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Building a Bridge to the Future
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a card game, a part of a stringed
instrument, a part of a musical com-
position, a type of loan, a gambling
game related to golf—and that’s only
part of the list. In the end, the most
basic of definitions is a structure
spanning and providing passage over
a gap or barrier. 

My life experiences are probably far
from unique, but I have had the
opportunity to appreciate bridges.
Among my memories, a period of time
when it was impossible to cross the
Illinois River on the existing bridge
and hundreds of cars per day were fer-
ried across to maintain the connection
between Rushville and Beardstown,
Illinois. Those two small towns have
become interdependent over time with
a daily commute for people who work
in one place and live in another. Look-
ing back on the experience, it sounds
like something from frontier days but
it was the only solution when the
bridge over the river, a major water-
way, was shutdown more than six
months for rehabilitation. 

What about our children who
depend on us to provide the bridge to
creative expression in a time of debili-
tating focus on testing for the one right
answer? What about our profession
when entire states decide their dedica-
tion to the arts isn’t so strong after all?
What about the resulting effects on our
beloved organization? Are we going to
stand on one side of the river and try
to yell our message to the folks on the
other side or are we going to find alter-
nate ways of crossing the river?

Advocacy for our belief in this phi-
losophy is critical. The AOSA Web site
has many features added in the last
year to assist members in delivering
the message to administrators. Inspir-
ing words are a click away in video
format and print form. Please check
out the David Holt video clip and
Christie Ebert’s inspiring words deliv-
ered at the opening session of the

2008 AOSA Conference. Ever-chang-
ing statements from administrators
and professionals in arts-related fields
reinforce the importance of the arts in
the lives of our children and the life
of our nation.

Your National Board of Trustees is
dedicated to fiscally maintaining this
organization in spite of the interna-
tional economic downturn we have
experienced in the past year. We seek
to serve the membership through ana-
lyzing that which you have placed
highest on your priority list. Most of
the work of AOSA is done by people
just like you who are volunteering
copious amounts of personal time
because this is our passion. 

I am a bridge. You are a bridge. We
made that choice when we became
educators and consciously decided to
spend our life energy providing pas-
sage to creative expression through
movement and music. I hope you will
join me in maintaining the integrity of
our connection, our conduit to the
future of music and movement educa-
tion. In the words of Hillel the Elder:

If I am not for myself
Who will be for me?
And if I am only for myself
What am I?
And if not now, when?

How did I first experience the words
of Hillel the Elder? Through the bridge
provided to me by Carl Orff and
Gunild Keetman in the publication
Music for Children, Paralipomena.
Where did I make that connection? In
Level III. Bridges from the past to the
present to the future. 

This is no time to blink. Reach out
to your fellow teachers and ask them if
they are members of AOSA. Bring new
educators to membership by sponsor-
ing them for one year. Assist in your
chapter. With passion assisted by com-
mitment, together, we can maintain
our bridge to the future.

I recently visited
our 2011 confer-
ence site in

Pittsburgh and
marveled at the
spirit of collabora-
tive effort that is
already evident. It
was déjà vu as the

same thoughts were in my head last
year when I met the chapter leaders
in Milwaukee and Spokane. The end
result in each location will be the
finest professional development con-
ference available for movement and
music educators.

What is it that leads people to com-
mit their lives for three years to the
production of a three-day opportunity
to grow and connect with others
through the Schulwerk? 

• Joy 
• Commitment  
• Deep understanding 

In each instance, the sense of
excitement and delight was very pres-
ent as we shared conversation over a
meal. “Joy” is such an over used word
during the December holidays, but I
felt a real sense of joy mixed with
anticipation as we sat around the table
sharing great food. Their commitment
to you is real. In Milwaukee, Spokane,
and Pittsburgh, I sense pride in their
cities and a real desire to share that
which is unique about the region
while providing the highest quality of
professional development.

They have made a commitment to
Orff Schulwerk that will challenge
them personally and professionally.
They have agreed to be a human
bridge between Orff Schulwerk and
the thousands of teachers who will
grow because a living, breathing con-
ference is available to feed the need
to know more. 

I was astounded to find a multitude
of definitions for the word “bridge”—

By AOSA President Jo Ella Hug

Jo Ella Hug
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An encounter with an astonishing
example of elementally created
visual art has caused me to pon-

der the relationship between skills and
knowledge and the creative process.
This thought journey was inspired by
the women of Gee’s Bend, Alabama,
who created stunning quilts that have
toured major art museums across the
country for the past six years. I first
encountered these quilts at the De
Young Museum of Art in San Francisco

and was struck immediately by the
bold use of pattern and color, the sub-
tlety of form and texture, the surpris-
ing use of space and value. These
women had an amazing command of
the elements of art, yet the curator
notes did not include the usual list of
art schools and noted artists who influ-
enced the quilters. 

These artists did not set out to cre-
ate works that would hang on museum
walls or receive acclaim from critics.

Orff Schulwerk
classrooms work in

much the same way
as the community of

quilters. We make
music in community

and celebrate the
ability of each child
to contribute to the

whole. We do not
inhibit artistic

expression for our
students with a

primary focus on
technique and

content knowledge
before children have

had ample time to
play with the

elements of music.
We encourage

children to work with
things they already

know to create music
in a way that

expresses meaning 
to them.

Elemental Artistry
By Marjie Van Gunten

A "microphone" encourages melodic improvisation in name games.
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when we set about to make art? Do we
encourage our students to think about
composition as a means to some
endeavor other than a performance? If
we look to the model of the women
from Gee’s Bend—for whom sewing
together was a prime motivator for
making the quilts—what is the role of
community in fostering creativity in
the classroom?

Orff Schulwerk classrooms work in
much the same way as the community
of quilters. We make music in commu-
nity and celebrate the ability of each
child to contribute to the whole. We
do not inhibit artistic expression for
our students with a primary focus on
technique and content knowledge
before children have had ample time
to play with the elements of music.
We encourage children to work with
things they already know to create
music in a way that expresses mean-
ing to them. The process is much
more important than a polished

Rather, they were impelled by a life of
poverty and isolation. Sometimes the
quilts were made from worn work
clothes that were the only memory of
dead loved ones who were too poor to
leave anything else behind. The
women who made the quilts never
engaged in any formal study of art, yet
their work has been called “…some of
the most miraculous works of modern
art America has produced.”1

What led these women to such bold
use of the elements of art? Can great
art be created without specific content
knowledge in the art discipline? If art
can be created without a body of
knowledge, what is the role of discrete
knowledge in an art form? What about
music? Is it possible to create music
without knowledge of the elements of
music? Clearly the answer is “yes”—it
happens all over the world. What role
does knowledge about music play in
the creative process of composition?
From the number of people I have

known who despaired of composition
after indoctrination in eighteenth cen-
tury counterpoint during their college
years, I have come to believe that
knowledge can impede the creative
process. What is it that frees us up to
boldly experiment and confidently cre-
ate original musical works?

If we look to the work of the
women from Gee’s Bend, we might say
the answer lies in exploring simple
things in new ways—no rules required.
The ability to freely explore is natural
to children, and sadly, often lost to
adults. Picasso once said, “Every child
is an artist. The problem is how to
remain an artist once we grow up.”
Clearly, the adult women that made
the quilts were not hampered by an
inability to play. They also were not
inhibited by a perceived concept of
“good art.” The goal of their creative
effort was warmth and an opportunity
to be in a community as they stitched.
Do we hamper the creative process

Color patterns are a natural introduction to composition.
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product, and we value the brilliance
of a child’s musical discovery more
than a brilliant lesson plan. 

Like children who can create an
eloquent musical performance with-
out the need for a score, the women

who designed the quilts did not
work from traditional quilt designs
(although they were well aware of
them). Rather, their work was
improvisational; they laid scraps out
on a bed and moved them around

until a design emerged. What a great
model for developing intuitive musi-
cians. In her forward to The
Anatomy of Melody, Alice Parker
compares a singer who works from a
literacy base in music with a singer
who works by ear. They may both
make mistakes in performance
“…but the intuitive singer inhabits
the world of sound, and very few
page-students do. In fact, the latter
have so many intellectual barriers
erected that it can take years of
study to break through them.”2 I
don’t believe Alice Parker is advocat-
ing against teaching children to learn
to read music, but she lays out a
strong case for not over intellectual-
izing the process of music training.
She also believes that a good melody
cannot be reduced to a set of rules.
Rather, she compares melodies that
endure to “fundamental physical
forms: cloud, stream, tree.”3

How does a child begin to play
with melody? Very simply: they sing.
How does the music teacher create an
environment for melodic play? Create
name games in which melodic inven-
tion is the goal; encourage arioso sto-
ries; sing questions and listen to the
answers (forget about eight-beat
phrases and imitation of part of the
question phrase at first). Ask ques-
tions about their melodic play: did
that go up or down? Were there any
repeated patterns? Were the pitches
moving from note to neighbor note or
did they jump around? These ques-
tions help the children to learn from
one another and eventually lead to
vocabulary and definitions, but the
labels are not the goal of the experi-
ence. You can be sure that genera-
tions of women from Gee’s Bend
learned their quilting language in a
similar way: by observing and shar-
ing patterns.

Delightful and surprising moments
happen during name games in a first-
grade music classroom. A six-year-old 

A young composer conducts his score.

How does a child begin to play with melody?
Very simply: they sing.
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girl ends a long melismatic passage
ornamenting “Margaret” with a modal
ending. Darsey clearly has a motive in
mind as he creates melodic patterns
for each syllable of his name. In their
name songs other children employ
things they have experienced as mod-
els: an arpeggiated major triad or the
often heard rhythm pattern of ta, ta,
te-te, ta. As children play with their
name melodies, new ideas emerge and
are borrowed by others, and all of the
children feel free to join in the game
because there are no rules for what
makes a “good” name melody. Like the
women of Gee’s Bend, the children are
playing with well-worn melodic ideas
and rearranging them just to see what
will happen, in a supportive commu-
nity of fellow composers. 

The women of Gee’s Bend discov-
ered and exploited the power of pat-
tern as a design element. Exploration
of pattern is also natural for children
and very much a part of elemental
music-making in an Orff classroom.
Gunild Keetman describes “rhythmic
building bricks”4 that are derived from
children’s rhymes or individual names.
The melodies we encounter in the vol-
umes begin with bi-tonic or tri-tonic
melodic patterns and sequentially
build upon that base to create patterns
derived from pentatonic scales and
later the major diatonic scale and
modes. Ostinato patterns are the chil-
dren’s first experience with musical
texture. Children easily employ these
musical patterns long before they have
the labels or definitions with which to
identify them—and they do so boldly. 

We are also blessed with a collec-
tion of musical scraps with which
children can playfully and artfully
piece together musical quilts. The
rhythmic and melodic exercises in
Music for Children, Volume I provide a
fertile opportunity for building larger
musical forms. Help children discover
these “playthings” through echo
games and movement and later, when
they know how these musical build-
ing blocks feel in their ears and bod-
ies, they will become part of the
artistic language that will find its way
into creative expression. Lovely musi-
cal models, like those crafted by Orff
and Keetman, are an important part of

the creative journey for our students.
This is why we also teach folk songs
and traditional singing games, so that
these gems that have stood the test of
time will create “ear worms” that
return when the child is engaged in
creating original music. As children
explore ways to use patterns and
qualities of sound to express a per-
sonal experience, they will also come
to that deeper, and more intuitive,
way of thinking about music
described by Alice Parker. 

