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Hope for our children: Sharing the migrani experience thraugh music

fry Brrfrarm OFHagin

“Orlf-based musical experiences offer numerous apporiunities o develap brighi,
happy and well-informed children,” 0"Hagin explains. She ouilines several curricular
themes and strategies 10 develop children’s literacy in several disciplines, each with
their own symbolic language: muske, movement, language, soctal siwdies, wisual an
and drama.

Multicultural and World Music in ADSA as reflecied in The Ol Echo: 1968-2002
by Amy Beegle

Because the Schulwerk encourages teachers 1o wse the mosic of the chilibren, the prac-
1oe ol ADSA members (o -EHIJM'I:'E' mEic relaved 1o the culoaral |'|.E'I'|'I.]§E3 of their alu-
dents can be traced through the articles published in The Onff Eolbe,

Culiural diversity in music education: The road i naw
by Baericin Shelan Campdali

“Childven are Aamericanizing, eeen gy e world i globalizng.” writes Canphell,
“and there is a sense thai despite the differences among them, they share a common
culture of what it is te be children.”

Building multicultural understanding thromgh song

by Mary Goetze

All teachers, “whether specialists in music, art., physical education or classroom teach-
ers, now have a sccial responaibility 10 place az their highest priority the development
of tokerance and respect for those whoe come from different backgrounds,” Goetee
writes, She offers many ways 10 build understanding among students.

Portrait Series: The many gifts of Nancy Fergoson

by Gerry Pelersen

Wancy Ferguson “contribuwied to the field of music education her philesophy, her
approach and her methods of interweaving the Ol approach with jazz improsi-
aation,” writes Petersen.

Intergenerational movement matches “Talls and Smalls"

by Suzan English amd Bl Alkine

Imtergenerational dance “nurures the natural emergence of gender roles and
buikis community,” writes English, She explains the three stages of paninering
amel suggests program or HI.‘IH‘iIIH a Talls aned Smalls event,

Departments

The Fresidents Fage Dy ACSEA Fresident Jadinn Cole

From the Classroam: Sifting through a world of music
by Carlos Abwil
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The President’s page

[hzar Sue,

am grateful beyond words for the
lnppnrlunu}' 1 hawve served the

membsers of AQSA. As the mallet of
this office passes from my hands to
yours, | want 1o share a few thoughts
and ideaz, wishes
and dreams, stories
and musings.

When we accep
the opporunity to
hecome president,
we are nol aulsmati-

L cally qualified for
Jwidith Cole the Tole, We become
gqualified for the job by doing it
While our previous service at the
local chapter and national levels can
provvide valuable insight, thal service
mostly proves our passion, dedica-
tion, professional standards, and
sense of responzibility to those who
elect us. It gives them confidence that
the person they are voling for has the
characieristics that will permit therm
to learn how to do the job. | end moy
term of office feeling as though [ am
jusl now qualified o begin it

Take heart in knowing that leader-
ship can be learmed. The single most
imporiant assel you bring to your
leadership role is your expertise in the
processes of teaching and learning
that are inharant in Orff Scholwerk
The ability to guide studenis effective-
Iy through a creative process of
explorng possibilitles, grappling with
hard problems, taking risks, sharing
decision-making and taking stock of
the outcome will serve vou well on
your leadership journey.

Why do we accepl the challenges
of leadership? Most of us are “called
to serve,” a3 Max De Pree's book title
suggests, Many times we have heard
members say that they just want to
give something back 1o the arganiza-
tbon that has given them so much.
Perhaps we are drawn to serve [or
the same reasons we are called (o

o

teach. We have a passion for the sub
ject and enjoy great perzonal fulfill-
ment while making a difference in
the quality of others” lives. The sum-
mons to serve may nol be as much a
personal choioe as il 1% OUT TESpONSEe
to the choice others determinge for us.
Bany times we have heard members
say that they mever sought a leader-
ship position but that it found them,
Let us continue to seek out those
with potential 10 serve in an authen-
tic manner; those who want to lead
by serving,

Early into my term as vice presi-
dent, 1 read an article in Music
Edueators Joprnal by Ramona Wis
titled “The Conductor as Servant-
Leader.” She apoke about a way of
serving students that involves trusting
and believing in them, inspiring and
empowering them o reach their
potential, and holding them account-
able 1o do their best work, A few e-
mail messages and phones calls later,
| waz on my way to Indianapolis 1o
attend the Greenleaf Center’s annual
conference, “Soaring on the Wings of
Servant-Leadership,” It was a joy o
discover a leadership model perfectly
attuned with our association’s driving
forces - helping people realize their
potential, offering opporunities for
growth and learning and dealing with
matters of the hean and spirit.

My term of office started with the
usual challenges of a mew job, but in
addition, [ had two broken arms. The
months of rehabilitation added oppor-
funity 1o read and study, | eagerly
recommend several books that helped
me think about leadership. Thoze by
Max De Pree [(Called fo Senwe, Leading
Witlous Bower, Leadership 15 an Ard,
and Leadership Jiazz], Margaret
Wheatley (Leqdership and the New
Science, A Simpler Way, and Turning
fo One Ancther], and Daniel Goleman
(Primal Leadership) are favorites, In

by AOSA President Judith Cole

addition, I read all of the President’s
Messages ever published in The Orff
Erha, Doing that at one sitting gave
me an overview of leadership trends
and styles within our association, as
well as a historical perspective af
areas of focus, It also gave me pause
io consider whether Orif Schulwerk
in America s a movement or an
organization, whether it starled as a
moverment and now has become an
organization and how we might keep
the spirit of a movement alive within
the organization.

Dwuring the past four years, the
number of affiliated chapters has
grown from B4 1o 94, vet ADSA's
membership has remained flat. Are
new chapters merely siphoning off
their membership from other chap-
ters? How can we reach potential
membersi How can we encourage a
membership that represents the cul-
tural diversity in our society? How can
wie anract vital young educators (o
our membership? How can we besi
serve our members! Finding the
answers to these gquestions is nol easy
for we often catch ourselves doing the
same thing ower and over agaln while
expecting different results.

My term of office concludes as it
hegan, with more questions than
answerz and, yes, with another bao-
ken arm, 1 treasure the parl of the
journey we have traveled together
and the Lifelong friendship we have
forged by working in concert with
one another. You have complemented
me by providing knowledge and skills
| lacked. Have confidence and toust
that athers will do the same for you.
Together we have the ability to create
infinitely more than any one of us
could alone,

Sincerely,
Judith

The Orff Echo - Summer 2005
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Hope for our children
Sharing the migrant experience through music

of small, white-washed cotlages

holding hands in a circle as they
jin in the singing game, *La reeda
de Sar Migeel,” They laugh and
play, turning and spinning, oblivious
to the tall grassy weeds and the
noize of the busy interstate highway
alongside them. Mot too far asway,
two weathered picnic tables face the
cotiage, There stz Francisco, experi-
menting with his accordion as he
struggles to approximate the melody
of the Tex-Mex music heard blasting
away on the stereo of his brother's
pickup truck.

His brother relies on an extensive
CD collection 1o keep him going
while working in the fields day after
day, When school is nod in session,
of if they are oo young Lo attend
school, the children mighit sit in the
family cars and trucks parked in the
fields, waiting for their parentz and
older siblings to finish the field
work. The musle, it seems, makes il
mirre bearable.

Cur nation's mosaic is inexorahly
shiling, challenging notions of how
wi view ourselves and educate our
youth in the 2151 century. Migrani
fiebd workers, typically from Mexico,
have an especially difficuli tazk in
assimilation as they travel from state
to state following the seasonal crops.
Their children often confront ohsta-
cles in language and culiure at public
schools, and their families face diffi-
culties stemming from displacemeni
anid estrangement from their commu-
nities of origin, Educators should be
aware of the unigue educational and
developmental needs of children of
migrant farmworkers,

Here are several teaching strategics
bor music educators and some ideas of
how we can face these educational
and societal challenges. These sirage-
#ies can be used with other immigram

T he children gather behind & row

The Off Eclo - Suemser 2005

and ethnic groups in the schools fac-
ing similar enculiuration and assimila-
tion isswes, All migrand children need
to succesd inoour public school pro
grams and to confinue that success
into adulthood, Often, success
depends on their ability o integrate
the language skills of speaking, listen
ing, reading and wriling across the
currictium, Migrant chibdren need a
language-rich snvienment, particular-
Iy, language development in English.
Acquiring these skills will help them
assimilate into the malnstream culture
Izsues that should concern all
misic educators - the use of authen
tic musical repertoire, folkloric
resourees, and drawing on children’s
own music making - are relevant 1o
Orif-bazed pedagogues. Camphell rec-
ommends we enter the musical cul-
ture of children, reaching bevond lim-
itz of formal achooling and into ssues
of how culture is transmitted and how
learning takes place.! She envisions
“schools that honor children's earlier
and concurrent pathways of encultur-
ative knowledge™ where teachers find
ways to associate whai children know
with what they need to know. *
Ouitlined below are several curricu-
lar themes and strategies that further
devalop children’s literacy in several
disciplines, each with Its own symbal-
ic language: music, movermnent, lan-
guage, social stwdies, visval ant and
drama. In addition o leaming new
content in these various disciplines,
children need o develop social com-
petency in the areas of physical health
and well-being. cognitive ability and
achievernent, az well ag motivational
and emotional attributes, Orif-based
musical experiences offer mumenous
opportunities 10 develop bright, happy
and well-informed ehibdren, The
emphasis on creativity through musi-
cal improvisations allows the child’s
own viice to develop, contributing

By Barbara O'Hagin

toward a deeper musical undersiand-
ing and richer aesthetic experience.

Comicular design: global themes
Primuary theme
= argas of communication and
human relationships
Eecondary theme
= contempaorary sounds om the
radio
+ qaying good-bye to old ficods;
saying hello to new friends
= travel, mobility and adaptability
# [ife in the city; life in the country
{city lifestvles versus rural
lifestyles)
* flestas/celebrations

Curricular strategies
Music and movement activities

I. Chaniz based on Spanish-language
proverbs [dichos)

2. Accompany with beat estinaio:
body percussion or percussion
instruments (for vounger children,
there are ample finger play and
aclion songs in Spanish; singing
games and traditional folksongs for
alder children

3. Move expressively to the pulse or
basic meter while singing wradition-
al song literature {ex. “Armes con
tecte”]; add ostinati and borduns 1o
complement melodies

d. Use contemporary Lating music
(&g, cumbias, banda, or salsa) for
ereactive listening - children play
during live or recorded performanc-
£

5. Use contemporary Lating music for
body warm-ups, movement vocahu-
lary, or io practice basic dance
steps [elemental movement]

b. Read selected storybooks and
dramatize story andfor ereate a
sound blanket (eg., improvizaiory
soundirack)




=

View videos of groups pertorming
Latino musics and folkloricoe dance
Farmnily/community involvement:
attend cultural evenis in the com-
munliy and inwite culiure bearers
into the classroom Family fcommu-
nity Involvement: have children
become aware of related arls in and
ouizide the classroom [murals in
the community, lecal Lating arti-
sans, elc.)

&, Create chars of well-known Latin
rhythms (e, the clave rhythm),
display in classroom so that chil-
dren become familiar with the
rhythmic vocabulary

q. Creale elemental dances in folklori

co sivle using traditional dance

music. Have |_-|1i|.||||_-|'| liaten 1o the
muzical selection, dedermine the

form and discuss/identify salient

features of the musical style

Chanls
Orff-Schulwerk teachers can collect
a variety of sayings (dichos], proverbs

[

and finger plays to use in the clazs
room, adding layered ostinati on body
PErcUssion or instnumenis as needed.
Years ago, 1 learned this chant from
Wilma Salzman: “The sun iz shining
and I feel s0 good.” I was spoken
expressively as we engaged in simoul
tanecus imitation of beat aynchro-
nization through body percussion.
Later, 1 translated the text in Spanish
as "Bl aol estd hrllands v me sierlio
muy alegre,” 1o approximate the same
rhyLlimic feel,

Sompgs

Muzic and movement education
through the Orff-Schulwerk approach
caneprovide children with apporiuni-
ties 1o enhance not only musical intel-
ligence and meaningiul muscal
understanding, but language develop-
ment as well. For example, an empha-
gis on the texts of chythmic chants
and songs can aid language acquisi-
tion. Making “big charis™ or a "hig
book™ of song Iyrics will help children

to develop language skills, Songs
appropriate for primary grades might
include: *Maranje dilee™ and = Armog
covt feche,” while intermediate grades
could sing " Clefito lindo,” "D ool-
ores,” ar the corrido, “The Ballad of
Cesar Chavez” (firsl six verses only).
The addition of simple beat or pat-
terned ostinatl played on percussion
instrumenis such as maracas, guinos
and claves would be stylistically
appropriate, as would a simple bor-
dun to fit the tonal center of a select-
ed song.

Dances and rhythms

Fhroughout Latin Amerlca, peaple
love to dance! The families surrownd
their lives with music, with much of
it belng musie w danoe W - -
do. While some dances are folkloric
in mature, many children are more
familiar with contemporary Latin
dance music, Teachers may want to
include both musics in the classroom,
oeli-Schuwlerk teachers may want o

Music and moverend education throrgh the Orff Schubhverk appreach can provide chilidien with opperunitics o enkoeee pob anly
resteal fntelligence and meaningful moesicel erderstanding, e olso fangoege development,

1dh

Tl O Eoho - Semmer 2005




identify a good folkdance source and
teach the children a folklordco dance
such as “La Raspa, La fesusiia™ or
“Los Viglitos,” For contemporary
musics, the eacher may want 1o
arrange their own seiting of Latin
rhythms as layered ostinati 1o be
plaved on non-pitched and/or pitchead
instrumenis by children in the class-
o, The rhythms and pitch sets, of
course, would depend on the musical
selection (e.g., a cumbia Maved by
the Kumbia Kings). Older children
could improvise their own parts
rased on known Latin thythms, It is
important to remember that much of
Latin Ametican dance muszic has been
influenced by African rhythms and
dance styles [e.g., cumbia, mambo,
zalza, rhumhba),

I tum to a wonderful resource to

help with this aspect, The Afro-Larin
Kfytfum Dictiomarne.* Onee | identify
the musical style, select the appropri-
ate rhyihims, select my instrumenia
tion, and have the children practice
their parts. 1 let them play along with
the professional musicians on the
recording. In her book, Teaching
Music Globally, Campbell describes
this type of engaged listening and
elaborates on imeractive experiences,

Storybooks and music

Also embedded in Orff-Schulwerk
philosophy is an interdizciplinary and
multisensory approach o learning.
Children construct their own learning
from aancrele experiences thal serve
as referents for literacy in multiple
disciplines. Several children's siomy-
books and short stories rellect the

=t
=

1

“Cheildren of migrant fommorkers often confrort olrstecles in language ared creliere af pu

hile schoode, ™ writes (0°Hagin, “and their

experiences of migrant children and
ihelr families in the United States.
Using storvbooks and poetry as
springboards, teachers can desien les
son plans that highlight some of the
privmary and secondary themes listed
above [see curricular design section],
Here, the wonderful emphasis on
improvization that frames the Ol
Srhulwerk experience can come to
fruition by allowing the children’s
visices o blossom.

