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Portrait Series: Mimi Samuelzson

by Niwrey Paxeda-Hiliiies

Through a lfetime of stwdy and eaching, legemndary recorder eacher Mimi Samuelson has affected a
generation of Orff Schulwerk music teachers

Rethinking curriculum: from activities to instruction
by Susanne Birgess
Burgess shows how leachers can design lessons that reach the higher levels of Bloom's tagonomy,

Murturing expression, understanding and artistry in the Orff classroom:

a celebration and a challenge

hy ke Frazer

*fueathetic response grows hom making and hearing sounds tha ingpive thoughts and Teelings (hal
matber b peur studpnis,” Frazee writes, To facllinate than process, she recommends ieachers conskder
sungs, instrumental pieces, movemen! examples and lexts i regand (o their pedagogical and
expresaive potential,

A reflection: What is artful music education?

by Mt O°Hedudr

After studying Benneti Reimer's book, A Philpsophy of Muosic Eduoetion: Adwancing the Vision,
(¥Hehir reflects on the meaning of her feaching.

Duality materials and flexibility are hallmarks of an artful lesson

by Deaneua Siark

Hark plans artful experiences for her students, but pever lets a good plan intediere with the anplammed
yed insightiul additions her students condribupe.

Saying good-hye fram the heart

by Liz Glparrick

" satisfying pood-bye at school can help the children involved learn 1o embrace the emational
effects of change,” Gilpatrick wrides.

achulwerk provides strocture: Developmental artistry

by Roger Samis

By using Maslow's hierarchy of needs as a guide, 5ams shows how the Schulwerk meets the indi-
widual's noed for safcdy, |_1I.‘|I,:|I1Bil1E. intellectual development and, ullimately, seis the sage fiwr
self-aciualization,

Incorporating student art into musical programs

frp Ry Canmervings and Meg Werth

Thiough years of eollaborative profects. art teacher Randy Cummings and musée teacher Meg Worth

constantly keep in mind the advice of Howard Gardner,
Departments

The President’s page
by ADSA President See Mueller
Maracatu and Escravos de Jo instructions

From the classroom: Mallett exercizes
by Dawied Thaxton

Index of Advertizers

In Review

Divide and conguer {from the AQXSA Video Library)
revdeiend L Bedh b figfiodo

] Eﬁﬂdil'_ﬁ ‘s Singing Games (0vD
revteiped by Sanh M |rI g l .
The S.ing‘er's Egﬂ [priessional developoent
revdered by Pewl Srovsencio
Lultabies: An Mostrated Songbook (children's book]|
revivied [y limnifer Sfank 3

Mama Dan’t Alfow (children’s book]

revdeiped [y Lanrde Siegel



ADSA National Beard of Trestess kmerican Drff-Schulwerk Association Regional Represeniatives

Pragident: Sue Mueller. MNew Music and Movement Educatlon PO, Box 391089, Lisa Betike. Comn
Tice President: JoFlla Hug. Mont. Cleveland, OH 44135%-808% (440] 543-5366; FAX: (44 B B i ML ’
B ooy N IEGT- il Tnbod e Wik eikar vuid Bywrs, WG,
Recerding Secrstary: Karen Baldwin, Wash, 5432687 e-mail: infodacsa.org; Web site: \Gichael Ch :
; httpeS fwrwew ansaamg Affiliabe of MENC: The MNational ichael Chandler, Texas
Treasarer: Suzette Swallow, Fla. i et . 3
S Cindi Wobie. Oh Adsaciation lor Music Education Pam Grotegut, Colo,
. weutive Bewcter: _LII'I L Wibig, L I':_'__ Tli.' American Oril-Bchulwerk Association & & professional omgars- Paul Hallsted, N.M.
tditer. The Orff Echo: Caprice Lawless, Colo. zation dedicated 1o the creatlve waching approach developed by e o e
Editer, Reverberations; Jessie Vance, N.C. Carl Onff aned Gunild Bewtiman. 'We are united by our belief that music 3

Jil Peck, Calif.
Alice Pratt, N.Y.
Patty Reed, Calif,

Indestry Eegresentative; [udy Pine, la, and mevement - oo speak, sing and play; o lEen and undersiand:
Canlerence Commiftee Cham:; Vivian Murray, Mass, b0 mowe and creabe = should e an active and |oviul experienoe.
H0G Conference Chai: Donna Stavon, W.C Our mission is:

1007 Conferance Chale: Baren Medlew. Mass, 1) derncrstrate and pramole the valoe of O Schhwerk; Michael Roberts, Fla.
i3 Conlerence Chalra: Tosabe '|.’3|||.'E.. N.C. ® [ guppen prokessional development opponumities: aind Roger Sams, Chio
= i align applications of the Ol Schulwerk appreach with the - i
Diane Sabearin, K.Y changing reeds af American sociery loan Stanabury, Ky

The Orfi Echo Editorial Board

[ . l
Carlos Abril Carabyn Beckse Caral Erion Pam Hetrick Martha 0'Hehir ~ Alan Spurgess David Thactom  Marjie Yam Gunten
Carlos Abril {peer-review corcoordinator] cabril@momhwesteri.edu * Carclyn Beckie (posier arl poogian)
CarolynBeckieganl.com = Carol Erion [Botany 101: Eoots of the Wildflower) cerdon@arlingionk 12 va,us = Fam Hetrick
(media reviews) pamh@pop.interchange.ube.ca  Martha 0"Hehir (From the Classroom, Cracking Open the Voliumes)
Mawifragdaol.com * Alan Spurgeon (Portrait Series, Peer-review co-coordinator) aspurgeon]@bellsouth.net * David Thaxton

[professional development books) yoteechgpsbeglobal.net » Marjle Van Gunten (children’s books) marjievg@mindspring.com

Caprice Lawless, editor » 368 5, MoCaslin 7102, Louizville, OO S0027; Capriced CapriceLawless. com
* Wriler™s poielines mneitnbde forenple e ediiorind offiee » Grapivies by Glen Felamon

TllE Drﬂ EChﬂ E'MI mu- W seek articles on these topics as

they relate to Orff Schulwerk or to

Prr— CONTRIBUTOR' 5 broader areas of teaching and learning.
DEABLINE Editing and production 18 in process dor
Pam Hetrlck Intermational voices

some arikcles ome vear abead ol the
Winter 2007 Auzg 1, 2006 publication dare, [T one of these topics
arl Caral Erica appeals 1o you, please comtact the
= appropriate Editorial Coordinator soomn.
Spring 20T Ei.l'ﬂ]' IIIWH'EEI;IEHE & nﬁm}ﬂm’ DOt 1, 2006 Ao, antickes an opics ather than the
abave-listed may be considered at any time,
Carlos Abril iliie i of Before submitiing manuscripts, please
Summer 2007 L o O'Hehir P e Feb. 1, 2007 condact the editor for a copy of editorial
guldelines. We cannol guarantes the
§ whdicatiom ol amy submitbed material,
Fall 200 ﬂ%mg:mh The powrer of play May 1, 2007 B : s
The Orfl’ Ectin nuakes éevery effort to trace
mwnership of cogyrighted materials and
Winser 2008 m’: — "mmtﬂ Open subwmission Aug, 1, 2007 to secure permission from copyright
hiobders, [f there (s a quesiton regarding
: Alan Spurgeon . rwnership of .1I'I:|'.I1I.11I"'|'i.'!||. we will be
Spring 2008 .14 Marfle Van Gunten Qrif media: the volce Oct. 1. 2007 pleased to make the necessary correc-
DHMNS I 3N UPOOIMATNE 150,
Summer 2008 mllllmlhliwlllil Orff media: the word Feb. 1, 2008 Faw giehifelines or oefer ediborion
| guertes, ploase conrait;
Carlos Akl Caprice Lawless, Editor in chief
Fall 2008 o4 aariie Van Gunien Orff media: insirements May 11, 2008 368 8, MoCaslin 2102
Lomiswille, CO D027
Fam [503) pld-2768
Winter 2009 and I I“ll.nhm:l Ocff media: mavement Aug. 1, 3008 capriceif capricel awbess.com

&
Thee Ot Echo - Summer 2006




Ot

Instruments

II". " ﬁ- # I"..I

\ '\ Ask for your FREE copy of our full-line catalog of elementary

| - music supplies, including an extensive selection of Orff instruments,
| St ‘:5 \ by MEG, Studio 49 and Sonor, and all at puaranteed low prices,

-

i
|

|
|n.-|'"'_".-"

“*General Music Store «

The Stove for Music Teachers & Therapists Wo

A Divizion of The Woodinined & Brosseingd

e
- ;
o

4004 Technology Drive » South Bend, IN = 46628
Call: 800-346-4448 or Fax: 800-266-5962
Order online anytime at wwhw.com




The President’s page

ith the

advent of

SuUmmer’s
less hectic sched-
ule, we can take
time (o be

Sue Mueller  pepewed by profes-
sional develapment apporiunitiss
and by spending time with family
and friends. 1 take this time to
reflect on the strength of our orga
nization's teachers and leaders.