Even before they have developed a
memory bank of the patterns left to
us by Orff and Keetman, young chil-

dren are able to invent patterns of
their own. Given something as simple
as construction paper, they can
arrange the pieces into a limitless
array of color patterns. If the colors
become symbols for timbre choices
(i.e., blue = triangle; brown = drum;
etc.), the colors take on a new life as
sound pieces that reflect the chil-
dren’s visual patterns. With a little
encouragement to fold, tear, cut, and
paste, the options for creating pat-
terns explode exponentially, as do the
sound choices the children can dis-
cover: loud/soft, high/low,
short/long, staccato/legato, etc.  

Loretta P. Bennett, b. 1960; Work Clothes Strips, 2003
Image courtesy of The Gee's Bend Quilters Collective and the artist
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Older children can use a similar
process to work within previously
experienced musical forms. Imagine a
construction paper score for sonata-
allegro form. Discrete knowledge about
the musical element of form becomes a
framework with which to engage in
creative play. It is sometimes good for
children to experience the power of
limits as an aid in artistic expression.
In this case, the limits are imposed by
the formal structure of exposition,
development, and recapitulation. How
do you show a tonic-dominant rela-
tionship in an exposition with scraps
of paper? How can you create patterns
that imply this relationship when the
instrument of choice is a large recycle
container with a delightfully percus-
sive lid? For middle school students,
working in a community on a creative
project meets their need for social
interaction in the learning process and
expands the possibilities in the same
way that pattern-sharing opened the
door to new quilt designs.

Limits were supportive to the quil-
ters—and to my middle school stu-
dents when they composed within a
set musical form. The women had to
make do with materials close at hand
(fabric scraps, needle, thread, and the
restrictions of a two-dimensional art
form), yet the variety in their work is
astonishing. When asked if working
within the limits of sonata-allegro form
helped or impeded their creativity, the
overwhelming response of my middle
school students was typified by the
boy who wrote in his music journal,
“…without limits there were just too
many choices.” I am continually
amazed by the multiplicity of varia-
tions written by composers, over many
centuries, while working within the
“limits” of sonata-allegro form. 

Things of great beauty can be cre-
ated by arranging simple materials in
new ways. We would be wise to heed
the words of Alice Parker, who states,
“Our society’s preoccupation with orig-
inality has been one of the great mis-
apprehensions of these times…the
greatest art can arise from the simplest
and most timeworn materials.”5 This is
the beauty—and the genius—of ele-
mental music-making. By exposing
children early and often to the beauty

that arises from their playful explo-
ration with timeworn materials, we
foster an attitude of confidence in com-
position for our students. “The wonder
is that so many combinations are pos-
sible, like the stars in the sky or the
sand on the shore.”6

Endnotes
1 Michal Kimmelman, New York

Times Art Review, Jazzy Geometry,
Cool Quilters, November 29, 2002.

2 Alice Parker, The Anatomy of
Melody Exploring the Single Line
of Song. (GIA Publications,
2006), p. xv.

3 Alice Parker, The Anatomy of
Melody Exploring the Single Line
of Song. (GIA Publications,
2006), p. 121.

4 Gunild Keetman, Elementaria
(Schott & Co., Ltd.,1970), p. 24.

5 Alice Parker, The Anatomy of
Melody Exploring the Single Line
of Song. (GIA Publications,
2006), p. 122.

6 Alice Parker, The Anatomy of
Melody Exploring the Single Line
of Song (GIA Publications, 2006),
p. 122.

Marjie Van Gunten has
taught children for forty
years and currently
serves on The Orff Echo
Editorial Board. She also

teaches pre-service teachers at the
college level and frequently is asked to
provide professional development for
classroom teachers seeking to bring
music into their classrooms. She has
explored composition and improvisa-
tion with children from Kindergarten
through middle school as well as
teaching a summer course for music
teachers on the same topic.
E-mail: marjievg@mindspring.com.

trophymusiccompany
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The Joy of Singing Games
By Christopher Roberts

Playing “Chicken in the Fence Post”

Children + music + play =
singing games! There is perhaps
nothing more playful in music

class than a good singing game. Yet,
students in upper-elementary school
are going through social and emotional
transitions that can make them hard to
reach: indeed, they are becoming “too
cool for school.” Because of this, not
all games are successful. What makes
a good singing game for upper-elemen-
tary students? Where can these games
be found? What are the pitfalls of such
active experiences, and how can we
avoid them? Why play singing games
in the first place?

Bag is My Gold Ring”). Students who
might not be comfortable singing by
themselves at other points in class will
be more likely to do so if they are able
to be “it” in a game.

Provide exposure to multicultural
music. Children’s singing games can be
found in every corner of the globe.
Using singing games in our classes is a
fun and easy way to expose children to
music from other cultures. Choosing
multicultural repertoire with minimal
words in a foreign language will help
students quickly grasp the songs and
allow the teacher to focus on teaching
the music rather than the language.

Reasons to Combine Play and Song
Give students singing experiences.

As students move into the upper-ele-
mentary grades, some grow self-con-
scious about themselves and their
singing. Singing is an essential skill for
students to learn in general music
class, so finding enjoyable ways for
students to vocalize is crucial. For
many children, games can help them
relax, and they can throw themselves
wholeheartedly into the musical expe-
rience, singing fully—and, not inciden-
tally, tunefully. Some games provide
opportunities for solo singing, as well
(“Charlie Over the Ocean”; “Whose
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Allow time in class for children to re-
focus. My upper-elementary students
have trouble maintaining focus for
more than ten or fifteen minutes at a
time. Programming a singing game in
the middle of class, where students are
able to be physically active, can help
them refocus for the “brain work” that
will be coming later in the period.

Have fun! This is by far the most
important reason! “Joyful music-mak-
ing” is not a national standard, but I
think it should be our number-one
goal. When children throw themselves
into a good singing game, their exuber-
ance in music class is unparalleled.
Singing games are good, clean, kid-
centered fun!

For upper-elementary students,
what types of singing games work?
Younger students seem to enjoy almost
any music we present to them, but
older students are growing more judg-
mental, as they develop their own
interests and opinions. When I look for

Singing games from other cultures
often (though not always) have mini-
mal text (e.g., “Obwisana Sa”; “Tue
Tue; Sagidi Sapopo”).

Preserve an authentic part of chil-
dren’s culture. For centuries, children
have been found playing singing
games on city streets and country
lanes, backyards, and schoolyards. His-
torically, singing games were transmit-
ted from child to child, but it may be
that with the advent of tightly sched-
uled lives, children today have less free
time in which to share these games
with one another. That’s where music
teachers come in: we can help stem
the tide of losing this rich repository of
children’s musical culture by teaching
them in our classrooms. 

Teach music literacy. We can use
many songs to highlight specific rhyth-
mic or melodic elements we may be
working on. For example, the version
of “Chicken in the Fencepost” found in
the sidebar is perfect for teaching both

low so and ticka-ticka, the rhythmic
pattern of four 16th notes. The game
should always be the main point; that
is, teach the song and play the game
many times on many different days
before asking the children to examine
it for purposes of music literacy.

Create community in the classroom.
Non-competitive games and play par-
ties (dances that incorporate singing)
can be an enjoyable way for students
to work together, to try to solve a com-
mon problem. For example, success-
fully performing challenging patterns
such as those found in “Weevily
Wheat” or “Four White Horses” can
lead to a wonderful sense of cama-
raderie. Even competitive games can
lead to a good sense of group fun if the
students demonstrate good sportsman-
ship. As older elementary students
begin creating social hierarchies in
which some children are excluded,
such communal, supportive activities
become beneficial for all.

Playing “Four White Horses”
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singing games that will work in my
upper-elementary classes, the follow-
ing attributes are often successful:

Movement. I recently surveyed my
fifth-grade students, asking them to tell
me what they liked about specific
singing games. Movement was the
most commonly given answer. As one
student wrote, referring to a chase
game, “I like being active and run-
ning.” For so much of their day, chil-
dren sit, whether they are in class, in
the car on their way to soccer practice
or piano lessons, or watching televi-
sion at home. Moving is essential to
who they are as children, and they
enjoy the opportunities given to them
in school to “get physical.”

Competition. For my survey, the stu-
dents rated a list of games, half of
which were competitive and half non-
competitive. Five of the six most highly
rated games were competitive. This
was not particularly surprising to me—
we live in a society that values compe-
tition, and my school has a strong
after-school competitive sports pro-
gram—but what interested me was
that the girls preferred the competitive
games as much as the boys did. Stereo-
typically, we think of boys as being
more competitive than girls, but in my
particular school, the girls enjoyed
such games as well. I have often tried
to downplay competitive elements in
my classroom because I haven’t
wanted to hurt the feelings of those
who lose. However, this seems to be
more my issue than theirs; when I
interviewed individual students about
games, they reported that hurt feelings
don’t occur. As one student said, “we
understand that not everyone can win;
it’s okay…you’ll get another chance on
another day.”

Musical elements. While “the game
is the thing,” certain musical qualities
of the songs themselves tend to earn
the interest of upper-elementary stu-
dents. I look for songs that have synco-
pated rhythms, and melodies that are
minor, modal, or bluesy. Songs sung at
faster tempi are also more likely to
delight and engage children.

Cool texts. As a first-year music
teacher, I was excited to get into my
music classroom, and play singing
games that could also teach concepts.

I began the year teaching my sixth
graders Lucy Locket, which includes
the words “Lucy Locket lost her
pocket; Kitty Fisher found it.” I
thought the students would love it
because of the fun chase game, and I
could teach quarter notes and paired
eighth notes—a win-win situation.
Wrong, wrong, wrong. They took one
listen to those words, burst out laugh-
ing, and never seemed to take me
very seriously again, for the rest of
the year. What we learn as young
teachers! A song like “My Landlord,”
which tells the story of a tenant
avoiding a rent-collecting apartment
owner, grabs my fifth graders’ atten-
tion every time. The fact that it has
syncopation and flatted thirds doesn’t
hurt either.

Potential Pitfalls of Singing Games
Of course, like all good things,

teachers must be on the lookout for
problems that can derail singing
games. And there are many! With my
upper-elementary students, I watch for
the following potential issues.

Pandemonium. When it comes to
singing games in upper-elementary, the
line between rambunctious enthusiasm
and bedlam can be a fine one. Each
teacher must know his or her own stu-

dents (and own comfort level) to make
sure that it remains within comfortable
bounds. I quickly learned—the hard
way—that if anything, I must be more
vigilant in ensuring that my students
are having fun and feeling safe. Gener-
ally, reminders that the game will stop
if extensive horseplay continues will
solve the problem in my class.

Elimination games: What happens
to students who get “out?”  If students
have nothing to do once they are elimi-
nated from a game, mischief can
ensue—but there are solutions. Ousted
students can act as referees for those
still playing the game, or they can cre-
ate a second circle, in order for two
games to be played simultaneously.
Alternately, eliminated students can be
sent to the instruments, where they
play a set part. For example, once sent
packing, a student could choose to
play the beat on a conga drum, a
chord bordun on a xylophone, or the
rhythm on rhythm sticks. If you set it
up so that students can always choose
from the same tasks, you don’t have to
waste precious time giving them
instructions after each round; the stu-
dents who are “out” know exactly
where to go. Also, with some elimi-
nation games, it works to have two

continues on page 18

Playing “Big Fat Biscuit”
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Two Singing Games for Upper-elementary School Students

Game: Two concentric circles of unequal size, holding hands, with a stuffed chicken in the middle.  Two students stand
outside both circles. While two students (“chicken-hunters”) hide their eyes, the teacher chooses one pair of people in each
circle to be the doors that will magically open at the end of the song. The class sings the song, while the two circles move
in opposite directions. At the end of the song, the circles stop moving, the doors open, and the two chicken-hunters scram-
ble to be the first one in the middle to grab the chicken. The winner can pretend to eat it! 