What 1 call a musical treatment of
e storybook includes constructing
soundiracks or sound blankets ai
appropriate moments with the story-
telling. The co-creators - children and
adults — can include borrowed songs
that fit the storyline or dramatic situa-
Lign, or compose thelr own songs and
reciiatives. Multisensory expenences

Ffamilies fave difficnltles sieounring frun displocement and estrungement from their communitics of orlgiu.
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including music, creative dance, poet-
ry chanting, and related visual arts
can be based on storybooks such as
Musicians of the Sen, Chare’s Kitchen,
and Pawta Lana, Children's books
such as Radio Maon and Esperanzn
Rising offer inspirational stories thal
explore the lives of migrant farmwork-
er families amd their sirugales.
Teachers may wanl to prepare for
these curricular experiences by with
some reading. A list of resources 1o
use as a4 possible starting paint
appears at the end of this article. ]
Some of my favorites are Viices from
the Fields? and The Circuil, *

Few publications on music and
migrant farmworkers are available,
A notable excepion is Funk's dissera-
thon on musie attitudes, aptitude and
experiences of migrant children in
Montana.® Funk contends that teach-
ing Lating songs in the classroom
would help children know and value
their cultural heritage and reverse tang
trends: a) the disliking of Spanish at
school because of “outsider” stigma.
and b) the losz of songs due to long
howurs parenis remain in the Tields
apart from their children.

In a related study, Achilles exam-
imed 3 migrant preschool program in
Arizona and found that music served
a% a cultural marker of daily routines
and special evenis, that music was a
tool to teach social roles and than dif
ferent types of Latino music have
meaning in their lives, ¥

Family involvement

Finally, we should consider
strenglhening connections hetween
school and home and strengthening
the home languages, both Spanish
and Englizh. Large school districts
with large migrant populations have
identified accountability of educators
and parent involvement as the keys 1o
migrant children’s academic success
[e.g.. 94 percent attendance raie, 80
percent promotion rate and 80 percent
graduation rate]. The imponant oom-

ponents were unlimited home involve-

ment with educators going out to the
hiomes, taking the schoolz to migran
families, and focusing on the parents
themselves and their educational
needs, thus providing an essential
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source of support for their children®s
development.®

The primary social aspect of the
migrant culiure is the notion of Tamily
- the one enduring [actor in their fran-
sitory, unpredictable and frequently
uprooted Hving siuation. Lating cul-
fures, in general, operate within a col-
lectivist framework, a cluster of inter-
related values emphasizing the inter-
dependence of family members,
Hedpiulness and unity are paramaount;
it is group success that matters, begin-
ning with the family. Family music-
making and music-sharing nccur with-
in this context. Though they often
enjoy listening o American music on
theirgawn, children maintain a sense
of respect for their elders and a sense
of togetherness within the tamily.
Froom our observations of migrant tam-
ilies, music is wsually a social and
shared experience, and overyong par-
ticipates in his or ber own way, Music
thus serves o hold families and come-
munities wgethern” Within minority
cultures, music often plays a primary
role in organizing group members and
articulating identity, Music in the
migrant farmworker community seems
1o lead 1o this type of collectivism;
behavior and sentiment are organized
¢ support family, maintain communi-
iy, to express and promote ethnieiry,

Blacking's research lays a founda-
tiom for music educators wanting to
build a relevant music program drawn
from children's family musical experi-
ences and specific cultural contexis, '
Thus, school music programs seving
these students may want to take into
account warious Latino musics in the
community, and music educalors
miight consider thelr students” family
traditions when designing curricula.
Migrant farmworker parents serne as

culture-bearers for the next generation,

a0 thelr panticipation in decision-mak-
ing could help inform the curricular
process, When recognized as central
1o their children's education, parents
feel their opinions and contributions
are valued and respecied. Moreover,
music eacher education programs
should prepare teachers aboul issues
o azgimilation and cultural idendity,
Teachers may want o enlist parents (o
serve as culture-bearers who will help

with the language and understanding
of the musical culture.

Drespite being hidden from view of
mosl Americans, migrant farmworkers
enjoy a rich musical life; the incluzion
of thiese musical traditions in the
Lating culiure may contribute o

(ooRtineges on pege 14)
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Ancona, G, The Mnata maker. (El
Pigéern). Mew York: Harcourd
Brace, 1994,

Dorros, A, Radio man. Mew
York: Harper Collins, 1993,

Lamas Garza, . In my family,
[En mi fomilia). 5an Franciscoo:
Children's Book Press, 1996,

Haves, J. (BT Cecery! El Paso:
Cinco Puntos Press, 2001,

Eleven, E. jViva! jUina pinan!
(Hoorayp! A piintal). Mew York:
Dutton Children’s Books, 1996,

Erull, K. Horvesting hope: The
grory of Cesar Chavez, Mew
York: Harcourt Brace, 2003,

Mitchell, M. Dofa lanae. Litleton:
Sundance Publishing Co., 1995,
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Mew York: Scholastic, Inc.,
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thee wedding. New York: G, P,
Putnam’s Sons, 1997,

Ltevens, 1. K. Carlos and the
sgersh pleent. (Coarlos v fa plas-
ta deraiabazo. Flagstaff: Rising
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See also Pum Belprd Awards
listing at: hitpe/www.ala.org
This qwerd i5 peserad o a
Ladmado writer and estrator
wiose work best portrays, affimms
ard celebirmtes the Latino cueitemn!
EXPErTence I arn orestanding work
of literature for children ard youth,

For dance:

Cavalier, 1., Ed. Meaxican folk
diances. [with CD accompani-
mend, Ol and percisaion
arrangements] Miami: World
Busic Press/Warner Bros,, 1994,
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Hope
{rondinued from page 121

children's success in educational ven-
tures as we work together toward prin-
ciples of equity and freedom. Through
this approach we may meet the needs
of migrant children and enhance thelr
genge of pride of self, family and eth-
nic hentage. All our children desenie a
socially responsible curriculum crafied
collaboratively o form nurturing,
mitual-leaming environments.
Through rich and meaningtul musical
experiences, we can lead them 1o a
lowve of learming and celebration of Life.
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From the classroom

Sifting through a world of music

By Carlos Abril

here are as many approaches o an understanding of the cultune or its ing validity,

developing a curriculum as there music? Would it be appropriate 1o Conglder the souree, Did the pub-

are reachers, yet we are united in sing and perform an Orff arrangement  lishers consult with expers in the cul
our quest for quality music, This is of a Tibetan chant in the classroom!? tural traditions beimg represented?
ane of the most important compo- Cuestions like these may arise when General music textbooks list the
nents of our program because music encountering untamiliar verrain, Here pames of their multicultural music
lies at its core, Therefore, care must arg some things o consider when caonsultants; same publishers provide
be taken when selecting musle, While  selecting multiculiural music for information in catalogues or
this process may pose litile challenge inchasion in your curriculum. brochures, Certain recording labels
when the music is of a familiar style J and publishers are noted for produc
anil euliure, maliers beconme mons Cultural validity " authenticity™) ing materials of high cultural validizy.
complex when it lies gutside our cir- Ensure music and accompanying Ask colleagues and other experts you
cle of familiarity, For example, how do materials are representative of the trust for thelr recommendations.'
we determing the cultural validity of a  culture they purport o represent. Determine If the performer, presen-
Mavajo Sway song without possessing  Use various barometers for measur- ter, or arretnger dhdersioids the cultone

Om

|
=

}/.;

“Consider the message, ™ urges Abril, when selecting o picce of mugic o be psed. “Search for impliclt and explicit evidence of cni-
taral, ethnic or gender bios, Congelr with individuals of the cefoee to determine ko a cerradn pece depiices thelr cefoeee, Sifnie
yorrself in the minds of offers,” e writes
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ared §is masic. 15 the person a membser
of the culture or a scholar of this cul-
ture? Answering ves to these questions
hefghtens trust in the source.

Examine he music. Many rmusical
experiences are inexiricably inter-
twined with activities such as dance
or play; some are raditonally per
formed without accompaniment.

Lok for materials thar fnglde
descripdions of the accompanying
diance, moverent, game or other aeiy-
ify. Other contextual information
appropriately situates the music for
students. Some songs are only sung at
certain times of the year; other picces
are only played in religious cere-
monies. This information allows us 1o
determine whether the music is
appropriate for use in a paticula set
ting. at a particular poini in time,
Song lyrics should be in the original
language and inclwde a translation.
This is essential because language is
intimately linked o culture and the
manner in which meaning 1z con-
structed. As a general rule, music
should be minimally altered; other-
wise its meaning can become diluted.

Ideally, comsnll with someone who
urederstands Hwe culivee (e, ethoomu
sioologist at a local university;, member
of a cultural social group in the com-
mumniny; student, parent or teackher).
The Internet is a great tool for making
these personal connections,

Bias

Consider e message. Music that is
culiurally valid is not necessarily bias
free. Search for implicit and explicii
evidence of culwral, ethnic or gender
biaz, Consult with individuals of the
culture to determing how a cerlain
piece depicts their culiure. Situate
vourself in the minds of others, Ask;
What values does the song teach? Are
there negative or inaccurate musical
or cultural stereotypes? How will chil-
dren feel ahowt themselves! Does the
song teach girls that they should play
a subzervient role o boys? If bias is
present or potentially interpreted as
guch, address the matter
throughthoughiful class discussions,
Consider connotations of & wond as
defined by various cultural groups, or
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in different historical contexts,
Compare contemporary American sen-
sibilities with other cultural views, I
children only hear or perform one
piece from a certain culture, their
undderstanding will be limited.
Imagine if siudents in a Japanese
classroam sang only “Yankee Doodle®
in their explotation of America’s
musical landscape. Find contrasting
pieces [rom a particular culture in
order o dizpel musical slerestypes
(i.e., "o-lef™ ending to 4 Hispanic
=ong) and to facilitate a more
nuanced understanding,

Practicality

Copsider the fif, Practical matters
should not be excuses for excluding
music, But should be conslderad
when planning lessons, Besides the
usual considerations of tessitura,
range, student readiness, and avail-
able instrumenits, there are some
other matters to think about. If the
gong 15 in an unfamiliar language, it
should include a pronunciation guide
ar recording of someone speaking the
text. Is contextual information such as
plctures, recordings, as well as cultur-
al, historical and geographic informa-
tion provided with the music? If not,
is information readily found else-
where? The availability of this contex-

tual information is essential for use in
constructing lessons that lead to rich
multiculiural experiences. The music
should also be suited to the sensibili-
ties of the school and community in
which it will be taught (i.e., religious
music of any culture is usually no
permitted in public school semings),
Finally, will students enjoy the music?
If not, consider how to open them to
ihe experience.

While it may not be possible in
meel all the aforementioned criteria,
sirive 1o uze the highest quality and
brst-suited materials available. Think
about the cultural validity, explicit and
implicit messages, and curricular fii.
These considerations can serve as a
framework for discovering and rediz-
covering a world of musical possihili-
ties for your classroom.

! See Tucker, 1. C., “Circling the
Globe,” Music Edecators fournal, 78,
Mo, 9, 1992, p. 37-40,

Carlos Ahbril (s a
menber of the Ecfo
edirarial boand.

: Wiite Abiril at:
c-abril@nonthwestern.edu
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Multicultural and World Music in AOSA
as reflected in The Orff Echo: 1968-2002

Because the Orff
approach encourages
teachers to use the
music of the children,
it is not surprising
that teachers who
adopted the Orff
approach for use in
their classrooms were
motivated to explore
music related to the
cultural heritages of
their students.

hen and how did 0 many
multicultural musics (of cultur
al groups within the United

Ltates) and world musics [music from
outside the United States] become
included in the workshops, publica-
tiens and natlonal conferences of the
ametican Orff Schulwerk
Association? Because much aof an
organieation’s activity is reflected
through written publication in 15 pro-
fessional journal, | 98t out 1o answer
this question from a written historical
perspective. | examined The Orff Echue
from 1968 to 2002 for articles related
o praciices, materials, instruments
and travels that informed the wse of
rnulticultural and world music by
ADSA members. Afler reading articles
listed in the Echo's Index” under
“Falk, Ethnic, and World Muske,” |
examined each issue’s Table of
Contents for titles related to multicul
tural ar workld music. Meaxt, | exam-
ined the archives of the Eolwe bor simi
Lar tithes in issues from 1991 te 2002,

The purpose of this article is not 1o
provide complete coverage of every
multicultural article published in the
Echo, nor o provide a comprehensive
depletlon of the multiculiural activi-
ties of AOSA, but instead 1o provide
an overview of how multicultueral and
world music teaching has been repre-
sented in the Ecfio from 1968 to 2002
An overview of the history of the mul-
ticultural movement in both American
public music education and ADSA s
followed by a description of the use
of multicultural and world music by
American music teachers, presented
by topdc,

Multicultural and world music in
American public music education
Historically, public education in the
United States has centered on an
Angle-American perspective, and the
materials used by many American

By Amy Beegle

music educators during the lirst cen
twry of public school music (1838-
19438} reflected this viewpoint
Following World War 1, an increasing
awrareness of world music by
American music educators was evi-
denced by the founding of MEMNC's
International Muske Council In 1949
and the [nternational Society [or
Muzic Education in 1953, The Civil
Rights Movement of the 19605 and
705 also stimulated a renewed interast
in cultural pluralism [ethnic groups
muzl malntaln their identity], and the
multicultural education movement
gained momentum, Following the
Tanglewood Symposium in 1967, the
inclusion of world musics in
American public music education
became increasingly popular.® Since
that time, the "multicultural move
ment” has become evident through
the fnelusion of more world music
resources in large music bext publica-
tions, increased communications
hetween ethnomusicologi=ts and
music educators, and greater availabil-
iy of resources and training opportu-
nitkes for teaching world musics.

