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sacnﬂcmg your standards!

New and Improved Feotures:

. High quality rosewood xylophone bars — precise over-tone tuning to A 440

 Resonator boxes made of 100% birch with glued seams, satin lacquer finish & leg brackels
S Reinforced endplates provide exira carrying support

. Metallophone & glockenspiel bars with o baked enomel coating for increased note stamping
durability

For more information or to find your nearest dealer, call (B00) 451-6891 or visit www.hohnerusa.com
Sonor...Handcrafted Orff Instruments for More Than 50 Years.
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Here's what teachers

and students across the
nation are saying about 4
Music Express magazine: /

Music Express is:

» 5 Teacher Magazine that
includes new songs and activitias
in every issue with raady-to-use les-
son Mans correlatad 1o the
Mational Standards, inspirational
and infarmative articles, piano accom-
panimants, mowanmant suggestions,
Ot activities,
and much rmone!

o 5 GD featuring high-quality
recordings of all the naw songs
{full performanca and tracks only)
and listening lessons.

“Music Express has brought a
spark back to my teaching. Thewe are
Jresh ideas that really encourage me.

Thank you for the worderful opporfuri-

e « & Student Magazine for evey

Cyntia Joves pupil in your classraom (30 in a set)

Wartarson Elsmentary that presants each new song, listening

Laungrie, KY activity, calebrity intarview and article
in wibrant, full-color pages that will

“Bvery movih wy slemensary sudens educate and mativate,

look forward to weing the magazines.

e lirtle fellow calls them the "Music
Explazion” books!"

a Great Deall vou'n raceive a
teacher magazing, GO, and 30 student
magazines s times a yaar (Awgust
through June) for onky $195.00.
Euwying the songs alane wauld cost
up to fhe times that muchl

Camenne Traesaane
Canfarbory Schoo!
Fovt Meyars, FL

Backed by Professionals.
Dur editars and customer service
daparimeant ane ready and warting te

answar arry quastions about fusic
sk Exprass, For editorial queshons ar
ﬁ?nmrﬁﬁtt?nﬁuéﬁgﬁgn cormments, send an email fo mosicax-

pressEhalleonarnd.com,

on the Music Express

web site:

g
HAL:LEONARD®
or call T-800-322-1127 and ask for Music Express CORPORATIOHN
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Sienta Series
World Drums For Classroom Percussion

* DESIGNED FOR PLAYING WHILE SEATED »

Key-Tuned Sienta™ Djembes Rope-Tuned Sienta™ Djembes

)

Sienta™ &
Bongo i
Stand

Sienta™ Congas
Built-in Stands or Sound
Arches™ for Maximum
Tonal Response without
Lifting or Tilting
off the floor.

For Special
Discounts!

and Complete Catalog E Htll-."}lﬂllt' & |
PRI B

"L TOCA

" ! -
. rass @ .
FE&150 P12

“Darnn www, peripolebergerault.com « FAX: BBB-724-6733 « B800-443-3592
Mailing Address: P.O. Box 12909, Salem, OR 97309-0909

BERGERALILT
. e J ® TOCA s a Registered Trademark of Kaman Corporation




Semmer 2004 Volmme XKV Na. &
qﬁg Oﬁ(ﬁﬁ 0 Published by the American Drff-Schubwerk Assaciation Features
Focus for this issue: The Many 11 Uife atter Levels: My year in Salzhurg

Faces of Orff Process
Coordinators: Pam Hetrick and
Martiig O'Helur

15

Color study weawing by
Emily Feege, Grade 4.

5t Martin's Latheran Sohoot,
Arnnapalis, Md,

Coarol Thoembke, art teacher

1

9
25
26
34
38
38
40

22 & 39
24
36

The Onff Echeo - Summer 2004 45

by Mary Dorsey Evams

Her perspective of Orff Schulwerk changed afier siudying at the Ordi
Institute, writes Dorsey Evans. There, she learned that instead of learning
the concepts first and then practicing them, the emphasis is on “hegin-
ning with tree exploration of an abject, movement or vocal sounds, and
then progressing i a form,”

Pracess as content in Drff-Schulwerk (reprint)

By Amaold Burkarr

In this article, first published in The Onff Echo in April, 1970, Burkart
explains “the difference between knowing something and konowing whal
o do with 0l

Arnold Burkart: ADSA's first president

By Alan Spurgeot

Fart of the continuwing Porfrait Serles, this biographical sketch discusses
Armold Burkart’s upbringing in a musical family and community, his pro-
fessional career in music, and his role in the establishment of the Ametican
Orff-Schulwerk Association.

Process teaching: Finding the elements

By Sreen Calaniropio

Along with his explanation of some of his approaches to teaching devel-
opment of musical skills and concepts, Calantropio shows how students
[and their weachers) can enjoy the affective and emotional contents

of a selection,

A process of reflection

By Marfie Van Gunien

Twro examples illustrate how student self-evaluation and assessment of
undersitanding is imbedded in the process.

Orff Pracess applied to folk dance

By Martha Eiley

Through mugic and dance experiences, children discover new skills and
learn how their contributions to the group are important. Riley offers
ideas on teaching folk dance through improvizgation, imitation

and collaboration. ﬂE[IiI I E““
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The many faces of Orff Process
A historical perspective

hat does =il process” mental music for children - through Sehulwerk was not so much a method
mean? It (% a word that musle, movernent, speech and song (connoting a highly prescriptive or
seems tn have taken on a life  within a clear teaching progression - siructured approach to teaching) as it
of itz own, representing dif was intended 1o create and sustain a was a process of releasing and facilital-
ferent things to different pecple. 11 can sense of community that is joyful, ener-  ing the natural human faculty of music
include the meticulous preparation of 2 getic and open to student discussion making. Hence, the name “Ocff
les=om, the efficiently programmed and decision making. By 18 very process” was borm.
sieps of a lesson, and/or the playful, nature, elemental music retraces the Mow, a half century after 115 arrival
open-ended, student creations borm evolution of music history, form and in Morth America, there are many
within the kesson, theory. It crosses the boundaries of cul-  faces of Orif process. Some of them
Wi know from their own words and — tures dnd gives students a foundation are represented here. Many of them
examples, that for Carl Orff and Cunild  «f musical skillz with which foeom are reading these pages. Most of them
Epetman. the Schulwerk was created a5 pose their own music and give expres are the youthful, wide-eyed children-
a means of music and movement edu-  slon to their own feelings and ideas. of-all-ages who are involved in ... the
cation that develop the child's whaola I the early days of the spread of Orff process.
personality by awakening and stimulat-  this new, open-ended and freeing
ing the imagination through play, and approach to music education, members — Pam Hetrick and Martha O Hehir
by providing opportunities for self of the National Board struggled to find {With acknmpledgements to Peggy
expression. Orif's belief in using ele- a word to communicate that Orff MoCreary and Barbara Grenoble)
| . AOSA reprints
P

- Orff Re-Echoes
7)) ’
St Book 1

-

The newest hook published by ADSA is a reprint of
the 1977 classic, Orff Re-Echoes Book 1: Selections
from the Orff Echo & the Supplements.

The 2004 reprint includes some new additions,
including a full-color, wrap-around cover, an author
index, a dedication to and biographical sketch of
Isabel McNeill Carley (editor of the book], and intro-
ductory information about AQOSA.

The price is $15.50 for members and $19.70 for
nonmembers. Price includes shipping and handling.
The book is available for all teacher training courses

Edited by this summer.
Isabel MeNeill Carley To order, visit the ADSA Web site at:
American Uelf-Schulwerk Association WWW.a05a.00g O I_:lhD]'lE ADSA Executive
Headquarters at: 440.543_5366.
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A PASSION FOR EDUCATION

or more than 50 vears, thousands of teachers who are passionate for music
Ft't.lm".ninn have trusted Sonor’ to provide the highest quality Orfl instruments.
Ialk to your colleagues or experience our instruments at workshops and confer-
ences and discover the difference Sonor can make!

For more information or fo find your nearest dealer, call (800) 451-6891 or risil www_bobnerusa.com
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There are those

by AOSA President Judith Cole

There are these (And
Hhey're nod four)

Who see a sky And
just see blue .

Bul there are hose
(And they are few)
Wiio see maechi more,
Than others da. . !

Juelith Codder

hose words begin Mathan and
Janet Levy’s poem in celebration
of the jovs and challenges of
hright children who hear and
sew far more than most others,
Implied, as well, is recognition of the
excitement and frustration of the
teachers who encounter those gifted
children. The poem is published in
book form with just a few lines per
page and with illustrations in baold,
modern designs and colors by Joan
Edwards. [t concludes with the lines:

... And herawse their cups
Hold a larger stove,

When they drink,

They drink far mare,

The poem may have been written
writh children in mind, bt often it has
inspired me to reflect on the talented
individuals within our Ol Schulwerk
comimunity whose cups seem o he
bottomless and whose appetites for
learning seem o be insatiable, They
are lifelong scholars, They are accom-
plished musicians. Their compositions
and arrangements ane remarkabde, And
youl likely have stood in awe of their
impeccable teaching process,

Who comes (o mind? Certainly, the
anzswer will be different for each of us.
Howeever, there is one remarkable per-
son whose lifework has had a pro-
feund influence on all of us. Gunild
Keeiman is that gifted student, con-
surmmate muscian, r:l:l_r.;u.m‘]il'l.!l‘!.r
composer and flawless teacher who
has had an effect on each Schulwerk

The Orff Echo - Summer 2004

student and practitioner everywhere.

Your familiarity with Keetman
may he limited to awareness that
hers is the “other™ name on the
cover of the Music for Children
Volumes or that one of AQSA's schal-
arship funds bears her name. You
may be wondering how it is possible
for someone you never met, let
alone fever studied with, could have
had a significant influence on you,
Conslder the ripple effect of drop-
ping a small pebble into water. The
spot where the pebble enters the
waler is nod the only point affecied.
As the water ripples out from the
center point, it forms ever larger
conceniric circles. In a similar way,
Keetman's work had an impact on
students around her, who carried her
leszons o d new generation of at-
dents, who reached out to pass on
her legacy o vel another generation
af learners,

On the other hand, your familiarity
with Keetman's work may run deep,
You may have had the good fortune of
meeting persan-to-person with her or
participating in a class led by her. For
e, It was the “Berceuse” In Yolume ¥
that touched a place so0 deep inside
iy soul that, in the blink of a
moment, | was transported to a workd
never before imagined. Although 1 was
hooked from the tme of my (st
encounier with a simple drone aceom-
paniment 1o a so-mi-la chant, it was
the “Berceuse” that $el into mation a
need to know as much as possible
about the person who constructed its
magical powers,

Several articles about Keetman have
appeared in past issues of The Onff
Echir. The first one, tithed “Gunild
Keetman's Contribution o the
Schulwerk,” was included in the
February 1970 issue It was written by
Friedrun Gerheuser, a neighbor and
student of Keetman. Following

Beetman's death in 1990, Esther Gray
wrote an anticle in celebration of her
life. In 1991, izsues included a biogra-
phy and numerous personal tributes to
her life and work, In 1998, Susan
Wheatley wrode about her research on
Keetman's compositions and the origi
nal imstrumentarium. In 2002 she
wrote about Keetman's collaborations
with Maja Lex

This year marks the 100th anniver-
sary of KEeetman’s birth. Barbara
Haselbach reports thal Eeetman's
birthday will be celebrated at the Orff
[natitute writh lectures, music and
dance, A memaorial book, Genddd
Keetrnan: A Life for Music and Dance,
edited by Hermann Regner and Minna
Ronnefeld, will be publizhed by
Schott in both German and English.
The Orff Center in Munich will pres-
ent a symposium on Keetman's life
and work In Octoher,

Here in the United States, there will
be numercus opporiunities for us 1o
learn more about Keetman and honor
her work. Several chapters - including
Cleveland, Evergreen, and Rocky
Mountain = gathered June 5th o cele-
brate Keetman®s birthday with per-
formances of her music, The Editorial
Board is planning to devote an entire
issue of the Echo to her, National
Conference Co-chairs Kay Lehto and
Patty Keed have designated a track of
Long Beach Conference seszions to
forus on Keetman's work.

Whether you find yourself in the
inner- or outermosd bands of
Keetman's sphere of influence, enjoy
this year of celebrating the life and
work of this great pedagogue who col-
laborated with Orff in every aspect of
the Schulwerk,

Ihere Are Those by Nathan and Janet
Levy, illustrated by Ioan Edwards
(Hightown, M.J.: B, L. Associales,
[ne., 1982],
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In A Class By Themselves!

Innowvarive features, precision canstruction and the lowest prices in the music
industry combine to make Suzuki Orff Instruments the best choice for your Orff
Instrumentarium. Everything is provided for a rewarding and enfoyvable
fearning experence. And Orff is just the beginning. Qur free 32 poge
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Life after Levels:

year in Salzburg

ho could have imagined
that | would take a year's
leave of absence from my
job, sell my car, put all of
my t_"ﬂrl_ll]'r' POSSESSIONE ko alorage,
say goodbyve to friends and family,
and move to a foreign couniry whose
language 1 couldn't speak? Certainly,
not me But in the autumn of 2002
that ks exactly what [ did, and what a
lite-changing experience it has been,
Blow, a bit German-richer, and

many dollars poorer, 1 reflect upon my
incredible experience az a member of

the Special Course at the Orff [natitute,

As the only American and native
English-speaker, | was surmmounded by
clazamates from nine nations: Naly,
Spain, Finland, Turkey, Greece,
Taiwan, Thailand, Japan
and Korea. Together in
Salzburg we experienced
Lthe European mode] of
Orfl Schulwerk

Salzburg is aptly
termmed “the Gty of
music.” Imevitably, rid-
ing on any city bus is
SOME0NE CANTVING an
instrument. Abundamnt
posters proclaim con
certs ranging from jazz
o ok, from mugicals
to, of course, Mozart.
The Orfl Institute, as
well, is brimming with
music, but often ot a
different kind. Often 1
gal in the library
attempting to read
while someome impro-
vised on a plang in the
room nexi door. At any
given moment, I could
walk by a door and see
a group in the process

The Orff Echio - Summer 204

of chorecgraphing, usually through
dance improvisation. Children’s
clazzes abound In creative explo-
ration of sound or body.

The Schulwerk 15 a horse of a difl-
ferent color in Salzburg. The nature of
the differences became gradually
clearer to me as | experienced the var
ious teaching styles of my instrucions
It was like walking through a flower-
filled meadow, smelling the unigus
fragrance of each hlossom as [ passed
by. The varied subjects included cho-
recgraphy, percussion skills, peda-
gogy, didactics, children®s chair,
instrument-building, music for special
needs, and more. Though each had a
different fragrance, mosi lessons had

by Mary Darsey Evans

ane thing in common. They each had
what [ perceive 1o be the true heart of
the Schulwerk: siudent creativiry.

My wear at the Ortt Imstitute has
led me to realize that attention to
student creativity may be missing in
many music classmoms in America
We in the U5, have done an excel-
lemt job of writing eurrigula,
sequencing concepts, and creating
tonlz for aszessment - all things thai
could be considered lacking in the
Eurppean concepd of the Schulwerk,
Many of us, as well, are creative in
nur teaching and lesson planning. Bui
how often do we leave out this cen
tral idea of student creativity through
exploration and improvisation?

Az the only Amertcen erd retiive Erglish speaker in atferdorce af the speciol course in Salzburg,
Ewvans was surronded by classmates from mine natioons,




Exploration amd play

Although we speak at length in
American education aboast the need for
teaching creativity and jgiving our su-
dents “creative problem-solving skills.” |
had vet o experience effective ways 1o do
this until 1 spent time at the Orff [nstiue.
The process of exploration is central 1o
the experience, Our instructors often led
us lov b creative with sound, movenent,
gpeech, drama, aic, by giving 18 oppoTiu-
nitdes 1o play with the elements either
frevhy or within a struciume,

Sometimes i iz easy 10 forget that
the verh play - which we use for
making music - is the same that we
u=e for children®s free experimenia-
tion. Children learn through play.
How can we incorparate this into our
teaching more oftend Our challenge is
to struciure activities allowing stu-
dents themselves to ploy with and
therefore discower more about the ele-
ments of music.