Game: Two sets of partners (four players) form a square, standing opposite each other within arms’ reach.  Students
perform the following clapping pattern. Note that the pattern is in 6/4 meter, the song in 4/4. 

More challenging options: 
1. Choose more than one door in each

circle.

2. Select more than two chicken-hunters.

3. Create more than two circles.

4. Invite circles to continue to move once
the song ends.

Why students like it:

• The chicken is funny!

• Double circle game, with
surprises at the end

• Competition: someone wins
each round

Why music teachers like it:

• Literacy: the song is great for
ticka-ticka and low so.

• It provides all students with an
opportunity to move around.

• The competition is somewhat
based on luck.

1. The “ones” clap partners’ palms above
shoulder level. The “twos” do the same
with hands pointing down, at waist level.

2. All clap own hands together.
3. “Ones” clap below, “twos” above.
4. All clap own hands together.
5. Hands pointing up, all clap neigh-

bors’ hands, L and R.
6. Clap own hands together.

Why students like it:

• Lively syncopation

• Cool text, particularly the
words “ripe banana”

• Game that is challenging
but doable

Why music teachers like it:

• Community: a group of four students
work together to perform a challeng-
ing hand-clapping pattern.

• Music literacy: an excellent song for
isolating low ti

• Diversity: the tune comes from the
Caribbean
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people eliminated each round, mak-
ing the games go twice as quickly.
Ideally, I like to play an elimination
game (e.g., “Obwisana Sa”; “Quack
Diddlioso”) until there
is one final winner,
but I often have to
stop the games before
that because it feels
that they may soon
get out of hand.

Low levels of
singing. While singing
games can be a great
way to engage reluc-
tant singers, students
can also become so
focused on the game
that they forget to
sing. For some stu-
dents, it is legitimately
challenging to do two
things at once, to
vocalize while engag-
ing in a carousing
activity. Also, students
are occasionally so
enthusiastic about the
game that they want
to make comments to
their peers—a com-
pletely appropriate
response. Occasion-
ally, if the singing is
weak enough, I stop the game, and
have them practice the song alone,
then tell them to “try the challenge of
singing while you also play the
game.” Also, sometimes I stop the
game early, and put it away for
another day. That usually helps drive
the point home.

Bad sportsmanship. While competi-
tive games please students, at times,
the children can become so focused
on “winning” that they are not
respectful of one another. Immedi-
ately intervening when an incident
occurs and discussing the issue with
the class will send the message that
such behavior is not acceptable. 

Handholding. For games that
involve touching, I generally give stu-
dents a choice. Either they can play
the game according to the rules, or
they can sit out. Given that, virtually
every student chooses to stay in the
game. However, there is a caveat: I

work on the “respectful touching”
skill from the time they are in kinder-
garten, regularly planning activities
that incorporate handholding through

the elementary grades.
For most of my stu-
dents, by the time
they are in fourth or
fifth grade, the skill is
engrained in them
enough that they
make very little fuss.
If your students
haven’t been holding
hands, and then in the
middle of fifth grade
they’re asked to do so,
they very well may
rebel. You might
choose to wait a few
years, after training
your younger students
in the skill. If you
have students whose
cultures prohibit
touching between
sexes, gloves or
scarves may solve the
problem. 

Varying skill levels.
Upper-elementary stu-
dents love to be chal-
lenged. But that
challenge is a double-

edged sword, because some children
take longer to learn specific skills.
Often, teachers can find ways to dif-
ferentiate instruction. “Four White
Horses,” for example, is a challenging
game in which students perform a
hand clapping pattern in a group of
four. We can first teach the students
in pairs, and move each pair into the
group of four only when they have
demonstrated the ability to accurately
perform the pattern. In this way, the
students that need another round or
two to work on the motive before
moving into a larger group are given
time to practice. Stronger players (or
the teacher) can also be paired with
weaker students, to “peer-teach” the
pattern. (See sidebar for a daily
teaching strategy designed to teach
the game in a way that will help lead
to successful participation.)

The potential pitfalls are numer-
ous! Opportunities for high jinks

Resources for Singing Games
Jill Trinka: Little Black Bull; Bought
Me a Cat; My Little Rooster; and John
the Rabbit

The Amidons: Jump Jim Joe and Down
in the Valley

Lois Choksy and David Brummitt: 120
Singing Games and Dances for Elemen-
tary Schools

Lamar Robertson and Ann Eisen: An
American Methodology

Local and national workshops! Great
material can often be found at Orff
workshops and conferences.

Christopher Roberts lives
in Seattle, where he
teaches K–5 music and is
a doctoral student at the
University of Washington.

He studied the Orff approach in Las
Vegas, and received Kodály training in
Seattle and Calgary. In the summer, he
teaches pedagogy and musicianship,
along with demonstration classes, in
the Kodály Certification Program at
Seattle Pacific University. 
E-mail: croberts777@aol.com.

abound, singing levels can drop,
varying skill levels can lead to frus-
tration, and bad sportsmanship can
occur, but if we anticipate and plan
accordingly, cheerful music-making
experiences will fill our classes. Look
for singing games that allow move-
ment, have interesting texts, provide
attainable challenges, and include
syncopation and minor or modal
melodies. By designing lessons with
singing games, we can help improve
singing skills, provide exposure to
world musics, and preserve an
authentic part of children’s culture,
as well as create community among
our students, allow time in class for
children to burn off steam, and,
above all, have fun. 

Children love to play singing
games. In their tightly structured
lives, both in and out of school, chil-
dren often sit, dutifully working on
their lessons, and they welcome the
opportunity to let loose, perhaps get
a little rowdy, and play a good game.

Children love 
to play singing
games. In their

tightly structured
lives, both in
and out of

school, children
often sit, duti-
fully working 

on their lessons,
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and play a 
good game.
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relay runner who lights his torch at
the fires of the past and brings it
into the present.…The sustaining
ideas lie in time and I hope so to
drive the development forward that
I can hand the work over to my
successors and young teachers.1

Just by virtue of being teachers
engaged in the Schulwerk, we are all
handed the lit baton of Orff’s legacy.
Some of us may receive it casually,
some with joy and gratitude, some
with fear and trembling. Each of us is
welcome to spend our share as befits
our dreams and desires, our talents
and interests. But all of us should
consider the responsibility that comes
with the pleasure of the inheritance. 

For those at the starting line, for
those mid-race, for those approaching
the end of their leg, the questions are
the same. What are the qualities that
qualify me to enter the race and sus-

tain me while running? Which ideas
feed the flame and which dampen it?
How can I recognize myself as an
able bearer of the torch? Am I worthy
of the chromatic bass bars, or will I
get the rhythm sticks?

The following are my answers to
those questions—seven qualities that
I’ve noticed in teachers who seem
pre-disposed to the demands and
delights of the Schulwerk. Not all of
these teachers have all seven in the
same proportions, but most lean
toward a type of artistic temperament
that these qualities speak to.

Although we would like to think
that the Schulwerk is for everyone, in
fact, it is a kind of calling that attracts
certain kinds of teachers and leaves
others cold. We all have our story of
stumbling into our first workshop and
feeling like we had met our missing
half, so beautifully expressed by one

Carrying the Torch
By Doug Goodkin

Orff teachers in a summer course spiral further along the path.

The Legacy of Carl Orff

A t the urging of my friends and
family, I recently went to a lawyer
to make a living trust. I’m at the

age when the question of legacy is
much on my mind—suddenly I realize
that I’m closer to the end of the path
than the beginning. So, I find myself
beckoning to those coming up behind
and particularly looking out to see who
might carry the torch forward to light
up the future. 

I like the term “living trust.” I have
no idea what it technically means, but
for those of us practicing Orff Schul-
 werk, it feels like an apt job descrip-
tion. The “living” part is making
forever contemporary Orff’s timeless
ideas, re-presenting them in today’s
terms with today’s children in today’s
classrooms. The “trust” part is striving
to be worthy of the legacy entrusted to
us. And looking out to see who is wor-
thy to receive what we have to pass on
so that tomorrow’s children will be
refreshed as well.

When you sit down to make that
will, worthiness is on your mind.
Who will really listen to all my old
CDs? Who would genuinely appreci-
ate the silver tea set and use it on the
right occasions? Who will hang my
painting and who will hide it in the
closet? Who will get the full set of
chromatic bass bars and whom the
rhythm sticks?

When the Orff Institute opened in
1963, Carl Orff was 68 years old.
Legacy must have been on his mind as
well, for in his opening speech he said:

All my ideas, the ideas of an ele-
mental music education are not
new. It was only given to me to
present these old, imperishable
ideas in today’s terms, to make
them come alive for us. I do not feel
like the creator of something new,
but more like someone who passes
on an old inheritance, or like a



capacity to dig, probe, touch, taste,
explore, mess around, try things out—
well, you know—to play! If you don’t
know, watch a three-year-old and
study at the feet of the master. 

Restless dissatisfaction: The moment
a teacher thinks “I’ve got it!” all fur-
ther growth stops. Inspired teachers
are impatient with easy answers and
never rest wholly content with their
work. They are well-served by a
healthy apparatus of self-critique, look-
ing back at every class with an eye to
“what could I have done better?” In his
speech at the opening of the Institute,
Orff gives us a taste of this quality at
work. He might have used the occa-
sion to celebrate his considerable
accomplishments, but instead said:

With all the joy in the new home
that we now have for the Institute,
there steals over me a sense of
oppression when I think of the task
that lies before me, that is yet to be
accomplished. A task that grows in
size the more one tackles it.3

Now that’s someone with a healthy
restless dissatisfaction.  

Cultivated love: Much of the first six
qualities speak to an artistic tempera-
ment that romps freely through the
playground of its passion. But to cross
the line from music to music educa-
tion, there must be an equal love for
and knowledge of children, the general
needs of all children and the specific
needs of each child we teach. That
means cultivating our ability and
intention to see the child behind all the
successes and failures, to keep alert for
breakthroughs, to find out what partic-
ular passion or intelligence is standing
behind the child’s struggles and resist-
ances. Each class is an opportunity for
our students to reveal who they are
and if we are watchful, we can come
to see them, know them, and love
them. As exciting as the Schulwerk is
as a means to develop musical intelli-
gence, its potential as a path to love is
the centerpiece of its legacy.

Go through this list again. Enthusi-
asm. Curiosity. Imagination. Surprise.
Play. Dissatisfaction. Love. Now imag-
ine just about any six-year-old you
know. No wonder children in inspired 

student who told me, “Today, I have
seen and experienced what before I
could only imagine.” That student’s
pilot light of possibility roared to a
warming flame, and like many of us,
his life was never the same again. 