Every one of us is a member
of 4 unique team. As a team, we
share the responsibility of caring
for the Schulwerk, the American
Qrff-Schulwerk Association and
each other.

An effective membership that
waorks as a team is one that con-
tributes ideas and solutions while
recognizing and respecting the
contributions of all, actively shar-
ing our talents and skills. This
open sharing is most valued in our
organization and empowers us (o
move forward in a healthy manner.,

Creative input from a variety of
member perspectives is the hasis
of growth, effective problem-solv-
ing, and the ability to see change
as a positive apportunity. The indi-
vidual talemis and creativity create
a climate of trust and honest com-
mumnication, An effective team
shares jovs and success as well as
change and conflict, There will
always be change and we will
experience conflict. Effective con-
flict rezolution results in clarifica-
tion of important issues and builds

Greetings friends

by ADSA President Sue Mueller

Eﬂﬂp?rﬂ[iﬂ-n amm:g ]]11:I]]].IIJIE.
We learn more about each other,
develop understanding and
authentic communication skills,
Thus, the organization grows to its
full potential

Dur widely divergent skills and
backgrounds work clogely together
to stay focused on the present
tasks and future goals. It takes
every member fully participating,
contributing ideas, challenging
conventional ways of doing things
and asking questions. Without the
enthusiastic participation of all
members, a group iz just a collec-
tion of individuals,

The unique skills and view
points we bring (o the organiza-
tiom are crucial to the success of
our mission: to demonstrate the
wirleee of Orff Schuluwerk and pro-
mode s widespread use, o sup-
port the professional developrmert
of our members and o provide o
forwm for the cortinued groart
and understanding of Orff
Schutwerk thoat reflects the diversity
in cordemporary Amerioan society.

As we advance toward the
future in a changing global con-
text we seek ways to increase flex-
ihility and effectiveness, promote
arganization commitment and pre-
pare us for the fuiure 10 ensure itz
success. [ invite you to share your
skills and alents, promote the
organization’s mission and con-
tinue vour enthusiastic participa-
tiom in the American Ocff-
Schulwerk Association.

The Onff Echo - Sumumer 20006




Remember the difference SPOTLIGHT
that special music teacher M@
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Lyons Student Recorders

Fopivie Soprans Faroque Recosder in Blue, Green or Purple.

Only 52'.?9

i i e
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these 2 octave, 3-ploce plastic recorders Seatare precise response, controlled Bakers Dozen
intoecation and unequalled resonance, Available with either Baroquee or Buy 12— Get One Free!

German fingering and donble bosng lor CF and DW. Comes pecked ina
handsame, werproal carrying case with cdesning rod and fingering chart.

Only $ 49
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Also |
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-
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Call
for your FREE Lyons Q

music supply cataleg! ~—

1.800-292:4955

Visit our website at www.4lyons.com
E-mail info@4lyons.com




Artful lessons by design

it that makes a lesson an artful expedence from the

memment the children walk in the door until the Lasi
aound vibration and movement is stilled? We know our
students needn't wait for a final performance for the
transcendent, amful experience 10 occur. The learning itself
is art. We asked writers to consider their personal encoun-
ters with these artful moments and to describe the thinking
used in preparation for the lesson,

One common theme among the writers is the intention
behind their planning. The ariful exploration of their
students is not a happy accident; it is the lowering of a
thoughtful process that grows from seeds purposefully
planted  Another common theme is the way in whirh
artful fearming twuches children deeply = bevond an
enduring understanding of music and movement concepis
- it puts children in touch with their spiritual selves.

What do we mean by the word arifid? Is it the same as

T he focus of this isswe began with a question: 'What is

The Ot Echo - Suemser 2006

by Marjie 'i-’.rm Gunten and Martha O° Ht'h:r

crtistey? 15 it the same a3 arfisic? How does it relate (o art,
1o @erisan or 1o amizr! The Encarta Dictionary offers us
some definitions:

Art: the creation of beautiful, thought-provok-
ing woarks

someone whao is skilled at an art or crafi,
or lask

the creative ability or =kill of an artist, or
the expression of this

Arthul: ner clefindtion

In this issue, writers offer inspiring examples of the
artful aspect of weaching. From their examples we may
deduce a definition of artful: the potential to create and
behold thoughi-provoking beauty and to touch the human
apirit. May these collected insights from vour colleagues [l
vou with a fresh desine for adistry, artzanship and for ar-
ful lessores by your design,

Artist, artisan:

Artiztry:

summrl FPC GiAOSA
i' uiuinn lu_lhn'.;ﬂ flllms |

gl '-_muwsm_ ,snnuimsmpfj
Training-anid Frummii;‘_
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Maracatu rhythm and Escravos de Jo instructions

[ the Spring, 2006 fsswe of The Orff Echo, two
items were inadvertently omitted from the story “Boa
Viagem: A good journey brings the Schulwerk from
Bochester 1o Recife,” :

Hete are the rock-passing game instructions for the
"Escravos de 16" which appears on page 10,

Here also is the chythum “Maractu” by Mary Helen
Solomon, described in the caption beneath her compo-
sition “Lampido” from page 13

— Eidikew

Slaracaru |
.L..::ili'rl::l:l.ll: ||;!. - - r r.r_ ..... .r - . —
. [ p el R R “
sl i ] o e 6 0

Rock passing game:

Measures 1-4 Fass on downbeal

Measure 5: Tira {take the rock)

Measure & Bota {put it back]

Measures 7-9 Point on ihe beat

Measures 10 - 11: FMass on the downbeat
Measures 12 - 13: Back and forh without pass-

Ing “ZIgEY ZIEEV Rag”
Repeat measures - 17

Pronunciation Guide

Escravu de zjo. Ejogavam Cashanga.

Teera, Bota Dehjo Zambele feecah

Gehayroosh con gehayroosh fazehn zeegy zeegy zag,
Gehayroosh con gehayroosh fazehn zeepy zeagy zap

Translation

The slaves of Job were playing Caxanga

Take ong oui, Put one hack, Let Zambele pass by.
Warriues with warriors are making Ziggy-ZIggy-Zag.

| Cocaregd is a game and Znmbele is a girls name. ]
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Portrait Series:

Mimi Samuelson

by Nancy Paxcia-Bibbins

members of the Orff Institute, the reason more peo-

ple don't know aboul recorder 1eacher and per-
former Mimi Samuelson iz because;she usually pre
ferred 1o remain behind ihe scenes. She described the
modesl Samuelson as “a secrel diamond.”

“Everyong who has been in touch
with Mimi never forgets her classes or
what she has done for them,” Haselbach
recalled. She deseribed how Samuelson
prepared music “lor every technical ability
and was inventive.” Because she was sensi-
tive 1o the dance, Samuelson inspived her
ensemble students, Haselbach said, “to feel it
in their bones.”

Samuelson taught recorder at the Institute n
Salzburg for 24 years and in the Ol summer stud
ies program at the Royal Conservatory of Music in
Toronto from 1966 to 1972, She also taught Tor
Canadian Amateur Musicians Musiciens
Amateurs du Canada ({CAMMAC), performed
with Mario Duschenes and played with a
Barogue trio. She contributed several original
composilions 10 the American edition of Ortt
Schulwerk, including “Kukuriku: Hebrew
Songs and Dances,” and wrote and translated
numerous arlicles for Orff publications. She
has touched the lives of many of our promi-
ment Orff leaders.

Author Jane Frazee praises Samuelson's skills
as both teacher and musieian.,

“pimi iz very careful, and has a nondirective
style of asking = not telling - her students, what to
do,” said Frazee,

Hilde Tenta, one of the first recorder teachers at
the Ofl Institute, related how Samuelson came (o
the institute as a student and remained as a

A coording to Barbara Haselbach, one of the tounding

12




teacher. According o Tenta, when
Zamuelson arrived, she was already
known as the recorder teacher in
Canada. She told Samuelson:

“¥oul tell me how you teach; [0 tell
vou how | teach,”

However, Samuelson Insisted that
she was just a student and had come
12 learn from Tenta.