Development and use of multicultural
and world music in ADSA

The Oell Schulwerk Asaociaten
wias formed in 1968, and was
renamed the American Ortf
Schulwerk Association in 1970, The
first issue of ils journal, The Orff Echo
wiaz printed in newsletter form in
Movember 1968, one year following
the Tanglewood Symposium. As an
organization based upon teaching
ideas amd models of Carl Oriff and
Gunild Keetrman (who are both of
European heritage) much of the
music included in early American
Ol Schulwerk practices were songs
composed in European style based on
pedagogical ideas of learning throwgh
imitation and creation. Because the

18 The Orff Eclur - Summer .Elfi'[i

—




Orft approach encourages teachers 1o
use the music of the children, it is noi
aurprising thal teachers who adopied
the Orif approach for use in their
classmooms were mativated to explore
mugic related (o the cultural heritages
of their studenis. As Mary Shamirock
noted, *Building musical vocabulany
and reperioire from the indigenous
folk heritage ia a basic premise of the
Schulwerk. ™3

As world musics became an expec-
taticn for inclusion in American
schoods, teacher trainers and authors
within the American Ol Schulwerk
Association began to expand thelr
understanding of “muliiculiural
rnusic,” They nealized that they should
include not only the musics related 1o
the heritages of their siudents, bt
alao world musics originating outzide
of the United States. Evidence of the
introduction of waorld music into Orff
clazssrooms first appeared in the Echo
almost a decade after the first issue
was published,

An American music scholar took
interest in bringing a particular muszi-
cal practice into a classmoom in the
most practical way, by using instn-
ments already available to the music
{eachers. In 1976, a portion of a previ-
ous publication by William Anderson
wias published in the Eehot The anti-
cle included photographs of Javanese
gamelan instruments, a piece of game-
lan music, and suggestions for Orff
instrumentation in which each tradi-
tional instrument would be replaced
with an Orff instrument that could be
played similarly.

I the wadition of e Sclulwenk,
teachers creatively incorporated
diverse musics into their curricula
through the use of: a) stores and
myths; b) dances; c) expertise of cul-
ture-bearers; d) instruments; and c
song collections,

Stories and myths

Many Qrff teachers in the 1970 and
early 19805 viewed stories and myths
from various cullures as an ideal
avenue o stimulate student bearoing,
[n the Winter 1977 issue, Virginia
Ebinger wrote about bringing a Mavajo
tale into several middle school music
classrooms and allowing the studentz
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o create a work of musical drama o
recredle the story.® Her stated goal
was 1o collaborate with the classroom
teacher to help the students “find new
understanding of and appreciation for
the cusioms, beliefs, and lifestyle of
the people who differ in their ways
from themselves,” In an articke later
published in the Echo® Ebimger includ-
ed a collection of stories, myths, and
songs of Hispanic
and Mative
American cultures
af the Southwes:
and MNorthwest.

In the Spring
1978 izzue, Jo
Weir wrode an
article about using
“a story that
comes from the
davs of Aztec cul-
ture in the foresls
of Mexico.™ The
story describes the
ofiging of the rain-
bow through bust-
terflies who gave
up their colors o

Some musics —
such as Native
American, African,
Latin American,
Asian and
Australian - have
been emphasized
in Orff practice
because American
Orff teachers are
especially drawn to
musics that

was "Myth and Creatlon,” which
included an article by Bryon Burion
called “The Role of Myth in Mative
American Art and Culture.”

Dance

In 1977, Paul Kerlee wrole an arti
cle in which he described a bit about
the history of Morrs dancing and pro-
Vided a hand-written nedation of a
song for recorder and
Orff instruments with-
oul dance instruc-
tions.* The reader was
encouraged to learn
the dance within the
context of a workshop
setting. In 1981,
Athan Karras, a Greek
folk dance Icader,
wrole about history of
Greek folk dance amd
its relationship o
Orff-Schulwerk. ™

The folk dance pat-
terms of Greece amd
many other couniries
are also discussed in
the Spring 2001 issuwe.

it L L o
Iniu:rrnmluln:uln-u-.lat; movemert, aural on folk dance
hecethe cry O, et
was found or whao FETEHSSIC'H on [rish song and

gave it io her. The
article included a
short song with
wards in Spanish,
without a translation.
In 1980, Judith Thomas compiled

a volleciion of Alrfcan materials for
use in music classrooms.® The two-
page spread in the Echo Included
transcriptions of original recordings
of zongs and lullabies with specified
cultural origing, performance direc-
tions and information about trans
mission process, several folk tales
with suggestions for costumes, and a
suggested catalogue of African myih
and art of the Dogon culture,
Thomas® collection contalned maore
detailed information about song and
story origins than many of the world
music-related articles published in
the 1970=. Much later, the focus of
the Summer 1995 issue of the Echo

instruments and
pentatonic scales

dance.' Many
American Orfi clini-
cians today continue
to share these and
other dances of various cultural

groups through teacher workshops
and training programs.

Culture bearers, traveling teachers

In the Fall of 1984, Margo Soider,
an innovative teacher at an inner-city,
elementary school described the
process and results of teaching a
group of 5th and Gth Grade students
to sing and dance African tribal
music." She brought in a Migerian
master drummer to assist her, and
the studenis sang, danced and made
costumes three days a week for a
month, Their community performanc-
es were so successiul that the pro-
gram was continued for several years.

In 2000, Marilyn Gunn alzo wroie
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of her experiences sharing the musi-
cal experience of a cultural “insider”
[a student’s parent) and the resulling
Hawaiian “Luau” performance,

Beginning in the late 19808, arti-
cles appearad aboui teachers who
had decided to visil a paricular for-
aign culture to learn about specific
musics and people. [n the 1959
Winter and Summer editions of The
Orff Echo, Jan May wrode of her
experiences traveling from Colorado
o a community in Kopevia, Ghana
for what she described as the "ulki-
mate living Orff workshop.®

“Like a child with face pressed

apainst the plass, [ siared in at a won-

derful world of community, spirituall
ty amd music,” she wrote, “And oh,
welan minsle there was! The seoml
of drums, bells and gourd ratiles
fused with the singing and

langhter of people fully alive.
Daylight's end brought the
pulsing of far-off

rhvthma miged with

the sound of iron

beells sending the

latest mews

Fior mearfy 40 years, American teachers frained in the
Schrbwerk have been incorporating diverse mnsics from
aronrd the world fnfe their corricela Soough e wse of sto-
ries, myths, donces, instroments, songs and the firsi-person
cxpertive of culture bearers. Arn selected for the covers of the
jorrneal fues often reflecred thar incorporation.

0

n|g

through the nighit.
As a result of her joumey, she real-
ized that the activities she had been
doing with her students o study
Africa were "sad imitations of what |
thought was going on across the
world,” She also describes her frus-
tration in trying to share the culiure,
in=clepth, with studenis in her music
classes who she met for only 60 min-
utes a week.
John Miller Chernoff's
19&9 article about chil-
dren’s music-making
in the Dagomba
culture of

Africa incleded photographs and
information aboul traditional and
contemporary music making, trans-
migsion processes and instruments.'®
In 2001, Doug Goodkin!'? told of his
travels 1o Ghana, and of the music
and dance he encountered duor-

ing visits to schools and
coOmmunitices in

varions

-
ok | |



regions. The articles on Ghana,
Kopeyia, and Dagomba provide addi-
liomal cultural information from a

more ethnomusicological perspective,

representing a trend toward knowing
mare about the musical practices of

the Orff “'EE/I-O

ot "_h:
L ,

particular groups ot prople. 5ome cul-
ture-bearers alao wrate articles abou
integrating concepts of their partico-
lar musical practice with concepls o
Orff Schulwerk practice. For example,
lim Santi Owen's 2002 article,
“Sophisticated Simplicity: Morth and
South Indian Bhythmic Concepis as
Applied to Orff Schulwerk,”
presented “founda-

thons of

Yhe O

Indian drumming that maost easily
cormespond 1o the elemenial approach
of the Schulwerk, "%

Instruments
Following the original anticle
introducing world music through
gamelan, ather teachers wrote about
the wse of instruments more
"authentie” 10 their originating cul-
ture. In 1987, the Echo ran a four
part series related to the history of
ancient instrumenis and myvths sur-
rounding these insiruments
The author made ramanticized
and mythological analogies that
drew attention to the exoticizm of
the instruments and the culiures
from which they arlginated, This
view draws altention te the mirson-
ception that Western musical
imstruments are “normal”™ and
those from other coliures
are “exotic,” placing an
unnecessary emphasis
on the “otherness”
of prople from
atar.




Two articles published in 1988
poriraved a more sensitive view of
musical instruments. The first, by
Virginia Ebinger, [llusirated a Cochiti
drum maker and the process of his
drum-making.'* The other, Hattie
Clark's article about a Mative drum
maker and his music, called more
attention to the use of the drems
both within and owiside of the
drum maker's culture.® In 2002,
Soili Perkio wrote about her experi-
ences making a drum in Lapland
under guidance of a Lappish story-
teller, drummer and singer.”

Song collections

In the summer of 1990, an inter-
wripaw with Tudith Cook Terker, the
founder and editor of World Muaic
Press, was published in the Echo
In the article, she described how her
company was started because of
teacher demand for more materials
froam other cultures, She also claimed
that she saw an increasing ¢xcile-
ment in the antitude of Americans
roward world music from 1980 10
1990, She speculated that this could
have been attributed 1o Paul 3imon's
tour with South African musicians.

Additionally, from the 19905 o the
present, many multicultural and
wirld music collections have been
reviewed in the pages of the Echo.

Conclusion

Multicultural and world musle in
the American Orfl Schulwerk commu-
nity was most likely influenced by
the Tanglewosod Symposium, as the
formation of ADSA in 1968 direcily
followed the symposium in 1967,
Undoubtedly, Ol teachers responded
to mandates urging the inclusion of
multiculiural and world musics that
originated from various leaders in
American education. Following the
imitial 197% articles of Anderson on
gamelan music and Ebinger on
Mawajo storiez, many others followed,
demonstrating that Orif teachers
found value in utilizing multicultural
and world musics in their classrooms.
Some musics - such as Native
Amerlcan, African, Latin American,
Asian and Augtralian - have heen
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emphasized in Orff practice because
American Orif teachers are especially
drawn to musics that include stories,
movement, aural learning, percussion
instruments and pentalonic scales.

Mumerous scholars educated in
orff Schulwerk have written anticles
related to philosophical questions
that continue o arise as teachers
address multiculiural issues in their
classrooms and curricula today. As
the 1970= and 19805 brought experi-
mentation with various ways of
including world musics within Orff
currcula, the 199 brought
increased concern with authenticity
and sensitivity. A noticeable lack of
discussion related to improvisation in
world music practlces was somewhai
gurprlelng, as Orff weachers boll ere-
ative mugic-making at the core of
thelr curricular goals. Perhaps this
was due to a stronger emphasis on
creating music using
particular insiru-
menis, technigues,
and methods within
the early Orff tradi-
tion.

As contemporary
teachers seek to draw
wpomn the varied
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musical experiences
of their sludents in
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Cultural diversity in music education

The road to now

Is it any

wonder that
excursions in the
world’s musical
cultures seem

to happen so
seamlessly via the
Orff approach?

The Orff Ecieo - Summer 2005

ake a long look an today's
T American classrpoms. and note

well the unprecedented measure
of culvural diversity in voung studeniz
at their desks, on the gym floor, in the
cafeteria, on the playground, at their
drums and xvlophones. Our children
and youth emanate from communities
across Morth America, communities
that Yary widely by language, beliefs
and custama, They are the sene and
daughters of established citizens and
of recently-arrived émigrés and
refugers, from families that have
trained them in ways of speaking, eat
ing, working, praving and playing,
Listen and their zongs alone are
telling of a multicultural gathering of
Hetle musiclans in our classmooms,

Yet as diverse as they may appear,
children are also products of the
comman American school and the
societal experience they share. Over
time, they grow increasingly alike in
the waords they use, clothes they
waar, toys they play with, food they
crave and music ey choose,
Children are Americanizing, even as
the world is globalizing, and there is
a sense that, despite differences, they
share a common culiure of what it i3
to be children.

Mugic teachers bace considerable
challenges, considering the culiural
diversity within American schools, Do
we teach a common reperiolre or a
common set of shared goals? Do we
diversify (and in how many multiple
waysl! Do we allow children to be
plavers in the diversification of thelr
own in-school experiences and educa-
tion through music? What do we need
o enable us to teach the music of
one, and another, and another, cul-
ture? How far do we explore each cul-
ture when there are so many to cowverd

Orff"s view, America’s mois

Carl Orff worked with German

By Patricia Shehan Campbell

school children who shared a com-
mon heritage, and o hiz decisions
regarding the music they would learn
was anchored in Germanic sensibili-
ties and sonorities. He lived and
worked ina different time and place
than our gwn, in a sockely that was
much more homogeneous. Still, he
was well aware of the diversity of the
muzical world, That awareness is
reflacied In seme of hie comporitions,
in the instruments he envisioned as
important 1o his pedagoey, and in the
spirit of the Schulwerk he created. His
articulation of a program of music lor
children that so invalved them in
singing and chanting, movernent and
dance, instrumental play, and in their
own free and creative expression
demonstrated his awareness of music
ag 3 buman = and global = pheenome-
non. Much of the world's music |s
integrated with various expressive
maodes. Thus, across sub-5aharan
Alrica, Azia, the Americas and the
Pacific Islands, people sing, dance and
play simultancously. Is it any wonder
that excursions in the warld®s muskcal
cultures seem o happen so seamlessly
via the Orff approach?

Historically, the multiculiural and
global movemenis in American music
cducation began in the middle of the
Zth century, There were sporadic
attempts to feature folk songs and
dances of immigrant groups in
schools as early as the opening
decades of the century. Yet the pre-
vailing view of that time was (o
Americanize all “loreign arrivals”
within the established “American
stock” of the dominant Western
Europeans. Later, social reforms of
desegregation in the 1950s, the Civil
Rights movement of the 19605, and
the 1965 Immigration Act opened the
floodgates for recognizing thai an
American democracy should operate
in all realmz of a global society,
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including its schools (and school sub-
jecia). Americans who had toiled for
centuries in subservient positions
were at long last recognized

Allempts were made to address unfair
lahor practices and 1o educate the
young. Later, advances in communi
cations and transponation made the

zlobal village visible, even as mini-
villages (and more directly, ghettos
and barrios] of immigrants and
refupgess were assemhbling within
American cities from Lowell, Mass, o
Long Beach, Calif. By the 1950s, the
American dream Degan Lo change el
ors, as sure as black-and-white films
gave way [0 Technlcolorn Americans
were recognized for their diverse con-
tributions az well as for the common
goals they shared.

Pathway to present

By the 19708, even as the American
economy was reeling from a world-
wide ail erisis and cutbacks could be
felr in schaonl [rograms aCross e
nation, teachers were responding o a

new and vital multiculivral and glohal
awareness within their cucricular
development. Teachers could no
longer teach American history withoui
meniioning the African-American
expierience. This led to the study o
the roois and long journey of peoples
out of Africa 1o the new world, as
wall ag those within i1, Likewise,
music teachers included blues, spiritu
als amd other tolk music idioms in
thelr curriculums, They began 1o rec
ognize that the songs-from-many-
lands were inappropriate in their
plano renditions, oo, Soon classmom
materials were available for teaching
“authentic music” from Africa, Asia
amd the Americas. By the end of the
decade, ifiterest in jazz (or “slage-
bands™) in sccondary school, had
evalved through its own maze of prej
udices, caught hold and heald a firm
position as more than an “extra-cur-
rlcular activiey.”