In no particular order, here then
are seven qualities that describe the
kind of teacher well suited to the
practice of Orff Schulwerk:

Contagious enthusiasm: Teaching is as
much—and perhaps more—a conta-
gious disease as it is a scientific
method. Or, rather a contagious “ease”
with one’s unflagging pleasure in one’s
chosen work. Good teachers can get
you excited about things that you
never thought you’d care about in a
million years—the dung beetle, for
example—simply by the overflow of
their own passion. Because your
teacher went to bed at night thinking
about the dung beetle and woke up in
the morning hungry to observe its next
move, suddenly you find yourself
thinking the same. You’ve been drawn
into the orbit of enthusiasm. Work
without genuine enthusiasm (ah, gen-
uine! There’s the rub! You can’t learn
it or fake it!) is often dry and brittle,
missing the spirit of being filled with
spirit (the root meaning of “enthusi-
asm”). Orff teachers, it is not enough
to merely teach drones and ostinati—
love them as much as the dung beetle!

Relentless curiosity: The Schulwerk is
no straight and narrow path—it is a
criss-crossed labyrinth of winding
trails, replete with dead ends, hidden
corners, and unexpected openings. No
sooner do you start down one path
than you meet another and wonder,
“What’s down there?” And because no
one can ever know even a fraction of
all there is to know about each strand
of the Schulwerk—body percussion,
speech, poetry, song, movement, folk
dance, recorder, percussion instru-
ments, xylophones, and beyond—there
is ample food for the inquisitive mind.
Those who thrive in the Orff classroom
are people who have kept intact their
sense of wonder, people more inter-
ested in the questions than the
answers, more tuned in to “what if?”
than “what is.” Which leads us to…

Unbridled imagination: We all need
some time to run free as wild horses
in the open countryside of the imagi-
nation. At some point, we will rope
those horses and saddle them, settle
them down so we can ride them, teach
them to respond to the reins. But the
beginning and end of the matter is set-
ting aside time to let the fantasy life
run free, to dream the work to come,
and not domesticate it too soon. In
this cell-phoned, computer-connected,
list-ticking world, it means shutting off
the busy mind, opening the corral
gate, and giving some exercise to the
imagination. 

Grateful surprise: Surprise lives on the
border of our comfortable lives, just
beyond the fence of the known. It is
often an uncomfortable place, because
risk and uncertainty live out there. It
takes a certain kind of courage to leave
the warmth of one’s home, an ability
to be “uncomfortable with comfort”
and “comfortable with discomfort.” 
(I first heard this term used by the poet
David Whyte).

Orff himself said: “Those who look for
a method or a ready-made system are
rather uncomfortable with the Schul-
 werk; people with artistic temperament
and a flair for improvisation are fasci-
nated by it.”2 Improvisers habitually
leave the security of the given notes
and venture out into new territory.
(Once Earl Hines was improvising a
piano solo on a radio show when his
host told him the time was up. Earl
kept on playing and when asked why,
replied, ”I wanted to see how it would
turn out.”) 

Often the best moments in our
classes are those small surprises that
turn up because we allow space for
them—discovering Shane’s singing
voice when he volunteered for the
solo, Claudia’s astounding blues
improvisation, or Emma’s exquisite
movement study.

Mirthful play: It is hard to find the bor-
ders between curiosity, imagination,
enthusiasm, and surprise—they all
lead to and through one another. And
what often connects them all is the
sense of mirthful play, that childlike
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Orff classes are so happy when it’s
“music day”—this meets them where
they live. If we’ve done our work well,
we can find those same qualities still
lit in the fourteen-year olds we teach—
perhaps slightly dimmed by hormonal
lampshades, but burning nonetheless.
And if we ourselves have been teach-
ing for ten or twenty or thirty years
and still find ourselves eagerly getting
up in the morning to play “Old King
Glory” yet again or imagine what else
we might do with “Streetsong,” we can
be thankful that even in the midst of
an economic crisis, the legacy of Carl
Orff, Gunild Keetman, and their suc-
cessors keeps yielding such rich
returns. But unlike money in the bank,
it doesn’t earn interest without us pay-
ing our dues—living with senses alert,
heart open, and intelligence at peak
volume, with a childlike spirit that
loves to play and an adult determina-
tion to work. 

Endnotes
1 Carl, Orff: The Schulwerk: Documen-

tation, Volume III (Schott Publishers,
1978), 249

2 Carl, Orff: “The Schulwerk – Its Ori-
gins and Aims.” In Eclectic Curricu-
lum in American Music Education:
Contributions of Dalcroze, Kodaly,
and Orff, ed.Beth Landis and Polly
Carter (Reston, VA: MENC: The
National Association for Music Edu-
cation, [1963] 1990), 137.

3 Carl, Orff: The Schulwerk: Documen-
tation, Volume III (Schott Publishers,
1978), 249.

Doug Goodkin teaches at
The San Francisco
School. He has taught
children from three years
old through the eighth

grade for thirty-four years. He directs
the San Francisco Orff Course and
teaches throughout the world, most
recently in Argentina, Vietnam, France
and South Africa. He is the author of
seven books, including The ABC’s of
Education: A Primer for Schools to
Come. E-mail: Goodkindg@aol.com.
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Brain–based Education in Music
A New Science or Science-Fiction?

We can see increased interest in
the brain and brain-based edu-
cation everywhere. Google turns

up over one million hits on “brain-
based education.”  Nearly every educa-
tion and music education conference
offers sessions that teach ways to uti-
lize new research on the brain. Places
like MIT and Stanford increasingly
sponsor workshops and courses where
teachers pay big bucks to attend
“learning and the brain” conferences.
They believe this research is substan-
tial enough to use in classrooms.

The number of new books on brain-
based education is also startling. Musi-
cophilia: Tales of Music and the Brain
by Oliver Sacks and This is Your Brain
on Music: The Science of Human
Obsession by Daniel Levitin have both
recently hit the best-seller list. How-
ever, thus far, conclusions are conflict-
ing. Parents are asking educators
about what technology to purchase in
order to increase their child’s cognitive
functions. In a Kaiser Family Founda-
tion study conducted in 2004, more
than half of the parents surveyed said
that educational videos and toys are
“very important to children’s intellec-
tual development.”1 Is this a market-
ing ploy, or can this be verified
through research? 

Parents have read articles in the
popular press about the Mozart Effect
making children “smarter” or at least
temporarily increasing spatial ability
scores.2 Will classical music help build
a better brain? We read that students
who participate in band, orchestra,
and choir have higher SAT scores than
students who do not participate.3 Does
participation in the arts raise SAT
scores?  Furthermore, we read that
children have “windows of opportu-
nity” in which to learn music, lan-
guage, and math and that these
windows close before puberty.4 Have

repeated research investigations con-
firmed this critical period?

As educators we must ask our-
selves if we’re moving too fast in our
use of brain-based education. Are we
making assumptions based on slim
evidence? While the field of brain
research is making exciting discover-
ies, is it sufficiently substantiated to
translate into the classroom? Is brain-
based education a leap of faith, or can
it be substantiated by current
research? How do educators sort out
information from misinformation and
make solid decisions in their teaching?
Although there are still no definitive
conclusions, this article addresses
some of the concerns about relying on
preliminary research and presents
some promising studies and their
implications for music educators and
their classrooms.

Brain Research Techniques
Recent sophisticated techniques for

measuring brain activity allow us to
study brain development to a degree
never before possible. Investigators are
able to measure electrical brain activity
with the relatively simple and inexpen-
sive EEG scan (electroencephalogram).
Other means of viewing brain activity
include MRIs (magnetic resonance
imaging), which measure anatomic
visualization, and PET scans (positron
emission tomography), which measure
blood flow to the brain (although gen-
erally the latter is rarely used on
healthy children due to the required
injection of radioactive substances). 

Flohr, Miller, and Persellin  used
EEG scans to confirm that young chil-
dren, after ten weeks of music instruc-
tion, became more efficient, that is,
expended less electrical activity, when
they assembled jigsaw puzzles (see fig-
ures 1 and 2).5 Schlaug, Norton,
Overy, and Winner demonstrated 
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By Diane Cummings Persellin
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But it is important that we as educa-
tors pay heed to the more responsible
studies rather than basing our peda-
gogy on the popular press.

Research and Implications
Research: In 2008, the Dana Con-

sortium released a three-year study of
cognitive neuroscientists from seven
universities across the United States.9

These investigators came together to
grapple with the question: Are smart
people drawn to the arts, or does arts 

significant changes in several parts of
the brain of young children who partic-
ipated in active music-making.6 Efforts
of these investigators and others pro-
vide a clearer picture of what the effect
of music instruction may be on brain
development. For years, we knew very
little about the processes of the brain.
Now, we can scan it for activity,
changes in size, even tumors. Nonethe-
less, how the brain processes and
retains music and music skills is still
somewhat mysterious. And we don’t
yet know definitively how to teach
based on what we see in the scans.

We must overcome formidable
obstacles. Some things we will simply
never know, as techniques would
require applying invasive methods in
the study of young children. Moreover,
the study of human learning and
behavior based on brain research
requires that investigators maintain a
logical and conservative perspective
when drawing conclusions. Although
measurement devices make it possible
for researchers to pinpoint specific bio-
logical changes in the brain, long-term
longitudinal studies are time-consum-
ing and expensive. Moreover, many
brain-based studies deal with a small
number of subjects and have not been
replicated. 

We must also remind ourselves of
the need to distinguish between corre-
lation and causation. There is a corre-
lation between high SAT scores and
music study (College Board, 2008),7

but we do not have a causal relation-
ship. High SAT scores of band, choir,
and orchestra high school students
may be more the function of parental
support than ensemble participation
making students smarter.

Bruer warns that “brain-based edu-
cation literature represents a genre of
writing, most often appearing in pro-
fessional education publications, that
provides a popular mix of fact, misin-
terpretation, and speculation. This can
be intriguing, but is not always inform-
ative…nor is it the way to present the
science of learning.”8 Though Bruer’s
cautions need to be taken to heart, we
can also have hope for the future. Valid
studies, indeed, exist and seem promis-
ing for the field of music education,

but these studies do need to be repli-
cated with other populations.

Music educators are excited about
the implications of brain-based
research for our practice. At the same
time, we are wisely hesitant to jump
on the band-wagon. In what follows, I
will summarize selected current stud-
ies and their implications for our class-
rooms. Some of this research will
appear conservative compared with
what the popular press and some cur-
rent brain-based workshops are saying.

Figure 1
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training make people smarter? Studies
in their report include children and
adults involved in music, drama,
visual art, and dance instruction. The
consortium found that children moti-
vated in the arts develop attention
skills and strategies for memory
retrieval that can also apply to other
subject areas. In addition, links appear
between skills in music instruction and
geometry as well as between music
instruction and early literacy. While
they caution that they cannot confirm
if music instruction causes increased
skills in these areas, they can confirm
the correlations.

In a Florida study, 41 percent of
potential dropout students said that

some aspect of participating in the arts
kept them in school. Furthermore,
these students reported that they were
more engaged in their art and music
classes than in academic classes.10

Implications: The arts are highly
motivating. We see how music,
movement, dance, and drama activi-
ties in our classes help engage stu-
dents and focus their attention.
When our students develop music
skills and knowledge in our classes
they may be more inclined to con-
tinue to participate in the arts in high
school and to ultimately stay in
school. One local teacher who super-
vises some of my student-teaching
interns makes it a personal goal to

have 100 percent of her fifth graders
enroll in a music elective in middle
school, because she feels that this
will help keep these students
engaged in their education beyond
elementary school. 