"She was very careful, sensitive, 1al-

ented and inspired,” said Tenta. "She
was an excellent, intultive Qrll
teacher: one of the few recorder teach-
ers 10 make people improvise from the
very beginning.”

Ulrike Junmgimair, who taught at the
Institute from 1970 to 2003, described
samuelson as the most modest person
she hasz ever met, although her talent
in concert was amazing and her abdli-
v 1o improvise was incredible.
According 1o Jungmair, her students
loved her very much as a teacher
becanse she not anly plaved the
instrument bul maintained the princ-
ples of Orff Schulwerk,

Caroles Stewart, former AD5A presi-
dent and current Dean of the
Preparatory Division of Peabody
Institute, has known Samuelson as a
student, a colleague and now as a
close associate, She portrayed
Samuelson as a highly respected, won-
derful musician who is nonetheless
very quiet, low-keyed and very humble,

Duoreen Hall, one of the first o
study the Schulwerk with Orff and
Keetman and former director of Orfi
Studies at the Hoyal Congervalory of
Music in Toronto, remembered
Samuelson as a teacher in her pro
Erau “Her guiel toaoer, lowve of ihe
work and capacity to draw students
together in harmony = playing long
after classes were over for the day -
was quite outstanding,” zaid Hall,

Career development

Samuelson was born and raised in
Burlington, VL., in a home filled with
music, Her mother, an accomplished
pianist, taught her basic musical
concepts. Eventually, she ook plang
leszons but she didn't really like
them. In junior high, she wanied 1o
play in the band, so she studied flute
for a few years,

As a beginning recorder player,

The OfF Echo - Sumemer 2006

samuelzon was primarily seli-tavght.
She listened to recordings of Carl
Dodmetsch in her childhood and
learned and memorized all the pieces
that he played. It was her introduction
tor art music for the recorder.

She attended the University of
Vermnont, where she carned a liberal
arts degree with a majpor in music and
minar in language. She added educa-
tion courses 10 be certified to teach
music in Mew England.

Teacher and perfarmer

Samuelson began her career teach-
ing kindergarten through sixth-grade
general music classes in Connecticut.
She also plaved recorder in a neigh-
boring town with music supervisor
Lloyd Schmide and his consort music
group. It was a iremendous learning
experience for her, she recalled,
because the group knew the literature
and the sources, 11 wazs while playing
with the consort that she mastered
sight reading,

“If you got lost - tough!”®

Samuelson recalled.

While in Connecticut, she received
a hrochure advertising a workshop lad
by Doreen Hall at the Hartt College of
Music. In 1960, she attended the
wiorkshop and met Hall, Hall remem-
bered S3amuel=zon's first day, finding
her alone experimenting with instru-
meniz, She recognized how
Samuelson, “from the beginning,
attracted fellow students, and soon a
amall group assembled with her o
work together on assignments.™
During the workshop, Hall ashked
Samuelson if she knew some of the
professional reconder plavers in
Montreal, and Samuelson decided then
and there 1o move to Montreal.

She also went to the CAMMAC
SLINLTIET Carmpr b el Mani
Duschenes. Samuelson described this
time as the "beginning of my so-called
professional career,” Samuelson per-
formed duets with Duschenes and
played in a quariet. 5he worked as a
freelance teacher, and after taking an
O course, wound up using

New England Dancing Masters
" Music for Dance Series

By Ty - K b1 e Thnia

W AEAHAE BRani] EEE Riiaj e

#Hyw Leaansnp Posdess Muibin #

Aray T R REEL

Any Jigor Reel s the
second in NEDM's
Music for Dance CD
series, recordings
of jigs and reels o
use whenever the
dance instruction
calls for ‘any jig or
reel’, MEDM's own
Andy Davis

{accordion) is joined by two of the finest dance
musicians in the country: Becky Tracy (fiddle) and
Keith Murphy (piano/ guilar/lool percussion)
plaving 12 medleys of jigs, reels and waltzes.
This is great American dance music with a French
Canacdian accenl, Listen to it on our websile.

Your seary arcer by ereafs cord divecaity off
apr wielasife ) werwdancingnasterscom

$17 ppd.

far sernd e feek o0 pewey enreter Iee:
MEW ENGLANTD DAMUTNG MASTERS PRODUCTE NS
41 Woest Stroet * Bratthebors, VT 05501
BI2-X57-1819 » InfoEdancingmasters.com
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Duschenes’ studio o ry oul some of
the teaching technigues.

In 1962, Doreen Hall and Armnld
Walter invited Carl Orff, Gunild
Eeetman, Wilhelm Eeller, Lotte
Flasch, and Barbara to present a sym-
posium and course on the Orfl
Schulwerk at the Royal Conservalory
of Music in Toronto, According to
Samuelson, her interest In Schulwerk
really began there. She continued
working and teaching in Torente and
Montreal. In 1966, Hall invited
Samuelson 1o teach reconder for the
three-week summer Orif class pre-
ganted by the Consarvaiory,
Samuelson would continue teaching
recorder in Ocff programs for many
years o follow

Samuelsen tauglo classoon nsi
briedly in Wesl Izland, Montreal, bt
she would have had to become a
Canadian citizen and relinguish her
American citizenship o continue.

Meanwhile, a significant part of her
professional life had become her
invalvement with CAMMAC, an edu-
cational non-profit institution, 1 was
through that erganization, according
to Samuelson, that she learmed the
true meaning of the word, amater
(lover) of music, She uzually taught
two or three Orff classes, two or
three recorder classes, and up to
three aduli classes,

In 1964, Samuelson became music
director for Ars Musica Montreal,
which developed Inte a branch of the
American Recorder Society. Later, she
served on the advisory board of the
Society. In Montreal, Zamuelson mel
a gambist and harpzichordist with
whom she performed as the Barogue
Cligmibey Flayers, Her colleagues in
mMontreal were the first 1o inform her
that there were actually such things
as recorder teachers. While she did-
it study privately, she ook some

classes with Duschenes and attended
many workshops.

Moving to Salzburg

While Samuelzon was leaching
recorder at the Royal Conservatory,
she worked with Traude
Schrattenecker, noed Ol movement
instructor from the Institute, Inspired
try Schrattenecker, she decided to
increase her own knowledge of the
Schulwerk by studying at the Institute,
Sehrattenecker encouraged her,
reminding her that all she needed was
the movement,

Doresn Hall urged Samuelson to
study in Salzhurg. Hall “was the one
who gave me the thought that per-
haps 1 could move 1o a place where
thers was more activity in this ares,”
she recalled.

In 1972, Samuelzon informed CAM-
MAC that she would be gone for a
year to take the Special Course in

Samuelson troght for Conedian Amatear Musiciens Mosiciens Amalenrs di Caneda (CAMMAC], performed aith Mario
Dupsehenes and pleyed with a Baroqee irio. She contribened several original compositions fe the American edition of Orff
Schadmerk, inchieding “Kukuriky: Helrewr Songs ard Dapces,” and wrote and transdated ruomerors artécles for Orff publicarions.
She has torched the Fees of moay proaneieen O Schaliverk lenders,
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Salzburg. At the end of that year, Lotte
Flach left the Institute, and Hermann
Eegner, the Institute director, persiad-
ed Samuelson to stay on for a year as
a teacher, Thus began several one-year
extensions, until Samuselson decided to
make Salzburg her permanent home,
Doreen Hall commented, “1 was very
SOITY 10 lose her to Salzburg,”
Her assignments at the Institute

included teaching recorder, improvisa-

of the early Toronto Ocff classes,
commented on whai an exceptional
medel of good tone and artculation
samuelson's playing was for her
and all the sther students who siud-
ied with her.

Discussions with former students
Others who studied onder her (ue-

lage include Bob Amchin, Cora

Bigwood, Steve Calantropio, Kevin

tiom, conducting and
Orll enzemble,
Ewentually she concen-
traled on recorder,
which was her forte.
She continued to work

ds d pertormer, present-

e sessions at confer-
ences in e Dinited
States, and giaved con-
nected with children in
once-a-week teaching
sessions in the nearby
town of Teisendorf,
Germany. Samuelson
“officially” retired from
the [nstitute n 1997
and mostly stopped
teaching in 2000,

Her approach to
teaching recorder
T Samuelsen, the
enjoyment of playing
music was extremely
important. She also
felt that “teaching
should be encourag:
ing. and not discour-

She would
make a list of

what she thought

her students
should know,
but the most
significant goal
wars that

they were
finally

having a
satisfying
experience. She
emphasized
developing ‘a
good concept of
what a recorder
can sound

like - should
sound like.