The “Big A" concept - “authentici-
fy" = emerged three decades ago and
I00aS |.|||.;!_- in mday's multiculiura

and world music practices. Authentic
reperoire and approach mequire that
ieachers, sang colleciors and curricu-
lum designers are sensitive to the
sanic elements of the music traditions
they wish to replicate. It also requires
LENEINVITY 10 [he meaning and o the
musicians who preserve these tradi-
lions, To thal end, teachers now seek
o contact culiure-bearars to consull
on music and 1o bring it intoe the
claggmom. Culture-hearers also |'||_'||'-
teachers determine what 18 considersd
of value and import to them, They
also help trachers learn acceptable
fitting performance pracilces,
Scholars (including ethnomusicolo
gista] and scholarly collections
[including song and instrumental col-
lections on recordings and film that
have been informed by culture-bearers
and scholars) are appropriate sources
of music, its social meaning amd func-
tion, and the nuances of melody,
durations, timbres, dynamic expres-
sions in performance

Today, autheniiciy 1§ pracuced in

“The mrsic that children perform il sonnd ke e childen themselves, recreated by them, and can present an impovtant teach-
ing moment as they lsten and compare fhemselies (o musiciaas o e fradition,” writes Shehan

2h
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varkous classroom instances: when
stone-passing games from the Akan of
Ghana are sung withous instrumental
accompaniment (just as they would
b sung and playved by Akan chil-
dren); when a marimba piece from
Guatemala would be performed on
wooden xylophones (but not metallo-
phones, which are not present therel;
and whenever social songs from
Bulgaria, the Mavajo, Samoa and
South Africa are danced as much as
they are sung. Many key master
teachers in the Orff
Echulwerk movemeni
are altuned to authen-
ticity, thankiully, az
dre a growing numkbser
af publizhers of edu-
cational materials,
Still, the music chil-
dren perform will be

Drawn by the
beauty and the
dynamism of
the music itself,
teachers seek

fairness that many traditions could be
brought into the curriculum.
Ethnomusicology. once separated
from any practical considerations of
teaching, increazingly drew teachers
to study its content and method. A
few ethnomusicologists (Han Kuo-
Huang, Dale Olzen, David MeaAllester,
William Malm, Portia Maultshy)
offered in-service training sessions
with concepis and materials than are
#lill evident in classrooms today.
Laws, mandates and proclamations
helped murn the course
of school music
toward a broad cultur-
al representation. But
it was the individual
teachers, working
within thefr own come
munities, who led the
movement and

re-created by them, changed forever the
and can present an w{l_'].fs 'ﬂf way Efush: Wig
irmpartant w?:thg bﬁﬂglﬁg H’ fo taught. They came in
moment as they listen B waves, Beginning in
and compare them- children. e 1960s, William M.

selves o musicians
fram the tradition

The 19805 brought further curricu-
lar revisions reflecting multicultural-
i3, EVen A% university programs
responsible for preparing 1eachers
instituted new courses in multiculiur-
al education and world music surveys
that looked to the rapidly changing
demographics of the American
natien. Mulliculturalism was ram-
pant, in fact, and concerns were
raised that multiple perspectives he
honored in the presentation of con-
cepda in math and science as well as
im the language arts, the social sci-
ences and the arts. For the first time
in history, music materials, confer-
ence programs, magazine articles [in
Music Edvcators Jourmal and The Off
Echo), and even distributors and sup-
pliers were intently breaking away
from the Anglo- and Germanic influ-
ences of earlier eras. Drums and
cther non-pitched percussion instro-
menls were increasingly featured in
magazine ads, exhibit booths and
conference sesslons. Teachers scram-
Med 1o find “at least one representa-
tive song™ from many callures so
recently unfamiliar 1o them, in all

The Ol Echo - Summrer 2005

Anderzon of Ohio,

Barbara Reeder
Lundquist of Saattle, Sally Monsour
il Atlanta, and James Standifer of
Michigan, taught school children and
teachers in university programs, The
enthusiaztic quartel was unstoppahle
and deeply committed 1o music (hat
tnicrored a cultural demaocracy, They
spread the seeds for a broader view
of music and its instructional
approaches that endure ioday,

Ini the mid-1980s, a second wave of

workshop presenters came forward at
vunlerences ad in puldications o

share “multicultural materials” with
music teachers, Judith Cook Tucker
picneered an independent venture in
1985 publishing books, CD recordings
and choral arrangements of music
from Ghana, Zimbabwe, China,
Indonezia, Poland, Puerto Bice and
Vietnam, among others. For the text-
books and the accompanying record-
ings, the publishers sought traditional
artisis 1o authenticate the materials.

The edge of now

In thel970s and 1980s, Lynn
Jessup and Mary Shamrock adapred
miugic of Alrican balafors and the

gamelan on Orif xvlophones for chil-
dren. Doug Goodkin's “palyesniric
miusie curriculum” was a model Tor
education in the world's muzical cul-
tures, which children could know
through experiences involving song,
instrumenis, movement amd curricular
integration. In puhlished works and
presentations to teachers, Bryan
Burion featured the use of Native
American music in classreoms; O8car
Munoz helped awaken teachers to
Latin American music, while Ellen
MeCullough-Brabson saw 1o it that
even the youngest children in pre-
school and primary grades could learn
singing games from muliiple culiures,
Countless others were drawn to the
diversity issue and aonught (o ghape
the ol ticudtural aod glolal sensilll-
ties of their young students.

By the 1990 Multicultaral
Symposium in Muzic Education and
the 1991 AOSA Mational Conference, a
global conzclouzness had emerged
among music teachers in many paris
of the nation, Teachers courageously
allowed the current of a culiural
diversity to carry them inlo new terri
tories. West African drumming ensem-
bles emerged in school and after-
school - for children and for adults as
well - much to the credit of Will
Schmid and hiz colleague-drummers
such as Sowah Mensah. Upper ele-
mentary school students and second-
ary school students found opportuni-
ties to parficipate in enzembles of
Trindadian-styled steel drums, many
inspired by the expertise of Ellie
Manette. Xylophone ensembles played
liwely renditbons of muskc from
Zimbabwe, led by the likes of Walt
Hampton [who was inspired by the
work of Dumizani Maraire, among
others]. With the vision of Mary
Goetze and others, children's choirs
sang =ongs from Anglo-America,
South Africa, Sweden and Japan,
often with vocal nuances thal resems
bled the sound of cultural insiders,
The appearance of culture-bearars in
classrooms has continued to rise,
despite continuing cutbacks, becanse
ledchers belicve them to be critical
sources for learning muzic, The cul-
tural diversity of today®s society is
undeniably influential in this activity
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Drawn by the beauty and the
dynamism of the music itzell, teachers
seek ways of bringing it to children,

Present challenges

Even as we celebrate the successes
of coming to terms with cultural
diversity in mugic education, we can-
nod help but 1o survey the situation
for what more we might do, We are
fortunate 1o have technology that can
bring performances into our class-
rooms with high quality and with
uimesl precision. Do owe know how to
use it, and do we also understand
when no-fec, live music-making is
the best use of class time? We fare
well in having children leam songs,
dances, and instrumental pleces from
the recorded sources, and to comparc
the similarities and distinctions of
“our performance” and “their per-
formance,” Do we bead them 1o strive
for the culturally-preferred zound,
rather than to accept the same old
sound for all the music they make?
The communities of many cultures are
more accessible than ever before;
many singers, storptellers, instromen-
ialisis and dancers can he tapped for
vizits to schools. Do we make an
effort, despite our meager budgets
amnd the logistical challenges, 1o bring
them to our classes?

There are the challenges, too, in
determining which music 1o empha-
size in our classes, and how far to go
with it. It is safe o assume that inten-
sive experiences in one musical cul
ture [for example, a six-week unit on
music in Ghana, Hawaii or Brazil) are
reazanably counterbalanced with
extensive experiences in the music of
many cultures and historical periods.
Knowing the context of particular
songs and instrumental pieces is wor-
thy of the time it takes 1o prepare
such lessons, (Who performs them?
When? Why? Where? What does it
mean?} It is also enriching for stu-
dents to compare 3 musical concept
[a tritonic melody, wedding music) in
a varicty of cultural manifestations.
While we may feature various tradi-
tions in our listening, movement,
song, and instrumental leszons, all
selected for particular curricular aims,
it is reasonable for us alzo o say
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“This year, for third-graders, we're

‘doing’ Korea.”

W cannod help bul persevere in
the lifelong process of developing our
musical skills and cultural knowledge.
How then do we manage? [ suggest
the following possibilities:

1. Learn a musical instrument or a
vipcal style from a local musician =
one who s far removed from your
W EXPETIETICR, 50 a3 To gain skills
anidl develop sensitivity;

. Spend a summer getting o know a
culture by listening, reading books
[including novels), visiting a local
community or even iraveling o the
“home culture”;

[ o¥]

]

. Drgankze the world™s music that
o knowr for 11s aonic possihilities,
developing files of songs, instru-
mental pieces, and listening selec-

fions for teaching triple meter, fa ti-

d b (and other chiythms] mered
[and other pitch patterns], HV-1-1
[and other chord) progressions;
4. Organize the world's music for its
functions, putting together materi-
als on songs of greeting, scarf-hid-

5 T

“H D cord bonr said i inweals, 2 voudda s bod b donce 1L.”

ing games, “in the round” dances,
wedding band pieces, and music
for sheer entertainment; and

5. Learn what others have done 1o
make their classrooms more globally
conscious through music by talking
with them, reading their accounts,
and sizing up their ideas for your
own classrooms of children.

(M course, these suggeslions require
a sincere personal commitment, amd
much time and elfon, but they are
alzn a fascinating use of our time, In
the meantime, it seems we ane on the
right path in continuing to marvel at
the world's many splendored musical
expressions, and in respecting the cul-
tural diversity of children in our
American schools.

Patricia Shefhon Camphbeil
is Donald E, Pererson
Provfessor of Music af the
University of Washington.
She Is author of numer

ons ks,

Write Campbell at:
peampdu.washinglon.edu
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Building cultural
understanding through song

After singing

and dancing

the happiness,
hardship, or humor
expressed in music
from an unfamiliar
culture, the feeling of
fear and hatred
toward people of that
culture

becomes
implausible
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ever before in our lifetimes and

pechaps in recorded hiswory hag

it been more important that edu-
cators lead students to understand and
respect diverse ways of living, thinking
amndd making music. All teachers - spe-
cialists in music, ar, plysical edwca-
tiom or Elassmoom teachers - now have
a epglal respenalbliny te place as their
highest priority the development of
tolerance and respect for those who
come from different backgrounds.
They need w build understanding
between people of different races, eth-
nicities or religions, Music can be one
of the most effective means of achiev
ing this loty goal.

Given the diversity In our class-
rooms and communities, it is essential
o broaden the Eurocentric approach
io teaching music that has been per-
petuated in music schools, Our world
has fundamemally changed since the
inception of music education in 1638,
vei our matenials and methods are
strikingly similar 1o those used more
than 150 years ago. It s tme o exam-
ine the materials we teach in the
miuzic classroom, and consider alter-
natives to the common practice of
teaching music.

This article will focus an teaching
songs = the common way in which we
muslc educators address the challenge
of multicultural and diversity educa
tion, | define the common practice of
teaching songs in the following way:
The teacher sings them or plays a
recording for the students. The text is
discussed and pronounced. Students
may learm the melody aurally or they
may view 4 score. [N aome I|.".1-:‘|.II:||.’,-1:II'|-
ented programs, students may sight
sing some or all parts of the scare, [n
the case of a song from diverse cul-
tures, teachers may discuss the contexd
in which the song is sung, depending

By Mary Goetze

upon the information available. Even
wlth a discussion of culture, 1 have
come 10 realize that this method is
inadequate if we ane 1o achieve the
goals of diversity education.

First, to achieve understanding. it is
essential 1o provide stwdents with rich
cultural information. Words are impor-
tant, but students newd to see pholos
and videos of the people who are
making the muzic, They should learn
where the =ong originated, when, in
what setting, and by whom It is tvp-
cally sung. Fortunately, more and
more resources include photos and
videos with 2ongs, In addition, careful-
Iy chosen Internat sites can enrich sm-
dent introduction to the oculiure.

Mext, lets consider the role of the
musical score. Even while depending
upon notation, most weachers recog
mize its limitations in representing
music from unfamiliar traditions. Here
are some aspects of music that sym-
bols fail o capture.

Sounds may have scoops, wavers
and pulsations for which we have no
symbnol, Meters do not apply 1o
rhythm that iz conceived on individ-
ual pulses, with accents that shift
frecely from duple o wriple, opening
up a myriad of polyrhythmic possibil-
ities, Mot everyone sings in diatonic
scales. Some employ microtones that
can't be shown on flve lines and four
spaces, and in some cultures, the tun
ing of intervals of a diatonic scale
does not match our notion of music
being in fune.

There is no acknowledgement of
vocal timbre O ||_-,_;'ehi5l:|e'|' in notation,
Ultimately, the underlying assumption
is that timbre i# universal, which we
all know is not true.

Begardless of the pitch range used
in a culture, songs are notated in a
pitch range that fits the accepied
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notion of a comforable singing range
for students. Pitch may gradually and
intentionally migrate up a half or full
step over the course of several verses,

In addition, musical notation
ignores numersus visual and kines-
thetic aspects of music-making that
are an integral part of music in mosi
cultires, Notation serves western art
music because these aspects are M
incorporated nor valued in perform-
ance, but is unsuitable when repre-
senting untamiliar siyles.

Let me clarify that singing a Sri
Lankan 2ong learned from notation,
accompanied by verbal information is
certainly better than not singing a
somg from 5ri Lanka at all. But it is
imperative to acknowledge that the
common methed of waching songs
may not yield a mugical performance
that resemhbles the native one, Nor i3
it likely to contribute o understanding
the people or the culture. Surely we
muzt ask why we music educators are
limiting ourselves to nodation when
people in our communities and tech-
nology can provide us with the means
o see and hear music from around
the globe, Let's consider some alterna-
live ways 10 prezenl music 1o students
that honor the culture and at the
same 1ime demonstrate our respect for
diverse ways of singing songs.