Research: Neurons in a child’s
brain make many connections at an
incredible pace. 11, 12 As a child reaches
puberty, the pace slows and the brain
keeps connections that it has found
meaningful and prunes connections
that are not useful. This process con-
tinues throughout life, but appears to
be most intense between ages three
and twelve. While this is a period of
high brain activity, there is not yet
neuro-scientific evidence that this is 

Figure 2
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a critical period of learning or window
of opportunity for music.13 Most other
skills increase throughout a lifetime.
Humans never finish their learning
process. Because of the structural plas-
ticity of the brain, learning continues.

Implications: As music educators,
we can lobby principals to schedule
music classes for pre-kindergarten and
kindergarten children with certified
music teachers. We can also hold
workshops for parents of pre-schoolers
and encourage informal music-making
experiences in the home, such as
singing, dancing, and listening to a
wide variety of music. In-service work-
shops for pre-kindergarten and kinder-
garten teachers can also be organized
to extend musical experiences through-
out the day. 

We can also remind parents that
their children will continue to learn
music throughout their lives. The early
childhood years are an excellent time
to learn music as the brain is more
receptive; however, children will con-
tinue to learn music throughout their
teen years and on into adulthood.

Research: Movement appears to
improve mood, increase brain mass,
and enhance cognitive processing. We
increase blood flow throughout our
body when we get up and move.
Within a minute of moving, there is
about 15 percent more blood in our
brain than when we were sitting. By
involving more movement and sensory
input, students may be more attentive
for longer periods of time and have
better long-term recall.14 Fox, Parsons,
and Hodges have found that the area
of the brain that controls movement is
activated when listening to music.15 It’s
no wonder that children begin to move
when they hear music! 

Implications: Educators are encour-
aged to involve more sensory input in
their classrooms, such as moving and
“hands-on” activities, which are likely
to hold students’ attention for a longer
period of time. Moving large and small
muscles through singing games and
dances may lead to longer term recall
and greater music.16

Research: The rate of growth of
these connections (synapses) may be

dependent upon the complexity and
type of activity one regularly engages
in. For example, when we engage in
novel motor learning, new connections
appear to be generated. And when we
engage in repeated motor learning (or
exercise) our brain develops greater
density of blood vessels.17 So the brain
appears to need a balance between
both new or novel experiences and
opportunities to practice familiar motor
learning. Arnold Schiebel, director of
the Brain Research Institute at UCLA,
says, “Unfamiliar activities are the
brain’s best friend.”18

Implications: This research fits well
within our discipline of music educa-
tion. We know that children may
appear to be more engaged when we
incorporate new music, strategies, and
ways of interacting in our teaching.
Children also appear to be more
focused when we teach from several
places in the room, include them in
large and small group activities, and
use a variety of modalities to teach.
Research is beginning to support using
teaching strategies that balance new
activities with reviewing or rehearsing
previous skills and concepts.

Research: Two recent investigations
have concluded that we tend to
remember information or experiences
best that are presented first. We
remember second best that which is
presented last and least that which
comes just past the middle.19, 20

Implications: Music teachers can
capitalize on this information and
teach the most important things first.
The beginning of class can be the best
time to reinforce a new concept or skill
as retention appears to be the greatest.
These investigations also underscore
the importance of closure at the end of
class to help cement the learning. Prac-
ticing skills, small group work, and
announcements can be scheduled dur-
ing the middle of class.

The many variables in studying chil-
dren, such as home environment,
require large sample sizes. These
investigations are expensive and long-
term interaction is necessary. Never-
theless, the research we currently have
is valuable. The arts play an important

role in human development, enhancing
growth of cognitive, emotional, and
psychomotor pathways. Schools have
an obligation to introduce children to
music and the arts at the earliest possi-
ble time and to treat the arts as funda-
mental—not optional—curriculum
areas. Learning the arts provides a
higher quality of human experience
throughout a person’s lifetime. We are
at the threshold of utilizing developing
technology to study how the brain
functions and analyzing which teach-
ing strategies are most effective. It
promises a fuller understanding of
learning and will guide us in more
effective teaching strategies. 

Note: The author expresses her
appreciation to her husband, Robert
Persellin, M.D., for his assistance in
preparing this article.
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With these words, children’s book
author Fatima Shaik welcomes
the reader to a second line, a

moving celebration with music and
dance closely associated with New
Orleans’ brass band and “jazz funeral”
traditions. Set in the heart of Tremé,
arguably the oldest historically African
American neighborhood in the coun-
try, the author describes the celebra-
tion as seen through the eyes of a
child.  It was my own experience in
Tremé, my own view from inside the
second line, which would allow me to
see with greater clarity new possibili-
ties for music and music education,
and which, ultimately, would lead me
to call New Orleans home. 

This article will offer a glimpse
into some of the unique musical tra-
ditions maintained in New Orleans
and invite you to consider their place
in your music classroom. It will also
provide an overview of my research
into the matter of how these tradi-
tions are passed on to children, and
point to the implications of these
strategies for improving school music
programs everywhere. 

Why New Orleans Matters
Those of us concerned with cultural

preservation, particularly as it relates
to music education, can benefit greatly
from understanding the music of New
Orleans—what has been, what
remains, and what we hope to recover.
As local clarinetist and historian
Michael White wrote:

New Orleans is still a mystical, mag-
ical place. Her streets hold the secrets of
10,000 years. Here, cemeteries are the
resting places where the practitioners of
opera, works songs, symphonies, and
the blues, danced the Bamboula and
quadrilles, waltzes, and the Calinda. In
their Africanized-Francophone-Ameri-
can-Indian-Anglo-European-Caribbean
wisdom, these spirits know that the
‘voice’ of Buddy Bolden, the voice that
arose from the deepest and most glori-
ous side of human nature and that told
our stories for so long, is an immortal
flame to be passed on forever.2

New Orleans has enjoyed a high
level of cultural preservation, keeping
its diverse music and dance traditions
alive while constantly spawning new 

This article 
will offer a glimpse

into some of the
unique musical

traditions maintained
in New Orleans and

invite you to consider
their place in your
music classroom.

…What it Means to Miss New Orleans
In New Orleans, and especially
here in our neighborhood of Tremé,
we have music the way other folks talk.

So where some people might gather for speeches
to remember the dead,
honor births and great days in history,

or just celebrate as we do today—

we follow a band
to listen and dance
in our own special way.1

What It Means
to Miss New Orleans

By Kaya Martinez

Focus on Research
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development was nurtured outside of
the classroom, and the implications
of this for improving school music
programs, was documented in detail
in my thesis, “Firsthand Second Line:
An Ethnographic Study of Music
Teaching and Learning in New
Orleans,” which contains the findings
of a 2004 study funded in part by an
AOSA research grant. 

The purpose of the study was to
offer a culturally contextualized
description of the musical experi-
ences—in terms of both content and
pedagogy—of children growing up in
several of New Orleans’ predominantly
African American neighborhoods and
to draw implications for the use of this
repertoire and these teaching and
learning processes within school music
programs. The guiding question of this
qualitative study was: What are the
musical experiences of African Ameri-
can children in inner city New
Orleans? Related lines of inquiry led
me to examine music teaching and
learning opportunities available within
the families, neighborhoods and four
public elementary schools (serving stu-
dent populations that were 98 to 100
percent African American), and to
investigate how those school music
programs did, or did not, reflect the
socio-cultural practices, pedagogies,
and values observable in their respec-
tive communities.

Core data were collected over a
three-month period via participant and
nonparticipant observation, semistruc-
tured and nonstructured interviews,
audio and video taping, field notation,
and document research as well as col-
laboration with local artists, educators
and culture bearers. Observations of
community and school-based music
making formed narratives, giving par-
ticular attention to the nature of the
children’s involvement. 

The first narrative section chroni-
cled examples of music making in the
community, offering accounts of a jazz
funeral, a traditional second line, and
“Super Sunday,” an annual “Mardi
Gras Indian” celebration in which
members of this unique New Orleans
culture—whose traditions pay homage
to both African and Native American
roots—gather to display their songs,

ones. Not only through its live music
venues and churches, but also
through its brass bands, social aid and
pleasure clubs, parades and street per-
formers, this live music Mecca has
offered countless young musicians a
fertile soundscape in which to train
their ears and develop their musical
minds and bodies.

“In other places, culture comes
down from on high,” explains Ellis
Marsalis, “in New Orleans, it bubbles
up from the street.”3 Despite high
poverty rates, a struggling public
school system, and inconsistent access
to elementary music education within
those schools, and even despite the lin-
gering effects of the levee failures that
followed Hurricane Katrina in 2005,
many neighborhoods have continued
to “bubble over,” thus managing to
maintain the city’s rich and eclectic
musical heritage.

Widely recognized as the “Cradle of
Jazz,” New Orleans embodies the
fusion of diverse cultural elements. Its
complex socio-political history has
facilitated the integration of European
and African elements, while remaining
conducive to the preservation of their
respective aesthetics and values; in
fact, in some respects, it has resulted
in as much (if not more) segregation of
cultures as integration, so that micro-
cultural values have been preserved
through relative isolation.4 According
to late Louisiana State University
scholar Henry Kmen:

New Orleans represents one of the
most diverse musical cultures of
North America; it has one of the
longest histories of cultivated and
vernacular musical activity of any
North American city. Equally well
known is the extent to which that
musical activity is carried out in
public settings. This is especially
true of the vernacular traditions of
the city. …From singers performing
on street corners for loose change
to…ensembles providing music for
the funerals of local citizens.5

Documentarian Royce Osborn
asserts that New Orleans has been at
the forefront of every major movement
that has shaped American music in the
past century.6 It has been a hotbed of
creativity not only in jazz, but also

rhythm and blues, rock and roll,
gospel, funk, and rap. It has amplified
the blues of the Mississippi delta and
the zydeco and Cajun sounds of sur-
rounding parishes while simultane-
ously providing a point of entry for
Afro-Caribbean and Latin musical tra-
ditions. A directory of prominent New
Orleans musicians would read like a
“who’s who” of American music past
and present. Jellyroll Morton, Joe
“King” Oliver, Louis Armstrong, Sidney
Bechet, Mahalia Jackson, Fats Domino,
Harry Connick Jr., the Marsalis family
and the Neville brothers would be but
a few of the entries. 

One Teacher’s Learning Journey
Years ago, while passing through

New Orleans on a music listening road
trip, a beloved brass band leader
passed away and was customarily hon-
ored with a traditional jazz funeral
procession. I found myself inside the
second line, lifting my voice and danc-
ing through the streets with hundreds
of strangers, celebrating not only his
life, but life itself. This was the first of
many powerful musical encounters I
would come to have in New Orleans,
and it raised questions that I would
begin to explore more deeply in 2004
when I moved to the Crescent City. 

As I observed young children grow-
ing up musical in some of New
Orleans’s neighborhoods—neighbor-
hoods that in many cases were impov-
erished economically yet among the
richest musically—I discovered that
rarely was I seeing school music pro-
grams at work. In fact, I discovered
that most public elementary schools at
the time were served by an itinerate
program in which teachers, armed
with few resources and often without
dedicated music classrooms, might
serve as many as four schools per
week, providing limited access to vocal
music, even less to instrumental music
(usually restricted to upper elemen-
tary) and none that were identifiable
as being rooted in the Schulwerk. 