Dovwnie, Lindslee Herr,
Susan Wheatley, Linda
Adams, Marilyn Perlmutier
and Shirley Cahn. Mamy of
these former students have
become highly accom-
plizhed performers, teach-
ers, amdfor clinicians,
themaelvas, They all leshiy
i the impact Samuelson®s
teaching made on them.

In learning to play
recorder, both beginners
and accomplished players
discussed how insightiul
Samuelson was in analyz-
ing and challenging them
at whatever level they
arrived in her classes.

Kevin Downie com-
mented that he came nio
her class fairly facile with
iz soprang recorder, but
he had been able w get
away with plaving other
Ingruments by ear
According to him,
Samuelson “picked up
right away™ on his comfort

aging.” Thinking in
pusilive wrms was
critical 1o her teaching. Shirley
Cahn, one of Samuelson’s students
in her first recorder class in CAM-
MAC, recalled how Samuelson
encouraged them “to find satisfac
tion in even the smallest successes,”

Samuelson described her teaching
as intuition-based. She would make a
list of what she thought her students
should know, but the most signifi-
cant goal was that they were finally
having a satisfving experience, She
emphasized developing “a good con-
cept of what a recorder can sound
like - should sound like,”

Carolyn Tower, who attended one
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with the zoprano and his
need ta learn the other fin-
perings. Lindslee Kerr was a young
student and new 1o the recorder when
she began with Samuelson. At first,
Kerr “had a hard time taking it seri-
ously,” but Samuelzon “was extremely
patient.” When Eerr began her gwn
teaching she “realized the zolid
groundwork that was built with the
experiences with Samuelson.”

Her influence on generations of
teachers was extensive. Seve
Calantropio noted that his experience
with Samuelson was his “first recog-
nitien of recorder as a fine instru-
ment.” He wenl on o develop a
recorder program with his siedents,

leading o invilations to play in siate
and natipnal venwes, Rob Amchin
remembered that one waz "nol hil
over the head with a, b, ¢, d, ¢ of
teaching,” but “she had a great
impact on eaching me what good
teachers did for their siudenis as
peers and a% musicians.”

Samuelson no longer plays
recorder, because she has developed
tinnitus, affecting auditory responses
to high frequencies. She continues
her involvement with music, howev-
er, a5 she takes viola da gamba les-
sons and plays in a gamba consort.
She remains connected with the O
Institute, as assistant to the direcior
of their Special Course (offerad bian-
nually to the international teaching
community ). She s In demand for
translating much of the Institute 1it-
erature from German 1o English, and
she works as a freelance translator,
as well, She goes (o an exercise
class and to an Orii class for sen-
iors. Samuelson says that she is
enjoving the area and enjoys sea-
song of cross-country skiing. Mot
only that, she is learning 1o juggle!
She remains as creative in her retire-
ment as she has been in her profes-
gional life.

Mote: Al of the above information
wars callected dirtng the year 2004,
from direct Interviews, corresport-
dence and conversations with the
people cited.

ey Foxcii-
Bibbins, associote
professor of music ol
Muassachusens®
Bridgenvaner Shate
College, is coomdinator
of music education and directar of
the college’s Ol sunmer program.
She s certified in Ol Schuluserk
ared fas been studying recorder
uAth folin Tpson for the st four
vears. She fravelad to Salzburg in
2004 to meet unth Samusizon and
to e as minch as possible from
her about teaching recorder using
the OnfT approach.

Write Paxcla-Bibhing an
npxciahighbridgew, edn
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Rethinking curriculum:

from activities to instruction

When my

planning is driven
by my ‘“To Do’

list, all the reasons
I wanted to teach in
the first place

are sometimes
pushed aside.
...When I remember
that the needs of
the students must
dominate the

plan, I find the
work becomes
relevant again.

16

oriented setting. Daily, we face

this gquestion posed w0 us by #u-
denis, colleagues and sometimes
aminisgirators: “What are we going o
i today? ™ But if we let the doing in
activity-based lessons fake precedent
over a thoughtfully and sequentially
prepared corricolum, we've nver-
looked the core questions in teaching:

= Wiy have we asked our siudents
to engage in this work?

T-ﬂ.‘mhorﬁ always work in an action-

# foqe will we guide their learning

effectively?

Without sufficient thought given
i wehy and fowr, we perpetuate ihe
mistaken impression the arts ane
nothing more than a diversion, $prin-
kled randomly through the busy lives
of our students. Furthermore, with-
out consideration of why and fow
our forus is ton easily shifted to
udead - thus emphasizing the prod-
wel, leaving the more critlcal issues
of process behind

To address the larger questions, we
must zhift the planning paradigm (rom
a lesson-to-lesson framework with
performance as a goal. Instead, we
musi employ a wider focusz, framed by
bigger ideas. That larger vision
includes student growth, deepened
understanding, and ultimaiely, an
informed and improved performance
A% A natural oucomae,

A curriculum conceptually organ
ized allows ihe teacher 1o approach
instruction from an expansive van-
tage poini: a broad selting offering
the construction of a multitude of
skills and knowledge, This offers siu-
dents a varlety of rich artistic chal-
lenges, prompting them o discover
and build musicianship. Concepiual
planning and teaching reach beyond
topics and themes o genuine under-

by Susanne Burgess

standing. Planning like this is a natu-
ral partner with the Orff Schulwerk
process. In Orfl Levels traiming,
teachers explore several processes
guiding students through the experi-
ential framework of play, imitation,
exploration, improvisation and com-
position. In this active setting, the
goal is to nuriure aclistic £xXpression
in all stwdents, and to celebrate the
diversity of the creative process.

Conceptually organized curriculum

Elements of music can he consid-
ered content-specific concepts uselul
1 organizing instructlon. These ale-
ments are the essence of what we
want students o know and be able 1o
do in music. A thoroughly developed
lessom gives students multiple oppor-
iunities o engage in these elements
through many musical processes,
There s a difference, however,
between teaching skills and guiding
students to develop a deepening musi-
cal understanding,

I can organize my lesson around a
particular skill that [ want to build in
oy studentz, For example, 1T my thind-
grade students are ready to study syn-
enpation, 1 may chonge a series nf
wirrks that allow them o explore an
eighth-quarter-eighth rivthmic figure
through listening and moving, speak-
ing and singing and playing instru-
menig, 1 may alse provide many
opportunities for students to explore
and improvise through this rhythmic
figure. This approach woarks well
when isolated =kills are the goal of the
instruction.

However, i 1 want my studenis 1o
build a deep understanding of rythm
[how it works and what it's about) my
goals will be reframed if [ ask moyself
these why questions:

Why dowes a shifting accent
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change the endive feel and movement
of the pleced

Why &5 an artfielly placed synoopeat-
ad riiythm so powerful?

Wity dows the Fleprhmide framerark
af a piece change the fmpact of s
mefody - or lerponds s

Wiy dio composers uillize this
rhptha, amd o will 1 speak through
my music!

With these bigger ideas in mind, the
goals of the lesson have shifted. [ may
still dig into the nitty-gritty of waching
riwithinic reading, but through the
questions ['we posed, my students will
be challenged to explore beyond the
surface of the skill. They will develop a
working knowledge of rhythm that will

—

OfT Sofumliers

continue o develop beyond the con
text of this one lesson. Now my lesson
plan has evolved from a checklis of
activities into a more fluid, student-
directed, purposeful exploration. The
nexl step in the planning process is o
identify the sequence of my lesson pro-
cedures. BMow it's ime o ask these
himr guestions.

Hene will sy stpdenss engage in the
activities of the Schulwerk so that their
riyptiumic wrederstanding i deepened?

How div [ develop the fundamental
skills necessary for studends o e s
cessfud in this waonkd

How do [ fap fnto the stodents” prior
knoudedee to build success?

How can | provide themn with o

techers bearn fow to gride stodenes throngh the experieniinl foemesnerk of play, (mdurton, explomiion, improwi-

devslopmenially appropriale sequernce
af inatruction that will lake teemn into
the hiphest cognitive donains?

Bloom's Taxonomy

In 1956, moted educator and
researcher Benjamin Bloom {191 3-
19499 published his Taxonomy of
Educational Objectives. His seminal
work provides a practical framewaork
for r|_|r|11|_||._|f_|||;_.1 lesson olyjectives,
designing relevant evaluation tasks
and planning effective instruction, His
cognitive faxonomy progresses through
six hierarchically ordered processes of
increasingly complex levels. The
processes of the Schulwerk align heau-
tifuilly swith Bloom's work.

srtion and compasition, “Tn this eetive setting. ™ writes Birgess, “the goal {5 fo nertere artistic expression i aff stadenis, and o
cefelie tlae diversity of e creaiiee inncess.
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Burgess employs Blopm 's Taxonmny of Educattonal Ohjectives, as well as the principles of Oeff Schnfuerk, b develop lesson

plans, "With these bigger ideas fn mind, the gools of the lesson have shifted.”