My Orff training at home had
emphasized introducing the concepts
first, then practicing them, before trust-
ing students w use them creatively,
Many lessons | experienced at the Off
Institude, however, weni about things
in the opposite way = beginning with
free exploration of an object, maove-
menl ar vocal sounds, and then pro
gressing to a form,

For example, a lesson might begin
wilh objects such as paper cups or
plates, chopaticks, or kitchen imple-
ments. Students can then be led to
crplome the sound or movement possi-
bilities. In one lesson, we were each
given a piece of paper and asked to
explore the different 2ounds we could
produce, Crumpling, ripping, pulling
and dropping - each inspired a differ-
eni astinaie, which we then layered
inie an interesting piece, complee
with dramatization.

similarky, an interesting method for
beginning instrumental instruction that
1 cameer across in Salzburg (unforiunate-
Iy nosl available in English] has stu-
dents begin with exploration, linding
ways o make sounds, irying different
fingerings, finding ways to express
mnds.  Afier learning the first two
notes, they move immediately into
improvization as a method for practice

12

This can take shape in a question-and-
answer form, o the rhythm of a nurs-
ery rhwme, or to accompany a short
story. Improvisation continues o be
imcorporated throughout the 2ludent’s
instrurmental lessons,

lnwiting creativity
from composed music

This doesn't mean that we shouldn®
teach composed music; children need
good models, They need 1o be led in
ways 0 composs competently, create
musically satisfying medodic and rhyth
rmic lines, and 1 understand compaosi-
tional techniques such as repetition,
seguence, and complementary lines,
However, a3 well as providing good
models of composition, we can wse
compedid pheois 4% SLAMIng polms for
personalization, Mamy of the pieces and
Ideas from the Murray and Hall editions
of the VYolpmes, the American Edition,
and numerous other sounces invite cre-
ation. The notes in small print af the
endd of Uhe Murray editlons direct us 1o
lead the siudenis in composing prel-
udes, postludes and new melodies w
many of the pieces. There ane instrc-
Ligms for student improvisation over
pstinati. As waall, there are “melbodies 1o
be completed,” and pages of thythmic,
speech, harmonic and melodic ostini,
all elearly intended w inviee student
improvisation and composition.

The material in the Vidarees is
meant o be a staring point, noi an
ending point. In Tie Schecdierk, Carl
Orff reminds ws that the printed exam-
ples are only meant as stimulus for
improvisation. Although wonderful if
played as written, children zhould
make the pieces their own. For exam-
ple, why not have the students find
their own drone oF create thelr own
melodic astinaii? Why not change the
instrumentation, or simplify the form,
1o suil the needs of your students?
Good Orff Schulwerk material is
meant o be flexible and provide
inspiration for student creation, and if
the students are unahle to create with
any aspect of the material, perhaps it
i% inappropriate material 1o he using
with those students ar that dme.

Too often, we may tall into the habit
of teaching pieces straight oul of a
book. Glven the wealth of material
available to us, this is not surprising,.
The lihrary ai the Orff Inatitute howses
rmiost, if mot all, of the material that has
bezen published under the name of Crif
Schulwerk. Clearly, there were many
more choices for English-speaking Orlf
specialists than for those in other
countries, 105 inviting to uge such
hooks with their well-formed bessons
and detailed arrangements. 1L iz easy 1o
forget what Orfl and Keetman intended
when they were developing their waork.
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The goal of Orff Schulwerk is to enable
students o expresa (hedr ideas and cre
ate their own music at their own level.

Dther semrces of inspiration

Perhaps we can learn from our col-
leagues, the classroom eachers. A
writing activity used in my school 12
"sentence frames.” The teacher pro-
vides a model, usually a short poem,
song, of siory, and then has the st
dents create their own variations from
a given promplt, For example, one first-
grade teacher used the lyrics to a song
“] Love.™ The prompt was 1
live " and the students filled
in the ending, creating sentences such
as "] love waiching leaves blowing in
the wimdd.”

How can we iranslate this idea into
our own teaching, creating musical
prompis for students 1o complete?
Mursery thymes, poetry and stories
(including those written by children],
folk tales, folk songs, works of ari,
names (of people, places, seasons,
etc.], and subpect matter from the regu-
lar elassroom can also be sources of
inspiration for student creativiiy,

A lecture by Dr. Hermann Regner,
past director of the Odf [nstitute and
founder of the Special Course, made
clear that what we should nod Include
i= material of a commercial nature,
This requires a lot of sifting out by
the teacher in our commercially driv-
en society. Regner also made it clear
that Orff Schulwerk i3 fed by innova-
tion, and should change with the
times. Our challenge in America is o

find ways 1o use current malerial
(such as contemporary poetry,

themes based on current events, or
links to contemporary music] without
stooping o the level of wsing com-
mercial jingles or other advertising
material, Minimalist music, for exam-
ple, often uses technlgques of repeti-
tion or osiinaii that are picture-book
sxamples of ways to build a plece
beginning with the smallest possible
idea. Why not introduce students to
this musgic through their own creation
of a minimalisi plece!

Musical expression
through kinesthetic awareness
AL thee Oclf Institute, the goal of cre-
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ativity poes hand in hand with that of
musical expression. The characteristic
qualities of the movement, the song, or
the text in a speech piece must be clari-
fied &0 that any further developments
[such as new sections in a ronda form,
intraductions, oodas or accompanying
dances] are chear in their musical
expression, Movement plavs a signifi-
cant role in this task. It was often
thirmougth movement that we experienced
the aesthetic quality of the piece we
were about to learn.

For example, a plece from the
Violumes, built of an octave leap fol-
lowed by upward, stepwise sequences
moving down the scale, was first
introdaped through plaving with
Japanese paper balls. We threw them
up high and then batied them back
up at progressively lower levels, thus
mirraring the contour and character of
the melody.

For me, this actlvity produced a far
mare musical rendition of the piece
than if it had been taught merely as a
series of notes without considering the
phrasing and motion of the melody.
The kinesthetic awareness of how it felt
1o manipulate the paper halls stayed
with us when we moved to the xylo-
phone. If our playing became a bit
unmusical, a quick reminder of the
balls put us back on track.

An important aspect of Orif
Schulwerk is the connection between
body, voice and instruments. An
exploration can begin in any one of
the three media, and can move easily
te anoiher if the quality is made clear

from the beginning, For example, dur-
ing a movement accompaniment class

wer explored hand drums. The lesson,
however, began with voice a3 we
accompanied a swinging movement:
first our own and then that of a class-
mate. Each person has their own
unique style of movement, and our
task was 1o change our accompani-
ment o reflect that. Only then could
we begin the hand drum accompani-
ment, resulting in natural and sensi-
tive solutions.,

This type of lesson ol only brought
home to me the value of movernent in
the Schulwerk, bui, more importanthy,
the use of movement in a creative,
crpressive way rather than a canned,

imitative way.

Orff was fascinated with the anciend
Creek concepl of mesike, a word tha
meant not only music, but alsp dance,
drama and poitey. 11 is a basic princi-
ple of Ol Schulwerk thai music and
movement originate in the same place
in the human spiril.

Our job az teachers is o help so-
dents bring out what is inside of them,
whether manifested in movement or
musle, In my leasons in Salzharg |
experienced the connection between
these areaz, and saw how easily and
naturally one can transfer ideas
between them.

Conclusion

My perspective of Orfi Schulwerk
has changed after my year at the Orff
Institute. | have seen how the
Schulwerk has flowered all owver the
world in many different ways, with a
variety of results and with new ideas
original 1o the cultures where it flour-
ishes. We should be proud that it has
blogmed 30 successiully in the Unied
States, but be careful not to siray too
far afield and lose the essence of the
blossom. We must stay focused on the
basic idea of student creativity ahout
which Orff and Keetman felt so
strongly, while still making the work
our own. [t will allow our studenis an
incredible connection with and decper
understanding of the ar and beauty
of music

Moy Dorsey Evans Tus
heen reohing K-5 generl

maesic, choir and begin-
ering tased af Chery
Vielley Elemensary School
in Dneaill, Wash,, but is
refocating do dhe Washington, [0C area
this seintimen She eormed fher e
gradieate degree from Indiamna
Ulnpiversity ard her Basier's from
Lesley University. She artrended the
University of S Thomas for Orff Levels
{01 aened 019, ased aves @ mentber of the
202-2003 Spectal Cowrse it Salzieng,
This iz her seventh year of teaching.

Write Dorsey Evans ai:
marydorseyevansiyahoo.com
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Process as
content in Orff-Schulwerk

difor's note: The folfourdng is

reprinted from The Orif Echo,

Vel 11, Supplerent No, 2,

April, T9A) It uvas presented as
the keynote speech af the Second
Annual Confenenee of the Association,
April 24, 197) in Cincinnai. Ohio.
Burkard was president of 054 at the
tinte [not yel the ADSA).

This article is concerned with the
difference between knowing some-
thing and knowing what to do with it!

In curriculum circles, over the
past many vears, there has besn a
pair of contrasting viewpainiz which
have heen extremely controversial.
These center around the relative
importance of content and process in
education. Orff-Schulwerk iz a prime
example of a focus on process rather
than on content.

During the course of this presenta
tion I'm first going 0 take a look at
conlent versus process; second, build
a case for the use of process-oriented
educational technigues; third, go a
step further and propose that process
cnnld quite ronesivahly and validly
be the highest form of content;
fourth, indicate that the main thrust
in Orff-Schulwerk is in the area of
process; and finally, give examples of
processes which need 1o be devel-
oped for efficient education in music
as a personal, expressive, and com-
municative art, especially as used in
Orff-Schulwerk.

Let's take a look at these terms.
First, content; according 1o the cur-
riculum specialisis, content comprises
the vast array of available [acts, con
cepis, generalizations that make up
the learning material of the course or
the subject. Take a look an most
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music methods textbooks, at teachers”

editions of music series, al promo
tional material. What is most often
focused on? Things to learn - songs
i ko,
pleces to rec-
Ofnize. con-
cepts covered
in each grade
- this informa-
tion in this
grade, this
scale series
and these
chord progres-
sipns in this
grade; these
kisy sigmalures
or modes not
until this par
ticular time;
knowing thess
symbeols first,
then these,

By Arnold Buriart

Whitehead over 40 years ago
talked aboui the "deadwond of inert
knowledge”™ in his The Aims of
Education. He says, “Education is
the acquisition of the
art of the wiilizarion
of knowledge.™ His
emphasis is clearly
on utilization more
strongly than on
acquisition of infor-
mation,

Diewey says the
same thing:
“Kniowhedge ...
becomes dynamic only
as it Iz hinged to the
processes which we
use i relaie o each
other.™ In fact, in
Dienpooradcy aid
Fducanion, Dewey goes
further, saying that
“information severad

and s on.
Yes, activities
are included o, like singing, plaving
of instruments, even dramatization
and movement, bl the foeus is on
what information is acquired, espe-
cially on its scope and sequence.

Mow to process: As used in educa
tiom, it comprises all the operations
swhich can be associated with knowl-
edge and with human activities -
that group of various procedures
which surround the gaining and
using of information.

All right, you say, so there's con-
tent and theres process; we look to
and use both, don't we?! Again, the
issue hinges on where the focus is: do
we believe it's more important to
develop understandings of informa-
tion of understandings of processes!

Arnofd Burfurrt

from thoughiful
action is dead, a
mind-crushing load ... it is a mosd
powerful olstacte to further grouth in
the grace of intelligence.”

What then, are the deepest objec
tives of aducation, even music educa-
tiom? Anyvone who spends much delib-
grative fime with this guestion canno
possibly come up with an answer that
suggesis that these objectives can be
achieved by looking directly to content.

I'm going I suggest not only that
we ghould look more 10 process in
our educational maneuverings, but
that especially in Orff-Schulwerk,
process is content, in fact the highest
form of content. Processes ane nol
merely vehicles o a destination hud
are themselves a key destination. [n
Schulwerk, the very name implies the
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primacy of the process-orientation:
Schuheerk-Werk-work, something to
b done, One point that distinguizhes
Orif's Muosic for Children from music
as generally conceived, is that In
music it $eems 1o be only the product
that counts. In Music for Children, on
the other hand, it is the process that
is of greatest importance. Preussner
savs that Orlf's Schulwerk “leads to
the inner process of movement and
mugic in people ...~ And Keller says
that Elemental Music “originates and

finds its fulfillment in a process that is

going on now, and is oot directed
towards an abstract goal.” And Orff
himself says that the Schulwerk is
“never conclusive and settled, but
alwavs developing. alwavs growing,
always flowing.”

Why such an emphasis on learning

of process as the key focus of any
instructional sirategy? For one thing,
learning doesn't end when our stu-
dents get out of school; hopefully ics
a perpetual process, Then what will
ke of most value to them as they con
tinue to learn is an ability to use the
procedires necessary o the acguisi-

tion and use of new relationships they
encounier throughout lite. Brumer
reinforces this when he says (Process
af Education, p.a) *learning propetly
under optimum conditions leads one
to “learn how to learn,’”

And John Gardner, in Self-Renewal,
says, "All 10 often we are giving our
young peaple cut flowers when we
should be teaching them 1o grow their
owen planis. We are stuffing their
heads with the products of earlier
innovations rather than teaching them
i innovate, We think of the mind a3
a storehouse to be filled when we
should be thinking of it a5 an instru-
ment to be used.”

Piaget not only contends that
knowledge arises and becomes organ-
ized as the child interacts with his
enviregnment. but he further main
tains that the central fdes in the
structure of knowledge is the opera-
tion. He savs (in Almy, p.1a] “To
know an ohject is 1o acl on il ... to
know is to modify, 10 ransform the
obiect and to understand the process
of this fransformation.”

When process is considered the

essential curricular target, rather than
information, music education will not
be reduced to the bare mechanics of
notation, scabes and keys, harmaonic
siruecture, stories of composers, and
drill. While these aspects have their
own degree of imponance, they will
not be ends-in-themselves, The ends
of music education should involve a
developing sense of the miracle of
muzical zound-manipulation into
coherent expression and communici-
tion, developing a zense for the argan-
ization of whole musical ideas into
logical and intuitive structures, ooy
ing from the preoccupation with
manipulating symbals (o an overall
procedure for gulding and fostering
effective expression of ideas through
music. Thus we are alzo focusing on
the key necessity of personalized par-
ticipation by the students, getling
them deeply involved in the teaching-
learning process. Bul leg's go back for
a muinute amd ask what's so terrible
about focusing strongly on conlent?
Iz so often true that where primary
amphasis is on content, the leamer
ordinarily functions passively; he sub

Burkart comdiects a clossromm session in music for nor-mnsic educalion majors af Bell State Undversity, 970

&
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mits to “authority,” he doesn’t select
hiz conclusions; he doesn't iry to see
hiovar new answers could work,
Certainly there are processes involved;
but these are related mainly to assimi-
lating odfeer peoples” conclusions, and
then exhibiting them.

To conclude this section, let me
remind music teachers: [t is noi
what you tell students about music
that counts, it"s what you have them
do with it,”

It's zafe to say that evidence is all
around us Lo indicate thal in owr 1ra-
ditional school music curriculum we
have been worshipping mastery of
conient as the prime aim in general
classroom music education. 1t also
can be said that evidence is coming in
that more stress should be placed on
process, And just as content can have
categorical order, sequence and scope,
so also process can have an underly-
ing scheme which is there not to pro-
vide an answer, bul to give directions
and order for the search for answers,
And if the search for answers is ever
over we are dead, at least for all
intents and purposes.

What kind of processes do we need
1o develop? Process operales ina con-
text that certainly includes informa-
tional knowledge; but within this con-
text are also the teacher, the children
and their characteristics. and the inter-
relationships of all three. Process is the
integrating mechanism which brings
all of these tegether.

The most valid content is usetul,
can be manipulated, and has structural
and (unctional gignificance, mot
Whitchead®a “inert knowledge-" And it
has to prove useful as its accquisition,
[sic] manufacture, and selection are
guided by the teacher. Orff, Walter, and
others make the strong point that Crf-
Schulwerk requires creative, imagina-
tive, teachers.

And lastly, the child™s develop-
ment stage has to be taken into con-
sideration, as that great explorer of
children's growth processes, Piagel,
has convinced us,

Where else do we look for answers
as to what processes to use in music
education? Again back to Bruner. He
sava: “What a scientist does at his
desk, or in the laboratory, what a liter-
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ary critic does in reading a poem, are

of the same order as what anyhbody

does when he is engaged in like activi-
ties - if he is to achieve understanding,

The difference is in degree, not in

kind, The schoolboy learning physics

is a physicist, and it iz easier for him

i learn physics hehaving like a physi-

cist than doing something else.”

[Process of Education], To paraphrase

then: i is eagier 1o learn music through

behaving like a musician than through
doing something else. Thal means we
need 1o ook at some of the procedures
of the musician. It also means that the
corollary must also be true - we can't
lopk at the procedures of the conswmmer
of music for any help excepl insofar as
they'ré “musicianlike”™ processes,

Perhape a succingt way of saying
what a musician does is that he looks
for, discovers, and expresaes hia under-
standings of a meaningiul world of
sound relationships.