I came to understand that what I
was witnessing was largely the power
of community-based music teaching
and learning, the passing on of tradi-
tion. My quest to understand the
ways in which children’s musical
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dances and intricately detailed, hand-
sewn suits of beads and feathers. The
second narrative section highlighted
school-to-community connections in
two public elementary schools, docu-
menting observations of an after-
school African drum and dance class
for grades K–5 and two separate her-
itage celebrations at an elementary
school that had built into its curricu-
lum an in-depth study of local tradi-
tions in music and dance, including
partnerships with New Orleans musi-
cians and elders in the Mardi Gras
Indian tradition. The third and final
narrative portion was derived from
repeated observations of both a third-
grade vocal music class facilitated by
an itinerate general music teacher and
a band class (grades two through five)
in a public arts magnet school led by
their in-house music specialist, one
who prided himself on a band reper-
toire consisting largely of New Orleans
jazz and on the fact that they were the
youngest parading band in town. 

The narratives revealed common
themes that proved useful as lenses
through which the data could be more
closely analyzed. Prevailing themes
related to performance practice were:
a) a link between music and dance; b)
a lack of delineation between audience
and performer; and c) the promotion
of a heterogeneous sound ideal-that is,
inclusion of opportunities in which
self-expression and improvisation were
encouraged. Several teaching and
learning themes also emerged; these
were: a) imitation of models; b) use of
multimodal experiences; and c) cultur-
ally contextualized experiences, in
which children's opportunities to par-
ticipate and to create were linked to
community traditions and/or practices
valued by those closest to them.

Lessons from New Orleans
The range of children’s musical

experiences documented in my field
observations and interviews was quite
broad—from toddlers atop their
father’s shoulders bobbing along to the
rhythm of the brass band, to kinder-
garteners constructing their own
makeshift drums and tambourines to
play along at the second line, to exam-
ples of participation in highly

rehearsed public performances and
even some peer teaching among upper
elementary-age students. While a
detailed account of my field research
could not be contained within these
pages, this section will provide a cur-
sory overview of that work through
glimpses into some of the ways in
which each of these themes were
exemplified. I will then touch upon
several key concepts from my survey
of pertinent literature that were consis-
tently affirmed through the course of
my research. 

The link between music and move-
ment was emphasized consistently
throughout my field research. Whether
spontaneously improvised or directed
by a leader, where there was music,
there was movement. During public
celebrations this was most often
observed as an organic response to the
predominate sounds, whereas in the
more formalized music learning envi-
ronments—such as the after-school
dance and drum class—there was a
balance of pre-determined choreogra-
phy and spontaneous movement. For
example, the dancers would form a
circle at the end of each class, and one
by one would take turns entering the
circle; while her peers moved in uni-
son around her, the soloist would
recombine elements of the choreogra-
phy or invent her own in the moment
as the drummers played. In these
instances, as with numerous observa-
tions that occurred during the second
lines, the Super Sunday celebration
and the heritage events, it could some-
times be difficult to discern whether
the dancers were responding to the
musicians or the musicians were play-
ing to the dance.  

A similar symbiotic interplay was
observed in the lack of distinction
between audience and performer,
which was the unspoken rule in the
community-based music making I
observed. The expectation was come
as you are and “do whatcha wanna”
as a popular New Orleans brass band
tune says. Although it would have
been possible to identify the members
of the brass band or the Mardi Gras
Indians from the accompanying posse
of revelers, membership was not requi-
site to join in the music and dance.

From the front lines of the parade
to the front porches along the parade
route, everyone was involved in some
way—singing, moving, or playing, and
a common repertoire helped to facili-
tate this. The children I observed
understood that they were welcome if
not expected to participate.  For my
own part, I quickly learned that it
would not be well received for me to
take on the role of a passive observer,
a position that at best could be con-
strued as out of the norm and at worst,
insulting or inappropriate. 

The heterogeneous sound ideal so
often reinforced in my observations
affords young musicians a chance to
sing or play their way, providing
opportunities for exploration and
improvisation within the parameters
of common forms, familiar songs, and
rhythms. Just as traditional New
Orleans jazz employs not only solos
but also collective improvisation,
opportunities for children to share
their own variations on a theme both
alone and with others were widely
documented. Children observed adult
models improvising alone or with
others, and repeated refrains or call
and response structures allowed chil-
dren to contribute in their own ways.
In the context of a familiar tune such
as “Shoo, Fly” or “Li’l Liza Jane,” the
call was often observed to be impro-
vised by a lead voice or instrument
and in the response, many unique
approaches to the phrasing, inflec-
tion, dynamics, melody, and even
lyrics could be heard; this was
accompanied by a cacophony of indi-
vidual rhythmic responses while a
vast array of interpretations of the
step could be observed. 

Imitation of models was as much a
part of the experience as doing one’s
own thing, and such imitation was
apparent in each observed scenario—
whether occurring naturally or as
directed by an adult. Children at the
second lines or other community cele-
brations sang, moved, clapped, or
played along on their own real or
handmade instruments and this was
encouraged by their elders. Active par-
ticipation being the norm at these
events, even the youngest children
present were observed imitating the 



31

musical models they saw and heard.
At the Super Sunday event, for exam-
ple, I observed a toddler in a stroller;
on his lap sat a tambourine almost as
big as he was upon which he would
slap out a rhythm in response to the
music around him. All of the children
I interviewed could point to at least
one model in their immediate families
who played in a band, sang in the
church choir, or participated in some
type of parading organization. Their
extended family and neighborhood
networks provided even more. Because
these models were either people close
to them, or at the very least represen-
tatives of traditions valued by people
close to them, they were often seen as
heroes, so that just as a little leaguer
may emulate his favorite major league
ball player, young musicians could find
inspiration in their favorite horn
player, drummer or “big chief.”

Multi-modal learning experiences
abounded throughout my field obser-
vations. In the community-based learn-
ing, the children were observed
dancing while singing and chanting
while playing; this was witnessed in
some school-based learning environ-
ments too, as was learning both by
rote and by note. The master drummer
whose classes I observed modeled the
drum parts for the young drummers,
verbalized them in rhythmic syllables,
and played them along with the stu-
dents when reinforcement was needed.
Adding to verbal-linguistic learning,
tradition-specific vocabulary was also
documented, incorporating West
African or Creole words where appro-
priate for example. So many of the
events I witnessed focused on the
visual presentation as well—the tradi-
tional umbrellas and fans the children
decorated for the school’s second line,
the sarongs the girls wore for African
dance class or the elaborate suits of
the Mardi Gras Indians come to mind
as examples. The social/emotional
implications of participating along with
friends and family members in com-
munity rituals that are highly valued
by those closest to them cannot be dis-
counted. Some activities even engaged
children’s senses of smell and taste, as
when familiar foods like barbeque
accompanied the picnics, parades, and

outdoor festivities. 
This dovetails into the last of the

predominate themes, culturally contex-
tualized experiences. In their homes
and neighborhoods, children’s musical
encounters were situated within famil-
iar places and attached to a significant
community event or ritual with identi-
fiable protocols and standards. In the
school setting, teaching that most
closely resembled this community-
based model was built around songs,
rhythms, instruments, and dances that
were familiar to the majority of stu-
dents (their folk music) and often
involved culture-bearers from the com-
munity who functioned as models. For
example, elder Mardi Gras Indians not
only taught students songs and chants,
but also exposed them to the sewing
techniques they employed while shar-
ing insights into the history of the tra-
dition and explaining the various
positions within the tribe. If culture-
bearers could not come to the school
to help contextualize learning, stu-
dents were sometimes taken to them,
such as when the after-school drum
and dance troupe took a field trip to
watch a live performance. 

By analyzing my observations
according to these six themes some
key concepts were affirmed that had
emerged in my preliminary survey of
related literature. Among them were
Christopher Wilkinson’s description
of an essentially African-based
approach to music making, teaching
and learning as retained within New
Orleans’ African American commu-
nity and his concept of musical
enculturation via a process that
Kwabena Nketia defined as “slow
absorption” facilitated by constant
exposure to musical situations and
numerous opportunities for active
participation.7,8 They point to com-
munity—the family, neighbors and
community ritual—as a primary pur-
veyor of musical traditions in New
Orleans, and affirm that school
music programs incorporating the
musical traditions and values of the
learners’ community better facilitate
“culturally responsive teaching,” a
practice defined by Geneva Gay as
teaching that acknowledges and vali-
dates the cultural heritages of

diverse learners; teaches the whole
child—intellectual, social, emotional;
and is multidimensional in that it
applies not only to the content but
also to the means by which, and the
context in which, it is presented.9

Bringing it Home in the Classroom
Wynton Marsalis—whose early

musical development was shaped by
both community- and school-based
experiences—spoke to the intersection
which must occur in the classroom:

The question is how do you get
both…the down-home feeling—the
street flavor and all the vernacular
elements—and the sophistication.
The [music] teachers need to be
informed. They need to come into
the classroom knowing…vernacular
music, teaching that to students and
telling them what direction they
need to go. A lot of times street
knowledge is very limited. It’s only
when you combine that street
knowledge with technology…that’s
when you get Jellyroll Morton,
Louis Armstrong….10  

If classroom instruction were mod-
eled after the process of musical
enculturation documented in my
research, it would take the form of a
general music program in which lis-
tening, singing, moving, playing, and
creating occurred within culturally
contextualized experiences. Repertoire
would include sounds and styles that
are familiar and meaningful to the stu-
dents. Learning would begin with a
great deal of multi-modal exploration
and a variety of opportunities for
active participation and for imitation
of authentic models. The teacher
would bring into contact with her stu-
dents elders and masters in the tradi-
tion, whether via recordings or,
ideally, through live encounters. The
oral tradition would be recognized as
a valid means of transmission, techni-
cal terminology would be introduced
as relevant within the context of active
music making and notation may be
introduced in conjunction with or sub-
sequent to aural, oral, and kinesthetic
experiences with the music. 

As children demonstrated an inter-
est and aptitude, they would have 
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access to increasingly specialized
learning opportunities in which the
music teacher utilized her knowledge
of the vernacular traditions and her
awareness of her students’ prior expe-
riences to facilitate a scaffolding of
knowledge. She would empower the
students with technical knowledge of
the music and of their respective
instruments which would be immedi-
ately applied in the context of active
music making. The pursuit of a uni-
form group sound would be balanced
with opportunities for individual and
collective improvisation, and the devel-
opment of each child’s unique voice
would be encouraged. 

The following is summary of key
elements for designing a school music
program inspired by the community-
based model. (You may find it interest-
ing, as I have, to consider these
concepts and those themes prevalent
in the narratives as they compare to
guiding principles of the Schulwerk.) 

• Learning through multiple modali-
ties via active participation

• Valuing students’ creativity and
self-expression 

• Facilitating ample opportunities
for movement 

• Providing opportunities to imitate,
to explore and to improvise 

• Emphasizing local styles and
traditions 

• Recognizing aural/oral learning
(as on par with if not a precursor
to music literacy)

An Invitation
As multiculturalism increasingly

enters professional discourse, and as
we begin to think ever more globally in
music education, let us not forget the
riches to be found in our own back-
yard. New Orleans is an exceptionally
rich musical environment, yet count-

less interactions with colleagues over
the years and a survey of the available
materials indicates that the sounds of
New Orleans and southern Louisiana—
despite their important role in the
development of American music as a
whole—remain a largely unexplored
resource. Although there is a growing
body of work in collecting African
American children’s songs, games,
hand-clapping and rope rhymes, and
an increased interest in jazz among
general music educators, there remains
a lack of awareness about, and materi-
als pertaining to, the New Orleans
experience. Perhaps the spotlight that
has shone on the city since the levees
broke will help to change that.