* sl writes, OF may seill dig into the pitp-gritty of

femching riopthuie reading, e throrgh the queestions [ee posed, my siudeiis il be challenged o explone beyond the surface of
the skill. They will develop o working knowledge of rhythe thar will continue to develop bevourd the combext of this one lesson.”

Furthermone, when | organize
instruction through these tools, the
concepinal understanding of my 2tu-
deniz is evident. The careful salection
of repericire becomes the foundation
through which the taxonomy guides
conceptual understanding.

Knowledge
Enowledge is the heading Bloom
usad 1o identify the first - and Tunda-

1&

mental level - of the taxonomy, This is
the entry point for your instruction. Al
this level, new information is inloe
duced 1o the students, and they
engage in the activities of defining,
labeling, listing or reproducing, Fo
teachers of the Schulwerk, this is the
May-and-imitate phase of our lesson.
In planning for this stage of the learn
ing sequence, the teacher selects musl-
cal models that intreduce students o a

specific musical concept. For example,
children may be introduced 1o repsati-
tion and contrast by playing a familiar
singing game composed in an ABA ol
AABA form. Their engagement
becomes an lustration of their cogni
tive understanding, so that when the
teacher poses guestions about the
form of the piece, the children have
experiences from which to draar their
answers, This is where the teacher
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introduces key vocahulary, and models
a variety of ways to represent musical
form: letter arrangements (A B A); plo-
ture arrangements [ S W5 ) move-
ment choices [walk/jumpy/walk), eic.

Comprehansion

In the comprehension phase of the
taxonomy students develop an under-
standing of the new idea presented in
the firsi phase of instruction. Often wea
hear teachers use the phrase “check
for understanding” when they bring
students 1o this level of cognitive
development. They may ask studenis
to expladn, summarize or deronsirate
their comprehensgion. At this polng in
a unit on musical form, students may
use icons o represent the formal
structure of the singing game they
know so well.

Application

Application is the third level of
development in Bloom's taxonomy,
and it aligns with the “imilate and
explore’ experiences 20 Important to
the Schulwerk, When students reach
this level of understanding they are
able to use the rules of their mew
knowledge in a new setting. They can
interpret, iranslate and apply rules,
using new material, At this point in
the unit, the children are challenged 1o
identify and create representations of a
new piece. Given an unfamiliar work,
are they able to identify the repetition
and contrast and represent it through
movement improvisation? Can they
keep a steady beat on the hand drum
with each repeated A section only?
This is a e coples Lashk demand-
ing mastery of the comprehension step
already described. Students may stall
at thiz stage if they are asked only to
recreate the works of others

Analysis

When students reach the analysis
level of cognitive development, they
are able o focus on the pants of some-
thing, and understand their functional-
ity within the whole, At this level, we
ask students to compare, categorize
and examine the details of a work,
Drawing on the form unit as an exam-
ple, the teacher may ask students to
identify contrasting sections of a new
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plece, and then create movernent io
illustrate the sections. To do so
requires an element of analysis, 13
gsimply another application task if siu-
dents are merely identifying differ-
ences. At this point, the challenge
becomes not only to identify the dif-
ferences, but to consider the relation-
stip of the parts tw one angther and 10
e whole. In puided discussion, [
might pose deeper wrhhy guestions to
urge my students (o think abowt form
beyond the application stage of under-
standing:

Why does the ending of the B sec-
diwt Bog 1S [0 FETEI (0 A7

Why does the restful retam of the
torc npeke @ suifable ending for a
compsition?

Why arc artfuilly placed repeaded
phrases so powerful!

Why has the composer chosen fhis
arrangement (AABAY and not anotier
[ABA]?

Wi does “tomeing back” te some-
thing familiar help to create an ending?

By posing these important why
questions, [ am modeling an essential
aspect of musical thinking: reflection. 1
wani my students to be able o pose =
and answer - questions like these for
themaelves, and for those of us lucky
encugh 1o be their audience, Through
this kind of prompiing, | am preparing
my gludents to think more deeply
about the musical choices they make
and to articulate them for their peers,
Building the skills of a reflective artist
is vital. Practicing those skills at each
slage of learning is critlcal, therefore,
if 1 want to prepare my students to
become cffective composers and
thoughtful audience members.

Synthesis and evaluation

Synthesis and evaluation represent
the highest levels of cognitive develop-
ment in Blopm's taxonomy. [ is
through these operations that studeniz
demonstrate their deepest understand-
ings of what they have learned. This is
where we Orff-Schulwerk teachers livel
Every time we challenge our students
L improvise, compose, critique, refineg
and rehearse, they are: engaging in
these processes, This work goes beyvond
simply memorizing repertoire presented
by the teacher; it is the process-driven

wiork of the siudenis, Synihesis-level
understanding requires that students
create something new, based on their
newly acquired skills. Invers, creaie,
and compose are verhs associated with
this level of undemstanding. At the eval-
vatien level, students have the tools,
the vorabulary, and understanding 1o
make judgments hased on information.
This is more than an “I-like-it because
it-gounded-cool!™ response; it is an
Informed evaluation of a work hased
on specific criteria.

A synthesis-level task is incomplete
without the accompanying evaluative
step. Because evaluation is a process
aszociated with the cognitive domain,
we are unaccustomed 10 applying it 1o
the creatlve process. Usually, creativity
& 2 procers understood through the
affective domain, and 50 has tradition-
ally been untouchabls in regard to
assessment, Bloom would likely dis-
agree with the idea of the creative
process being wacant of judgments in a
classroom setting. On the contrary,
when students have practiced using
the tools of Bloom's taxonomy thay
are adequately prepared, in fact,
reqquiired, to make informed and intelli-
gent judgments that continue to deep-
e thelr understanding. Those wiy
questions have now prompled fowe
Quastions,

As a final, summary task, | may ask
students 1o create a composition in
which formal considerations are the
goal. I establish the criteria for the
composition before | ask students Lo
begin their waork, 1L s this criterion
that frames their work, and focuses
the reflective discussion after their
performances. To guide the discus-
sions, [ never include phrases such as,
“Did you like it#* or “Which one was
better?”

Rather, [ ask, “How does this com-
position meet the criteria established
for the work?” or "Describe for us why
vou made the choicez you did.” To
guide students' reflective thinking
toward the composition - and not the
mmpnsers - is my godal.

Words like criticism, evaluation or
judgment have always been difficult to
manage with ztudents when we want
to nuriure risk-taking and the ability
12 be open to the creative process. The
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practice of reflection throughout the
activities of Bloom's taxonomy builds
confidence in students so that sharing
their own waork becomes a condinia-
rion of the leamning process, not the
amd prodicr of the work, As we falk
about each performance and ask the
composers 1o reflect on their works,
those iy and fowe questions can be
addressed, The students have rizen 1o
the evaluation stage of understanding
when they can pose periinent ques-
tions of their peers, and when they
can articulate their musical decisions
with understanding,

showing pieces for one another
cannot be a one-time-only event, if my
#oal is 1o nurture their process and
take them beyond the momeni of per-
tormance. When students have fre-
quent opportunities 1o share their
compositions for peers they are able i
self-evaluate, refine and rehearse their
pieces. This allows siudents and
teacher alike the opportunity o learn
and 0 grow.

As 1 reflect on my own praclice
through thiz unit, [ can eazily answer
the question, “What have we done
owver the past six weeks?" The students
engaged in all of the processes of the
Echulwerk in thelr exploration of form,
They answered the important ques-
tiona. Through their compasitions,
they engaged in the work of real musi-
ciang: they became composers.,

Leszon-planning can become the
wet blanket of our work. It can feel
overwhelming or ton contrived, When
iy planning is drven by my “To Do”
list, all the reasoma | wanted to teach
inn e fiosl prlace aie soonelionss
pushed azide, The jov of the explo
ratipn may be lost in a fog of pres-
sures created by outside expectations
(testing, administrative review, per-
formiance expectations, etc.], When 1
remember that the needs of the stu-
denis must dominate the plan, 1 find
the work becomes relevant again,
Whether | decide to stay with this
concepd for the next few lessons, or
come hack 10l in a month, 1 rellact
on the work of my students, In 8o
doing, | am able to plan effectively:

Howr luzve thatr commpositions reflect-
ad their grounth and andersianding of
the concepl?