Trained musicians tend to forget
that songs come from people, not
bonks. IF possible, eachers should
bring cultural representatives inte the
classroom. ldeally these puesis can
share their songs with the students.
Most guests are happy (o pronounce,
wanelate and interpolate the wst of the
song as well as 1o discuss their culiure
with studenis. Furthermoare, the guests
are often honored by such invitations.
Youl might begin by choosing a song,
then seeking oul a persan from thal
culture, Often songs in published
sources are well-known by most peo
ple of the culture. Alternatively, yon
could find natives of cultures whao
reside In your area and, with their
assistance, choose a song w leach to
the students. With the permission of
the guest(s], | recommend recording
such encounters on videno for future
reference, This allows students to
review the session and hear the song
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again as needed. [n sum, find ways to
humanize the experience for your stu-
dents by connecting them with a rep-
resentative of the culture,

When it is not possible 1o bring
Buests into the classroom, use jech-
nelogy 1o bring the music and culture
to life, pany school svstems provide
high-speed [nternst thai will allow
you 1o participate in a live intetaction.
With a computer connected 1o the
Internet, good Web cameras and LCD
projectors ot both the local and the
remote site, you can create real-time
interactions with artists or even class-
rooms of students around the globe
Link-upz allow the students to face-to-
face encounters with natives, They
can biar and repeat text and melodies
ag needed, ark questions, and the
guest can provide studenis with feed-
back as they learn a song. It is possi-
ble 1 link-up with musicians any-
wherte on the globe, provided egquip
ment is available and the time differ-
ence can he overcome,

It may be easier to connect with
international students or faculty at
American universities. Music educa-
tion faculty might be able 1o assis
You in arranging a link up, involving
their students in the process. Ask the
technical staff at your instioetion whai
is availabde and you may be surprised
to find that the infrastructure is
already in place. If no equipment is
available submit a request or write a
granl to cover the cosl. Sometimes i
is eazsier to secure funding for technol-
ogy than for printed music.

Another option is 1o make your
pwn video of native musicians,

Arrange a recording session with
misicians who are performing in a
city or at a festival, Offer to pay them,
and let them know that vou will use
the videsiape only in your classroom.
Visiting world music festivals is a
ood way to leam about styles and
artists that you would like to shane
with your studenis,

Perhaps the most rewarding way to
learn songs is to visil a countTy your-
self. There vou can make your own
video recordings of performers, cap-
ture the context in which it is sung,
conduct interviews with the perform-
ers and photograph the homes and

schools in the local environment. The
International Society for Music
Education [ISME] provides opportuni-
ties to connect with music educators
worldwide, Make contact by attending
ISME conferences, or identify a person
an the ISME address list, then intro-
duce yourself 10 a music teacher
through e-mail. In my experience,
ihese colleagues are happy 1o assist
you in researching the music of their
country. Learn about ISME at:

WL ISTIE.DIE.

Recordings by native artists on
videocasselle, CD ROM and DVD are
another source for mugic, Some male
rials are interactive, intended for oral
ransmizsion in clazsroomms, Most pub-
lished educational materials include
cultural information as well as the
musical performances. Visit
www.globalvolcesinsong.com for
some examples.

| advocale singing the songs the
way they are sung within the culture
= a process [ call “re-creation.” To re-
create the song, allow students 1o
hear and see the cultural representa-
tive(s) perform the piece. The goal is
to honor their way of performing by
matching the pronunciation, mowve-
ment and all aspects of musical siyle
i the degres that is possible. This
requires focused attention and a high
degree of discrimination - skills that
are essential 1o music and academic
achievement,

The method of teaching songs 1 am
proposing has implications for the
teacher's role. To honor the muwsic-
making practices of others, as teach-
ors we should demoenatrate sur
respect for their way of singing by
deferring to the live or recorded
source, rather than becoming the
gource for our students. Inversely, 1o
sing songs In a western way for the
sludents sugpests that the natives sing
it inappropriately. That practice in
itself, diminishes the truly multicul-
tural purpose of teaching songs from
diverse sources.

Rather than singing, the teacher’s
role is to listen and assist the siudents
in approximaling all aspecs of the
singing. The teacher should jump in o
assisl only as needed. When foriunate
enough to have a live performer in the
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classroom, we should ask questions,
interpred, clarify and make connec
tions with ideas previously introduced
to the studentz. When using video or
audio recordings, teachers need o b
prepared 1o play it over as needed.
While the sacope of this article pre
Cludes a discussion of singing tech-
nique, 1 do want to clarfy that |
encourage siedents o approximate
the wocal timbre of models, even
when it means singing in the ~heawvy”
or “chest™ register, or with a different
#lottal position. Suggesting that
natives of olher cultures sing improp-
arly or in an unhealily wav only
reveals our ethnocentrizm and defeats

the purpose of multicultural experi-
ences, | have lound that people of all
ages can cxplore matching vocal tim
bres wilhout hurling their voices, pro-

1155,

By re-chairing sougs idth dndegrity, shdents may idertify and oo
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viding they do it judiciously. To sing
10 Long or too loud in any unfamiliar
way can result in the formation of
phlegm. Students should be tanght 1o
walch for this as a sign that their
body is attempiing to prodect lisel
Whenever it occurs, they need to
drink water and rest their voices,
With condidoning, the body adapz
and singing in the new siyle ceases 1o
ber a problem.

Students mesd only the exl and
translation to learn a song. With a
gu@sl, or an aural andfor visual
mixdel, students will hear and re-cre-
ale the entire musical expression, not
just what is shown in notation. In
trugh, our hll_llllq,'lll'\i dlg! II|I_II_'|'| I
facile al learning aurally than those of
ud who are trained in western ar
music. Present notatlon 10 siudenis

only afier they have leamed the song,
if notation is being used. Encourage
them to identify aspects of the music
than are nim represenied in motation.
Most music educators know 1hat
deciphering musical symbaols is a
function of the brain®s ledl e
sphere. The process of music-reading
breaks down the phrases of melody
intor discreet pitches and durations.
But music 15 most muzical when it is
concepiualized in whole phrases and
SONE - and i1 12 in the brain's right
hemisphere where the shape and flow
of & melody is proeessed. Only with
mizical iraining [bearning notation,
rhythmic values and intervals] do
muzicians become “lefi-brained.”
Early on in my exploration of
auralsvizsual fransmission with college
sludents, [ had an “Afn™ moment

tpadfeize wivh the emarional state of the mosic-onnkers that is
embadied in their muesical expressions. IF is in this poigree way that auesic sducation can positively affect stederts’ aitinude rousend
penple from diverse backgrounds, Facts can broaden the minds of owr stadends, Il fe oper their bearts, experiencing the posic
and dance hofds the greatest polemntial,




when they told me, “This music
seems more emetional to me.™ The
muzical right hemisphere iz also the
home of our emotional life. And it
was our emotional life that gave birth
to song and musical expression,
Aural fwisual transmission brings
mugic back w where it began, It leads
the learner direcily 1o the essence of
the musical expression - that is, to
the emotions embodied in the music,
When our students “ingest” a song,
it becomes a part of them. Through
singing and moving, they come {o
know something of the culture
through their senses. Learning
through the 2enses and expressing
onesell through non-verbal means has
always bean at the core of Orff

Schulwerk. Knowing in thi= way i= dif-

ferent from knowing facts about a cul
ture — information that ks most often
transmitted through words and
processed in the left hemisphere. By
re-creating songs with integrity, stu-
dents may identify and empathize
with the emotional state of the music-

makers that is embodied in their
musical expresslons. It ks in this
unique way that music education can
positively affect students’ attitude
toward people from diverse back
grounds. Facts can broaden the minds
of our students, but to open their
learts, experiencing the music and
dance holds the greatesl potential.
Once you make a friend, the
notion of going 1o war with him o
her in the name of religion, culiure,
power or territory becomes unimagin-

able. Similadly, after singing and danc-

ing the happiness, hardship or humor

expressed in music from an unfamilias

culure, the feeling of fear and hatred
toward _people of that culture
becomes implausible. Given the strife
in our world today, we sducalons
must do everything in our power i
engender tolerance in our studenis by
eliminating the anonymiiy and igno-
rance that sustain prejudice. Diverse
populations in our classrooms and
communities need 1o respect, under-

#and amnd empathize with one anoih-
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er if we are to have a zafe and pros-
perous fuiure. In a democratic society,
I firmly believe that the contlicts in
the world, which often erupt over
issues around ethnic, religious and/or
race will ahate when people in com-
munities better understand and
respect one another. This process
begins with those of us who are in
the forunate position to have an
influence over aur students and
thus the future.
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Our name says a lot.
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Portrait Series |

The many gifts of Nancy Ferguson

Ferguson believed
that jazz and Orff
Schulwerk
complement each
other, and practiced
that belief.

By facilitating
clinics and making
presentations, she
showed how to bring
jazz improvisation
into the

Orff classroom.

H

N ancy Ferguson was a proponent
of the Oril approach in
American musie education
throughout a teaching career spanning
several decades and several cross-
country moves. She traveled o confer-
ences, school districts and private
homes to bring music education and
jazz education into the lives of fumre
educators and students.

Born in 1933 in Somerville, Tenn.,
Mancy Parsons Ferguson was amn oul-
slanding student who graduated from
high school one vear early 2o that she
could attend Murray State Universiny
in Kentucky with her sister, Millie,
she majored in music at Murray State
from 1950 through 1954, After gradu-
ation, she ok a job in Tampa, Fla,,
a5 an elemenlary musw specialist in
the Hillsborough County Schools,
There, she miet her future husband,
Tom Ferguson, They married in 1956,
Tom was a jazz planist and seemed a
perfect counterpart to Mancy, the
singer, While still emploved as a
teacher, the couple toured with the
Hit Parade, a company that allowed
them am outled for their jass creativi-
ty. Through the Hir Parade wour, they
found their way to Suitland, Md.
There, Mancy taught music in the jun-
ior high school until 1959,

In 1961, Tom Ferguson accepted a
faculty position at Memphis State

By Gerry Petersen

Liniversity, The move hack 10 her
home state would begin a new chap-
ter in her life.

While in Memphis, the Ferguson
family grew by two. Daughter Shari
wis born in 1961, followed by Terry
in 1963, From the tme her daughters
were borm until they entered public
school, Ferguson taught private voice
and plano lessons out of their home.
She also taught at her daughters’ pre-
school in exchange for tuition,
Combined with those obligations, she
and her hushand performed in local
jazz clubs, n 1965 she was hired by
Tanner Recording Studioz in Memphis
as a professional singer,

Ferguson finished her master's
degree in music education in 1967,
Ater a year on the lacully ol
Snowden Elementary School, she
hecame the coordinator of the Title 11
Music Project for Memphis Cliy
Schools. Shortly thereafier, she heard
about the Orff approach o elementary
migle education. Ferguson and
Konnie Saliba, her pariner on the
praject, began to investigate how to
bring the Orff approach o the
Memphis schools. There was no Orff-
Schulwerk training available in the
United States at the time, but theme
was an elementary school in
Rochester, M.Y., where the approach
was used,
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Ferguson and Saliba decided 1o go
to Toronto 1o take the Onff course
from Doreen Hall at the Royal
Conservatory of Music.? Then,
before she took the position of area
music specialist for the Memphis
City Schools in 1972, Ferguson com-
pleted her Orff Levels training in
Toronto and successfully introduced
the Orff approach in Memphis?®
During the years of work to incorpo-
rate the approach In Tennessee,
Ferguson rose (o national promi-
nence and was elected president of
the American Orfi-Schulwerk
Association in 1977, As president of
AOSA she chaived the 197% confer-
ence in Phoenix, Ariz., and present-
ed at the conference as well?

During the remaining ydears in
Memphis, Ferguson served in several
capacities with the Memphis schools
(Coordinator of Strings, Curriculum
and Music Coordinator, Supervisor of
Elementary Music) from 1934 through
1987, She was an adjunct profesaor of
music at Memphis State University
(now the University of Memphis)
fromn 1972 through 1987, She gave no
fewer than 140 sessions, presenia-
tiona, and clinics relating 1o music,
jazz and the Ocff approach before she
moved o the University of Arizona in
Tucsom in 1947,

Her move to the Soutlwest was not
a spontancous decision, but one of
family mecesslty. She brought with the
move her fond memories of her highly
suceessiul clinic at the Phoenix con-
ference of 1979,

As soon as Ferguson began teach-
ing at the Univeraity of Arizona, she
began Orff training courses and pre-
gentations, She helped develop the
Southern Arizena Orll Chapter and
the Phoenix All-City Qrff Festival, and
began training music educators in the
Orff Approach.’ Because of her influ-
ence in music education, she was
asked to be a member of the team
writing the Music and You seres, She
was the primary author for the Fifth-
amd Sixth-Grade and the Orff
Consultant for the entire series.
During this perind, she also published
Gond Morming John Denver, a colles-
tion of Denver's songs arranged for
O Instruments.
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Far the rest of her life, she contin-
wed in this epergetic way, teaching
colrses, “mothering” future teachers
and developing laboratory experi-
ences. In 2000, she collaborated with
her davghter, Shari, and founded the
Orii-focused Music for Early
Childhood preschosl. The Phoenix
preschool continues to thrive.

Her legacy

Ferguson's great love was jazz.
She knew that the Orff approach o
music education complimented her
concept of jazz and music in the
classroom. Ferguzon believed, as
Bennetl Relmer said, that to teach is
“to develop to the fullest sense possi-
ble avery student’s capacily o expe-
rience and create intrinsically expres-
give qualities of music."® Her philoso-
phy of education, she said, was to
“expose my students to a combina-
tign of effective teaching approaches
while sharing thiz belief with my uni-
versity methods classes and the
young children in the Early )
Childhood Learning Laboratory.”™ -

The Orff approach, she zaid, "is a
musical means of imparting knowl-
edge through enjoyment; it is a phi-
losophy expressed through sound
teaching technigues, a way of life
which embodies creativity as well as
self-discipline of the teacher.™® Many
would agree that this philosophy is
interchangeable with jaze education
for young children, Ferguson believed
ihat jazz and Ocff Schulwerk comple-
ment each other, and practiced thai
belief. By facilitating clinica and
making presentations, she showed
how 1o bring jazz improvisation inio
the Orff classmom. As a chairperson
for the National Jazz Educator’s
Association and a member of AQSA,
she was in a unique position and she
capitalized on both of the organiza-
tions 1o the benefit of each, Her first
clinic for the St. Louis school system,
“Jazz and Blues Using Ocff
Technigues," combined jazs, blues
and Orff and led her io new territory.

She would eventually present an 50
other conferences and workshops
where jazz and/or blues and Orff was
the topic. Almost half of her presenia-

tions with the Ocll approach were
jazzblues centered.* She brought her
own style to the repertoire of Ocll
Schulwerk and the jazz fblues siyle
helped the Oril approach evolve,
Because of her membership and lead-
ership in the International
Association for Jaze Education and
ADSA, Ferguson brought a jazz-
focused segment to the 2000 AQSA
conference in Cincinnai.®

Although her illness became more
gerlous in the summer and fall of
2001, the conferemce continued and
the sessions which focused on jazz
and Orff were presented, Mancy
Ferguson died on November 20, 2001.