Mow, on the basis of this, let me
submit a listing of the most useful
processes in music education.® You'll
notice that these could be the process-
e n@ad by young children as they first
learn to speak or communicate
throwgh any medium; they're the
processes used by the musician as he
goes about making music; and they're
e processes uged in Orff-Schulwerk.
Motloe that even though they're listed
separately, simultaneity will certainky
b involved.

Processes are subsumed under three
large categories: first, the intake-acqui-
sition processes; next the manipulative-
divergence processes; and lastly, the
manipulative synthesizing procegess,
Let's take a look ar these areas one at
a time:

The intake-acquisitlon processes are
probably those at the most primitive
level of activity. They involve the fol-
lowing kinds of activities:

* developing capacities for intake of
useful elements;

* huilding initial perceptions of the
sound-world around us and available
for exploration;

# building initial awareness of sound-
relationships;

# fpstering personal involvement with
the sound-movement world in
order 1o develop heightened per-

ceptions and awareness of the ele-
ments useful in expressive com-
munication.
In Schubwerk, this area of the
intake-acquisition processes encom-
passes such activities az: follow-the-
leader, echo, and mimetic processes in
speech, movement, body percussion,
singing, and inatruments, to develop
basic perceptions of relationships avail-
able in the area of expressing elemen-
tal musical ideas, such as relationships
of duratkonal elemenis of sound; rela-
tionships of pitch elements; limbne;
dynarnica; amd any other possible rela-
tionships of sound elements. The over-
riding aim is to develop an awareness
af, a sengitivity to, elements that are
functiomal and usable in expressive
communication. And the most impor-
tant avenue toward realizing this alm
is i have the children participate in
sensory experiences under the adent
guidance of astute teachers.
The manipulative-divergence
Process area encompasses the folkoe-
ing kinds of processes:
= axploration of the diverse ways to
manipulate elements of expression;

= gxperimentation with degrees of rela-
tionships among elements; varying
and adapting elements according to
degrees of relationship;

= peneraling new ideas about expnes-
st Communication;

* stretching the imagination;

= rearranging and reorganizing expres-
sive elements;

* drawing from experence knowledge
o be adaplahie in new situatlons;

* discovering new knowledge for new
gituatlona;

= developing fluency in manipulation
of the elements of expressive com-
munication;

# developing processes for accomma-
dating new insights.

All of these processes involve,
simultaneously, and as an oul-
come, discovery of new relation-
ship potentials among the elements
useful in expressive communica-
tion, and development of skills
with processes necessary 1o
expressive communicatlon,
Basically, in this process area the
task of the teacher is to prod
thinking into new channels.
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In Oefi-Schulwerk, the teacher
guides the children to explore in areas
such as rhythm, metric-relationships,
pitch and pitch-pattern relationships,
timbre, pulse, dynamics, and simul-
taneity of sounds, The children are
urged [0 ity new patterns and see if
they are functionally valid, in move
ment, speech, singing, playing of
instruments, and all the ather specific
activity-areas in Orff-3chulwerk.
Further devices used in this comtexi
include canonic amd contrapuntal
devices which further reinforce under-
standings of independence and inter
dependence in relationships of simul-
taneous expression-lines. Also includ-
ed here would be exploration of
drone-fifth and ostinaio patterns of
accompaniment, and all the impro-
visatory developments of Schulwerk,

In shori, these manipulative-diver-
gence processes in Orff-Schulwerk
indicate that the way 1o achieve adap-
tive, flexible, expressive skills is main-
Iy through the development in the
child of habits of exploration, exper-
meniation, and improvisation through
guided experiences. The manifesto
inverlved is that not all solutions o
problems of communication through
music and movement can be foumd in
mind-seta, in formulas, in charts, in
stereotypes, and in single, all-embrac-
ing answers, I this becomes the caze,
then we are in no way dealing with
music as either personalized expres-
sion or tunctional communication.
The importance of the teacher again
beecomes compounded. He must lead

the child to the threshold of discovery
[n tha third large classification of

process-areas as used here, the manip-

ulative-synihesizing processes, the fol-

lowing specific processes would mosi
likely be subsumed:

* processes bor organically relating
individual element-potentials into-
functionally expressive wholes;

* selecting from alternatives;

= gvaluation related 1o utilization and
funciion of expression,

What we have here are basically
convergent-thinking processes for
forming sound-images that convey rel-
atively complete and understandable
musical ideas, These processes
revolve around attaching personal sig-
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nificance o an expressive communi-
cation through active, functional, and
integrative use of the elemenis of
such communication in a form effi
cient for the purpose, All of thiz
involves making decislons based on a
developing sophistication of discrimi-
natary powers. Discrimination is basic
to decision-making; and decision-
making is basic to whatever is
involved in aesthetic judgement,
Manipulative-synthesizing processes
in Orff-Schulwerk include those activi-
tigs involving making decisions (indi
vidual and ensernble) about how to
put wital paris together into a commuo-
nicative whale, - developing an expres-
ghpn which has innate organic form
and funtction. This includes processes
like pecfecing the development of a
rondo

another form or manutacturing a new
one, 1t could alse include certain other
related decisions like development of
contrapunial and other devices 1o fur-
ther enrich the expression to be com-
mumnicated.

But =till, a synthesized process
like this canmol become the chief
end, in our viewpaint, but is another
in the categories of possible learning
processes. Like commencement, it
can also be indicative of a begin
ning, or one of many beginnings,
Mayle we too ofien focus on the
synthesis or closure aspect of
process without leaving openings for
further development. A well-devel-
oped, organically-interesting, func
tionally and aesthetically-sanisfying,
integrated piece of
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communication in music and move-
ment is mostly manifestation of the
process which developed such a com-
mumication, The process itsell contin-
ues on inta further and more sophist-
caled development. Products at any
time can be “frozen”™ into the world of
“Isaing,” but process must remain
vital in the world of "becoming,”

It i important to note that all three
of the large process areaz musl contin
ue o function in interaction in the
tatal educative process, The primi
tivistic intake-acquisition processes
are at work not only at the simple
schulwerk levels of rote, echo, and
mimicry, but alzo continue in opera
tion in spiraling importance in rela-
tion o the other processes. Even in
the last group, the manipulative ayn
thesizing, processes, which might be
regarded as the most zophisticated,
new ingights and perceptionz can still
be acquired, and divergence-processes
are of necessity still in evidence.

This whole area of process as the
highest form of content needs to ba
the next large area of revalutionary
activity in curriculum-development in
music education. [t represents a com-
prlete turm-acound from the traditional
made of curriculum-building wherein
the first thing that is looked an is
infermational content, and then
processes are found 1o “get it across,”
oF “cover it”

In pur new taxonomy, we have as
our first order of business the agree-
ment an the most important process-
25 necessary o music education.
After that, we ferret out the teaching
strategies that could most effectively
make use of these processes, and
how the subject matter or informa-
tion could best be realigned so that
it complements the teaching strate-
gles, And this iz one valid way that
much of Orff's educational philoso-
phy could be interpreted. There is no
question that when people ask us
what are the unigque characteristics
of Schulwerk, our answers lie prima-
rily in the emphasis on process,

*Categorization of these processes
comes from Process as Condent by ).
Cecil Parker and Louis J. Rubin,
Rand McMally & Co. Chicago 1966, a
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stimulating book which was the
impetus for many of the ideas and
adaptations i this article,

Amald Berkart is one of
the founders of ALSA,
sering as its president

! for the first hoo years

L‘ I. [968-1970) and then as
- IS EXariiiise SerTetary

for anether four. He bepan his music
edcation career in Fresno Cotndy,
Calif., as a rovice, fraveling music
teachier before becowning music coor-
dinaror, then music supenisar aof the
ooty school system, Later he moned
to Indigna, where e taught of Ball
Srade University for 25 years. He
retired in 1992,

Wrile Birkar a
burkantdsl@earthiink, net

The goal in
education is not fo
increase the amount of
knowledge, but to
create the yossa'ﬁa'ﬁ' fies
for a child to invent
and discover.

— Jean Piaget
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Portrait series

Amold Burkar

Arnold Burkart: AOSA’s first president

By Alan Spurgeon (based on an interview with Grace Nash in 2002)

Orff-Schulwerk
is a gold

mine to be
explored that
can contribute
mightily to
music education.

i

0154 was founded in Armaold
Burkart's home in 1968, He 15 a
significant figure in the Orff-
Schulbwerk movernent in many
ways, He was an elementary music
instructor and later & music SWRETVisor
In 1963 he heard an Orff presentation
at a muske education conference and
was captivated by what he heard. He
later taught at Ball State University,

In Movember 2002 — 34 years
after that first AQSA meeting —
Purkart wisited the home of Grace
Mash, who has also spent a lifetime
in Orff Schulwerk. She interviewed
him ahout his life, his teaching and
the influence of Orff-5chulwerk on
hiz life. Ginny Densmore videotaped
the session. The interview wai a con-
varsatlon berwern two ald Dieods,
both towering figures in the American
Orfi-5chulwerk movement. To se¢ the
twio — Mash and Burkarl — on cam-
era at the same Lime is a bit over-
whelming to this writer!

Burkart was raised in Medicine
Hat, Alberta, a small city on the South
Saskatchewan River, His was a musical
family with both parents singing in the
church chodr. His father was a 1enoer
and his mother had a beautiful sopra-
no voice. His first early musical influ-
ence, as with so mamy of 1, was the
church. The Burkars were active in
what he called a “fundamental Church
of God,” affillated with Anderson, Ind.

[t was a singing, church and little
Arnold, at the age of 4 or 5, was
intrigued with the sounds of the chodr,
ezpecially one particular bass with a
booming voice, The hymnz, mostly
harmonized with 1, 1Y and ¥V chords
were Arnold's infroduction to tradi
tional harmony. He loved (o sing the
Sunday School songs he learned and,
at the age of 5 of 6, was placed on a
table or chair to sing for the family.

In elementary 2chool he loved the
days when the Welzh-horn music
teacher came for music lessons, He
was taught solfexe through what was
called a “modulator,” [a solfege
chart] and this saffege study was
basic o hig musical development.
They sang (olk songs and the
teaclior played recordings on the
Grammophone for the class.

Hiz ziblings also contributed 1o his
musical education, His older sister
provided piano lessons while an older
brother, who left Medicine Hat after
high school graduation in 1938 or
1939, bought him a violin and paid
for lessons, Arnold was in high school
in the early 1940s, where he sang in
the choir and played in the orcheatra.
He won a contest as composer of the
first school song for his high school.
Though hiz family did not allow him
to dance and he was not permitted o
play in the jazz band, he did arrange
peces for that group. In addition, he
he Ol Echo - Snmumer 2004




took brass lessons [ a local teacher
and plaved in the municipal band,

Early career in music

Afer graduating as vabedictorian of
his high school he entered Fresno
State College in California as a music
education major. This he considersd a
big step for a young man from a amall
town in western Canada. He starbed
as & violin major but later changed Lo
voice because of his love for choral
singing. After three years of college, a
local principal contacted him about
teaching &th- and 7th- grade class-
oo and elementary music. He
accepted the job and continued teach-
ing elementary music in ather schools
for 11 years. He then became a music
supervisor and ook posihons i sev-
eral California counties. While teach-
ing in California Burkart hecame
acquainted with many Hispanic and
Jlapanese-American students and was
intrigued by their music. This expo-
sure 1o music of other cultures
sparked a lifelong interest in the
musics of the world.

After a stint in the armed services,
he returned w college 1o complete his
bachelors and masters degrees at
Fresng State, Later (1971) he complet-
ed the doctorate at [ndiana University
in Bloomington.

In the spring of 1963 Burkart
attended a regional MENC mesting
where he heard a recording of an Qrff
ensemble He was intrigued and
decided to attend the second Morth
American Orff workshop that summer
i Toronto where his teachers were
Lareen Hall and Hugh O, He was
captivated by the Orff approach and
recalls that this was one of the most
exciting times of his life. He peturmed
to California and attempted to infuse
the Ocff approach in the music pro-
grams he supervised. During that peri-
o bre collaborated with Grace Nash
on an Ol project in the Madera
County district

A search for Orff colleagues

In 1967 Burkart moved 1o Ball State
University in Muncie, Ind., to teach
music education courses, He had used
the Orff approach in California and
knew others there who were anxious
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to include it in their schools, but in
Indiana he knew almost ne one, He
set out to find other teachers who
espoused the Ortf approach and
together, during the 1967-68 school
vear, they discussed how they could
bhest promode it. On May 11, 1968 a
group of ten (Burkart, Isabel McMeill
Carley, Norman Goldberg, Ruth
Pollock Hamm, Joachim Matthesius,
Elizabeth Nichols, Jacobeth Postl,
Wilma Salzman, Jacques Schneider
and William Wakeland) met at
Burkart"s home in Muncie and there
they founded the American Orff-
Schulbwerk Association. This group of
teachers became the first Board of
Directars and Burkart was elected
President ot the organization.

In Movember of 1968 Vidunwe 1,
Mumber 1 of The OnfF Echo was pub-
lished, with [sabel Carley as the firsi
editor. The first conference was held
at Ball State with 165 registranis from
throughout the United States and
Canada, Five shorl vears later, [1973)
the organization had grown from the
original 10 founding members o
1,195 members representing 49 states
and several Canadian provinces.

From 1971 to 1981 Burkart pub-
lished a magazine zeries called
Keeping Up with Orff-Schuehweri in the
Classroorm. This regular publication
emphasized curriculum ideas accornd-
ing to the Schulwerk approach

Burkart believes AQSA is responsi-
ble for the growth of the Orft-
Schulwerk In America with the
national conferences having an enor-
mous influence on that growih, He
feels that the Oril-5chulwerk 15 excii-
ing on first hearing and that the idea
of moving the conferences to cities
throughout the country has given
many lecal newcomers an opporiunity
to attend, and to hear and learm about
the Schulwerk. Had the conference
not been in their region, they might
not have done so.

Burkar and Mash discussed
changes they had seen in the
Schulwerk over the years. He
remarked on a gradual discovery
among people new to the Schulwerk
of the importance of the basic con-
cepts of the method, He alao siressed
that there is now a good deal more

emphasis on improvisation. He is
gratified that world muzic has come
into its own in the Schulwerk and
that conferences feature sessions on
the musics of the world.

*You can see parallels between
the folk musics of the world and
what is happening in Orff-
Schubarerk,” he zaid,

Concerning changes in music edu-
cation during hiz career Burkart sees
“the realizing that the generic ldea of
music education in the United Siates
is not the same as what we have
learned to know as Orff-Schulwerk,
Orff-5chulwerk is a gold mine to be
explored that can contribute mightily
to music education.

“There remain other methodologies
1t Ui wieverse of music educabion
which can contribute in varlous valu-
able ways,” he added. "To name a
few: Kodaly, Dalcroze and Laban.™

Mear the end of the interview
Grace Mazsh asked Burkart what he
feli was most significant in his career,
He said that there was not a single
part he did not lowe. He taught music
for Il years and was a music superyi-
sof for six vears, His college teaching
career spanned 26 years. In addition
0 being ADSA'S first President he was
later the first Mational Executive
Secretary. He has taught workshops in
owver hall of the 50 states as well as in
Canada, Austria, Cermany, Hungary,
France, England, South Africa and
Taiwan. He taught at the Orff Institute
in Salzburg for several summers. The
scope of his work in this country and
abroad s wruly impressive,

These days, Burkart ig retired [rom
teaching but leads an active life in
Florida, where he moved so that his
wife could anend graduate school al
Florida State University. She nowr
teaches al a community college, Their
daughter is a college studeni.
Constantly at work on their large
Victoran house, he continues to find
the time o be involved musically, He
gings in the community chomes and
warlks with a children’s choir where
he uses Orff instruments. He takes
part in community theatre as well.

It is apparent that Burkart, like
marry of the other early pioneers of the
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Many Seeds, Different Flowers: The
music education legacy of Carl Orff

Edited by Andre de Quadros, Professor of Music, Boston University CIRCME, The
University of Western Australia, 2000

napired by

Orif's birth cen-

tenary and the

ORFF 100:
Internatinnal
Conference of Music
and Dance held in
Melbourne,
Australia in 1995,
this volume assem-
bles 20 articles from 24 authors of ten
natienallties, They expand our vision
of Orff Schulwerk, with practical
information, ethnomusicology
ressarch, issues in music educalion,
and creative ingpirathon.

De Quadros uses the wild flower
metaphor 10 explain his choice of arti-
cles. “Many seeds of Orff-Schulwerk
have indeed been sown. These seads
have grown into plants so ditbenentiat-
ed by their educational environments,
their classrpom priorities, their song
and instrumental heritage as (o0 make
their flowerings vastly different and
endlessly fascinating [6).” The variety
of responses reflects Orff’s open-
ended ideology emphasizing creativity
and the particular needs of children.