20

Hour diid their reflective discussion
illwminate misundershandings Hhat [
need 1o address i the mext lesson?

Have they demonsirated masiery of
the skills and knowledge recessary o
preware iem for the next srepd

In which skill areas do my students
nead more time and praocice?

Howr casne T revisit hese sKills
theroeigh mewr martertals, rodalitfes or
processes?

When a concepi-driven curriculum
meats the Orff-Schulwerk process,
great things will happen!

Spsanne Burgess has
foergiel rruesic fn pullic
and private schools, can-
seriatentes oned contin
ity organizations, She is
o past president of the

Memphis Chapter of the American Orff

Schulwerk Assoctation, a regiomnal
iorkstop leader for ADSA, and a
nationad conference presenter for
ADSA and other sational masic edi-
ciation orpanizations. She teaches af
the University of Termnessee af
Clatareooga ared i cirrenily af work
o the PES arts educarion series, “The
Arts in Fyery Classmoom,”

Write Burgess ar
shurgessifptennessee.edn
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Nurturing expression, understanding,
and artistry in the Orff classroom:
a celebration and a challenge

Your students

carry with them the
joys and satisfactions
of the opportunities
for self-expression
you have provided.
You are doing great
human work.

The Orff Echo - Summer 2006

rff Schulwerk practitioners share
u a proud history of almost a hali-

century of musical accomplish
meni, Cur philosophy has provided
musical inspitation and personal ful-
fillment to teachers and their students
for mearly a third of the years that
music has been taught in American
schools, Much of this success is due to
the child-centerad skill developmeni
that has been so welcomed by teach-
ors eager o have their students leamn
music by making it

Building on this success, 1 invite

you to go beyvond skill mastery to con-
sider a broader conceptual contest for
your work with students. We acknowl-
edge that they learn by doing, that
their skills are developed by manipu-
lating musical materials in 3 suppon-
ive environment, Attaining some level
of expertise in movement, singing,
playing instruments, and recorder has
enabled them to enjoy panicipating in
tnusle activities, Now it is lime 1o con
fromt musical elements that are humi-
nated by, yet go deeper than, skill
competence. What general understand-
ing about musical elements can be fos-
te=re=d o a siven il actviny? How will
engaging in concepiual activities thai
challenge their ideas about music
open up new dimensions of the sub-
ject! How can their musical lives be
enriched by applying skills {0 elements
for expressive purposes?

Enriching Orff practice:
linking skills to elements

As every Orif teacher knows,
process teaching in an Odff classroom
involves analyzing and presenting the
constituent elements of a plece of
music o demonstrate how it works,
Identifying these elements: pitch,

by Jane Frazee

hythm, structure, texture and color in
an expressive contexi facilitates
improvisation, Such expressive ele-
menis as tempo, dynamics and articu-
lation are not considered separately,
but are fundamental to all exercizes in
which the students are engaged.
Mastery follows discovery because pe
forming and improvising require skill
competence o realize musical ideas,

With a clear focus on elements, we
invite students to discover how music
works. This is an inductive approach
for OFff teachers. Stedents ane given
countless examples from which they
can infer general principles about the
nature and substance of musie, Az they
become familiar with the elements, a
wirld of sound unfolds that they can
understand and manipulate, The power
o express joy, aadness, reverence,
whimsy and countless other emaotions
in their own improvisations amd pieces
is mow available to them.

Despite requisite skills and carefully
selected material presented 1o enhance
understanding of music elements,
activities are insufficient to promate
leaming. Asking your students to
artbculare winar they have done and
why is essential to their learning.
Developing a habil of questioning will
serve wou well as you assess the effec-
tiveness of individual lessons and,
indeed, your emtire curriculum.

Skill to understanding: an example
Lat us assume that you've observed
an Orff teacher who has taught her
students to play the O standard,
“Ding Dong Diggy Diggy Dong™ by
rote. They have acquired the requisite
instrumental skill to play thiz piece
with pitch and rhythmic accuracy. In a
followr-up lesson the students are

21



asked to zing a song they know from
childhood {"01d MacDonald Had A
Farmn™). When the students are asked
to compare the pitch material of the
first measure of the instrumental piece
(d'" s LIII s) with that of "0ld
MacDonald” (d* o o 5 [ 1 5], they
find a relationship between the two, In
this case, instrumental skill has been
succesafully achleved, hut melodic
comprehension has nod.

How would a teacher who wants to
address both skill and
understanding proceed?
The pitch material of the
first measure of each piece
(d' 5 I 5] might be pre-

Students will
remember

particular, am | attempting o teach in
this lesson and why am 1 teaching itf™
helps to refine the selection procedure.

I. Songs. 1 suggest that a principal
role of music educators is to be
culture bearers: to transmit the
rich falk-song herllage of the
Untied Siates, joined by the tradi-
tional music of our growing
immigrant populations. The cata-
log of the World Music Press® is
a good place 1o begin your

search for songs from

Africa, Asia, Europe,

Latin Armnerica and the

Caribbean, augmented

and enhanced by

sented arhythmically. The what your  selections from music
first measure of each piece 1 sories textbooks. This
notated above reveals that teach them - material will be sup-

the piich direction is the
same in both cases, mov-
ing down a fourth, up a
step, then down a step.
However, it is the disting
tive repetition of these pitches that
gives each melody its special character.
Ask your studenis if the same pitchas
are repeated. [s the mumber of repeti-
tions the same! Melodies are typically
constructed from both pitch and
rhythim; this liule example affirms that
conoept.

Finally, after students have located
the melodic motive beginning on a
higher or lower pitch, they might be
invited to develop their own melodies
that begin with some configuration of
d* £ ! & inthe first measure. The
melodic rhythm will determine the
quality of the melody that follows,
Through thie process, studente acguire
aural facility with a melodic motive
before they apply it to an original
improvisation,

Resources

You can facilitate the leaming
process by developing a resource col-
lection of materials that are pedagogi-
cally and artistically sound. This can
be a formidable assignment, but yvou
musi assume that years after students
ledve your class, your songs, poems
and dances can continue to resonate.
Students will remember what you
teach them - perhaps for a lifetime.
The habit of asking yoursell *What, in
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perhaps for a

plemented by art
SORES, Camp songs
and carefully salected
pop songs. Because all
your selectlons mist
pass the culiural integrity test,
yvou will analyze teacher-made
material carefully, judging
whether the song exis convey
poetic imagery and are well suwit-
ed to their melodic setlings,

lifetime.

2. Instrumerual Pieces. The primary
sources of instrumental pieces
are the Orff- Schulwerk volumes
and the Eegiman supplementary
material, Instrumental pieces can
be personalized by adding titles
to help students find the expres-
sive promise in exercises and
pieces, and 0 encourage sens-
tive plaving by adding dynamic
and tempo changes,

3. Movement Examples. Movement
in Orlf Schulwerk includes folk
dances and singing games, cre-
ative movement, and lecomotor
rmovernent axercises for rhyihmic
exploration. Begin with
Keetman's Elemendaria, supple-
mented by collections of singing
games, quality folk-dance collec-
tions, Dalcroze exercises,? and
such creative movement books as
Barkrara Haselbach's
Improwisation, Dance,

Movernend ¥

4. Texts. Rhymes, verses, poems,
storles, proverbs, aphorisms, and
dramatic sketches provide
impulses for musical exploration.
Resources range [rom nursery
rhymes and children's literature
collections to original student
wiork. Random excerpis from any
text, including cereal boxes and
newspapers, can also provide
ideas for auartl gearde pieces. A
valuable resource for exploring
text is The Wond in Play:
Language, Music and Movement
irt the Classroont® Here, yvou will
find practical help in creating
original poetry with students,
scripta thar illustrate careful
teaching process and realizations
of sindent poema in movemant
and music. Poetry and music
inspinad by sculprure, nature, the
seasons, endangered species,
math, music masterworks, cur-
rent events, and the environment
culminate in student-made per-
formances that are authentic and
inspirational.

Consider youwr curriculum

songs, instrumental pleces, dances,
and texis are the elemenis from which
student artistic elfons emerge. They
embody art-making potential for you
and your students, as well as the
opportunity o discover how music
works. You will make content choices
given typical classroom constraints of
time, space, and energy, paying partic-
ular anention 1o curriculum issues, If

you are working from a musical ele-
menks perspeetive — as I hope you ae
- you will direct your attention to the
category that makes the point of your
lessom in the mest obwvious, efficient,
or artistic way.

