for nearly 25 years. For nine years She
taught recorder at the University of
Memphis Orff certification program and
has presented workshops all over the
United States and Canada. She served
on the author team for the McGraw-Hill
music textbook series, Share the Music,
and has published materials for recorder
in the Orff-based classroom.

Shirley W. McRae is Professor
Emerita at the University of Memphis
and a consultant in Orff Schulwerk and
children's choirs. She teaches Orff
certification courses at various
universities nationwide and is an author,
composer, and arvanger. Her choral
works, for which she has won numerous
awards, are widely performed, and she
has also published ten books of Orff
arrangements and two fextbooks.

Vivian Murray teaches music at
Berkshire Country Day School in Lenox,
MA. She is an instructor for Orff
1eacher Training courses, and is a past
member of the AOSA National Board of
Trustees. She was co-chair of the
International Orff Schulwerk Symposium
irt Rochester, New York, and coordinated
the Focus on Jazz sessions of the
Cincinnati conference.




From the Classroom
Marilyn Gunn, Editor

Pieces From the Volumes: Places in Our Hearts

Tiptoe around, tiptoe around,
Uniil all the bubbles have popped.
Tiptoe aronnd, tiptoe around,

Until all the bubbles have popped.

The bubble wand is waved; the
bubbles ripen and fall to the ground. In a
whispering voice, the children learn by
echoing the simple words, and find the
steady beat with quiet hands. While
reciting the freshly learned words, we
tiptoe around the bubbles, careful not to
dictate their demise before it is their time
to go. When the bubbles are gone, and
the children’s expectations nearing an
end, I am able (in the gentle quiet) to
share the beautiful melody which
inspired the entire experience, and the
children are ready to embrace it.

Stepping, clapping, stepping, clapping,
Stepping, clapping, all together,
Stepping, clapping, stepping, clapping,

Stepping, clapping. Now we stop!

The empty spaces on the floor invite a
dynamic change. We do as the words
suggest, and then discover the melody
on which our mood is transported.

When we stop, the wind chimes suggest
a subsequent waving of the bubble wand,
and our game begins again.

At yet another gathering time, we
realize that same melody ( so attached to
our memery) on the barred instruments.
In the weeks to come, keyboard players
and the more aggressive recorder players
will find the melody their own, They
will make a special trip to the music
room to share their excitement. The
music is magical.

The melody is from page 94, #2, from
Volume IV of Music for Children by
Carl Orff and Gunild Keetman. It is but
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By Gwen Hargrove

one treasure in a chest of many. We have
reversed the dynamics, but T believe Orff
and Keetman would not mind.

Ours is a public school. Our resource
classes mect once a week, unless a field
trip, holiday, or assembly program
intervenes. As we prepare learning
opportunities for our children, our
choices are even more important due to
the limited contact time; the need to
plant seeds in their hearts, however, is
not diminished. In the Volumes we find
many thythmic, melodic, and harmonic
models of elemental music at its best.
What a gift of choices we have been
given (o help us plant those seeds!

Having had positive experiences with
the Volumes in my teacher training
courses, I was hungry for more. [ was
able to pursue a Master Class whose
objective involved an overview of the
Volumes. (How interesting it is to me
that we endeavor to understand so
acadermically what our hearts readily
recognize: the beauty and effectiveness
of elemental music!)

My volumes are now folded, creased,
scarred with pencil marks, and as
obviously well-foved as an aged-worn
teddy bear. They are marked with paper
clips, tabbed with scotch tape, and
thickened due to copies of the
instructions and notes which have been
strategically placed near the pertinent
pieces. They travel back and forth from
school to home. They are full of the
comfort of the pieces I have experienced
with my students, as well as the
excitement of those we have yet to play.
They are strategic to our music-making
and learning.

They are strategic because they serve
my students and me on many levels. For
my children the volumes offer
opportunities to experience the beauty of
elemental music - music gentle enough
to be absorbed by - rather than imposed
on therm. They are a reference library,
enabling me to study rhythmic,
melodic, and harmonic models of

elemental music. Together we
experience the models set forth by Orff
and Keetman to inspire our own
improvisation and composition.

I am always amazed at the apparent
immortality of the music we experience
from the Volumes. For example, T teach
canon 1 on page 91 of Volume I to my
second graders through echo play each
yeat. We add a simple bordun, work in
small groups to create dances, and leave
quite satisfied after our experience, At a
later date, we will use the same melody
as the A section for our rondo,
celebrating our improvisations. The
canon may appear again in the next year,
as we explore new accompaniments
and realize the joy of playing in canon!
While I may not have the time to
introduce new material as often as 1
would like, we can learn new concepts
and skills using familiar and well-
loved works.

While my regular music classes
generally work with the shorter rthythms
and melodies found in the volumes, my
instrumental groups are able to enjoy in
more depth some of the larger works.
The brilliance of such pieces as #8, page
30 in Volume TI, #44, page 136 in
Volume I, and #38, page 123 in Volume I
affords my students an unequaled
experience. Pieces such as these can be
learned in their entirety or in abbreviated
versions, One of our favorite
performances involved only the first ten
measures of “Connemara Lullaby,”
found on page 44 of Volume 1V. The
beautiful dorian melody was easily
played on recorders, with a B section of
improvisation in the dorian mode. A
pyramid of mirror movement enhanced
the enchanting music.