The articles have not been
grouped in any order, but | organize
them under four headings: music out-
side the European art music sphere,
Schulwerk in diverse cultural con-
texts, issucs in music education, and
crealive applications. Many aricles
span maore than one calegory.

The articles on non-Eurapean
music affirm their use in a westermn
curriculum, “a hallmark of the Ofl-
Schulbwerk tradition™ (Burton, 317,
Most provide lesson plans plus back-
ground material, transcriptions and
dances, They include music of Native
Peoples of Morth America, Khmer
music of Cambodia, children's songs

2

N e

Rewieured by
Pam Heirick

from Kenya, Mamimbian music and
dance, Mavajo songs and dance, and
korekan technique from Bali,
Indonesia. They demonsirate sensitivi-
ty to developing “children’s skills and
concepts in a manner which puis
their musical development to the fore
while simulianeously encourdging
understanding, respect and empathy
with music of another culture”
(Akuno and Gartrell, 67). Goodkin
lakes this further, suggesting thal
teaching music of other culiures with-
in a concepi-based curriculum will

67

HOW TO MEASURE A WILDFLOY
A Panel Digcuzsion with:

£63

also “reveal the universality of musi-
cal concepts and the exciting variety
of cultural interpretations™ (91.]
Three articles address Orif
schulwerk in, respectively, Canada,
England and Japan. But each leaves
me with further questions. If, as we
are told, generatons have been edu-
cated with Orff Schubwerk in Canada,
then why would parents still nesd an
explanation about this “rew way of
teaching”™ {Birkenshaw-Fleming, 177
Can “great oaks from little acorns
grow" [Taylor, 212) as the title sug-
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gests, when it is the generalist teacher
in England who must successfully
interpret the Mational Curriculum into
an Ocff experience? Will Japanese
music educators find a way to reinte-
grale traditional Japanesse music, pos
sibly via Orff, into a western-nhsessed
milieu [Takizawa)?

Augtralian children’s playground
singing games: beyvond the ostinatp™
challenges those who uncritically
accept Orif's linking of elemental with
“primitive"”. Mew perceptions absui
the “primitive world® as well as new
understandings of non-western music
undermine the belief that the child's
development mirrors historical devel-
opment. The author questions each
ers’ oversimplification of the child®s
musical world, demonstrating the
musical complexity of children's play-
ground games, and offering lesson
Mans utilizing their abilities. Although
Marsh suggests that Oril's ideas were
a product of his time, it was Orff him-
self who cautioned, “ihe Schulwerk

avnids false simplification, for a
child"s world is neither primitive nor
tramsitory™ [Re-Echoes I, 11}

Creative applications of Orif
Schulwerk? Many stand out.
Hartmanm, in “Creative Playgrounds -
music by children,” provides models
for one of our hardest tasks, channel
ing children's play into music making
Bond reminds us to expose our siu-
denis o0 modern composers and offers
practical ways to do so, including part
of Phillip Bhodes” Darcing Songs, pre-
miered at the 1985 AQSA Matkonal
Conference, Goodkin suggests "a new
mythology” for the North American
school, providing a wide spectrum of
music from many cultures performed
by his students at the 1991
Conference, Snvder's "Weavers and
Weaving™ offers many delighiiul pos-
sibilities within this thematic unit.
Thomas and Katz in “Make a Joyful
Word" move us with marvelous ideas
tor using children’s" poetry. Or per-
haps vou would like 10 make marim-
bas {Mclaughlin and Madin)?
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The short descriptions at the
beginning of each anicle often detract
unnecetzarily, and in several cases the
gditing is not complete. A few articles
should have been lefl out, including
one with clearly uniesied lesson
plans. Meveriheless, the book is
important, a first of its kind and one
hopes not the last. There i3 something
here for everyone, and you will find,
as de Quadros writes in the Preface,
"Schulwerk teachers wite about
uplifting experiences.”

Burkart
condnued from page 21

Arnerican Orfl movement, worked hand
in his johs and learned w b 3 good
music teacher. When he discoverad the
Orff method at an MENC conference in
1953 he knew that he had found the
wily fo beach music. As he =said:

“Where Orff-based music education
is happening - there's where exciting
things occour,”

Al Spacrgeon is
Professor of Mesic
Edmeation af the
Liniersity of
diasizsippd and
serias on The Qrff
Echo editorial bogrd.

Wirite Spurgenm ai:
aEPUIEE M ERiss edu

Dgﬁ‘ Process: the
MEANS WE UsE—
infinitely variable-
i nmﬁr’ng music and
movement accessible to
yegp{é, appropriate to
the place, time, and

culture.

— Carol Erion
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ivaldi: The Four Seasons

y audiophile friend cajoled,
“Trust me, just check this ou”
With a skeptical smile, 1 lis

temed to his latest CDy discow-
erys Wivaddi: The Four Seasons by I8
Giardino Armonice, | soon laughed
out boud with defight and then hur-
ried the next day to buy it, This, from
a music teacher who thought she was
an permanent sabhatical from Vivaldi's
*The Four Seasons.” | would guess
Thete (Sn'L one JMmoTE ws whio hasn't
used this music in his or her class-
oo, perhaps o a similar point, Here
i= an interpretation that will change all
that. It's an “ear-treshener,” like one ot
those zippy mints that blastz your
mouth and leaves it refreshed.

Founded in 196% in Milan, il
Giardino Armonico (the harmonious
garden] is not a new group. They
bring together European specialisis in
peried Instruments to play mostly
17th- and 18th-century music.
Ranging in size from three to 30 musi-
cians, they have prodoced nearly two
dozen CDa - az well as a VD record-
ed in Sicily - “to serve baroque music
I a 21s0-ceniury awdience using staje-
af-the-ant video technology.”

The group has won many prizes,
including a Crammy award in 1099
for s Vieald! Album with Cecilia
Bertoli. They have played at
Carnegie Hall and the Lincoln
Center in the U.5., and at festivals
around the warld,

Glovanni Antonind directs 10 musi-
cians in this 1994 recording on the
Elektra/Asylum label, pertorming the
oft-recorded “The Four Seasons,”
“Concerto in [ miner™ and "Concerto
in G minor.” You can listen to
axcerpis from this album via the
[nternaet at www. AMAzon. com.

2d

performed by II Giardino Armonico

For this jJaded 21si-cenury listener,
their interpretation of Wivaldi i= a
pleasure. Call it Extreme Yivabdi. The
dynamics go beyvond anything 1'we
ever heard. Sometimes raw and gusty,
somelimes quirky and always sensi-
tive, it's malio sexy,

It's ditficult for me to pick a
favorie, although [ might begin with
“Winter” tn intrduee this O o my
older siudents who are already
famniliar with siher versions, Their
compansans will be illuminating,
just as much for their teacher as for
themselves. Although in the second
movement of “Spring” 1"'m nol sure
how T feel about the “barking dog
effect” (as one reviewer put i), |

Elektra/Asylum 1994
Reviewed by Pam Hetrick

will be Interested 1o hear what my
students think, The possibilities for
classtoom use within the Orff setting
are multiple, including comparisons
of movement interpreiation insplred
by different recordings of the same
material [for example, the largo of
“Winter”]. It's exciting 10 expose
students 1o ather worlds - in this
cage The world of muosical inlerpreia-
Hlon - and to demonstrate how radi-
cal'y 1this can change oor wnder-
standing of a compozilion.,

Their CDs are widely available.
The group's Web site (www.ilgiandi-
noarmoenico.com] will be upgraded
this fall, In the meantime, check out
this CD. Trust me.
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Canon

Let Us Praise Sound!

A round in four parts in FIV-V harmony  E. Gllpatrick ©2004

S < =

a round] We shall sing o -
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From the classroom

Multi-tasking, individualizing and playing

5 the chil-
dren came

rocan, “Hella
Ella” is playing on
the stereo. It is nol
the track | had
reant 1o play
Mizrtha 0 Hekir Somehow, we had
all forgotten aboul

Stella, and suddenly she is here in our

consciousness again, and the children
are singing along lke it was Mew
Year’s “Auld Lang Syne.” What's a
teacher to do?

I choose o play the game.

First, we make a girl circle and a

by circle, Both groups sing in unison,

with vigorous hand slapping going
around the circle on the beat and a
count of =1, 2, 3, 4, 5" at the end. As
each group produces a “lozer” with
each round, [ begin my new ritual of
tinding the bordun (drone) or an osti-
mate on the barved instrumenis, and
paint out the bars to play to the chil-
dren who are now out of the game,

The game goes on, and afier two
rounds, four students are playing
drones with varous rhythmic patterns.
Mo one i3 watching them because the
focus is on the game. But | am assess-
ing each mew student who picks up a
pair of mallets. | suggest new paiierns
o soane, and remind metallophone
plavers 1o play hall mote drones, A2
the game continues, the circles get
smaller and the hand grows larger; the
thickening texture of ostinati is creat-
ing a wonderful sound carper and sup-
porl for the game.

I discover [ am unhappy with the
key and drone | chose (F and ()
because it seems too low. 1 call out at
the beginning of the next round,
"Let's iry & and D1 The whaole room
lifts in spirit, the way we always feal
when we raise the key and sing a lil

26

into the class-

e higher, We setile into the new key
because it is so comfortable. The
game goes on., Children are now
showing each other what to play
when the new “losers™ come 10 the
Instruments, Some of my composers
begin o improvise new patterns or to
play the melody. Occasionally | inter-
rupd the fpw of the game 1o say,
“Listen to this new ostinato by Kris.”
We sing the song with it, and the
game beging again, Some decide to
play the new ostinato, while others

create still newer ones. Some are mas-

tering a crossover bordun, while oth
ers are pulling off some bars (0 make
a complicated pattern easier to see. [

Recorder!

TUDOR," the “Original”
Renaissance style

by Martha O'Hehir

watch one child switch to a vacant
instroment shat

What's that [ hear!? The boy group
and the girl group ane :.'i|1|_.:i|1|.: wilh
the same steady beat, but in canon,
and it sounds great! | don't think they
realize what a complicated canon they
are singing as they play the game and
slap the beat. | begin to think, “1
couldn't hawe set this up, if 1"d tried
1o thiek it all thraiigh frae.

As the Stella Ella cincles dwindle,
the experimenting at the barred instru-
menis increazes, | ask three hoys to
help me demonsirate the canon that |
heard the students singing. "Bravo!™ 1
chesr for them, as we linish up,

IN LOVWEST REGISTER
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The girls stay on the bars and 2end
the boys to get their recorders. They
it on the floor and the girls play and
sing the song again. The boys look
for the notes in the song. They all
agree g is imporiant. | suggest they
May g and e, and maybe add o, like
this, and | demonsirate. Boys impro-
vizse and practice the new note while
girls continue on bars, 1 say, “Well,
you could probably play anything
with g, a, b, d, and e. Try it.” After a
while, two improvisers have some-
thing to share as solos,

sonwe of the boys forgot their

Diear Pro-hdark,

ol vary poung childnan.

|mmﬂm“ﬂ|

Or. Autie Almaids

Baar Lake Eamanmany
A Sgrings, FL
{5 v el

recorders, and my “lenders™ are all in
the dirty bucket.” They think they
have nothing 10 do, so0 | say, “You can
help me sing the canon part.” We cre-
ate a form. Instruments will set the
stage and all boys and 1 will sing
“Stella” in canon, then recorders will
improvige, then David will play his lil-
tle tune, which [ am happy to see i
using his new note and has a zippy
rhythmic element repeated. Then all
the girls and all the bovs will zing the
SOME in Canon.

We begin to pertorm the whole
thing. The singing boys and | hear

Pro-Mark's Ort nstrument mashits are atvacthv, dursbla and wel-balnnse

mnumwﬁmmmﬂmnﬂmdﬂnm.
mmmmmmnmumu gwan in the fands

For fo m_m.mmﬂtlm-

2've received every accolade jmssihla.

Even a note from the teacher.

pro-mark

A wwwgromarkdremsticks.oom
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and feel the potential for movement in
the pecorder improvisations, and espe-
cially the zolo, We are improvising
movement. | hear snlckering, because
the boys are mimicking my little
dance behind me, and it is very imp-
ish. I turn and we are all laughing,
Time's nearly up and we can hardly
hear the sole, We decide o have 1
BX, 2 AK, 1 AM, and 155 play during
hiz solo. And wee restart there, and
play and sing through to the end.

My clazses are nol always this
seamless, but today, 1 felt grateful o
be an Orff-trained teacher. 1 prac-
ticed listening to the momeni and
working with student contributions.
I learned so much aboul my students
today, and the game gave me the
chance to individualize mallet
inslruction, ever so briefly, for mosi
of the students. It was fun, aflirm-
ing, and the studenis had a lot of
time ta experiment in their own
ways at the instruments. We played
our own music for our game and
[or movement, We wove new
accompaniment patterns into the
classroom repertoire.

Mext time, we'll play a new elimi-
nation game in G pentatonic, review-
ing a5 many of the barred instrument
patterns as we can remember before
we start, At the end, the bovs wrill
stay at the barred instrumenis while
the girls get recorders,

'ﬂ!ﬂcﬁfﬂﬂ
means creating
situations where
structures can be

discovered.

— Jean Piaget

27




Process teaching:

finding the elements

few vears ago, while dis-
cussing Orif process with a
well-known Ol clinician, she
brought my atlention o the
fact that Ol process teaching can be
thought of on two different levels.
First, there is Orfil Process (with a
capital *P*), encompassing the broad
goals of the Schulwerk commonly
accepied g hallmarks of our
approach, This incluodes an emphasis
on creation and improvisation
throughoul teaching and learning. 1
stresses the use of speech and move-
ment as slarting points in teaching,

Vi

the use of the ostinato figure as the
primary accompaniment, speech-
based rhythmic motives combining to
form larger patterns, melodic materi
als drawn from simple pentatonic
idioms, and the use of tonal and
mdal music drawn leem bath com
posed and folk spurces. These essen-
tial ideas outline the style we have
come o know ag elemental mugic
Examples of elemental music are
found in abundance in every volume
ol Music for Clildrent by Carl Ol and
Gunild Eestman.

Cur discussion then led to Orff

by Steven Calantropio

provess (with a lowercase “p~) and to
the subject of this article. This level o
process involves the ways elemental
music can be broken down 1o create a
laarning experience. 1t hegins with a
simple idea, builds one iea upon
another, and spirals owt and arownd
the original idea to create an expand-
ing set of perceplions. Al the end of
the apiral I& an elemental muaaic epe-
rience gaining its validity not only
from the final “pertormance” but also
in what is learned along the way,
Throughout my teaching career in
public education, [ have been lucky

imee stirdenis wnderstand the mosical elemenis of @ selection and can experience the music os a whele, Calanimopio exgrlnins,
“they con ewjoy the affectiee ond emotiorel coatens of @ selection wivile siooefiomeonsty omdersfomding iy asiond crefismansidp.

k]
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enough to work with and observe
some knowing process teachers.
These meniors were often classmoom
instructors who knew nothing of the
Schulwerk approach vet finely moxd-
¢led process technique in the delivery
of their academic subject instruction.
As my own experlise in process teach-
ing has grown, these experiences
remind me that sequential process
teaching did not begin with Orff
Schulwerk. While Schulwerk lessons
are an important exponent of process-
teaching philosophy, the iruth is that
all good teaching is process-orlented.
While the lessons | teach are
alwavs open to extra-musical com-
ments amd social observations, the
goal of my teaching is the develop-
ment of miigical skills and concepts.
What follows are a few of the ways |
appraach the preparation and presen-
tation of process-oriented lessons in
elemental music, using ideas that
waork well for me and for my studenis,
To develop a cohesive, sequentially

processed lesson, T must choose an
appropriate model. 12 it elemental
music? Are the rhythms unclumered
amd straightforward? Do they repeat?
Can they be simplified at first amd
thien elaborated later on? Can they be
extracted and taught using carefully
chosen text! What about the melodic
material? Is it diatonic in natured
Does it consist of stepwise move-
meni! Are the leaps in the melody
tairly small and manageahle! Does
the melody repeati Are there melodic
patterns that are easily extracted and
laught as “component” parts! If func-
tional harmonic changes are implied,
do they occur in regular patterns and
argsthey limited to the three primary
(tenic, subdominant and dominant]
harmonic areas? It the answer io
most of these guestions is “Yes,” then
I know 1'm dealing with a piece that
is truly elemental and can be
“processed”™ effectively,

My next task is to disassemble the
selection Into s simplified component

parts, [n my ztudy of elemental style, |
have found that effective teaching
models are composed of musical ele-
menis that can be separated eazily
troam one another in this way

This “non-gestall” posture seems to
fly in the face of our Schulwerk goals
of experiencing the music as a whole,
The fact is, once students understand
the musical elements of a selection,
they will experience the music as a
whole, They can enjoy the affective
and emotional content of a selection
while simultaneously understanding
it mugical craftsmanship.