For those among you who do not
yet “…know what it means to miss
New Orleans” as the song says, then
I invite you to be a part of the New
Orleans renaissance, to discover—or
rediscover as the case may be—this
magical, musical place. I invite you
to find inspiration in the unique
fusion of sounds here. I wish each of
you an opportunity to be swept up in
a street parade as I was years ago, to
experience firsthand how New
Orleaneans celebrate life through
music and dance. 

To return to the voice of Shaik’s
young narrator with whose words I
began, “This ceremony of dancing to
the beat of our emotions is called the
second line. We have passed it down
in New Orleans from parent to child
and neighbor to friend for a very
long time.” 

Pass it on.

Endnotes
1 Fatima Shaik, The Music of Our

Street (New York: Dial, 1998), 3.

2 Michael White, “The New Orleans
Brass Band: A Cultural Tradition,”
in The Triumph of the Soul, ed.
Ferdinand and Arthur C. Jones

(Westport CT: Praeger Publishers,
2001), 95.

3 Michael P. Smith, “Behind the Lines:
The Black Mardi Gras Indians and
the New Orleans Second Line,”
Black Music Research Journal 14.1
(1994), 43-72. 

4 Smith, 49. 

5 Christopher Wilkinson, “The Influ-
ence of West African Pedagogy Upon
the Education of New Orleans Jazz
Musicians,” Black Music Research
Journal 14, no.1: 33.

6 Royce Osborn, All on a Mardi Gras
Day (New Orleans, LA: WYES Public
Television, 2003). 

7 Wilkinson: 25–42.

8 Kwabena Nketia, “The Musician in
Akan Society,” in The Traditional
Artist in African Societies, ed. War-
ren D’Azevado (Bloomington: Indi-
ana University Press, 1973), 79–100.

9 Geneva Gay, Culturally Responsive
Teaching: Theory, Research and Prac-
tice (New York: Teachers College
Press, 2000). 

10 Wynton Marsalis: interview with the
author recorded in Santa Fe, New
Mexico, June 22, 2004.

Melissa “Kaya” Martinez
is past president of New
Mexico AOSA. She holds
a level II certification
and has studied at the

Orff Institut in Salzburg. Martinez
moved to her heart’s home of New
Orleans in 2004 where she shares her
love of music in the classroom and on
the stage. She wishes to express a
heartfelt thanks to all who have vol-
unteered, contributed and otherwise
supported Gulf Coast residents
affected by the devastating events of
recent hurricanes in recent years.
E-mail: ear4change@hotmail.com.

As multiculturalism increasingly enters professional discourse, and as we begin 
to think ever more globally in music education, let us not forget the riches to be found in our own
backyard. New Orleans is an exceptionally rich musical environment, yet countless interactions

with colleagues over the years and a survey of the available materials indicates that the sounds
of New Orleans and southern Louisiana—despite their important role in the development of American

music as a whole—remain a  largely unexplored resource.



In Reverberations
In the Spring Issue of Reverberations:

•    Carolyn Tower, Distinguished Service Award Recipient

•    In Memoriam, Virginia Ebinger

•    In Memoriam, Hermann Regner

•    Meeting of the Minds:  What is AOSA's Role in Teacher Education?

•    President's Panel:  Creating the Future of Music Education

•    Photo Collage from the 2008 AOSA National Conference in Charlotte

•    International Outreach in Hong Kong

New & Now @aosa.org
• Choose a Teacher Education course where you can connect with other music

and movement educators. Select > Professional Development  > 2009 AOSA
Approved Teacher Training Courses

• Borrow a video of one of the sessions at the 2008 AOSA National Conference in
Charlotte. Select > Publications & Resources > Audio Visual Library

• Apply for a scholarship to study at World Music Village in Finland this summer.
Select > Scholarships and Grants

• Submit a proposal for the 2010 AOSA Professional Development Conference in
Spokane. Select > Conferences & Events > Call for Program Proposals—2010
AOSA National Conference in Spokane

• Find job postings. Select > Member Pages & Log In > Log In > Job
Clearing House
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There will be an opening on

The Orff Echo Editorial Board
for a term beginning in fall 2009. If you like to write and enjoy working with creative colleagues, you

are invited to submit your application for consideration. To request an application form and information
about editorial board service, contact 

AOSA at PO Box 391089, Cleveland OH 44139-8089 or echoeditor@aosa.org. 
Please feel free to contact any of the current  Orff Echo Editorial Board members

for more information:
• Alan Spurgeon – aspurgeon1@bellsouth.net • Carlos Abril – c-abril@northwestern.edu 

• Carol McDowell – cmcdowell@semo.edu • Judith Cole – jweloc@aol.com 

• David Thaxton – yoteech@sbcglobal.net • Marjie Van Gunten – majievg@mindspring.com

• Martha O’Hehir – Mawfra@aol.com • Pam Hetrick – pamh@pop.interchange.ubc.ca

Deadline extended until April 27, 2009
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beatinpathpublications

backyardmusicmusictogether
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Focus on Research Series
The Orff Echo will publish research

reports that expand and enhance our
knowledge of music teaching and
learning. Articles may report a single
research study or a review of the
research literature in ways that enable
teachers in the field. These articles
may be quantitative or qualitative and
must include a discussion of the ways
in which this information can be
applied in the classroom. 

Papers should be double-spaced
using type no smaller than 12 points
and should not exceed 2,200 words.
Submissions should be sent electron-
ically as an MS Word or PDF docu-
ment to Carlos Abril at
c-abril@northwestern.edu. If elec-
tronic submission is not possible,
send four copies of the complete
paper to: Carlos Abril, Echo Focus on
Research, Northwestern University
School of Music, 711 Elgin Road,
Evanston, IL 60201. Manuscripts will
then be sent to the AOSA research
panel for anonymous editorial review.

Editors for the research series are
Dr. Carlos Abril of Northwestern Uni-
versity and Dr. Alan Spurgeon of the
University of Mississippi.

Share 

the gift of 

musical discovery

through Orff

Schulwerk. 

Please consider

giving a gift of

AOSA membership.

To learn more,

visit our Web site

at 

www.aosa.org.

TEDBROWNMUSIC
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Ad Closing Dates
Note: These are not Editorial Deadlines

Fall July 15
Winter October 15
Spring January 15

Summer April 15

Advertising:
For cover rates, inside color rates,
special placement rates, or a complete
rate sheet, contact Steve DiLauro,
LaRich & Associates, Inc., 15300
Pearl Rd., Strongsville, OH 44136;
(440) 238-5577;
sdilauro@larichadv.com.

Orff Echo Advertising Rates Inside Pages

Full Page $880
2/3 Page $660

1/2 Page (Island) $620
1/2 Page $530
1/3 Page $395
1/4 Page $295
1/6 Page $225
1/8 Page $175
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American Orff-Schulwerk Association Membership Form
Associate member of the Music Educators National Conference-

July 1, 2008 - June 30, 2009 membership year
Regular Member
Subscription to The Orff Echo, Reverberations, Membership Directory, voting privileges

� One-year $75      � Three-year $193 ................................$193.00 _________

Student Member
Regular privileges for full-time student
(Include copy of current ID) .................................................. $35.00 _________

Retired Member
Regular privileges for those 55 or older AND retired................ $50.00 _________

Music Industry Member
Up to three copies of one-year subscription to The Orff Echo, 
Reverberations,  Membership Directory, one vote for a 
collectively-elected representative on the 
AOSA National Board of Trustees. ........................................ $105.00 _________

Institution/Library Subscription
One-year subscription to The Orff Echo,
No voting or membership privileges included.

� One copy $45.00  � Two copies $70.50  � Three copies .....$90.00 _________
One-year subscription to The Orff Echo. No voting or membership privileges

� Additional charge for mailing outside U.S.A. .......................$27.50 _________

If joining after November 11/15/08
� U.S.A. members only add $5.50 for mailing back issues.........$5.50 _________

TOTAL DUE (in U.S. funds)  $ ............................................................... _________

Mail to: AOSA • PO Box 391089 • Cleveland, OH 44139-8089
If paying by credit card, may be faxed to: 440-543-2687
or join online at www.aosa.org

� Check if you do not want your name to be sold to music industry / institutions.
� Check if you do not want your phone number listed in the directory.
� Check if name is not to be listed in the directory.
� Check if you do not wish to be listed in the member listing on the Web site.

Date _____________________           Membership # _____________________________ 

Name _____________________________________________________________________

Mailing Address ____________________________________________________________

City _____________________________________ State ___________ Zip___________

E-mail ___________________________________ Phone ________ / ______________

Current Chapter Affiliation (if any)

__________________________________________

Method of payment:

� Check enclosed payable to AOSA

�MasterCard  � Visa  � Amex  � Discover 
__________: __________: _________:_________:

Expiration Date ___________________________

Charge this to my Account as indicated,
to be paid accordingly to the current
terms of this account.

Signature: _________________________________________________________________
Authorized Charge Card Signature

I am a
� Classroom Music Teacher
� Private Music Instructor
� Church Musician
� Music Therapist
� University Professor
� General Classroom Teacher
� Band Director
� Choir Director
� Orchestra Director

Student at: _____________________
Other: _________________________

I work in a
� Public School
� Private School

Rev. 05/08
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MUSICISELEMENTARY

Contents Copyright 2009
Printed in the United States of America.
Articles are viewpoints of their
authors and do not imply endorse-
ment by AOSA.

The Orff Echo Copyright Policy
AOSA members may make up to

50 photocopies of up to two arti-
cles from one issue for educational
purposes only. The Orff Echo
requests that the masthead page
(Table of Contents page) also be
photocopied and distributed with
the article(s). Non-members, or
members wishing to make more
than 50 copies, must seek permis-
sion in writing from the editor.

All publications, non-profit or
commercial, seeking to reprint mate-
rial from The Orff Echo must request
permission by writing to the editor.

An exception to the above occurs
when authors retain exclusive rights
to their work. This is indicated in the
byline of the article. In these cases,
permission must be granted from both
the author and The Orff Echo.
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With the blooming of
spring concerts and
the emergent mus-
ings over past peda-
gogical presentations
commencing in the
minds of vigilant
teachers, AOSA AV
Library offers a
recorder process
review.

The newest library holding, pre-
sented by Matt McCoy from the 2007
AOSA National Conference held in San
Jose, California, offers a way to begin
that pedagogical review.

McCoy identifies three areas that
will be addressed in this presentation:
articulation, note sequences, and nota-
tion as process. Interwoven into these
concentrations, McCoy suggests ways
to lay the groundwork for recorder,
examples of ways to introduce tech-
nique, and modifications that will
enrich performance. 

Articulation is the first challenge
that needs to be addressed in beginning
recorder, states McCoy. A question and
answer tongue twister about “dew-
drops” cleverly integrates science and
language arts into the musical concepts
of appropriate dynamic levels and ABA
improvisational form needed for this
activity in recorder musicianship.

The participants read the poem, and
with a partner transform the rhythm of
the words into a conversation using
the language of “dew.” The articula-
tion becomes a starting place for other
conversations in the language of “dew”
that form the improvisational “B” sec-
tion of the ABA form. Interwoven into
this session’s process are other helpful
hints on classroom management, like
signals for completing small group

work and ways to alter the tonguing
technique to fit the nuances of more
advanced recorder playing.   