Let us say that your curriculum
calls for intreduction to rondo form
with your fourth-grade classes. You
review your materials collection for
songs in rondo form and realize that
because such songs are ahsent, you
will need to find a different medium o
explore this form, Could yvour students
dance a mndo?! PMay a rondo on the
instruments? Perform a speech piece
in rondo form?
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Mow that you have narrowed vour
focis, you are ready o make a choice
of material based on your perception
of student zkills, development, amd
predicied response, Are they so eager
1o play the instruments that movement
has been slighted? Would the resuli be
mare artistically satisfying if they were
moving rather than plaving?  Are their
improvisation skills sufficiently
advanced o create contrasting sec-
tlons o the given A section in move-
ment and also on the
instruments?

Building

whether they further the aesthetic as
well as the mugical growith of our siu-
dents. What are some of the guestions
wie miight ask ourselves as we confront
the muliitude of musical materials
labeled “Orf™?

First, vou will need o examine the
musical content of the material you
are about 1o teach, You will analyze
melodic, rhythmic, texture/harmaonic,
and expressive clemenis as well as
texl considerations, Only after you
have studied the material
carefully should you con-

After vou make your o sider the questlon, is it
choice, you may want 1o ont Ih‘.IS suitable for my sitwationd
broaden the experience SLICCESS, I Second, you will give

of rendo w include a dii-
ferent medium. Mow,
consider the potential of
interplay betweon mov-
ing and playing, combin-
ing the two o create an
CEPTEES Ve COMmposition.
This is possible, but it is
noi necessary to make
yiour musical point, And,
of course, it invelves

invite you to,
go beyond
skill mastery
to consider a
broader
conceptual
context

miuch thought t the ped-
agogical potential of the
material. What skills will
be applied or enhanced
by learning the pieced
What musical under-
standing does it foster?

al invite improvisation?
Doz it offer possibdlities
for exiension and some

more time devoted o f{}r }Fﬂu_]‘ poiential for studenis to
rondda than might be pos- 4 make it their cwn?
sible, if vour calendar L!J'Grk wuh Fourth, what i the
suggests that you need Lo studerits, aesthetic promise of the

move along to another
skill or concept,

In truth, we probably seleci our
medium of instruction according to
what is most appealing o our own
abilities and preferences, Dancers will
teach best through movement, singers
through song. Bul we also acknowl-

edge that studeniz have a variety of
lrarning modres as well. and we mse

offer opportunities o respect and
address their preferences in the media-
rich environment of Orff Schulwerk,

Consider the pedagogical and
expressive potential of your choices
As music educators, we sometimes
illugirate the truth of the Latin expres-
slon, "D gusiibuz mon est dispuian-
aua, " The translation, “There is no
dispute in matters of taste,” sugresis
that each of us is free to choose mate-
rial thai mosi appeals 1o us and, we
think, to our students. Bui perhaps a
bit of reflection on the consequences
of our choices will help us 1o question
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compositiond [f it is a
song, does il express
deeply feli emotions or offer the
opportunity for a personal connectlion
beetweeen students and exi?
The students themselves kvow and
can artleulate the power of thelr
understanding and feeling. Grace, a

third-grade student of Beth Melson at
St Panl Arademy. respandad tnoa

shadowing movement experience by
wriling, “Give yvour soul 1w the actions
v are doing. 108 maore than an
action. I's a dance ihat brings you 1o
a whole different place."®

Such reflection suggests that Grace
wils deeply engaged in the process and
outcome of her learming, She waches
us that the Ol classroom can = and
should - be a place that involves boih
doing and refleciion about the doing,
And she depends on her teacher's com-
mitment i gquality experiences thal
stimulate both thinking and feeling.

Betl, Grace's weacher, knows that
Grace and her classmates recognize

Third, does the materi-

and respond o powerlul anistc expe-
riences; Beth further knows that she is
responsible for providing the texis,
somgs, dances, and instrumental pieces
that will deepen the siudenis” under-
standing of themselves and enrich
their lives = perhaps forever,

Emotional intelligence

Emotional Intelligence author Daniel
Goleman advocates educaling the
emotions in his important book, argu-
ing that emotions play as large a roke
in success in school as do language
and cognition. Goleman presents the
work of Yale psychologisi Peter
Salovey to define emotional intelli-
gence,” The five main domains includ-
ed in Salovey's definition include:

Knowing one’s emotions (seli-
Awarensss)

Managing emadions [regulating feel-
ings}

Motivating onesell [ermotional zeli-
coninol)

Recognizing emotions in others
{empathy}

Handling relationships (social skills)

Your encounters with students
every day illustrate that Orfl musgic
classrooms offer an abundance of
opporiunities 1o develop emaotional
intelligence. The founder of Crff
Schulwerk urged teachers 1o provide
their students with “the experience of
the abdlity to feel, and the power 1o
conirgl the expression of that
feeling.™ Communities of young musi-
ciang singing, E!I|-.'I'f'|I'IE Instrumenis,
and daneing with nne annther and
their teachers foster personal, az well
as musical outcomes., Controlling one’s
own feelings and considering those of
nthers is an extraordinary - and
impartant - secondary outcome of Orff
music study,

Your rewards

As vou lead your students 1o musi-
cal competence and independence
through Orff practice, you will discov-
er that you have taught them much
more than chythm, meledy, and floor
patterns. It is likely that you have fos-
tered their ability 1o sing in tine, thelr
facility to play instruments, and their
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capability 1 Improvise and compose.
You alzn helped them to decode a
symbanl system for representing sound
and an understanding of musical ele-
menis, [n all of these efforis, vour st-
denits have developed some measure

of technical expertise that leads to per-

gonal musical expression,

But it is the wery power of this
expressiveness that is at the core of
wvour work; it is the aesthelic response
ihat you engender in your students.
Fostering aesthetic sensitivity is not a
stated goal of your program, bul you
have the aopportunity to encourage il

in every encounter with your students,
Aesthetic response grows from mak-

ing and hearing sounds that inspire
thoughts and feelings that matier to
vour siudents, Their levels of enpgage-
roent will vary, but the varlety of
available Orff material speaks 1o the
hearl as well as the mind. Such mate-
rial invites reconsideration over time
because it has endless potential for
disclosing meaning that was not evi-
dent on first contact.

It i= only through encounters with
tantalizing words, movements and
sounds of emational import that soe-
dents have a chance to enter a world
full of musical fantasy and play thai
they can make their cwn. You have
the great luck w have chosen o he a
1our guide for your students on this
trip of self-discovery, Respectiul of the
least of them, you know that all are
capahle of surprising insights that
emerge from their musical journeys.
Along the way, your senze of good

huwmor, playiulness and delight will
help ingpire the courage to procecd

whien the inevitable detour presents
itzelf, You are profoundly aware thai
the rewards of your work are not con-
fined to the classroom. Your studenis
carry with them the joyvs and satlzfac-
tions of the opporunities for self-

pxpression you have provided. You are

doing great human work. May il

resarand and susiain you through a long

and fulfilling career.
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A reflection: what is
artful music education?

With a

focus like this,

my classroom
hecomes a

place of human
growth, and not
just a place where
we learn about
music or learn

The O Echo

why music
works or was
composed.

Swmnrer 206

tudying Benneit Reimer's

recently published book, A

Philosopiy of Music Educarion:

Adwvaneing the Vision has been trans-
formational, His philosophical con-
siructs focus my infention and
inform my work as a music educator.
More impnrianily, they have helped
me understand how mugic, music
education and Orff Schulwerk, in
particular, can be agents of personal
growth, social change and, potential-
Iy, neighborhood and world peace. i
15 all about understanding musical
artistey for what it truly is, or can be
ar lis best, and aligning my teaching
with that vision.

Borrowing (rom meurescientist
Antonio Damasio, Reimer presents
three ideas as a basis for understand-
ing man as a music-maker and the
function of music in our lives, These
are, first, Damasio®s definition of oown-
sciousness as the cognitive mecognition
and memory of felt emotion; second,
his definition of an individual as one
with, or equal 1w, his/her conscious.
ness; and third, Beimer's definition of
music as the mode for meaning-mak-
ing and the storing of coneciousness.