In the exploration and reassembling
of a selection, the assimilation of
skills and concepts takes place. A
final "performance” offers an affirma-
tion of what the developing skills and
concepts can produce on an aesthetic
and artistic level. This Is the best jus-
tification of our work: that in the
assimilation of musical skills and con-
cepis, students acguire the tools to
achieve artistic and expressive ends,

Example 1

The following lesson, geared toward upper-elementary music, students provides an exploration of additive rhythm.
It iz based on a piece taken from Music for Children, Volume IV by Carl Orff and Gunild Keetman, !

Volume IV, page 6, #9

i = = : e T |r - = |
— ¢ , -
= ] | = —H_hq_; = I 1 =

I (Music for Children, Volume IV, English Edition, adapted by Margaret Murray, @958, Schott & Co. Lid., London
erernewed, pro6, Mo, 9. All Rights Reserved, Used by permission of European American Music Distribiiors LLE, sole
U and Canadian agent for Schott & Co., Led.. London. )
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Example 2

The repeated eighth-note accompaniment on the dom-  ous meters above it [ begin the lesson by showing stu-

inant pitch of the Aeolian-based mode builds tension dents the following graphics, which demonstrate the three
against the hexatonle minor melody, which moves in vari-  ways that two musical lines can move against each other:
A B C
L ]
1. Obligue 2. Parallel 3. Contrary

My choice of this musical model clearly demon- parallel woices in the recorder pars. For an example
strates oblique mation between voices of contrary movement between voices, see the alto
Coincidentally, the next piece, Volume IV, p.7, No. xylophone part in Volume IV, page B2, No, 2
1, is another example of this motion. Parallel motion We explore the playing of a simple tune such as
between voices is found throughout the Schulwerk "Hot Cross Buns™ in the one hand, while accompany-
and is described generally as “paraphony.” See img the tune in various ways and at various intervals

Virdewre IV, pages 32-33 for a specific exploration of in the other hand

Example 3
==

—
| |
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On the board 1 have written the names of three of the United States and a closing statement with

representative node valies:

d & @&

Min - m¢ - s0 - ta

Example 6

T ENTEEE

[ - da - ho

Tex - a8 This is

the end!

The class repeats the patterns as
I rhythmically podnd to them, The
combination is remembered and
repeated. The rhythm of the exam-
ple is developed slowly and cumu-
latively, making the example
longer with each repetition,
including the repeat and the clos-
ing statement. Students now cham
the entire text as [ clap a steady,
eighth-note accompaniment or
play it lightly on a drum.

Omnce the rhiythm is learned, stu-
dents break into groups of three.

One student is assigned a rhyihm
for each state. All perform the clos-
ing text, "This is the end!™ The
group performs the entire rhythm
and then the rhythms rolate clock-
wise 1o the next person. The polnt
of this evaluative step is to ses if
students understand where each
rhythmic element occurs in the
overall flow of rhythm and if they
are able to izolate and perform that
element. The rhythms rotate uniil

Pattern 1

all three members have had a
chance to speak all three elements.

Transferring each of the speech
patterps (o a body percussion tim-
bre entourages further exploration
of the chythmic content, The
“Min-ne-so-ta” rhythm is per-
formed a5 a two-handed patschen
pattern. “I-da-ho” is clapped and
“le-xas” is snapped in alternating
finger snaps. The final statement is
performed as four accented hand-
claps, These body percussion
rhythms are assigned to the three
members of the group, In the same
manner as the speech exercisse, the
body percussion patterns rotate
among the group until all have
had the chance (o perform all
three rhythmic elemenis,

As a closing, the entire class
chantz the complete text while per-
forming all body percussion ges-
tures one more time in unison,

I have recently given much
thought to the problem of how (o

Example 7
Pattern 2

e

Pattern 3

teach music reading while sill
maintaining within the students a
significant independence from he
nodation, Whenever possible, my
solution has been (o use what |
term melodic configprations. By
removing all thythm from melodic
patterns as well as any extra musi-
cal notation - including unused
staff linez and spaces - students
begin to see melodic paiterns of
sleps, skips and repeated tones as
transportable motives. For exam-
ple, they see that these can be
sung or plaved on any tonal loca-
tion of a scale or mode. By isolat-
ing the discrete melodic motives in
an example of elemental music,
and by presenting them in their
most simple form, studenis
become familiar with commyon
configurations found so often in
the Orff Schulwerk repertoire.

At this point, [ show the students
the following melodic configurations:

Pattern 4

=<7

ool
o

O |

We discuss the fact that even

though they all appear 1o begin on
“line” notes these patterns can he
played on any starting pitch. 1 ask
them, “"How many notes are in each
pattern?” “How do they move (step,
skip, repeat) and in what direction?®

The Orf¥ Ecfio - Soommeer 2004

[ ask studenis to play each motive,
starting on different pitches of a
barred instrument prepared in the
minar mode on A with the F bars
removed. The patterns are always
notated in whole notes, which indi-
cate indeterminate length for my stu-

dents. [ also use a technique called
“snapping through it.” to coordinate
the student response, to check the
accuracy of their playing and their
understanding of the pattern. With no
implied rhythm value, students play
vach consecutive note of the patern

al




Simdenrs play each consecnifve rote of the potiern, wdth pe impiied ropghor vefue, ax Colantrogpée

suaps fiv fagers or clops hiz kords fo coondinate studead responise.

at the snap of my fingers (or clap ot
my handz), We work our way
through the patiern a few times, pay-
ing careful attention to appropriate
mallet coordination of left and right
hand strokes. Finally, 1 ask the stu-
dents to listen as | snap the actual
nivie values of the patiern, which
thay then play in rhythm. | have
found this technigue extremely useful
for evaluating student response, not
only on barmred Instruments, bat alsn
on recarder. [t works particularly well
in singing, where specific pitches can
be “tuned up™ and intervals carefully
explored by Lhe eingers,

| “smap the class through” the pai-
terms on barred instruments, starting
on various pitches and checking for
accuracy. We discuss which configura
thon fiis hest with the state names.
Onece this connection is established, 1
provide the starting pliches of each
paitern, i.e.. A for Minnesota, E for
Idahe and B for Texas

The “Idaho™ thythm (which 1z
always playved two or three fimes)
forms a sequence, descending one
pitch on each repetition, T is now a
short step for students - in a cacopho-
my of individual exploration - 1o work
oub the entire tune, Although the orig-

il

inal score is for two players, [ ask
them to play the melody completely
with the right hand while accompany-
ing the tune with a repeated eighth-
mote pulze in the left hand.

The “Minnesota” rhythm presents a
2:1 relationship between hands that
some find difficuli. Preparatory exer-
cises for this type of playing can be
found in “Exercises for Knee
Slapping,” pages 76-78 of Music for
Chuldren, Volume L

Students must alzo identify the one
instance when both mallets will strike

the same bar while plaving melody
and accompaniment.

A final “performance”™ can include:
drums playing on the potated accenis
(#ee score], other Instruments playing
drone pitches of a unison or an open
fifth, introductions, codas and impro
viged melodies, To encourage improvi-
sation by having students explore the
various melodic conflgurations in new
positions and patterns, | ask the fiol-
lowing questions:

# "How would the ‘Minnesoda® chythm
goumd as a thres-patiern sequence
rising up one step each timae”

= “zan you play the ‘ldaho’ pattern
four or more times continuing the

original sequence? Can the
sequence be inverted?”

* “Can the final statement be
gequenced! Can vou change
the rhythm of it as well as
create a sequence with 9™

* "Can the melodic improvisa-
tiom take place in the lefi
hand while the right hamnd
creates a drone note abowve
the melody?™

= “How will you end your
improvisation? How will
you signal the group that
you have done sof”

[ encourage students to
improvise new melodies using
these devalopmental ideas or
any others they may come up
with, freely spinning oul new
variations of the ariginal
melody. The original fune is
now plaved alternating with
individual improvizations, cre-
ating a larger mande form.

The creative exploration of small,
isolated units of rhythm and melody
allows students to better understand
the larger musical form. Effective
teaching process should encourage
this type of exploration. Such lessons
are convergent in nature in that they
move from broad, open-ended ideas
toward readily identifiable [inal *pro-
ductions.” Al the same time, this
tvpe of elemental exploration pro-
vides the means for lesson diver-
gence by incorporating the spirit of
improvization, The combination of
vonvergeil aud divergeol teaching
processes allows students (o demon-
girate an increasing set of musical
skills acquired through the lesson.

Steven Calantropio fus
faught penergl masie and
reoverent i the River
Edge, N.J, public schools
for the pesr 31 pears. A
— 1982 graduate of the Orff
Institure’s Speciad Class, fie fos beem @
frevueent presenter af (ntereational,
nationa! and Iocal chapier workshops,

Wirite Calantromio ai:
stevecall gearthlink.net
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25 Years!

In 1979 1.1). Wall
published Don Muro's
The King's Highroad, the
first commercially published

Celebrating

onginal compositon for
recorders with synthesizer
accompaniment.

To our dealers and our friends in AQSA:
Thank you for 25 years of support!

Accompamiments for the following publicanons have
been remastered and are now avallable on C1:

s The King-'s Higfroad BRMIKCD $11.95 CD$0.95

o A Ty -r.l.l'-.ﬁr:l..:r.r'n RMZECTYRI195 D %95

s Capriods Caper RMIKCII 31195 (1D 39.95

s Neconder Rock BMAKCD $11.95 D §9.95

i I EFLNE,
CONCERT SUITE
six performance picces for
beginning and intecmediate players.
Fach picce has twa parts - a hasic
part with a hmited nore ranpe and
armyple clything, sod an meeemediane
part for mofe advanced players,
The pieces inchede several rmuscal
styles and can be performed
inclivichually o as a suite, The CD
mcludes accompaniments for sloa
pracice as well us for performance.
Lisren o audio excerpes ae www johwalipobiiching. con!

RANMAKCTY Scode and T3 31695
RM16EF FEoomomy Pack {10 soores] E1095

REFLECTIONS

T wesn emjery Do Muro's recorder
¥ L

COMCERT SUITE

R A L BT S AR L

Don Mupo

RIFLEETIGHE

muske, you'll love this collection of
expressive orginal music. The ten
songs on the CDD showense ungue .
treatments of lyrical melodies and

BVl i'i'l.' RO |p.an:irn|.'|1|::1.

Lisren ro audio excerpis ae www johwallpodfishing. com!

J.ID. Wall Publisl
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s : o :
[ntitled, by Megan Hart, Grode 4, 5. Francis School,
Gogher, Ky, Arret Britt, art teachen

Chimes of Dunkirk
Teaching Dance to Children

the Fiddeo (DVD and FHE) - Fradued by MEDM & Conniry Devcr s Soug Saciety

[ e of ."-""i'l"' | Bawtd FRVTY i e iddely .-n:lllnl'l L BT R LR T t] 1
the utieny o woawniy amd dunee collue e
i e eodiT RO L et ar o e al ek

| g [t quadity 1 autiasdiog—i 't declindoally s,

- | bemandifilly solided, eud a foy o skl Thamhs for

o alvariayr piver by e bechimdgme

himes; 7 wifh o nyder sudren e ™

Y ek | Swa OF Bawary Wlmodey: sy adunabion
|_|-.-u.'\.'|l.'-\..|||.'.l.ln o Clallilerm Foogbaing Thadr
| Wrlil, Thems Teaching in Flarsnmry 5 bisl

b .I . . .

. | a.l'rll.l FI¥ with teaching 1ijr il

e hnsgecs, amd inchafing 17 o

ke biakt and | ——— | the: dances  from the i

iy crlleseniasny, this viclesss imoa vl
|

sl L = |1--l|'u||i'-|- o cdancing with
chilelren.

Yo mary armler .|.-. e vl -Ilm'l'.:". {Frm pwr

(TR AT F AT TR R T TP T T DT P e SR EY T IR e $33 ppd-

o oenny weeder o L el Dvdin

Far mev o
ban  abew’  aur el

NEW ENGLAND DANCING MASTERS PRODUCTIONS

41 West Street » Brattlebors, Vermont 05301
BO2-257-1819 » infoi@dancingmasiers. com
www, damCin Emaste rs. com

LR




Botany 101
The roots of the wildflower

I should like to describe |
Sohuluerk as a wild fower ..

As in nature, plants esteblish
themselves where they -

are needed and where = ‘
the conditions are .l
favenerable, so
Sehuelwrerk foas groamt

difions in my wark . IF (2 an
experience of long standing that
wild Towers aluxays prosper, where
cargfully plannead, culiivated planes
often produce disappoinring rezults, !

= Carl Orff

a4

Conversations

by Carol Erion and Roger Sams

{1‘7.:'

J
-
h R

ZAINR

from ideas that were rife (.
at the time and that A r
fowrnd their favouralle con-

Carak Roger, sometimes 1 think about
Orff's wildfloarer metaphor and won-
der whether we have derived all the
meaning that might lie within it On
the most obvious level it seems Orff
was saving with his wildflower, *]
was jusl the ight guy al e gl
time.” Bul Orff was a master gardener
and easily could have extended his
metaphor further into botanical refer-
ences if we'd asked him to. It might
be fun e speculate where he might
have gone with it For instance, the
simple wildflower could represent
the elemental, while the generously
lealed and richly endowed, culti-
vated flower would represent
the sophisticated and complex,
musleally, Both types of
plants have oot systems; hut
wildflowers, because they often
~ find themselves on soil that is
- mot 5o rich, extend their
roots deeply. They need
to drink deeply,
Do you think thai
today"s Orff practi-
tioners = those who
1‘ winrk dally with the
L) E et elemental - are thirsty
.-I'\' - and ready to drink

WSt AT 1
WY '-'}‘\.'I bE  deeply?
wak ; ;
ottt Roger: 1 think Orff weachers

have built up a lot of stamina

through years of practice and leam-
ing about the Schulwerk. 1 think
they're ready o swim in the deep end
of the pool. | know | am! We've all
loved the joy of splashing in the kid-
die pool of life, but the rewards of
growing wiser are so rich.

What 1 know about my own rela-
tonship 1o the Schulwerk and what [
hawve ohserved in others iz that the

Schulwerk can be significantly more
than a way to teach effectively, The
Schulweerk, for many, is transforma-
tive work, It can, if we choose, affect
our entire way of being in the warld, [
recognize that the work has been pri-
mary in my development a2 a teacher,
as a person, and as a spiritual being,
amd 1 know that many others have
had a similar experience

Carak ves, I'm interested in exploring
exactly that phenomenon you
describe; that phenomenon many of
us who embrace Orff Schulwerk have
felt but cannot seem to put into just
the right words, of having been
touched deeply by expericnoes in the
Schulwerk. What happens to us in
those moments? And just how is it
that we simply know others are in that
same place with us in those moments?

Roger: 1 think it has to do partly with
the relationships we develop with
each other when we are immersed in
making meaning through music and
dance, Many of us would claim that
our Schulwerk relationships ane
among the most rich and zatlsfying in
our lives ... even if we only see each
other ance a vear ai conference, Why
iz that so? 1 would propose that it is
because we sing and dance together
in community ... that's what spiritual
communities used to do. 1 think it
alsp may have something to do with
the Improvisatery nature of the work
we do. We don't simply reproduce
mugic and dance created by others,
We invest ourselves in the creatlon of
our own art through the Schubwerk.
That kind of sharing is a very inti-
mate experience, It fosters significant
heart connections,
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Carol: Oh, [ agree! We can pick up
conversations every Movember just
where we left them at the last confer-
ence - with no preamble neceszsary!

But there's more 1o this. What about
the materials we use? We'ne at our
best when we heed Orii™z model and
Inck to the dohness of myth, folklore
and Literature that have stood the test
ol Lime as sources for our creations.
We connect with it =0 naturally.

Reger: Indeed, there's a reason Orff
chose mythology and folklore for
sources, The timeless nature of this
material connects us o the past and
future, and helps us understand who
we are. These understandings of our-
selves af a people, and as individuals,
give us a sense of the spiritual.

I am reminded of Isabel Carley's
admonition, “Teach nothing that does
ot deserve lifelong remembering.™
When we are immersed In this kind of
literature we pet a sense of worthi-
ness; 4 sense that what we are doing
is g0 clearly worth doing.

Maybe another reason for our phe-
nomenon-without-a-name is that our
work, our Schulwerk, is not a pre
scripiion; there's no definitive curricu-
lum, Instead, we learn how to be with
our students, how to enable them to
make their own music. We have to
invenl it anew each time, every day.

Carol: Let me guess where you're
going with that. We're all on the same
sort of quest, a personal truth-seeking
journey. That would cerfainly make
Echulwerk waching a deeply epirtual
experience, one that would make us
feel completely “in sync” with others
on that same journey.