Ferguson instilled in students and
colleagues a determination [o inke-
grate jarr with their Oeil and nther
teaching philosophies. Even with her
régumeé of publications and experi-
ences, her greatest gift, according to
her many colleagues, was har abilily
as a practitioner. She contributed 1o
the field of musle education her phi-
losophy, her approach and her meth-
ods of interweaving the Orll approach
with jazz improvisation. The Orii
appraach, said Ruth Hamm, “needs a
highly creative teacher capable of
guiding the student in the proper
miusical growth. The teacher musl
have superior musicianship and be
thoroughly trained in the style of the
Orff-Schulwerk; holding fast o its
goals and purposes.”!" Nancy
Ferguson embodied thiz vision and
pursued feverishly the expectation
that every one of her studentz, Tamily
members, colleagues, and acqualn-
tances: undersiond her enerpy for edn-
cating children.
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integralion and cuwmice-
derrn developmens waork-
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Intergenerational movement
matches “Talls and

When young
mnd nld join hands
in a circle, they are
defining themselves

as part of a larger
community, whether
in their residential,
religious or school
COTUTLUIILY.
Intergenerational
dance becomes

a means for
transmitting skills,

knowledge and
values from one
generation to
the next.

The Orff Echo - Sunirner 2005

he term " Talls and Smalla® is not
T new. The concept of intetgenera-

tional dance is as obd as human
creative movement.' Yel in today”s
information-driven society, adultz and
voung people are only rarely seen
dancing together,

The good news is that intergenera-
tional dance ia gradually being redia
covered by home-schooling families,
social committees and recreation
leaders for many good reazons, [f can
provide a sense of security and
belonging. It nuriures the natural
emergence of gender moles and builds
intergenerational social units. It
engenders empowermenl and respect
for each person, regardless of age.

In this article, we wish to express
our philosophy of intergenerational
dance, 1o describe the planning of
an intergeneratlonal dance, distin-
guish three stages of partnering,
and dizcozs outcomes of this
approach. In so doing, we sprak to
dance planners, dance leaders and
many others who work with youth
and community groups.

Philozophy

The Talls and Smalls approach
addresses some of the most hasic
neads of individuals, families and our
society as a whole, We focus first and
foremost on the needs of young peo-
ple, All too often, in dance activities
as im life, we see children pushed o
fulfill adult expeciations or 1o mesd
society's competitive standards, We
prefer an approach where the child
feels safe and is free to reach out and
axplore. Children rely on parents,
grandparenis, older siblings, teachers
and other adult ligures (o create a safe
environment where everyone is
respected and everyone's opinion mal-

Smalls”

By Susan English and Bill Alkire

ters. Talls and Smalls are pariners in
baosth the literal and abstract sense,
The adult is Both participant and
observer in this process, gradually
slepping back as the child develops
akills and responzibility

Talls and Smalls programs bring
families together. We detine family
broadly asz a social unkt consiating of
dependents and their caregivers. In
woday s complex world, there is a
need for non-invasive activities that
facilitate interaction within the family.
Caretakers are busy with jobs and
trangporting children, Children, for
their part, are lured away from the
dinmer table by compatitive sports,
structured youth activities and techno-
logical pastimes. Grandparents may be
separated from grandchildren by time,
interests or geagraphy. We need to
create intergenerational activities for
voung people to leam culture and
skills alongside their elders while sat-
isfying basic human needs for com-
munication, physical contact and a
sense of belonging. Through dance,
family members can practice healtly
relationships and enjoy safe physical
contact, 11 can be a defining moment
when child and adult hold hands in
rnwtval truss amd affection.

Finally, Talls and Smalls focuses on
the broader community, where there
i% a need for non-competitive, cooper-
ative, team-building activities. Group
dancing requires everyone to be in
syne with eaxch other and with the
music. When young and old join
hands in a circle, they are delining
themselves as part of a larger comimu-
nity, whether in their residential, reli
gious or school community,
Intergenerational dance becomes a
means for rranamitting skills, knowl-
edge and values from one generation
o the nexi.
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Planning an intergenerational dance

Begin by proposing a time amd
place that will accommodate partici-
pants of different ages. This implies a
time that does not conflict with ather
adult or child activities. In a school
sefting, it may mean a class period
when younger students can be paired
with older ones; at a summer camp, 2
time when counselors and other staff
are available and committed to full
participation. Al a wedding or bar-
mitzvah, it may mean strategically
seiging the time when boih old and
voung are present and (ully alerl,

In announcing a Talls and Smalls
dance or dance series, ask that every
child be accompanied by an adult. No
experience i3 necessary and gender is
unspecitied, Seer clear of the "daddy-
davghter™ or “mommy-and-me™
approach that has taken hold in some
communities. Suggest a minimum age
[generally age 5 or 6}, when children
are able to separate from their care-
giver and independently follow direc-
tions, [nfants and toddlers can enjoy
intergenerational dance while carried
in the arms of their caretaker. held
clese, or carried on his or her back. In
this case, the adull and young child
need 1o dance as one person, selecting
another child as “their” partner,

[n planning an intergenerational
program, pull together a wide variety
of dances that are conducive 1o hav-
ing fun, building zkills and bringing
people together, such as non-pariner
dances in circles, open circles and
threesomes, Others dances require
pariners in long sets, in squares, in
Appalachian circles or Sicilian circles.
There are many waditional American
and international folk dances and
singing games that can be adapted w
an intetgenerational program.

Hegin the program by asking every
Small to take the hand of their Tall
and form a large circle - a formation
where everyone can see and hear.
Azsk for the Small w stand o the right
of their Tall, facing the center, From
thig moment and throughout the pro-
gram, teach hoth Talls and Smalls
their responsibilities through gquick
demonsirations, brief explanations
and compliments 1o those selling a

3E

positive example. Intergenerational
dancing does not mean children
being lifited off the floor and swung
around like a merry-go-round, as fun
as that can be. It means everyone
supporting their own weight, using
eye contact, hands, ears, feet and
smiles 1o dance together and with the
music. T remove the tempiation
from well-intentioned people who like
e play floor manager, ask all adulis
o model good listening skills,

Az the music or singing begins,
continue to use the terms Thils emwd
smalls along with gender-free terms
such as “partner,” “neighbor” or
“opposite.” For example, the caller
may say, “Talls go forward and
back,” “Smalls chain,” or simply
“Take vy pactoen g proroerade. ™
With practice, this kind of selective
terminolegy can become automatic
for amy dance leader,

Three stages of partnering

How many adulis recall the child-
hesod trauma of being forced o dance
with somegne of ithe opposite gender?
[n the Talls and Smalls approach,
parinering honors natural bonding,
readiness and personal choice, Think
of parinering in three stages: keeping
pariners, changing partners and
choosing pariners.

1. Keeping parimers

AL the initial stage recognize the
emotienal need for some Talls and
Smalls to stay together. Select dances
that maintain pariner contact and

proximity as the dancers move about
the (oor, oSt apen cirche ik

dances, visiting squares, Sicilian cir-
cles, and Appalachian big sets will
accomplish this, and mixers can he
modified =0 that everyone keeps
iheir pariner.

Graduoally add figures that require
dancers w leave their pariner, but
only briefly, In a dance like the
Virginia Reel, for example, the Small
and Tall cast off and individually lead
their lines 1w the bottom of the ser,
where they are reunited as they form
an arch, Lead a circle dance that
requires individueals to come into the
center for a few counts. The

Appalachian figure “Bindie in the
cage” becomes “Small In the cage
with three hands round; small hop
out and the other hop in; drcle up
tour and you're gone again.” In a
square, individuals can be asked Lo
promenade the inside or outside of
the set. Eventually, more comphes lig-
ures like the “grand right and left”
can be used to encourage increasing
responsibility and independence,

2. Changing partners

As the dancers gain in skills and
confidence (as may occur in a dance
series) they may be ready lor the sec-
ond stage, when partners change.
This is the point where both old and
voung are comfortable with everyone
in the room and can interact as part
of a broader community. This is the
time when to add mixers to the pro-
gram, whether circle mixers or
squares or any dance requiring part-
per change, 1t is also the time for
threesomes [one Tall with two Smalls
ar vice versa) and arches for the
smallest dancers to tunnel through.
il other dances, like a scaller prom-
enade or gender-free “Ninepin,” can
mix up the group by requiring parl-
ners 1o change frequently and rapidly.

3. Cloosing prorimers

As howrs, davs, months, and years
go by {and the dancers develop yet
more experience and confidence],
spme groups will enter this third
stage. Thiz is the point when the
Small has the confidence to choose a
new Tall or even anather Small as a
pariner. We have heard young people
gay, “This time, I'If be the Tall, and
you be the Smalll® At the choosing
partners stage, pre-adolescents will
genetally choose siblings or friends
of the same gender, and confident
teens may begin o ask members of
the opposite gender. Talls abandoned
by thelr Small may find each other;
husband reunites with wife, or
nelghbor joins neighbor, Unexpectad
combinations can bring surprise and
amusement 1o all. The caller contin
ues o use the terms Talls and
smalls, regardless.
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Conclusian

How can the success of intergenera-
tianal dance be measurad? We have
witnessed the outcomes of this
approach in a variety of sellings.

Children step oul more contidently
anio the dance floor and, we hope,
inio life. Adults take great satisfaction
in seging voung people gain in skills
amdl confidence. Oher ouicomes
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include empowerment and mutual
respect, a5 adulis and youth develop
increasing respect for each others
skills, knowledge and ability to make
decisions. Parents and carctakers have
a chanee o relax and have fun with
children, and children come to asaoci-
ate fun with adulis and family. People
go home with sironger bonds, leelings
of closeness and newly opened lines
of commumnication.

The young bring energy and enthu-
giasm; adults provide struciure and
stability. It seems to be a winning,
combination. By faking conscious
sleps o ensure safety and comiort,
build trusd, and teach both awareness
and skills, we have witnessed remark-
able growth in young and maiure
dancers as well as in ourselves a6
dance leaders. We encourage others to
iry the approach we like to call Talls
and Smalls.

U Andy Davig, Peter Amidon, amnd Mary
Cay Brass, Listen o the Mockirnglind
| Brattlebore: Mew |':I'IE{|.\_II'ILJ mancing
Masters Productions), 1997, p. 53.
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darce leadership togethar
includes iRtergeneri-
fienradd cMERCE pROEiEms ol
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in which this information can he

applied in the classroom. i

Papers should be double-spaced |
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Good Night Pillow Fight

his baook is a

realistic conwer-

satlon between a
parent. insisting on
bedtime, and a
child, reluctant fo
call it a day. The
animated, ink-and-
watercolar illustrs
tions are hy Laura
Cornell, artist of the
Newr Yore Times bestseller Today [ Feel
Silly. If teaching question-and-answer
strategies has ever been a challenge,
then o I".'.!',:.;n'h' Pillowr Fight 15 the
perfect plece of literatire for your
classroom. The title is an early indica-
tion of the combents: its two-part
rhyme sets up the rhythmic pattern
for the rest of the book. The 15 phras-
es that follow model how rhythmic
question-and-answer phrases are relai-
ed, but not identical.

When the parent suggests heading
o bed (“good night™) the child™s
responze is for another use of bed pil-
lows (*pillow fight™) - not exactly the
response the parent had in mind.
Setting up this scenario for studenis is
helpful because this correlation relates
an absiract musical concepl 10 a con
crete life experience, Siudents can
understand that the child's response is
related, rhyming and coniains the
same number of heats.

The unigque correlation between
each pair of phrases is an ideal setup
for highlighting relationships between
musical questions and answners, Just
like in real conversation, it is not cor-
rect o exactly resiate the guesilon as
ther answer. This book creates a play-
ful relationship between the lirst and
second pariz of each couplet, Its tie Lo
nighitime and bedtime routines will
surely win over young children. For
instance, “lel’s count sheep®™ and “1
can't sleap” direcily comrelaie, and yei
show a playiul relationship between a
parent {encouraging sleep) and a

Revierpad by
Michefle  Saaamsoin

42

By Sandy Coot * lllustrated by Lawra Comell

child (endlessly awake).

Sometimes, things that seem to
have no connection are, In fact,
related in some way. For instance:
"o Omore juice Mother Goose,
Taken oui of context, these tao pans
may seem completely unrelated.
Those experienced in this nighttime
tug-of-war will recognize that the
desperate parent, insisting that the
child st asking tor anciber a drink,
and the child, wheedling for another
story, are boih talking about procras-
tination. The hilarious pairing of
parental entreaties followed by ever
rmore creative efforts to avald bed-
time are great models of how musi-
cal questions and answers can
stretch artistic connections.

When classroom discussions begin
to analyze what makes a good

Harper Collins, 2004

“answer” to a musical "guestion,” the
pages of Good Sight Pillewe Siglu make
an excellent teaching tool. Adulis and
childeen alike will relate 1o the realism
and humor of the bed time challenge,
This book won't lull anyone 1o sleep,
bt it will inspire some creative music
making in the classroom. Be sure Lo
add thiz book to your wish lisi!

Michelle Sumeesen 05 a Mosic
Fducatton Instructor ar the Undwersiny
of Mortfuom b, wohere she deachos
cotlege elenernlary genere! mesic
mietfods coderses and elenteniany
schoo! students of Price Lobonarory
schom! on the campues. She is also pres-
dclernd oof the Firsl fown O Clager of
ACNSA .
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effartass control mnd on eccuracy of infanesion thet provides o rich, full sound.

Playful with serieas geality Yemoha is keown for, Yomohe Recorders are the
theughtful chaica far teachers thef mra.
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Buckdancing for Beginners

The basics of southern Appalachian flatfoot clogging

| & you turn on the
VIR, vou may
want to dust off
VLI |_I.|1||_'|||z'_ &l
and moll back the rug,
because once the
MiLAC SLares,
: Buckdancing for
Rewiewed by Beginners will get vou
Jody Metieen 0 your students up
and flatfood-clog dancing in no tme al
all, Mo experience js necessary; and
yon won't need clogs,

What is buckdancing and flatfoot
clogging? Also known as “hillhilly tap
dancing™ it is an American folk
dance, originating in the Appalachian
mountains. Settlers from Ireland,
I'le;_.;l.1||-:f|. Seotland and Gesr many
brought to America their dance styles
and steps, and mixed with them
dance traditions of Mative Amercans
The feet were used 10 keep time and
make percussive sounds to acoompa-
my Lthe music. Later, as the style
spread 1o the lowlands, it comblined
wilh squarne dances as well as
African-American dance, adding svn-
copation and some body movemeni,

The story goes that when a group
periormed for the Oueen of England
ghe remarked that it reminded her of
“clogging” in her couniry. The term
stuck, Clogging loday is a mixture of
many siyles, with Influences from tap
dancing. Canadian step dancing, [rish
dance, hip-hop and even sueet danc-
ing. It can be performed az a 2olo o
group dance, and is called “precision”
clogging when up 1o 100 dancers per-
form the same sleps. The shoes are
nod clogs, but dance shoes with exira
loud steel taps called “jingle taps.”