McCoy introduces instruments
through playful pantomime. Xylophone
mallet technique responds well to mir-
ror movements, states McCoy, but
holding a recorder first needs experi-
ences in contrasting movement in order
to convey the left- and right-hand rela-
tionship. The pantomime leads to a
delicate hold by the right hand on the
bottom bell and a pinch by the left
hand on the recorder joint. With no
holes covered, McCoy asks the partici-
pants to mimic a gentle sound, sneak-
ing into the echoed pulses the rhythms
of the “dewdrop” tongue twister.

Always cognizant of using past
experiences for future growth, McCoy
introduces an action song from a pri-
mary grade. The simple song about
planting cabbages becomes the seed
that germinates into the left-handed
fingering for “C” on the recorder. New
notes always must begin with an isola-
tion of movement first, states McCoy.
New fingerings must come alone and
then be transferred to the new
medium. The interesting and unusual
way of planting cabbages in first grade
becomes the unique fingering for “C”
on the recorder in later years. The ses-
sion activity ends with a garden of
“vegetable” word rhythm building
blocks that transform into accessible
pieces for rhythmic improvisation and
articulation practice.

The session ends with a Renais-
sance piece carefully introduced
through subtle changes in notation
using only four fingerings on the
recorder. A second part, which empha-
sizes the lower range, may be added as
students advance.

Beth Iafigliola teaches music (K–4) in
the North Royalton School District, with
past experience in strings, choir, private
piano, and preschool music and has
been promoting the AOSA AV Library
since 1995.

AOSA AV Library Video Preview

Reviewed by
Beth Iafigliola

Presenter: Matt McCoy • AOSA AV Library: 159MM (DVD only)

Recorder, Right from the Start 

To borrow this or any of the hun-
dreds of videos from the AOSA

AV Library, visit our Web site at:
www.aosa.org

Select > Publications & Resources
> AOSA AV Library

The list includes session titles and
brief descriptions.

In addition to videos of interest for
the classroom, the library contains
many videos of historical value.

For questions contact AOSA Head-
quarters at avlib@aosa.org or call:
(440) 543-5366.

Check out these additional AOSA AV
Library holdings:

80IR Jo Ella Hug “Integrating Recorder
Pedagogy in Upper Elementary”
(1995) 

140CK Carol King “Divide and Conquer:
Teaching Recorder in an Orff-based
Classroom” (2005) 

133LK Laura Koulish “Melodic Weav-
ings: The Recorder in the Orff
Process” (2004)

117GR Karen Medley “Got Recorder?”
(2002)

119JS Julie Scott “Let’s Start at the
Very Beginning: Teaching Recorder
in the Orff Classroom” (2001)
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Advertise in The Orff Echo
Call Steve DiLauro at

440.238.5577 to discuss 
advertising in the next issue.

See page 46 for 
rates and deadlines
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Consider writing for 

The Orff Echo!
The editorial 

calendar, which lists the
themes of upcoming

issues is on page three. 
To inquire about writing

an article for 
consideration for a 

particular issue, contact
one of the Editorial Board
members listed for that

topic. For general 
questions or to inquire

about writing on another
topic, please 

contact the editor 
at 

echoeditor@aosa.org.
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I’ve listened to a
lot of dance CDs
in my time, and

I’ve watched pretty
much every DVD
available. I can say
without hesitation
that Sanna Long-
den’s Dances of the

Seven Continents is an invaluable
resource for anyone interested in
teaching multicultural folkdance to
children or adult recreational dancers.
As the title suggests, this collection
represents a wide variety of cultures,
and includes singing games, pattern
dances, couple dances, and some
dances that can be worked up into
showy performance pieces. The dances
are presented with humor, skill, and
confidence that comes from decades of
experience teaching multicultural folk
dance to children and adults. More
than just a technical how-to manual,
the DVDs are entertaining, informative,
and full of love and respect for the
community-building power of dance.

These two DVDs each come with a
booklet of dance descriptions including
some musical transcriptions (CDs of
the dance music can be purchased sep-
arately). Much of the music comes
from live field recordings, constituting
a world tour of folk music styles. I par-
ticularly love Hoe Ana (Tahiti-Samoa),
the Greek Tsamikos, and the Bulgarian
boy’s voice singing Dva Pati Nadjasno. 

All of the dances come from the
international folk dance repertoire and
are meant to be danced in social situa-
tions. That is, they are adult, or all-
ages dances. Approximately one third
of the dances are easy enough that
they can be used for early primary

grades; several adaptations are shown.
Many of the dances are ages old
whereas some  have been recently cho-
reographed or adapted. 

Longden’s DVDs are unique in that
they present dances in several different
contexts: in the classroom, in an adult
social situation, and often archival
footage of festivals and performances.
Most importantly, we have the oppor-
tunity to watch real kids dancing in
real classroom situations. We can see

Longden’s manner of working with the
kids as well as fun little bonuses such
as the scarves and ties used on Ach Ja
(Germany) or her encouragement of
“lurking” in Gustav’s Skoal (Sweden).

As Sanna says, she is more inter-
ested in “process and participation,”
and she is less concerned with “per-
fection and performance.” Because of
this, you will see her working with
children in classrooms, multipurpose
rooms, and gymnasia, as well as 

Dances of the Seven Continents
for Kids and Teachers

Reviewed by
Marian Rose

By Sanna Longden, Folkstyle Productions
DVDs with syllabus, Volumes I and 2



shots of their local Evanston, Illinois,
international folk dance group danc-
ing in a recreational setting.

Particularly useful for classroom
teachers are the historical notes and
teaching tips which follow each
dance. Ideas for curriculum connec-
tion are scattered throughout, as are
comments about the value of dance
for nurturing “civility, coopertion and
community,” and such pearls of wis-
dom as, “Don’t ever let anyone tell
you that boys don’t love to dance!”

More than anything, these are
dances that are demonstrably use-
able. As viewers, we gain confidence
by watching Sanna’s relaxed, compe-
tent teaching style, and seeing how
much fun the kids are having. There
is something here for any teacher
wanting to bring folk dance into their
curriculum.

Marian Rose is well known across
Canada and the United States as a
dance caller, musician, and commu-
nity organizer. She has produced the
popular “Step Lively” series of dance
books and is currently working on a
collection of dances for French
immersion classrooms.

HALLEONARD
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This delightful
book brought a
smile to my face

from the very first
page with these
words: “The Maes-
tro plays. He plays
proudly. He plays
loudly.” The fanciful

character that the author and illustra-
tor created together makes you want
to dance, sing, skip, jump, run, and
play all over the music classroom!
The possibilities for the exploration of
music and expression, in all its forms,
are endless.

Bill Martin Jr.’s use of rhyming
adverbs to describe the timbre, emo-
tion, and expression of the instruments
displayed in the book is masterful.
Many words used in the book are of
the author’s own creation. His innova-
tion would provide inspiration for stu-
dents to create their own adverbs to
describe instrument sounds. His words
also provide an avenue from which
we, as music teachers, can bridge
across the curriculum and dig into
grammar and poetry in a musical way.

Illustrated by Vladimir Radunsky,
the book’s colorful paper illustrations
are perfectly paired with the author’s
love of language. Radunsky’s lively
illustrations make you feel like you are
in the center of a grand performance of
a one-man band at the circus. The
maestro has the appearance of a jolly
clown, wearing a kilt, and he’s sur-
rounded by other bright characters,
like flying dogs and dancing pigs. In
these illustrations, the maestro per-
forms great feats, such as walking a
tight rope while playing crash cymbals
and playing a bugle while riding back-
wards on an ostrich. Though the
words were written more than twenty
years before the pictures were drawn,
Radunsky’s illustrations are so compat-

ible with Martin Jr.’s artful words that I
can not imagine one without the other.

The Maestro Plays could be used in
a variety of ways in your classroom.
One could use the book to explore
movement, instrument timber, or sim-
ply as a catalyst to get your students’
creative juices flowing. I highly rec-
ommend this book for primary-age
students. It would make an excellent
addition to any music classroom
library. 

“The Maestro Plays…ringingly,
wingingly, swingingly, flingingly,

tingingly, faster, faster…” and I know
this book will play right into your stu-
dents’ hearts and become one of your
classroom favorites.

Sarah VanLaan is in her fourth year
of teaching general music, grades K–5
at Terry Elementary School in Lit-
tle Rock, Arkansas. She has com-
pleted two levels of Orff
certification at the University of
Memphis and is currently serving as
Secretary of the Central Arkansas
chapter of AOSA.

The Maestro Plays 

Reviewed by
Sarah VanLaan

By Bill Martin Jr.
Henry Holt and Company, New York
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This Jazz Man is
a swinging ver-
sion of the folk

song favorite “This
Old Man.” Its
brightly colored art-
work by R. G. Roth
is visually exciting
and sure to appeal

to children. Each two-page spread
features a famous jazz musician play-
ing a different instrument. For exam-
ple, number six introduces drummer
Art Blakey: “This Jazz man, he plays
six / He plays solos with his sticks /
With a Bomp-bomp! Bubbuda-bomp!
/ Give the man a hand / This Jazz
man beats with the band.” The last
few pages that make up number ten
bring all the musicians together to
make “one great band.” 

The rhyme scheme is accurate with
the original song, and it is made more
interesting by the inclusion of scat
style syllables representing the sound
each instrument or musician makes.
For example, in the number seven,
Dizzy Gillespie plays notes that “rise
to heaven.” In the illustration, the
words rising out of his trumpet blare,
“Doodly-doodly-doot-doot-doot! Toot-
toot!” What a fun way for young chil-
dren to try out the sounds of nonsense
syllables and to be introduced to scat
singing and improvisation. Movement
ideas are also suggested on some
pages. Who wouldn’t want to “Shuf-
fle-step! Shim-sham! Hop-step-slide”
with Bill “Bojangles” Robinson as he
“plays two?”

Each turn of a page is an adventure
in a collage style of art that is easily
accessible to young people. On these
lively pages, children are introduced
to jazz instruments; a playful repre-
sentation of each of the jazz artists

that are featured in the book. Search-
ing for a curious little mouse who
makes a “Where’s Waldo?” type of
appearance in each two-page spread
leads the eye to discover many
informative details, supplementing the
text, and proving that a picture can be
worth a thousand words. 

At the back of the book are short
biographies about each of the musi-
cians featured in the book, including
Louis “Satchmo” Armstrong, Bill
“Bojangles” Robinson, Luciano
“Chano” Pozo y Gonzalez, Edward
Kennedy
“Duke” Elling-
ton, Charlie
“Bird” Parker,
Art “Bu”
Blakey, John
Birks “Dizzy”
Gillespie,
Thomas Wright
“Fats” Waller,
and Charles
“Baron” Min-
gus. These
brief biogra-
phies offer a
great musical
connection
with Black His-
tory Month in
February.
While the book
does not
include a CD,
it would make
an excellent
platform for a
listening les-
son if excerpts
of each musi-
cian’s music
were complied
to accompany

the book. This Jazz Man creates a
natural connection to jazz music and
musicians that will certainly be
enjoyed by students across multiple
age levels. 

Fauna Woolfe Sigman is enjoying her
twelfth year as an elementary music
teacher at Columbia Valley Elementary
in beautiful Vancouver, Washington. She
received her National Board certification
in 2003 in early and middle childhood
music and now serves as a National
Board facilitator to help other teachers.

This Jazz Man

Reviewed by
Fauna Sigman

By Karen Ehrhardt; illustrations by R. G. Roth
Published by Harcourt, Inc.; 2006



“Music washes away 
from the soul the dust of 
everyday life.”

–Berthold Auerbach
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