Roger: Yes! And the recognition that
others are also reflecting honestly on
their teaching practice, the recogniton
that we need to be both introspective
and outward looking at the same
timee. That paradox ... the process of
going both inward and outward is so
core to many spiritual practices and
traditions, The spiritual quest might
begin by going imerard, but the experi-
ence of the Divine within causes a
shift in our internal landscape that

The Onff Echo - Sammer 2004

sends us outwand where we are able
10 experience the Divine all around
us. Conversely, it can also occur in
the other direction. We might expen
ence the Divine around us, such as
slanding in awe at a place of amazing
natural beauty, which allows us io
touch the Divine within,

Exploring this part of our work -
the spiritual part - is important. And [
don’t think it diminishes the powerful
pedagogical applications of the work
at all. All of that stuff stands on solid
ground. The Schulwerk is so richly
laverad im that way. Maost Orff teach-
ers have figured out that this is a life
long path. If | may so boldly declare, |
think Orff Schulwerk teachers are
I'E'.'Il‘l'l.' ] I'I1I|1h‘||:'|' ||1|:' EJII"'T"EHIIJI' irans
formation the Schulwerk offers,

Carol: Roger, 1 think we should invite
others Lo join this conversation. Our
phenomenon-without-a-name would
cerlainly gain greater clarity and defi
nition, as well as greater richness, if
miore voices were 1o reflect on it
Perhaps we should give our readers
an assignment, something 1o think
about to prepare for the next install-
ment of these conversations in the
Echa, What do vou think?

Roger: well, let's see where our read-
ers take ug when they reflect on their

TEN

Fincw 20l wa have bean affering epl For

own spiritual development after enter-
ing the world of Orff Schulwerk. I'm
thinking we might want 1o start off by
azking people to reflect on the ways
in which the Schulwerk has helped
them to experience the besi paris of
themselves, on how they “grow them-
selves” into the next best version of
Self that they can be.

Carol: | really look forward to resum-
ing our conversation, with ideas
enriched by the experiences and
reflections of our Tfellow Ol practi-
tiomers. Beaders, poin us in our ongo-
ing comversations. Our email addresses
are listed below. The journey begins!

Write Roger Sams at:
sehulwarksamedpadelphia, i,

Write Carol Erion af;
certor 2000 @ yafion.com.

! O, Carl. "Orfi-Schulwerk: Past
and Fuiure,* Supplemens to The
Orff Eclio, Mo, 1., 1973, The speech,
grivert by Professor D, Card Orff at
tiee opertinng of te OnfF Instilote i
Salzburg on the 25th of October,
1963, is published by the kind per
mizsion of B, Schotts, Soafine,
Mainz, from the Orff Institate
dafirbuch 1963, The translation is
by Margarer Murray,

It's Not Just for Toddlers!

In case you haven't noticed, Musikgarten has grown up.

P

rovesing birth 1o age 9.

Lt ws ahow oo how music asd movemand
trafming can falp you teacik all ages

k Exparancs how teaching keyboard classes i a group setling belps:
— biild and Fnprove wital ligening skils,
promote shanrg of Eoeledge among students.
— prapare childran 1o partanm in frant of otbas.
* Ta leam mone alaoul teaching Musikgarten 1o your Tavonite age of
chikdren, stband any ol our Tour Segpecic leacher workshops,

e B0

Traelaing Mwak, Dndreammaing (s

Summer Workshops — Call for Detalls

nfanks, G 1l Unlias. 1X G20 Aichmond. W, G2
Edlings, MT 6,/ 06 Grsalay, CO 71 Salt Lake Cigg, UT 771%
Boesbon, MA 62T Madi=on, Wl G20 St Paul, MM Frl1
Crarinne, NG #r13 Miami, Fl 20 Cilgary, &B 704
Cracago, IL T/18E Fewark, Ml /18 Toronbs, (i F0a
Cincinnati, OH 711 Passdana, Ch B2 Wangouess, B T/1B
B800.216.6864 info@musikgarten.org musikgarten.org
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From the AOSA video library

Swing sets for the younger crowd

Presentation by Vivian Murray (AOSA AV Library: 12755)

Revivaed by
Beth Iafigliela

For the
Orff-Schulwerk
teacher, the
reaction of the
cow suggests a
cumulative list of
“moo-vement”
and instrumental
choices.

30

Twir phrases in the text

hig time you tell her she must NOT
stand still ..."

“Younger students love swing,”
Vivian Murray repornis, as she
presents this session at the 2003
Louisville AOSA Conference, "It is an
easy way o begin is 1o use speech, then
add creative movemeni and instrumen-
tal improvigation.”

She begins with the book, The Tiny
Tirty Boy and the Big, Big Cow, by
Mancy Van Laan, The boy complains o
hi= Ma that the cow will not stand =till
for milking, For the Orff Schulwerk
teacher, the reaction of the cow suggests
a cumulative list of “moo-verment” amd
instrumental choices.

Murray heging by read-
ing the book in swing style.

lend themselves 1o group
responses, With hand ges-
tures, Murray introduces
the phrases and later coes
the choral speech as it
appears 0 the story, As
each “ocow" movement
appears in the text, partici-
pants explore kicking up
their hard heels, swishing
their long tails, tossing their emply

heads, dropping their sharp horns and
wohbling their knobby knees

Murray offers suggestions for
unpliched percussion accompaniments in
the session notes, The notes also contain
publishing information and the I36M
numbers for the published materials used
in the seszion, An outline of the eaching
process helps the viewer duplicate the
process when working in the classroom.

Murray adds a third dimension 1o
the drama by adding the Orff instru-
mentarium. The larger barred instru-
ments play shilting major-minor chords
an the half-note pulse, The smaller
instruments describe, through sound,
the boy taking off 1o find his Ma, and

Viviar Mirray

the movement of the cow,

She wedees an improvisational,
instrumental interlude in the story form
Lo give the participants a chanoe 1o
design accompanimeniz for the “cow”
movements. The conclhusion of the story
produces an opponunity for paticipants
o create a coda. Children will delight in
the concept of epposites as Ma gives (he
final omder MOT to stand still.

The anonymous peem, “Bubble”
bursts through with a melody and Orff
instrumentarium ammangement written by
Murray, The bass instruments play the
familiar accompaniment pattern fos
yvoung children complemented by the
middle and upper timbres of the ensem-
ble, The delicately simple
arrangement, included in
the session notes, beautiful-
Iy lends itselfl i inventive
“bubble” movemenis using
colored scarves.

The session ends with an
arrangement of the book
(Hd Black Fly, by Jim

Aylesworth, The author
arranges this alphabet ook
in chyming couplets that
ireshly trace the flight of
the fly unitil its uliimate end,

Although the alphabet theme may
appear to appeal to the younger child,

bMurray states that her third grade stu-
dents appreciate the humor of the text,
The instrumental arrangement, in swing
style, challenges the interests and akill
levels of middle elementary students.
Murray divides zome of the session par-
ticipants inte small groups, giving each
group a rhyming couplet 1o stage with
movement and dramatic speech.

Between each couplet performance,
the instrumental pecformers play and
sing a four-measure interlude that gives
the adulis in the session a chance to
harmonize and express their enjoyment
of the session materials.

The Orff Eche - Summer 2004



More videos with literature focus

The ADSA ASY Library contains hundreds of videotaped presentations, lectures, discussions and interviews, Here is a
sample of those available. For a complete list, (and to arrange for a rental] visit the AOSA web site ai: www.ansa.org.

aa4PF  Jay Broeker: 5050 Barbara Haselbach:
“Poems o Pieces: Improvising with the drom, “Poetry from “Song-Dances to the Light™
the voice, and the dance” (includes a poem
from Winnie the Fool) 4708 Vivian Mwrmray:
ing the book”
4amw Isabel Carley: oy ot
“Speech play: The magic of words™ 5107 Jack Neill:
“Jazzin® up the joint* (includes poems by
4855 Isabel Carley: Langston Hughes)
“Speech play: From speech (o song”
L 63P5  Peter Sidaway:
485 Isabel Carley: ' “Working the word”

“Specch play: Storytelling plus™
1907 Katherine Smithrim:
84FF Sarah Guterman: “Once upon a time"
“Fireilies and other inspiration® “Poems 10 Pieces:

sandc Sarah Guterman:
“The magic of childrens literature in the music
class"

ﬂﬂg@l Videotape Orders

Note: The wdep [ist 15 now poblished in the ADSA Tape(s] requested [maximum 3 at ome time)
menthership directory, and is also available

Dates: 1st choice
OFHE af; WWW.a08, 0

2nd cholee
* Limit 3 tapes per order. Loan time 2 weeks Hame
; ame

from date mailed. Order tapes by number; _

give alternate dates. Use form provided above Address

or photocopy. All tapes are VHS formal. City
* Hanldling (ees are as [ullows: 1 Lape per order - Flale

510; 2 tapes per order - $12; 3 tapes per order - Zip

$15; Mon member rate is $15 per tape. Make

check pavable to ADSA. Visa or Mastercard §12 Muikend ol Fopmmont

[T H YL U Check enclosed (pavable to ADSA)
s All tapes are the property of the American Orff- Omc Qvisa U AMEX; minimum charge §12

Sehulwerk Association. No tape may be repro- Credit Card Number

duced for any reason. We regret that tapes can-
not be shipped outside the 1.5,

Expiration ale

i)
* Order from: [--';.':'J :_.-\l"-ﬁ?r |tk 5 A0 )
ADSA Executive Headguarters «:-'-.Il‘x\f II\
PO Box 391080 F ! Inr Signature : :
E]welandl DI[ 44] 3':}'9"]39 |I|'|| ;::r 'lll Antbrizisd Chong Cimd Saratuer

i |'II
¥ Membership number

The O} Echio - Sumumer 2004
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Focus on Research Series Advertising: Index of MF'ENIEETE

The Onff Echo will publish ressarch : i Aurupricn Dvurn . e 40
reponts that expand and enhanoe our For cover rates, inside calor mtes, arts education IIJI-_AS- ........................ .
knawledge of music teaching and learn- special placement rales, or 4 G- Backyard Music..._........._..
ing. Articles may report a singhe plete rate sheet, contact Steve Beatin' Path Publications..
research study or a review of the DiLauro, LaRich & Associates, Benchmark Press ...
research literature in ways that enable Inc.. 15300 Pearl Rd., Strongsville, | Bourme Marimbas..

| teachers in the field. These articles may OH 44136: (440) 238-5577: Ganeral Music 5"'5'"!' e
b quantitative ar gualitative and must sdilaurog@plarichadv.com. Hal Leonard F"I.-HIE"I'IE I:I:Irl:l e o1
include a discussion of the ways in JO Wall Publishing Comgany ... < 1
which this information can be applied Jazz at Lincoln Cenar.............cocoeo..
in the classroom. Nd Clozing Dates John's Music Center.........ocnneen 12

PFapers should be double-spaced Note: These are nor Editorial KT, - — RURERE |
using type no smaller than 12 palnts Deadlines MMB MusiciStudio 49 . NO—
and shmikd nol excesd 3,200 words, Fall July 15 Music |5 Elemantany ... 23
Submissions should be sent electroni- 1T .
cally a5 an M5 Word or PDF document Wister Cictober 15 Musikgartan .............. -
to Carlos Abril, at c-abril@northwest- Spring January 15 M Englisd Dancing Mashers.......... 33
ermedu. If electronic submission is mH Summer April 15 Peripole Bergeraull (Angel)........
possilde, send four copies of the com- A Paripola EEII'QEII'EIUH [ Creama) ..........
plele paper tos Carlos Abail, Echo Fecus Urit kcha Adveriising Rates Inside Pages Puriguie Basyw aull [Simla ]

o Resaarch, }\:.-:lrthwve':-nfm University [ e R S TP :

Schoal of Music, 711 EIE.IH Rozad . ) Full PE'EE &80 SOMNOR Passion {FHIF'IETMSE-] a
Evansion, IL 60201, Manuscrigts will 3:"3 Page %660 SONOR Primary (HohnerHSS) ... |FC-
then be sent 1o the ADSA research 1,2 Page (Islamd) 2620 Sz Musionl WUt - . oo, 1n

panel for anenymeus editorial review. /2 Page 3530 Tad Brown Musie . ...
Editors far the research series are Or. 143 Page %395 Trophy Music
Carlos Abril of Morthwestern University 1/4 Page $295 R oottt e i
and Dr. Alan Spurgean of the University 1/6 Page $225 WEE‘I:: Music IO ey BE
f M. - - . . - N
e 1/8 Page $175 e e i e R RO

American Orfi-Schulwerk Association Membership Form

Bmmfmmummmmmnummmmm American Drff-Schulwerk Association
Chaadi i nami is nel o B Blnd in tha Dieciory Aliliate of the Miséc Edacaiors Natlosal Conlerence
10 Gk if you dho ok wish a-rmad acims el in s membsr g on e ek sie July 1, 2084 - Jang 30, 2005

Dol e th R X Fegulsr Wemaer

r . Chire-yerar pubscriplion b The O Erbe, Bovechemtions,

s AR mwemlerzhip dimaderyhandbook, woiimy privikeses

Joneyear $00H LI Thnes-year §180.00

_.ﬂ?a- s
Ciey 3--._r Sials ral ] Riggakar peiviloges for Tull-tiee s1udem

E-mail Pras i

Lacimde copy of curmse W L

Eutinnd Mimisr
PLIASE COMFETE: S ik mem i O O WL e Higekin pEiwiligds or Ihosd 55 OF ol and el
numiber ksted im dneciory

CURR CHAFTER Wik ludittrn Nember
D Arnewn oir AFFILIATION (1 5y Thres copkes of e-year sabacripion o

Ll irvbmrmmabiend frasia sai anerdsetagn — e | Lo v The O lohn, Reserieminves, membershp
dAridory Aardlins Lallos &n g

Chech i applicaihe Piethad of pwvreTs ACSA Namionad Board of TOUSES ... SAR.00

[ Music Specizbe l Chck enclosed o ACIEA,
L Privia Aoy Qvisa Exp Oain
LliZanena Classsoin Tanddir : ; .
L Uiniversity Frotesson Charga ihis (eoar i my Rcsnd 6 indeatad
Emm f:mmﬂwtﬂﬂ{ufﬂm of |_|I.'I|||'l\.xl|:-5.' a1 0 [ Twe cupried 530000 |_E'||'|l\.'\-r|1:||'rrl L1 TN |]
Sauhen] al: Auldmiznal charge b mailisg muleiche L34,

Cihar. I Surface 1000 o Alrmall $25.00 ... d

bauimiiaaLbiaip Sabspopram
Ome-vear sefscriprion of T OnT Eoka,
Mo woting or rembership privileges included.

ILS. A mwrrrbsers whil 53,00 dor mailing back ssuem

| Signau: il jedning aner Maw. 15ih
| Audhorired Chorpe Derd Sinstim

TATAL M [in L5, fesuds) §

Mail to: ADSA, PO Box 39“}!1-"? Cleveland, l.'!H 4413-1; -RO49
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The Creative Habit

Published by Simon & Schuster

ool news o
“aluffer-offers"

£C1E, procrasti-

nators, orational fear
filled, folk-of-the-dead-
line, ank page,manus-

Reviewed by cript-slabs of stone, the
Judith Thomas Emply-rooms-waiting-
far-a-choreography or simply anyone
wishing 1o find the core of his or her
creativity. Twyla Tharp has written a
defindiive book for us all,

[t is based on the premise that cre
ativity is not just a “kiss from the
godsz,” but rather the product of
preparaiion and effort - and =“within
the reach of evervone who wants to
achieve it.” In a consummately read-
able siyle, Tharp reveals simpls wayrs
I "prepare o be creative,” and sup-
gests useful exercises for the mind
and spirit which restore peace to a
Cluttered mind overnight. Mo maore
need to hit the wall of creative panic,
or to "cast forth your basket of cre
ativity with the fear it will return
emply.” as an Orff colleague onee
admitted to me,

And even beyond Tharp's sugges-
tions of just how you prepare for
this state of creativity, she adds the
need for embracing serendipity. She
asks us o be mindful of the event
that almost sounds like “the teach-
able moment™ we value s0 much. In
her chapter titled “Accidents Will
Happen,™ she writes:

“In order to be habitually creartive,
you have to know how 1o prepare to
be creative, but good planning alone
wion't make yvour efforts successiul.
Your creative endeavors can never be
thoroughly mapped out ahead of
time. You have o allow for the sud-
denly altered landscape, the change

The Orff Echo - Sumimer 2004

of creative proj-

Do not sally forth, bul rather RUN
[0 your nearest bookstore, with cre-
ative yet recalcitrant mind in tow,
ready 1o make significant alterations.
[t's a marvelous, lite-changing, hahii-
changing read!

in plan, the accidental spark - and
Vo have to see it as a stroke of luck
rather than a disturbance of vour
perfect scheme. Habitually creative
peaple are, in E.B. White's phrase,
"prepared to be lucky.”