In Buckdancing for Beginners, Evie
Ladin refers often to clog dance hisio-
ry, including a wonderful short
demonstration of the difference
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Taught by Evie Ladin, with music by “Suzy's Floozies”
Crosspulse Reconds - CPYDOO2
between flatfoot clogging and the pop-  Morris and English country danee, 1
ular precision stvle. alwavs try to break down a giep o

As a dance teacher with cxpericnce introduce it to beginners. Ladin finds
in the English folk dance traditions of the most elemenial part of each siep
Muorriz, Longswornd, clog, Northwest and builds from there, as we do every

\ Buckancing v

for Beginners

Thi Busics of
Southern Appalachinn
Flattoor Clooging

|

-

. T F3
s Floozices




day in our Orff classreoms, Shell
have you clogging in just minutes,
peginning with bouncing to the
beat, progressing 1o walking and
then more complicated steps which
are prepared with appropriate warm-
Up CRCTCIS0S.

Many bmporiant (echniques in
dance teaching are incorporated into
the vides, For example, there is a
small group of dancers around Ladin
whose backs we see (for those who
want to see from behind) while she
ig viewed from the front, & small
group of male and female dancers
peclorm with her, each with a differ-
ant atyle. Everything is taught ver-
bally as well as visually, with cam
ara cloge-ups of feel. All aspeciz of
hady posture, gal, seps, danging in
a group as well as freestyle solo
dancing are covered.

That clogging is alive and well
today is confirmed by a quick look
im the Donbleioe Times, The Mosilly
Magazine of Clog Dancing, or go o
their Webs site al:
wwwdoubletoe com. There are
more tham 600 dance groups in 50
states as well as Canada, Germany,
Austria, Mew Zealand and Auvstralia,
The music has evalved with the
dance and includes many styles
from bluegrazs 1o popular, prompi-
ing the creation of new dances all
the time and keeping the tradition
Lthriving.

S0 don't be shy, You can do this
with your students even if your
clogging experience iz limited 1o
something you did to the kitchen
slnk! Using this video as a guide,
flatfoot clogging can easily be intro
duced 1o your students from elemen-
tary to high school. Mo one neads to
held hands or find a partner. Use
the simple routines shown at the
end of each section, (in ABA or
randn forms] as a performance plece
al your nexi program, Live music is
always best for dancing and you
may be surprised to find violin and
Tear plavers whose instruomenis
suddenly appear in class ready 1o
wail an "0ld Joe Clark,”

Happy dancing, and may all your
clogging be on the dance floor!

Jondy MoGeent recendly retived from "
A5, dnseph Elamentary in Mornibain
View, Cafif.. where she was K-8 Orff
WIELERE Aerialiss, chiildren s clhotr

We did not come to
remain wihol,

We came fo lose our leaves
fike the trees,

The frees that are broken

directar, and tauelhi borh plaro
and compaier. Cermently, she is
playing cello in @ string quartet and
Do LR, Pedening & darekiy
English conntry dance class, and
1% Docend o the Candor Cender Jor

And start it W, it AW

» Vsl S fen
:.n'.!e Vispal Aris ar Stanford !-',.l'J' .-"'I{I}H ,l'jir.: I.lr-”-f” FOOLS,
Liniversity.

. ) — Rabert Hly
Write McGeen at:
'FI'II:"'!.'I'I'II:S_HI'IIEDI'IIJI:'.L“:I'IIII |,

CALL TOLL FREE 1-800-247-1536

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

=< email: jeffrey@tedbrownmusic.com

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

TED BROWN MUSIC

Recorder Music by Don Mure...

“Concert Suite pEres |l|_._|:|| 1] e |'|.|I ers o mulr-movernent cod TR winh =ix
sungs in warines musical siyles. Bach of dhe sis songs has ro paris a basic pan with simple
rhihme med novies Brieed o B M O B oaned X arwd on inbeomeglias i with theigy nobes plus
LI, L, B

Al € dor morg achanged bogmmners, Bach sonpe can be |'\|1"\-r|1||_1| anid [ARTHT

irlividurally . a the U1 Bas separaie tracks for cach [RURE TR T (LU NN hisa an e track gl

1 shwwir ke prrachee, arwl vty D17 frack sarie ol awth 2 shor imimslocion, For perlsan

al the wluale smnibe, all six feecos di omn o Ik, Perfomndncs: Bive ds abosat 10 it

Frverything, m well- thoght-ou and excopsomlle user-fricndl, Irchsded are helpful comments

ancd supgresienis o peeds e Dheie afe poppesiens boe adohitional becatls siacks e makae
shoerer phaases e Ve VOUMR Malers, az well g call-aral FERfonse ORIEiEs O crele l|'-\.i'| Al
efferrs when pl.l.il g with krpe groups. Sovl=iic vanety mnges {moom the sore of hap-hopeechnn
"Retr-Ran™ i the dre ||'\.|||I bizaminful ®%osoes oo the Pasil . The: ;lr.lllil'l?.gl " = ihe
powwcrhouse of che sumte, b the mapesc, =oarng Tna k"
eninis il the ptibe are " Chvertune” and ULarin Alagin.”

1= my pers inal by, Oliher neve

.'|.-\.|.:l:|||'\l||'|||u.'| 1% are escimng, sl arohesirmoins have tar |.-I!l Wlures somnd thar meikes cvien

che :Iil'll[‘i"l\.:r s bt oof Fun for |'I\.I|' anirs end auchernces alike. 1 can hardly wain vl mey
Bprirming

a2 pevorcore preesont thos Beiniahal suiie on our nesi program,” o Lasmesr o, May X605

Laater do alio excerjis Frorn “Loncert Suite™ anel all of Dos Muso®s recorder musae online,

J.ID. Wall Publishing Co.

www.dwallpubhishing.com




The Global Music Series

ant warkd
musie Al your
fingertips?

This iz the series for
b pou! The Giodnal

| Mirsic Series (5 a
cooperative effort
between ethnomusi-
cologists and music
educatoss 1o creale a
collection of accessi-
ble books, high quality seund recond
ings and convenient websiie instric-
tional materials packed with valuable
information related 1o understanding
and teaching a vadety of world musics,
The collection has been described as an
innowative introduction 1o world music
that focuses an how people make
music meaninghul and useful in their
lives. [ have used these materdals with
iy ebementary music students and my
university music education students,
and 1 highly recommend them as excel-
lent, credible resources for music edu-
cators of all levels,

The Glodnel Music Series includes a
collection of case studies from differ-
ent paris of the world, and each case
study book includes a fantastic CD
with authentic audio examples that
have clearly marked references in the
texl for easy reference. Each book is
wrillen by an expert and ie pached
full of culiural information, activity
plans, photographz, maps, glossaries
and resource Hzis, Books currently
available for purchase are: Music in
Eazt Africa by Gregory Barz; Music in
Wiest Africa by Ruth Stone; Carnivae!
Music in Thirtdad by Shannon
Dudley; Music in Bulgaria by Timothy
Rlee; Music in Morth India by George
E. Ruckert; Music in Soudh India by T.
Viswanathan and Matthew Harp
Albem; Music in Iretad by Dorothea E.
Hast and Stanley Seoit; Mosic in Bali
by Lisa Gold; Music in depan by
Bronnie . Wade; and Music in
America by Adelaide Reyes.

Ay Beegle
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General editors: Bonnie C. Wade and Patricia Shehan Campbell

Toples for hooks spon to be avail-
able include: Java, the Middle East,
Brazil, China, Mariachi music in
America, First Nations/Mative
Americans and Andean peoples. Each
book beging with a story of contem-
porary musical life in a pafticular
location, and then proceeds o dis-
cuss musical affect, teaching and
learning practices, musical styles, per-
formance practices amd wocal and
inslrymanial n'-|'mr'|ni|'|=- af the colinre
All this is done through interesting
deseriptions of people inferacting
with music in hoth the past and pres-
eni, The highlightz of these books for
me are the audio examples included
an the CDs. They are easily accessible
and meaningful.

For the tracks that are not as famil-
lar to our ears and the practices that
mike little sense to our experiencs,
assistance is only two volumes away
in the books that ground The Global
Music Series. In the first book,
Thinking Musically, Bonnie Wade pro-
vides a framework for exploring
the music of many diverse cul-
tures, In the second book,
Teetiing Music Globaily, Patricia
Shehan Campbell gives specific
exercises and activities 1o be used
in K=12 music classronims as well
ad university courses. The two
bools share an B0-minute CD
that includes musical samples, as
“tasters,” from the musical cul-
twres of the Americas, Asia,
Africa, Oceanla and Europe. The
1wo books are packaged together
with the CD, and the oiher cul-
ture-case study books spin out
specific detail on music in partic-
ular world contexts, The variety
of musical practices, styles, and
compositions represented ane
quite diverse, including those
(rom jazz, Chinese ensembles,
Mavajo song culture, medieval
Ewrapean musle, Ialamic recita-

Dxford University Press, 2004

tiom, Thai pi phat ensembles, classical
symphonies, Bulgarian tambura
hands, [rish jig groups, Chapin piano
reperiaire and many maore.

1 highly recommend the books in
this series, They provide not only an
overall introduction o particular
world musics, but alse an in-depth
lok into the musical lives of people
whio live next doar and those who
dwell on the other side of the planel,
The collection & the first-ever collabo-
ration between educators and ethno-
musicologists, providing materials for
knowing music as a global phenome-
nan. The case siudy Books present
practical activities for all ages to
explore, listen 1o, participate in and
perform world musics, The Web sile
[wrww.oup.com/globalmusic ) for the
series includes extensive culture-spe-
cific suggestions for further activitics,
classroom and lake-home propects,
worksheets and other resources devel-
aped by music education specialists o
accompany each culture case study,

leaching

Hlusic

slobally




THE GLOBAL MUSIC SERIES

The Global Music Series B an innovative introduction to workd musc that
focuses on how people make music meaningful and useful in their lives.

Teaching Music
Globally

Experiencing Music
Exprissing Culture
Packaged with Thinking Musically

Patricia Shehan Campbsall

This valume describes pedagogical
technigques for dasses from K =12 to
univirsaty beved and offers & wealth
ol learming experiences.

F Thinking
Musically

? L i Experiancing Music
1 Expressing Culture
LNiNKing -

Musically

Baonnie C. Wade

The core volume in the Gioba! Musk
4 Seres, this intraoduction o workd

a TTILESEC I!'IDZITFI'.'IHIIE’S- music from manry
diverse cultures. Padsaged with an
BO-mimute C0, it sets the stage for
an array of case-study™wolumes,

2004 258 pp.  peper 531.08
A0 (@ pp paper 52158
gl 539,95

CASE STUDIES

Each volume is packaged with an audio CD and is available in both a paper ($17.95)
and a cloth ($34.95) edition. Visit www.oup.com/us/globalmusic for more information

Hlariachi § [llsii in s
Wi E o ¥ Hmeriia [Hest Bica

']
=)
-

Mariachi Music Music in Japan  Music in Bali Music in America Music In Music in
in America Bonnie C. Wade Lisa Gold Adlelzida Reyes East Africa West Africa
Daniel Sheehy KM 184 o 2004 208 pp. M 144 pp Giregory Barz Ruth M. Stoma
July 2005 128 pp 2004 150 pp 2004 128 pp.
st i Euf'" e Music in Brazil
Irelind e
™ E John Murphy
Decemibar 2005 128 .
' Music in Egypt
Seott Marcus

Music in Music in Music in Carnival Music Music in

Y et December 2005 126 pp.
Ireland South India North India in Trinidad Bulgaria it -
Dorothea E. Hast T. viswanathan and  George E. Ruckert Shanman Duclley Tirrwthy Rice
and Stanbey Scott Matthew Harp Allen oo 2 pp ME 128 pp 2003 144 pp.
2004 176 o 2003 176 pp.

y i, or Tor o inforenatioe, pleass call §-800-451.1556 N IVERSITY

IT-B020, Wisit our website at weww.oup.comifighene
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"
Bright is

the ring of words
When the right
man rings them,
Fair the fall of
songs

When the singer
sings them.

Still they are
ﬂ caroled and said -

| On wings
| they are carried -

| After the singer
is dead |

And the maker
buried.

— Bobert Louis Stevensan
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Carl Orff Canada
Music for Children = Musique pour Enfants

The Omaria Chapier s proud to host the!
Le chapitre de MOntario est fler de présenter

19th Mational Conference-Le 19e Congrés National

‘Gollase

2006

Cultivate = Create » Celebrate
Cultivons « Créons « Célébrons

April 27-30 Toronto 2006 du 27 au 30 avril

Thee Hiltan Torenta, 145 Richmomnd Strest West
Taranko, Onlark MSH 1.3
Tel; 1-816-869-3456, Faox: 1-416-B69-3187
wiwfe, i Lo, oom

Irformation: Brenda Schepper
Collaped00sShatmall .com, (TSR0

Co-charis Co-presidentes: Yara loffe and Batk Knos

In the news @ www.aosa.org

MNearby and Motable, ete.

and last-minute session presenters

* Conferences & Events - Read the Call to Conference, register to attend the 2005 AUSA
National Conference in Birmingham, Ala., read the Top Ten Under Ten, Getting Around,

s Membership & Local chapters - Join or renew your membership.

* Professional Development - Select an ADSA-approved course from more than 120 being
offered at 60 colleges and universities across the U.5.

In the August issue of Reverberations:
* More 2005 ADSA National Conference details - fabulous noontime concerts, evening events

* Chapter Workshop Calendar - a state-by-state listing of all workshops
* Meet the new NBET members who begin service to ADSA July 1, 2005,
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Suzuki
strume

Innovative features, precision construction and the lowest prices in the music

industry combine to make Suzukl Orff Instruments the best choice for your Orff
, | Instrumentarium. Everything is provided for a rewarding and enjoyvable
learning experience. And Orff is just the beginning. Our free 40 poge
color catatogue is filled with hundreds of musical instruments and
accessories to enhance your Orff instrument collection.

— * Fueel 2 Pair of Mallets With Every Orff Instrument.
ﬁ"' * Freel Foam, Interlocking Comfort Mats.

chvomatic barsrorege  * Hew! indestructible Cloth Covered Orff Instrument Tubing.
. Exl:lllllﬂ Bass Bars, Chromatic Add-Ons, Accessories and More!
* Guavanteed! 5 vear Instrument Warranty.