Beyond the beauty of the morpent, the
largest thrill for me as a teacher comes
even later when the children
independently extend their experience
with music from the volumes. The
melody may reappear on another
instrument, or inspire lyrics or

coniinued on page 52...
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movement created to prolong a child’s
pleasure. Middle school children come
back to our elementary music room and
pick up the mallets in remembrance of a
favorite piece. Siblings and friends say
to me, “I want to learn the piece that
goes...” as they attempt to find the
sounds on the xylophone. Best of all, the
young musicians are often inspired to
adapt elements of the familiar into a
creation all their own, Therein lies
perhaps the greatest legacy of Music for
Children. While reflecting on the initial
publications, Carl Ortf said:

It is not the playing from notation but
the free making of music in
improvisation that is meant and
demanded, for which the printed
examples give information and
stimulus.!

If we share Orft's vision for children,
we must make choices which support the
attainment of that vision. As both a

teacher and a learner, I will continue to
pursue the wisdom of Orft and Keetman.
Due to time constrainis, I must shorten
my children’s repertoire and let the
familiar often times be the springboard
for fresh learning. The volumes contain
more resources than T will probably ever
be able to tap. However, using the
brilliance of the elemental models within
the context of teaching in the Schulwerk,
I am confident that seeds will be planted.

! Carl Oeff. The Schulwerk. Volume 3 of Carl
Orff/Documentation, His life and works, an
eight volume autobiography of Carl Orff.
English edition. Schott Music Corp, New
York. 1978

Gwen Hargrove is in her 26th year of
teaching elementary school music at
Ocean Palms Elementary in Ponte Vedra
Beach, Florida. She is a member of the
North Florida Chapter and serves on the
AOSA National Board of Trustees as the
Region IV Representative.
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Video Preview from the AQSA A/V Library

“It Ain’t Over “Til the Students Sing in Tune (and in Parts)!”

Armed with a list of research
statements and practical ideas, Ann
Carpenter Kay, Past President of the
Kodily Association, begins this
Rochester 2000 AOSA Conference
session with the “Zipper Round,”
published by Tossi Aaron. Ms. Kay
weaves together the teaching
philosophies of Kodaly and Orff, making
a strong statement for the advancement
of ginging in the classroom at any level
in this Rochester 2000 AOSA
Conference session.

The past statistics are grim: the
majority of American children and adults
do not sing well, Ms, Kay cites two
studies (1971-72, 1997 National
Assessment of Educational Progress)
that show that 65%, and later 70%, of
8th graders were unable to sing
“America” with acceptable pitch. She
says most teachers are not trained to
teach children how to sing in tune. A
show of hands verifies this fact to the
session participants. National Standard
#1: K-4 Achievement Standard (MENC,
1994} clearly states that by the end of
fourth grade, students will be able to
achieve five singing goals. Ms. Kay
emphasizes that teaching should be
systematic, intentional and follow a
sequence of learning steps in order to be
effective, With the skill of a master
teacher and the enthusiasm of a crusader,
Ms, Kay challenges the group to create
ways that allow children to succeed.

Ms. Kay states that, in the past,
classroom teachers began the day with
song and used music as a transition
between subjects. The children practiced
singing every day. In today’s
environment, the music teacher needs to
create opportunities for the children to
exercise the voice, practice breathing
exercises, and sing, One way is (0
include the classroom teacher in the
music lesson. Another way, states Ms.
Kay, is to send “Home Link” sheets with
the students that are song prompts. The

By Beth fafigliola

purpose of the music homework is to
infiltrate the home with singing.
Children are encouraged to sing at home
and even sing in the shower, chuckles
Ms. Kay.

As a ‘coach’, the music teacher
should encourage individual singing and
give constructive feedback. Singing may
be personal, Ms. Kay states, but students
need to know the truth in order to
improve. Ms. Kay uses a tape player to
assess student work. The microphone
becomes part of a quick-response game
catching solo singing fragments. Props,
such as a slide whistle, tease the students
into vocalizations. A flashlight maps the
melodic line in a darkened classroom for
self-conscicus, older students. A
dartboard acts as a visual tool as
volunteers ‘throw’ a pitch. 1f the
response is out of tune, point to an
imagined ‘miss’ area on the target and
model moving the veice up or down to
the targeted pitch.

Children need to practice singing
small intervals. The vowel ‘00’ helps

tune a familiar song, but the use of
solfege syllables helps unsteady students
anchor the sound and produce a better
pattern, states Ms. Kay, She begins the
process with a tuning fork pitch and then
introduces a sequence, such as “sol, mi,
la.” During the session, Ms. Kay
explains the order of pitch concepts she
uses in the classroom and the grade level
at which she presents each concept, A
simple song, like “Bounce High, Bounce
Low™ can become part of a game to
develop inner hearing. Ms. Kay holds up
a Ping-Pong paddle with an open- or
closed-mouth face shown on each side.
Ms. Kay playfully turns the paddle,
allowing participants to sing aloud or
audiate the song in their heads, A
magician’s hat and a pop-up rabbit create
the same effect. Next Ms. Kay divides
the group into three sections and each
sing a syllable from the song. The song
bounces around the room as each group
sings only their own sound aloud.
Part-singing begins to flow from the
activity by selecting a tonal sequence

confinued on page 54...
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from the song itself. One group sings

only “bounce high” using sol and la. The DRUMMAK ER
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