TWYLA THARP

THE CREATIVE HABIT

LEAR‘TM IT AND‘IU.SE IT FOR LIFE
_i v §

{_':-/ 5
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Was it You, Mister Music?
A four-part round in Mixolydian mode E. Gilpatrick ©2004
E

—j— — —
=SS == F’ F"ﬂi‘E
the mel-o-dy -

Who pu the thy.thm in my feet, Mis - ter Mu-sic?

| *“ . | ? ——
P
= g -

Was it you, Mis - ter Mu-gie? Tell me: was &

‘- = E—.E_—- i S ==
. R » R —
you? Oh, put the ly-rics in my mouth, Mis -  ter Mosic? Who put the (clap clap)
*
r 1 1 J| _FF'-_-‘H"l jl : _i..l
! ! ! !
i == ﬁ:" ﬁz"—* = ===
in - to my hamds?___ IWu.il youle . Was il = ter Mu-sle? Tl me: was it

" Litrle Biity Coeda

% ~ ') ™
'r = o i
you? Was it o

*qul-umum-muumudlﬂplmﬂnlhhww
Comtinse together in & decrescendo &3 long & you care i, snd finish with the Ligle Bitty Coda,
or another ooda of your own devising,

Addendum:
A reader from Salzburg wrote to say that the Snowflake Canon appearing in the Winter, 2004 izzue was composed by
Cesar Bresgen (1913-1938), of Austria. [ts original title was Lochend Kowrinit der Somner,
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PERIPOLE"™ ANGEL ALTO HALO® RECORDER

' i
- We'’re so excited!
Available
Sales of the Peripole® i
ALTO RECORDER have hit Mot e
an all-time high! FREE! With

B Adding the Alto Recorder is part of our campaign to each recorder!

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

AND NOW .. ..

OUR SPECTACULAR
OFFER...

B 1 Peripode® feogel HHEF"
Hanger 1o suspend the
recorder from the neck, thus
allowing hards free access
for other coordinated
musical activitias,

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

H &
PHEZEH PE"PDIE AngEI B A sample introductory lesson prepanad
E’ by our Educational Director, Cak
Altﬂ Hﬂ REEﬂI‘dEr Marshall, as presented in har many
= e sessions at State Music Educator
— Conventions and at AQSA Chapte

mistings.

B Peripole Alto Fingering Chart

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

1-800-443-3592
‘Pertpole:

i, Rt

PBG00O -
Peripole® Ha]u"
Soprano Recorder

School Price

$4.25

i

BERGERAULT

PFE 6250 Angel i & registered Dradesmnark of Kaman Corporation

The Peripale” Halo™ Hasger in protocted by
e Tolgwing Lnied St Fatents: B 691,865 21;
B L0ET BE 6816084 B and Dedipet Fatenl D485,401 3




Playtul Design.
l'}{*]mt'minhh' Performance,

The world's most dapandabls ond dhasen racardars or elso the most ployful tho
siednnts om sura fo enjoy. Sour pple Geoan, {ofios Cendy Blue ond Bubble Gum
Pank cobors add that extia fun lor shudenls hegining Beir miusc efuoaion

Yormha 70 Series Recorders are specially designed for beginning shedents and
ore amy io play in avery renge. They other B ieal omousd of air resksance bar

eHaitles cortrol end on sceurny of infonstion that grevides o rids, Tul sousd,

Poyful with serisus quol#y Yomoba is knows for, Yamoha Becardars are the
thaughiful dhaica Far teachers that cora,

\!

& YAMAHA




A process of reflection

Process: =... something
Aring on ... @ naiural
phenamenon marked
oy gradual changes
thai lead toward a par-
tieular result ... a seres
of actions or aperatbons
conduciing to an end.”
Webster's Ninth New
Coltpgiate Dictiorary

Mirfle Vam Giereten

& [ reflect aboun process in

the context of Orff

Schulwerk, 1 especially agree

with the phrases “natural
phenomenon” and “gradual changes,”
1 am a little intimidated by the *partic-
wlar result™ and “operations conduct-
ing to an end.” These words push me
to think about what resulis [ expaci
and how [ will identily success, How
can [ assess the learning that takes
place in my classroom without inter-
fering with student creativity?

The teaching process within the
Orff Schulwerk guides children toward
4 deep understanding of our discipline
without dictating the path they will
take, This does not

demonstrate their undersianding. The
following two examples describe a
way of teaching in which student self-
evaluation and assessment of under-
slanding is imbedded in the process.

A video of Kodo, a talko drumiming
group, catches the interest of my Fth-
grade students. They are entranced
with a piece in which the performers
capiuie an imaginary object with
cymbalzs and play with it through
chythm and movement. They want to
recteate the experience for them-
selves. | want them to demonstrate
the abdlity to create a composition
that has a clear formal structure, We
watch the performance again bur this
time | ask the students to obsarve
compositional techniques and mowe-
ment elements that are used, Their
list includes dothm patterns, unity,
focus, “not random™ (an opportunity
to focus on formal siructure] and
change of tempo.

Evaluating a group
In small groups, the students waork
i Include these things as they 10ss

by Marjie Van Gunten

their inwisible object. Al first it looks
like permission to go out for a long
pass with lots of clanging and bang-
ing. It is FUN 1o pretend o toss, catch
and make noise at the same time. We
are walking that fine line between
control and chaos, As | visit each
group, and ask how their work relates
to the list on the board, intention
begins to become part of the process.
We set a time limit and share the
rough drafts with the class. After
watching each group, the studenis
reflect on the ways thelr peers have
used the required elements,

One groug used rhythm patterns
from a Japanese folk tune they had
recently learned. Another created
question-and-answer rhythms while
another lavered in rhythms and then
took them away. Unity was also
accomplished differently by each
group, One group began in unison
and moved into polyphony. Another
created unity through an estinaro, and
another gave a unison performance of
a complex pattern with rhythmic
accuracy that drew a round of

mean that students - p
i L Begimning 1 Developing 2  Accomplished 3 Exemplary 4 Score
through the world of W

P @ did We bla
sound and move- Assigmment Mo clue sait el k Wiz did it all! Hm"';!'-"m
ment. The end goal ey
of every lesson or EuIre hMaore than was

Mane SOHmE All

unit is the critical elements on the list
first step in thinking We can Complicated form
about the teaching Use of form None mull]:"“.gg": identify and that we can
process. What do the SEBE T gxplain the form  explain in datail
children need to
know? How well Perlormance We bilew it msmlstalkl?zs W wers ready Wow!
should they know ii?
How will they show Performance : Mosily We were
that they know it} focms Distracted foousad Always focusad awesomal
After answering these o did W al
Questions 1 am ready NE PerE Some of us ‘Wa all sharad iy
to plan how they will Group effort mnitnc;lha did the work the wark HLE:E:L;EM
move from where '
they are now to the Total Score
place where they can
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applause, We continue the reflection
with other elements that are part of
the assignment. Simple forms are evi-
dent in each of the performances and
wiet identify canon, ABA, etc. The
reflection also reveals thal tempo
change hasn't worked very well for
any of the groups and they agree that
this techmique can be taken off the list
of reguired elements. All of their com-
menis are added o the arginal list
and saved for future reference,

On another day, the students go
right o work where they left off. The
list created during the reflection is
posted for review as they work. They
refine their composition expanding
upan ideas gleaned during the reflec-
tion process. Before the final perform-
anoes, the class creates a rubric to
evaluate their final product. As we
reflect on the performances, the am-
dents describe the forms they used in
their compositions. It is evident thar
the forms from the first drafis have
been expanded with contrasting sec-
lions, transitlions, and variations on
themes, Seli-assessment led the stu-
dents 1o think more deeply about
thelr use of form and helped them o
explain how they used it as a compo-
sithonal technigue,

Sell-evaluation

Self-evaluation is also a valuable
1ol with younger children. On a rainy
day | bring out one of my favorite ple-
ture books, Listen fo the Rain by Bill
Martin Jr. and John Archambault, The
fext of this lovely book is music in
itself: “...the slow soft sprinkle, the
drip-drop tinkle, the first wel whisper
of the rain....” In the story, the rain
starts stowly, builds to a mighty
crescendo, and ends with the dripping
trees. | want my kindergarten children
o experience a gradual change in
dymamics and tempo, an exciting and
controlled climax, and an ending that
leaves the listener hanging on until
the last drop falls from their mallets.

We begin with sheets of newspapes
spread on laps. As [ read the book,
the children use fingertips on paper 1o
imitate the sound of the passing rain-
storm. A second performance sets up
the opportunity for reflection: half of
the clazs plavs on the paper while the

A4

other half waits to add the thunder
with hand drums. At the emd, 1 azk
the drum players if they feli the raln
huild slowly and evenly to the climazx,
W also discuss our success in mak-
ing the rain fade slowly away as the
storm passed, We record thedr
responses on a simple, pictonal
rubric, Their evaluation showed that
the studenis still needed to work on a
gradual change. After all, delayed
gratification is hard for kindergarten
children! ‘We wade roles and try I
again. This time the rubric reveals
that more students can contrel the
change in tempo and dynamics.

AL the niext class, we use the same
stordito create a musical rainstorm, A
quick look at the rubric reminds 1the
students of the goal for our perform-
ance. This time we tape-record the
performance as all of the children
participate. The first tew drops stard
1o fall an the bars ... then more ..
then steady rain is joined by thunder
and lightning on drums and cymbals.
As the thunder ends, the rain begins
1 fade wntil only a few drops remain,
After hearing the recording, the chil-
dren reflected again

checklists and student writing. When
students create their own assessment
tonls and participate [n self-evalua-
tion, they leam to take responsibilicy
far their learning. Clearly it takes
valuahle lesson time to engage in
reflection and assessment, Bul as slo-
dents begin to assume the role of
reflective learner, the depth of studem
engagement in the leaming process
affirms the value of time taken for
authentic assessment.

Ty vy '|:|.1|_:||,'|'|-' SUNPrISe, ASSessment in
my classes has led 1o increased creativi-
1y. The skillz the students mazler and
identify through the process of =eli-
evaluation become part of a musical
toofbox they carry throughout thelr
artistic developmeni. Students are able
to confidently engage in creative music-
making when they know that they have
a growing collection of musical skillz 1o
apply 1o the task. 5o, the *particular
result” from Webster's definition is not
intimidating after all. Rather, it is a
“natural phenomenon” that occurs
when the process allows students 1o
reflect on thedr bearning as they cre-
atively engage in active music-making.

on the performance
and agreed that
thvey had succeeded
in slowly building
tension for the
thunder and lighi-
ning, and in gradu-
ally letting the rain-
storm pass. They
now agree we need
to work on know-
ing when to led
those trees stop
dripping!

In both exam-
ples, reflacting
about their work
helped the students
to make the con-
nections beiween
what they can do
and what they
know. Reflection o
sels the stage for | .
students 1o partici- | v
pate in authentic

assesament through Sturdents recond their responses fo e text et onusical illistra-

rubrics, criteria

tipat of the book, Listen o the Rain thoough a piceorial mibric

Tl CWff Eclie - Siermener 2004
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| Recorder Music by
Ursula Rempel and Carodyn

Ritchey
A Medievnt e
T — edieval Feast
MUSIC T‘QGE“IER ~and
FHE FOY OF FAMILY MU3]|Cn A Medieval Feast 11

Fevmr a1 deveching community gu the curting edge
—amil &% misic ged chbldres (a1 e L

Festive Fayre

. A collection of Renaissance mnsic
Teach Fﬂwﬂ'f Music Clhieses Sy
Newbora —'#vm-sm"h:.ﬂ :
Includes pedagogical and movement

Take a workshap and leam imstraction
* lead vhe music that children love

* understand music development ' Full catalogue available
Earch chcmagle agae five

Upon regquest
* help parcnts nurture masical growth S
= wipport a e pencration o masicallby | .
l| competent children watel'l[ﬂ] M“SIE

Co.

parn ol ke 3 Regina St. N, Waterloo, ON
&9 (800) 7282692 x329 " N2J 4AS, CANADA
www. musictogether.com 7. i

Toll-Free: 1-800-563-0683
- - Fax: 519-886-4000)
L L L L T Ee - S

er RUM"

Our name says a lot.

When involved in teaching music, pride tickles our senses, You
know the feeling, I'm sure. The sensation is the result of effort,
knowledge, mlen, and passion. Add these wrether and the sum

becomes the driving force thar inspires stodenes wowant m learmn.

And the Ssreesr of their accomplishments? Thacs whar makes
youf jobe worth the endeavor,

At Amerncan Drum, we share in your riumphs by offenng the
highest quuality malless. The fact teachers have clasen American
Drrumm for owver 30 vears 15 chat our mallets are rensonably priced.
bnger lasong, and colercoded for easy recognition. We even have
litthe mnllets for licde hands! What muakes all chis wonth aur effart? The
WIS A AN NG (SN B0 GLIE C5Irs, Lo

= AMERICAN DRUM" ﬁ

) 'H:-l.tw_.‘ﬁ Y
shop with us on the web at [P
T e www.americandrum. com e, ot

Call Us Tall Free For Easy Ordaring 1-B00-478-17T6 + Fax 804-226-1776 # 2800 Sa van Hills Blvd. & Richmond, VA 23231




The Question Song

he Cheestion
Song is one of
those special
hooks equally
at home in the pre
achool classreom or
with a parent read-
ing to a child.
Written for children
ages 2 to &, the
repetitive text of this lovely picture
book facilitates adult-to-child interac-
tion through singing, wocalizing or
movermnent,
Zemach uses tra-
ditional fiolk art
“theorem paini-
ing.” which
invalves il paint
and hand-cut
stencils applied
to a velvet can-
vas. The result
is soft and
child-friendly,
Illustrations
suggesting a
multicultural
family add o
the universality
of the book.
Childhood
accidents like,
“My ice cream is
meelting! Whal
are we going o
do?™ are treated
lovingly-
el get a
cup to caich the
drips. Now gob
hle it up and
lick your lips!
That's what we
will do?™
"It's raining!
It's pouring!
What are we
going to do?” is

Reviewed by
Cindy Teres

4

\NNN1NE ) LRSSARE

by Kaethe Zemach

Published by Little, Brown and Company, 2003

answered: “Here's an umbsella. Mow
you're set! You can play in the rain, and
your won'l gel wel. That's what we will
dol™ Opportunities for imaginary play
and creative Movement are NUMETOLS.
The questions in the book are all
examples of real-life dilemmas in
which children may find themselves.
Each is answered by a calm adult
who'soothes the child's tears and lov-
ingly provides creative solutions 1o
life's little problems, from broken toys
to spilled juice, This book encourages

children to talk abown their frusira-
tiona and possible solutions, leading
to new question-and-answer phrases
a5 well as creative problem solving.
Whether the gquestions are used indi-
vidually or incluslvely there is some-
thing here that can become the con-
text for many lessons in music and in
life. Thiz iz a great a book about prob-
lems becanse the eventual outcome is
always positive: if things do go
wrong, then we fx everyihing by
singing our Question Song!

TEN
s
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Listen to the Rain

by Bill Martin Jr. and John Archambault
Published by Henry Holt and Company, 1988

riferdando. The magical gquality of
quiel = mallets held in suspension
makes 3 wonderful ending and helps
children know that they can hear
stlence, The words and piciures are
also an invitation to a dance of the
raindrops ... or leaves in the wind
or @ walk through the “mishy mushy
muddy puddle.” The possibilities for
fxplering the sxpresive elemenis of

artin and
Amchambault
have given
us another
Iyrical book that
begs to be extended
T through music and
wwmﬂlﬂ' movement. The
g rhythmic and ono
Al peselic language explores the
sound and silence of rain so
beautifully that the words can
stand alone. The calorful, some-
whal abstract watercolors by
James Endicoti create a surpris-

Listen to the Rain |

music and movement are as abun-
dant as the raindrops!

Beautiful books like this one
develop the artistic sensitivity of chil-
dren, Even if you never perform the
rainstorm in music or movement,
this book deserves to be read to chil-
dren again and again.

Ediror's note: See related story
an page 43,

ing juxtaposition to the text and
offer a new way of visnalizing
rain. A cricket clings to a
branch as the rain beging and
“lightning-flashing thunder-
crashing” is illusirated with a
fearsome claw.