"= Fuoe 05 Catalogue,
Dusit Stant Class Withkout Owe!

gy a0t sy, (R
S el Gty |

Metnilophome dampers




E Ho'olaule’ a i na Meleo na Keiki o Hawai'i
Celebrate the Music 0 Hawaii’s

ing philosophy of nati 5
are kindness, unity, agreeablencss,
humality and patience, 1 heir
CRPIESSIon appeard in lendermness,
harmony, pleasantmess, miodesty
and perseverance, The eachers use
these truths to boild trust and confi-
dence as they introduce Hawaiian
language, history, myihs, music and
instromenis, (Session noles contain
song nolation, pronunciation, a
brici history, dance explanations,
photographs of musical instrumenis
and Internet addresses lor mone
indormation. | ™

e of the first songs children
learn in the Hawaiian langnage
immersion schools is =0 Wi K
Trewr?” | W lnat s o mamed
Wieyman introduces the indigenons
castanct-lilke stomes called (@ .
She distributes o participants




some crafi-2iore stones she had pur-
chased. She then explaing tha
authentic Hawaiian stones (like the
ones she holds in her hands) are
believed to hold sacred powers and
must never leave the islands for fear
of bringing a curse on the one holding
them. True 1o the myth, the viewer
experiences mysterious varlations in
the sound quality of the videotape.
(Unfortunately, during videotaping,
wireless microphones on the presen-
ters did not work consistently in the
presence of security personnel radio
equipment. We ask for the viewer 1o
Lake 1o heart the froit of the Aloha
spirit and view with patience and per-
severance. The needed information
does shine through.]

The acagion noea deacribe how
chants fall into two broad categories,
called mele oli and mele e, Chants
express sentiments for personal and
corporate, formal and informal occa-
sions, often containing hidden mean-
ings, or kaorg. The chants and songs
used in the session represent the
music the presenters use with chil-
dren in their schools. The opening
gong, "0 Wt Kow [roal” is acoom-

panied by dance.

“The Hula is the language of the
heart and therefore, the heartbeat of
the Hawaiian people,” acconding 1o
King David Kalakaua, as explained in
the session notes, The presenters
demonstrate the standing hula, with
the double side =teps described in
the session notes, Hula Mol [siting
hula} accompanies another introduoc-
wry song, “Etg Makor, ™ Session
notes include music and ukulele
chords, along with photographs
aligned with the song text to explain
the hand gestures used with thiz
sitting dance.

The presenters introduce the fpo
heke [gourd drum) and the nose
flute - more Hawaiian musical
instruments. Through a story they
explain the symbiotic relationships
of selectad animals and planiz of the
islands. The session notes contain a
delicate Oeff instrumentarium song
setting, with soprano recorder part,
fitting the presentation of a story
about island birds, ferns and land
ghells, The sesaion ends with a
meaningiul rendition of “Aloha ‘'Oe,”
written by Cueen Lili® uokalani,

Hawaii’s last monarch.

For addition resources on Hawall
and Pacific cultures, please consider
these other ACSA AV Library videotapes:

YTHA John Lake

MNarive Haumiion Coliure: iis music,
dgece and chnis

1:15 (1007)

Lake, who was trained by his
grandmother, gives a brief history
with the presentation of each
Hawaiian music and dance selection.

10PM Lynimee Jessup
Pacific music beyond Howail
1:00 (1991]

A game song and lullaby, both
from Rota in the Mariana lslands;
Samoan boy's damce with taped per-
Cussion accompaniment; a fun session
with excellent sound and picture

are
Portrait of Polynesia
0:30 (1987}

Demonstration and explanation of
dances and muzic from a variety of
Polynesian cultures {filmed at the
Polynesian Cultural Center in Hawaii]

Note: TTee wiclos Fist i nowr mailoile
andine ar: AN WA R T

Mastercard 512 minlmum.

* All tapes are the property of the American Orif-
Schulwerk Association. Mo tape may be repro-

* Limit 3 tapes per order. Loan lime 2 weeks
from date mailed. Order tapes by number;
give alternate dates. Use form provided above
or photocopy. All tapes are VIS formar.

* Handling fees are as follows: | tape per order
- 810; 2 tapes per arder - $12; 3 tapes per
order = $15; Mon member rate is $15 per tape.
Make check pavahle 1o ADSA. Visa or

AOSA Videotape Orders

Tape(s) requested (maximum 3 at one time)

Dates: st choice
2nd choice

Mame

Acddress

City

State

fip

Methnd ol Faymers

= Check enclosed (payable to AQSA)

duced for any reason. We regred that tapes can-

not be shipped cutside the U5,

* Dirder from:
AQSA Executive Headguarters
PO Bax 391089
Cleveland, OH 44139-8089

AMC visa O AMEX; minimum charge $12
Credit Card Mumber

Expiration Crhate

] o algEnatLre

(PR L oY

Membership numbsar

Awthivized Champe Cond Somatare




By Peter Reynolds
Candlewick Press
Very once in a rght and wrong answers that they of The Dt as much as you will, and
E-.-.-h_ilc achildren’s  often enter our ¢lassrooms with the they may be inspired 1oy some dol
piclure book has  same fear as the heroine of this book. compositions of their own: staccato
s much wisdom that  The current climate of 1esting threatens  dots and sustained dois, slow dots
even adulis get the to kill sponianeity in the classroom. Az and (ast doig, ascending and descend-
message. This little arts teachers, we have a iremendous ing dods ... the possibilities are end-
book tackles fear of responsibility o empower our students less. [Hmmm... | wonder whal can be
failure in a way thal 10 make that first mark and 1o claim done with dois of silence., )
.l.‘m‘rlm by ~inwites both children their creative spirii. This book is a The authaor's hand-letrerad text
Marriive Von Crnten and adults to over- reminder that inspiration for a chikd™s reinforces the lesson that great things

commee their perceived persoiial creative expression comes not  can come from our own hands, The
lirmits, Beware: afier vou read this book  from our brilliamtly creative lessons, but watercolor and ink illustrations are

your will want 1o compose, create or from giving them the courage to begin - charming in their simplicity. 1 is hard
invent just because you can. the pourmey, to put this book down without the
“Tust malke your mark and see ¥our students will enjoy a reading urge 1o “Just make a mark...”

where it 1akes vou,” 3 the sage
advice of an intwitive, arade-
school feacher to a frustrated
young arkst, The child responds
with a pood, strong jab ol a col-
ored marker on her blank page,
The wise teacher sudles the dot,
pushes the paper back toward the
girl and =ays, “Mow sign ii.”

Ch ler mexl Lrip o the ard
rac, ouer reluctant anist sees her
did framed and hanging above
the teacher's desk. "Hmmph!™
she says as she opens her water-
colors o prove she can make a
better dot than that. This time
there iz no stopping her creatlve
energy. The remainder of the
bk iz an exploginn of dons: dos
in various shades and hues, dots
gigantic and dainty, sodo dots and
ol dessigng = even a negatie-
space dol masterpiece,

A few weeks Later, the school
art show includes the young
artist™s amazing and wild explo-
ration of the possibilities inspired
by that first dod. Mot only iz she
Uhe star of the an show, she ks the
inspiration for another fearful
young artisi. She encourages him
to draw his first line and, of
Course, o sign i,

Qur children spend =0 much of
their schoel day in a world of
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Flags of Hope

A classroom or community art project based on
traditional Tibetan Wind Horse flags

lthough

designed prima-

rily for arl
teachers, this kil
may he useful as a
resource for music
e hers wl wonld
like to involve ather
Arts in their musical
wirk with children,

The fecus is the
creation of a gtring of Wind Horse
flags. or Lurg T The colorful Nags
are a common sight in Tibetan com-
runities, where they wave in the
wind over mountain passes and reli-
gious slupas, The fabric flags measure
a foot square, Typically, they are
block-printed with figures and mes-
sapes of hope and compassion for all
living beings, According 1o Tibetan
belief, when the wind touches the
Mag. the Wind Horse carries its mes-
sage. As the wind moves, so do the
messages imprinted on the flag; over
mountam passes, across valleys and
to ather people around (he word.

The kit containg detailed instrue
Livans arm] coltural Dackgmownd alwui
the process for making the (lags, a
siring of authentic flags, a Tibetan
languagevocabulary lesson, an
accompanying CO¥ (including a listen-
er's guide) and a respurces list for
additional materials.

The CD has two examples of deep
overione singing and an instremenial
perlormance by the monks of the Sera
le Monastery, Also incloded are fwo
original compositions by the contem-
porary Tibetan bamboo fwtist,
Mawang Khechog, Since the CD is
meant o be played as the studens
waork on the art project, it should not
b considered a primary souree foo

Revdipex] By
Brefr Mutloee

The Orff Echo - Sumemer 2005

By Claudia Chapman
Published by Workd Arts

Brevet Mullane spert fue years in
Nepal, reacking music af the Lincoln
Internationad Schood in Kathmandn
Cerrrendly e is leaching Grades K-2
i Huweley, B He fos o noster's
r.l':"_l.!.l'n S ol O T AT T R fers
vurepieted thoee Tevels of O0ff
cerfifiiearion, amd os been feach
ing elementary music for 1 years.

examples of Tibetan music, A music
teacher would need 1o find additional
resources for a lesson on the music of
Tibst. However, Laken as a whole, the
projectds an excellent way o experi
ence a piece of Tibetan culture in a
mpulti-age bovnat that inlegrates ne
aris. The student-made flags could be
displayed in the music room, in a
performance space, or anywhere in
or gutside - the school building,
spreading hope and compassion much
like the Lung Ta of Tibet.

Write Mullane at
hrent @ owe.mel

A Classrssw or Conmnmivy An I‘h;:.'
Betsead O Traitismal Tibetan Yind Hare Flags

Flags Of Hope

Dreveloped by Claudia Chapman

Vel caggnier . d o wolile lorreig et © 10 b ifed
T cheran B mma: vl chasving
Crradeasiving of Bags mhach rypers waer hopes b prasr i a by wmrld




- The Napping House

Written by Audrey Wood, Hlustrated by Don Wood

ram the quiat
me:—d of the firs

waords: “There is
a house, a napping
house, where every-
one is sleeping.” 1o
the illustramors
peaceful artwork,
the reader is imme-
diately captivated
and drawn inio this ingenious litle
bk 1f invites the reader inle a reat
ful scene, where two great trees hug
an obd-fashioned, two-giory house, All
the window shades of the house are
lowersd, A lonely tricyele sits aban-
doned in a side yvard. The gate of a

Reviewed by
Parr Bogzer

white-picket fence has been lefi slighi-

Iy open, az if 1o say, "Come on in.”

From the outside, this little, palm-
sized book can be easily overlooked
A small, board-book, with suff,
unnumbered pages, it's probably mot
the first book 1 would pull from the
bookstore's shelf for a closer look.,
Yel, the inside of the book shows
again that good things often come in
small packages. (1 was pleased to dis-
cover recenily that there is also a [ull-
size version of the book now avail-
able, Larger pictures could only mag-
nify its magic for children.]

As in writing musle, story writers
kiow a good story line must have an
interesting problem {(development |
and a satisfying climax {ending.]
Audrey Woods 13 indeed a story mas-
ter, for her quiet afternoon nap tme
on a rain-drenched day takes a sur-
prizing turn, or should we say “lum-
ble,” resulting in hilariously nolsy
fum at the end.

A dreaming child napping in a
cozy hed with a snoring granmy
makes for a rather doll story, but for
a ceriain wakeful flea that bites a
slumbering mouse, putling Intae
modion a chain of events. Eventually,
the bed in the napping house breaks,
and soon, no one in the napping

S5d

house is sleeping at alll

Rich opportunities for dramatiza-
tion await teachers who venture
inside the walls of The Napping
Himige, for either a superb claggroom
activity or a grand performance on a
larger scale, To read the book as a
story stands on its own mernl, To cre-
ate an exhilarating experience, sel to
an orchestration of instrumental and
vocal sbunds the descriplive verbs
(napping. dezivg, droaming elauy
thuernps, birnps). 10 builds the story’s
ending (o an even more intenss
cresceredo of nodse and chaos.

Because | have used this book sev-

eral times, | can't decide which I've
enjoyed maost: my first reading of the
book iself, my students’ fun-filled
performances, or the creative
processes as they ve developed their

Red Wagon Books, Harcourt, Inc.

ideas for those presentations, They
have cleverly aszigned zounds 1o
match the words in the book, prac-
ticed parts, missed cues and laughed
at their (and my) mistakes, ['ve
enjoved the imelligent critigues and
walching the improvements of their
ideas unfold as they work.

I joyfully recommend The MNaping
House as an active part of every music
educator’s library.

Pai Boozer composes and Weadlies
Wake Forest, N.C., and (s a board
member of the Cenrral Carofing Orff
chapier in Derlam, N.C. She
earvted her muster's level certifica-
tien dn Orff Schalurerk from
Memphis University

Write Boozer al:
patriciaanng ne.reeom

THE NAPPING

w AUDREY WOOD
Hustrated by DON WOOD
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5 Barbara Knoye

The Leworof STUIDIO A9

ss the vision of Carl Orff, founder of the Orft-Schulwerk
approach. Quality, reliability, and durability have been

a standard at Studio 49 since the beginning, Give your
students the best. Give them Studio 49,

% fTupi0 £9

ORFF INSTRUMENTS

The Standnrd of Excellence Sle US, Agn
“ontact youwr dealer for a free catabeg or ca A3 |
[ MMB ] i :r'i:;t'run tI:v:'thf:t htma'h:tmlmhnllllflilr?ni i N t%;?

MMB MUSIC, INC.  Conbenyporary Aris Budlding 3526 Washington Avenug, Saint Loais, MO 6310-1015 U354
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Hand-Carved
Kangaba Djembe
{Mali)

Hand-Carved
African Djembe
(Ghana)

Frame Drum

[Mative American)
=) Pl L

Matural Gourd
Shekeres
(Migeria)

Hand-Painted
Matural Gourd Guiro
(Peru)

Bringing a world of music

to your |
music
1212 5th Street « Coralville, 1A 52241
tel: 1-800-397-9378 - fax: 1-888-470-3942
service@westmusic.oom « wwswowestmusic.oomyorff

Temple Gongs
[Vietnam)




American Orff-Schulwerk Association
Music and Movement Education
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American Orfl-Schulwerk Association
National Conference ~ November 9-12, 2005
Birmingham —~ Alabama

Hosted by the Alabama Chapter, AOSA.
Assisted by the Atlanta Area and Mississippi Chapters, AOSA.

American Orff-Schulwerk Association
Affiliate of MENC: The National Association for Music Education

'O Box 391089
Cleveland, OH 44139-8089
Phone: 440.543.5366
FAX: 440.543.2687
Email: info@aosa.org
Internet: http://www.aosa.org

American Orff-Schubwerk Assn.

NON PROFIT
PO. Box 391089 ORGANEZATION
Cleveland, OH 44139-8089 us F’FFMSPGE
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