From “the first wet whisper”
i the “lashing gnashing teeth of
rain™ and "the silence and the
solitude of after-rain” the wornds
dre music by themselves. With
only a few words on each wo-
page spread, the meader is invited
to linger and listen o the
crescemdo of the storm, This
book never falls 1o bring nomal
gilence to a classroom full of
squiggly bodies ... silence thai
confinues after the last page as
children are rransponed by the
beauty of the language,

Listem to the Rain is an invi-
tation to create a musical rain-
gtorm with body percussion,
found sounds [fingers on news-
paper makes a great rain sound}
and classroom Instruments, The
developing storm and gradual
passing of the rain offer 2 model
for exploring crescendo and
diminuende, accelerands and

The OrfF Echo - Susteter 2004

By Bill Martin Jr and John Archambault
Ilustrated by James Endicott
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Sing, Dance, Play, Groove... Swing

LIHOLALTE we s g, arm mmimrande, sl o gl mpmarks of b g g

Produced by Jazz at Lincoln Center

B nidinjord i o jariaSanrn vt St |rs,

Written and Narrated by
Wynton Marsalis

he Jazz for Young People Curriculum is o jozz oppreciation

curriculum intended primarily for 4th-9th graders. The

multimedia kit combines lively musical selections, narration
by Wynton Marsalis, and participatory activities to teach the
core concepts and major figures in jozz. The curriculum is
designed for both musicions and non-musicians and provides
comprehensive and flexible lessons that can be taught in one
semester-long unit or in shorter, individual units.

For $209.05; the Curriculum includes: 4

+ A 10-CD lesson set .

+ An indsgth Teaching Guide that Integrates 5
the National Standards for Music Education |

+ 30 Student Guides '

» A behind-the-scenes Video

* Plas B15 shigging 4 hardling

T0 ORDER THE KIT OR REQUEST A FREE SAMPLE:
* Visit www.jazzforyoungpeople.org




Orff Process

applied to folk dance

olk dance comprises a large part
of the Orff teaching repertory.
And no wonder! Folk dancing is
a beantiful and natural way 1o
help ehildren develop music skills,
experience melodies and instrumental
gounds from many cultures, and build
commumnity. When we apgply Oril
process to the weaching of lolk dance,
we enaure that children are getting the
mast from thesr dancing experiences,

Simple to complex

[n the Odf approach, we begin
with word rhythms and melodic mate-
rlal familiar and natural to children.
Dance experiences should begin the
same way, uging familiar movements
as the foundation. Footwork for begin
ning damcers of any age should
include natural locomator movements,
such as walking, skipping and sliding.
When children are comfortable with
thie basics, more complicated move-
menis, such as two-step o1 grapevine
steps, may be added Lo their move
meni repertoire,

Flay party games are a wonderful

ray to introduce children o folk

dancing. Accompanied only with
singing. play parties use simple fool-
wiork with the emphasis on social and
"game” aspectz, Children experience
movemenis and concepds found in fra
diticnal folk dances such as sel, head
couple, promenade, casting and reel,

You might think play parties are
more difficult than dancing to record
edd music because the children must
do two things at once: sing and maove.
[t"s true that children do sometimes
hecome so involved in the game that
they forget to sing! But the words o
the =ong often include dance instruc
tions, 0 that singing actually makes
the game easier 1o play, Furthermore,
when children are singing. the beat is

50

by Martha Riley

In many filk derces, explaing KRiley, “the wonds of the seng offen inclde danee
fnsbruictiois, g0 tal singing achieally makes the game eosier o plaoy.” As the children
sing, the beat s internal, rother than exiernal. “Children are e aivare of the
bear, phrase and form when making te mosic themselves,” she notes. Accordingly,
they experienoe “Tmrmedicte enjoyiment and meaning from their muosic-making and
danee participation.” Here, children donee thetr may shmough “Willoubes. "
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internal, rather than coming from an
external source. Children are more
awara of the beat, phrase and form
when making the music themselves,

Immediate enjoyment

It iz imporiant for children o expe
rience immediate enjoyment and
rmeaning from their music |1|ukinE and
dance participation. Each encounter
with speech, song, instruments and
movement should be satisfving in
itself, not only as the means to a
future goal. We must keep this in
mind even when teaching complicated
folk dances.

O way to accomplizh this is to
teach the entire damce the same day il
iz introduced, using an “ouiline”™ ver-
gign if necessary, If a dance has a
tricky footwork pattern, a complicated
figure, or 4 pariner

and later adding the musie,

For example, by humming the
dance tune while modeling the step,
you utilize the musical phrase insiead
of waords to demonstrate to the head
couple how long they have o slide
down the center of the st and hack,
Or perhaps vou will ask the studenis
o circle to the left using a light run-
ning step for the first section of
music, again, humming the tune for
them. That step may later become a
grapevine; but in the beginning, what
is important is the as=sociation of cir-
cling left with this section of the
music. Each part of the dance is prac
ticed inm a similar way,

Eventually, the entire dance can be
reviewsd with music by having siu
dents “air dance” the movements with

change, modify the step
or figure and omit the
pariner change at first.
Skim over details, such
asz which fool goes first
or what kind of step is
used, unless they are
eszential to the dance.

If the students’ natural
response is to circle with
a sideways slide insiead
of a skip, or if they do-si-
do by the left shoulder
instead of the rght, let it
go. The dance can be
refined later. Instead of
being bogged down by a
particular step, children
will feel a sense of com-
plation from |'|._'|-.-ing AR
rienced the whole dance,

e

Music and
movement are one

A folk dance (s more
than a set of steps per-
formed on cerain beats,
The movement of the
dance springs from the
music - its torm, chythm,
tempo and general char-
acter. The most musical
approach o reaching a
dance is o incorporate
the music immediately,

their hands. Thus, children learn o
respond o musical cues, rather ihan
the instructor's woice, developing an
infuitive sansitivity 1o the meter, form
and phrasing withaut having to count

beats or steps,

Experience precedes cognition

In Orff process, experience pre-
cedes cognition: children make music,
then learn to verbalize and notate. As
applied to folk dancing, this means
dancing first, reflecting later. Ask the
following questions:

“What rhythm did our feat dance
on the floor when we slid down the
center of the se?”

“Horw would we notate that?™

“Where was there a "hop' in

this section?

Here, a ehild stege “doum the alley” as perd of the “Willowdee, ™ Dancing frditinnal folk donees

rather than teaching steps  develops movement and donce imagination and - fedging from his expression — an appreciation for

by words or counting,
The Orff Echo - Summer 2004

the fromemork in which o improvise.
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‘Dance it again and discowver the
hop as we change the direction ol
our slide. How many beats were in
that phrased*

“Dance it again. How many skips
were needed 1o circle left!”

Echo amd mirmor are two concepts
familiar to children accustomed to
Orif work. Challenge the children to
tind a movernent in the dance that is
like a mirror. They should recognize
casting or a neel as mirror movements.

“13 there pari of this dance that is
like an echo!?”

Many dances in square formanions
require the side couples to echo the
movermenis of the head couples.

“ls there something like a canon in
this dance?™ 1L is more satisiving for
children to discover the answers to the
questions than for the teacher 1o @l
them everything from the beginning

Imitation to creation

Dancing traditional folk dances
develops movement and dance Imagi-
mation, leading to the ability to impro
vise and even creale entire dances,
When developing melodic or rhythmic
improvigation skills, we give studenis
a framework in which to work. For
example, within eight beats, students
improvize a rhythmic pattern, or using
a pentatonic scale, they improvise a
melody, This alse works well with
dance improvisation.

By using the parameters of a one
phrase framework, the simple play
party, " Willowbee,” encourages hath
improvisation and imitation.

By definition, we don't “make up a
folk dance,” but we can create dances
in the siyle of a particular kind of lolk
dance. Until children have experlienced
the variety of steps, formatlons and
sivles of traditional folk dances, their
movement imagination is often limited
to making circles and moving in and
cui. They would never think of using
stars, baskets, do-si-dos, oF casting
without having firzt experienced these
movemenis in raditional dances, With
an enriched movemeni repertoire, the
teacher can challenge them to use
thir imaginalions i new ways,

“Put a mirror section in your
dance. Can vou create a part with an
echol? This music Is for an [sraeli

52

folk dance = what kinds of mowe-
meEnlE are most appropriate for that
style of dance?"

Individual — Ensemble — Performance
Both individual and ensemble are
important. With each music and dance

experience, the child discovers ideas
and develops his own skills while
simulianeously contributing o the
group. Dances that engage and include
everyone give children a senee of com-
mumnity and of being a coniribuing
member. All must listen, watch, follow,
lead when it's their turn, be aware of

their places, and suppor and respect
the place of others,

Performance is a major focus in
Orff practice. This does nol alwavs
mean pulling on a show for an aodi-
ence, but rather ending a lesson wilh
a performance of the material
learned i a muzically pleasing way.
Thiz provides a sense of completion,
even if all the details of the dance
have not yel been leamed, The per-
gonal satisfaction of periormance,
whether simple or complex, is funda-
mental e the continued growih of
the child in music.

“Ine Orff process, experience precedes cogrition, ™ writes Riley, “Children ouike masic,
ther berrn fo verbalize and motade, Az applied o folk dancing, this means dancing

first, reflecting leter.”
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Three Meet: English Country Dance

Music: “Thres Meet” or any 6/8 dance tune in AABE form.!
Formation: Three dancers, hands joined in a line, facing a similar group. Lines of three should be arranged in a
circle like the spokes of a wheel. [See Fig, 1, lower riglht.]

A: Lines dance forward and back 1o place.

Lines dance forward and pass through to the other side. [Drop hands, pass oncoming dancer by the right
shoulder and turn a half turm to face back in,)
A: Repeat - lines dance forward, hack, and cross ower,

ending, up in

home positions, T
B: All join hands in a circle of six. Skip to the left, then Figure 1

o the right.

B: Lines form smaller circles of three and skip to
the left,

Open Inilo lines facing the other group of three and pass

through by right shoulders, this time ending up facing a

new group of three to begin again.

&
A

! Ribey, Martha. Engifeh Copnrry Darces for Children, 2nd ed.
with CDs and video, Delphi: Riverside Productions, 1995,

£ i A P . -
Trios free one anather in o pattern ke the spokes of o wheel fo perform the the rraditfiorel Erglizsh counery danee, = Three Meet. "
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Danmce: “Three Meet™ — a traditional
English Country Dance

Music concepts: /8, 8-beat phrase
length, AABH form

Lesson 1:

Introduce rhythm patterns in 678
time wsing echo-clapping and other
body percussion.

Extend the patterns to eight-beat
phrases, wsing various combinations of
dotted quanter, quaner-eighth, and three
alghth notes patterns.

Play the mosic for “Three Mee,”
Students choose two 8-beat body per-
cussion patterns and perform them to
the muskc, using one paitern for A and
L ather for 0.

Lesson 2:

Play part of the “Three Mest™ music
i remind students how it sounds,
Review &/B rhythm patierns with body
|,1I"rl_'1IHHil::|I1

Explore locomoior movements,
Teacher plays hand drum rhythms in
6B while students mave individualby:
walk, skip, gallop, slide. [Demonsiraie
the bouncy, dance-walk steg so students
avold a heel-firsi pedesirian walk.]
Stsdents combing movemens [0 create

an B-beat pattern to dance and repeat
for A, then a differeni pattern te dance
and repeat for B,

With the music, siudents perform
their 8-beat locomalor patterns,

Teach the following B-beat patierns
needled in the folk dance:

A: Walk, walk, gallop, walk; walk,
walk, gallop, walk,

Repeat.

Repeat A In another direction.

8: Skip, skip, =kip. skip. Skip, skip,
skip-and-tum.

Repeal,

Repeat B in another dinsclion,

Play the CIF and perfomm these meove
ments individually (scaiter formation).

Lesson 1

Pay part of the “Thres Meet™ music,
By minw. the children should recognize it
and want o respond with skippiog and
other appropriate movements. With the
mesic, review lecomotor movements in
G/8 tlime and AABE form.

Teach a simplified “Three
Mect"danoe:

Threa students, standing side-by-side,
hiold hands in a line of three and face a
similar line of three, Groups of six (three
lacing three] may be scattered about the

mom. Om the lagl 8 section, amall ciecles
of three dance back 1o the right and
opean to form facing lines again. Omit the
progression,

(rganize the lines of three facing
three in a large circular formation like
the spokes of a wheel, and add the pro-
gression (See Fig. 1) As the dance
repaais, each line of ihree progresses
forward around the large clrele, passing
the line of three with which they previ-
ously danced to face a different set of
dancers, Perdorm the complete dance
with the music.

Martin Biley, PhD)., 5 a
professor of Music af
Murdue Uriversity, wiere
she reaches music educa-
pior. Origfnally from Berea,
d By, Riley greur up with o
pict heritage of radivdonal commaenity
music aned dance. She fas written exten-
aively on the subject, inclpding feo
docks: Backwoods Herliage: Traditional
Songs, Manaces, Fiddle Tunes, and MMaore
artd English Country Dances lor
Children. She is a frequend workshop
presenter for masic educators i the U5
ard Carnadd,

Write Riley an; mrileed@ pendue edu

Willowbee

Willowhee American Play Party

|

the alley all day long.

partners, iwoe hands joined.

and forth on the beat.

'the way to Wil-low -

2. Dancing down the alley, alley, alley; Dancing down

3. Here comes another one, just like the other one;
Here comes another one all day long,

Formalion: Longways, s&l for 6-8 couples, all facing

Verse 1: Az all sing, pariners shuffle their arms back

4= 100
N = !  —
, D B e e e e
»- 1 LA R |
This' the way to Wil - low - bee, Wil - low -bee, Wil - low - bee,
3
F e 1

Verse 2: All release hands, One of the lead dancers

improvises a fancy step down the alley

while others clap hands.

Verse 3: Head dancer's partner imitates the move-
ment down the alley

The game repeats with a new head couple,

Recommended book for more play parties: Hamdy Play Pary Book by Lynn Bohrbough, revised by Cecilia Riddell.
Bumsville, NC: World Around Songs, 1982,

a4
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The Lezaoy of STUIDAO A9

is the vision of Carl Orff, founder of the Orff-Schulwerk
approach, Quality, reliabiity, and durability have been
a standard at Studio 49 since the beginning. Give your
students the best. Give them Studio 49,

frunio a9y

ORFF INSTRUMENTS

v

The Standard of Excellence Sole US. Agent
MMB tunt?ﬂuY.-.-nnmiﬁ:ur[mam-u'u-t:-:ﬂurnmllﬁir:]:i}sm | i }
J A At e T a1 MO 63103-1019 USA t‘—?

MMB MUSIC, INC.  Contemporary Arts Buikding 3326 Washington Avenue, Saint Lous,
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ROM WEST MUSIC

it

"Recorder Express" Packages

] , unsoWEST MUsic: €100

e
e m I;( Choose from Recorder Express Book with
4 ..Ilu ‘Yamaha 3 piece soprano recorder (REALYA3),
| —— Yamaha Blue 3 piece soprano racorder (REAL-
’ . BLUE), Yamaha Green 3 plesce soprano
[ recorder (REALGREEM) or Yamaha Pink 3

piece soprand recorder (REALPINK)

ABOUT THE BOOK:
Recorder Exprass is the rack 1o beginning great
L recordar playing amd having fun! Maora than 120 folk,
pop, and original songs and exercises are included
¥ a3 wel &5 fechnigue tips and beginning music theory.
f Lawels 1 and 2 are combinad m this one adfion!

' | Motes are taught in this order: B.A,G,C.0V, low E, low
PT O, F4, low G, F, E'. Mathod written and thoroughly
=) tesied by Artle Almaida.
CD AVAILABLE!
/A separate CO iz avelable with 99 frecka. Most

tracks are accompanimant onby, greal Bor wse in your

clagzroom, bul some feature & profassional recondar
viandr player so that studants can strive o makch har baa-
[P il tone and musicality, (COAL1000 $12.86)

n

mso avaiasie: s s1azs WEST MUSIC: €10D

Aulos 103N one-piece soprano recorder and

Hands On Recorder Book (AEBU103N)

By Gerald and Sonya Burakoflf

A completely sequenced begnning soprano methoed book for the 3nd and 4ih
gmdg instructional leval, with musical and lechmical sugoastions for the studant
and teacher. Has a pentaionic note sequence;B.A.G E D,C 0V Fa&, music repra-
senting marmy cullures and styles, traditional and origingd lysica, 46 delightiul
g=lactions, fingaring disgrams, and fingaring charts,

CD AVAILABLE!

A separate CD contesns 26 Instrumental accompaniments with recorder:divided
channals to isolate the recorder or acoompaniment part (CDALUZ2ASE $12.95),

w MUsSIC
1212 5th Street Coralville, 1A 52241

phone + (B00)397-9378
fox » (BBE)ATO-2543
amall = servicefiwestmusic.oom

infernet = wew. westmusic.oom
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American Orff-Schulwerk Association
National Confervence ~ November 10-14, 2004

Long Beach ~ Califorsia
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