Begarding the first idea, as we pro-
ceed through the hours and minuies of
cr lives, the body reacts and reconds
sensations of emotionz, When the
mind identifies the sensation as a par-
ticular, nameahle one, it becomes a
conscious feeling. According to Beimer,

“Thiz perceplion, or realization,
or awareness of what is happening
to us, cauwsed by beeling, is con-
aciousness,” [p. 78]

“What most makes human life
‘human’ then, is sur CoNSCioUzNEss,
And our consclousness is based on
three distinet alihough closely relat-

@ by Martha O'Hehir 2006

ed phenomena: an emaotion, the

feeling of that emation, and know-

ing that we have the feeling of thai

emation.” (p. 79

Qur Consciousness is DUT AWAareness
of feclings. We build upon this idea
with the second notion, that the con
acious collection of these memories e
like mapped stories, our history, and
they define us as unigue individoals:
“The buildup of mapped stories - the
teelings of what happens o a seli
immersed in an environment - creaes
an individual.” {p, 79]

Your story

In other words, you are your story,
The fact that vou can recollect your
sty and can project change inlo
your siery, makes vou a hnman
being. What do humans do with their
history, with their many recollections
and stored feelings? Keimer pro-
foundly states:

“Humans have devised a way to
axplicitly baild on and extend their
capacity for felt experience, their
reveling in and finding primarily
mizaningiul the gaining and storing
(or storying ) of lveed, (el undergo
ings, that are the hasis of that maosi
precious aspect of the buman con-
dition - consciousness, That way 0
extend feeling for the sake of
enhancement of consciousness it
provides = the depth and breadih of
felt meaning it makes available - i3
called ‘music’ [and of course, in a
broader sense, ‘the arts®)." (p. 73]
These thres ideas, taken together,

provide the comext and philosophical
conairucts for Relmer's definition of
music. That all cultures do this, that
all cases of musical output do this,
that every musical selection is created
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with the purpose of expanding,
enhancing or creating consciousness is
a noble thought. What role does inten-
ton play in music making? Can there
he “counterfait music” if
the intention is unwor-
thy? If =omeone makes
miusic “lor herself,” it is
for her own enhance-
ment of consciousness,
If she composes i or
improvises it for others,
it is either to create or o
enhance or (o comumuni-
cate some universal feel-
ing to the listener. This
stops me shorl. s my
music doing this?

In a moment of cynicism, what
revmeess o mindd when |'|:‘:-|'|xi||f'|'i|'|E
some intentionally written music is a
ditty that is composed for an elemen-
tary classroom, published widely and
al greal expense, whose purpose is 10
highlight a musical element in a
“catchy™ way. It may be [ull of trie
mives and prediciable phrases and
the poetry may resemble a jingle for a
fast food restaurant more than a
refrain bespeaking the soul. Can |
safely say that it is not music! The
question “When is music mar music?™
may be answered after further explo-
ration of what music is and can do,

Knowing within

Reimer borrows fram Robert Plant
Armstrong, a cultural anthropalogia,
i define the experience of musical

perception, which Beimer calls “know-

ing within®™ music. Armsirong’s notion
iz that music, and all the arts, behare
as an "affecting presence.” Mot only
are they a considered a reflection and
expanslon of the compaoser's con-
scipusness, they are, in the possession
of the receiver or perceiver, 4 new
experience to be lived, telt, and
thought about: a new chapler in their
W SLOTY,

“The affecting presence [work
of art] is at least a direct presen-
tation of the feelingful dimension
of experience, It proceeds at its
root not through mediation, as a
symbol does — but through what
we may only call immediation.
The atfecting presence is directly
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The question
"‘When is music
not music!” may
be answered
after further
exploration of
what music is
and can do.

and presently what It i, and pre-
cizely i5 in those physical-signifi-
cant terms in which it is present-
ed for our witnessing.” [p. 94)

[f music functions as
a storage devioe fo
feelings (emotion made
canscions), then we
can say that musical
ariisary, or arifulness,
occurs when one is
highly successiul al
storing feeling in
music. Artistic, ariful
music reflects and
expands feelings
authentically, with
detail and nuance. This suggests a
posdilde plumb line for discerning and
cheosing high quality, arful music for
my classrpom,
amd this standard,
used consistently,
could serve 1o sor
the wheat from
the chaff:

Which musical
materials will
both exemplify
the targeted
musical element
or task and also
exemplify music
that capably
maps the story of
conscicusness! In
other words,
given music as an
“affecting pres-
ence” in the lives
of my students,
wrhat shall 1 effcr
them worthy of
hecoming part of
their story? What
music will bring
them closer to
apprehending the
story of thedr
predecessors?
Regarding student
compositions,
howe will [ enalile
them to bring
their stories 1o
musical fruition
through particular
musical devices?

With a focus like this, my class-
room becomes a place of human
growth, and mot just a place where
we learn about music or learn why
music works or was composed. The
music clazsroom becomes the place
where what is essential to being
human is examined, studied,
enhanced, enriched, and cultivated:
namely, conscipusness, This kind of
study of music is central 1o the
educative process hecause, as
Reimer states,

“Music ... is perhaps our maost
effective mode for cultivating,
extending, and refining the felt
undergoings that are the basis for
human conscicusiess and cogni-
tion. ... An essential ingredient in
the ereation of a storied individual
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.o i the story of musical experi-
ences that individual has under-
gone, an impoverished atory if such
experiences are very limited, a rich
one if they are abundant.” p. 800

The listening mind

While music shares thiz quality
with the other arts, music has other
atiributes which set it apart. First,
because it is temporal, music most
suitably represents the fluldity of feel-
ings themselves. “Musical sounds
move through time,” according (o
Eeimer. “and interrelate with each
other az they do 30, in ways organ-
ized to accomplish the purpose of
heightening, refining, extending (and
s forth) emotion, or feeling. [p. 73]
Serond, whereas film and the other
arts are beheld and perceived as
objects of art ouiside oneself, music is
uniquely experienced. On this point,
Reimer cites ari philosopher Francis
Edward Sparshoti:

“The distinctive nature of
musical objects and of the way we
experience them ... stem from three
characteristics of music.” [p. 8]

“First, music is music, is a
system all its own: keys, scales,
intervals _.. elements not found in
nature.” [p.8a)

“Sacond, ‘musical works are
experienced as belonging to a world
of their own,” (p. 87)

“Musical experience, though it
comes o us from an external
source, is heard ‘inside us, as ‘nol
located or identified as iself other
or elsewhere than [in] the listening

mind."{p. 87]

Like life itself, music is perceived
“weithin us” and not “outside 1™

Reimer places the goal and
impotance of music education as
an equal partner with literacy
education:

*Creating music ag muslclans,
and listening to music creatively, do
precisely and exactly for feeling
what writing and reading do for
reasoning,.. In this profound sense,
creating music as musicians and lis-
tening 1o music creatively educate
feeling.” (p. 93]
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"Giving a feeling musical
embodiment - that is capturing, the
dynamic flow of feeling in the
dynamic Aow of melody, in the
energies of rhythm, in the shiftings
and Mending of wone colors, in the
tension and resolutions of har-
monies ... enabling us, in addition,
i feel refleciively abont the feeling
itself.” [p. 99]

“and further, we can, by
examining the melody [efc.].
improwe the feeling irselfl by

improving the melodi " [p, 99)

The utility of music in educaling
and improving fecling (as reading
and writing educate and improve
reasoning]) should be compelling 1o
cducational policy-makers, No one
debates the importance of learning to
reason well, As we read, we critically
examine the author's ideas and evalu-
ate them in light of our experience. In
writing, we carefully choose the per-
fect word 1o transfer our thoughis o
the reader, Reimer swrites that just as

Everything
one mvernts

Is triie,
Lyouwmay be
perfectly sure
&= of that.
Poelry is

(s prrecise as

geumetr}hh

— Gustave Flauheri




honing and crafling a sentence so that
it speaks faithiully what is reasoned
internally, the process of music-mak-
ing, in its revision and retesting, nod
only expresses the feelings, but refines
them and brings about greater self-
awareness and empathy. 50, as we
read and write, we clarily our ideas;
A9 wWe ||!‘!1|.;"I"I. I_'III'I|III'=|'_I M |:l|;'_'|.l1r|'|'|_ W
clarily our feelings. Hence, we clarify
ul consciousness, and in fact, our
knowledge of self and others.

Does the regponsibility of educating
{eelings belong in the schoal, or in the
office of the local therapist or coun-
selor, where the examimation of the
feeling lite is paramouni?

Why, exactly, should educatars
work 1o educate students to their
fewlingsd

Reimer addresses this quastion
as well:

“The primal experience of the
affecting presence of sounds is
what I call ‘knowing within' music.

. dimensions of knowing - “know-

ing about’ and ‘knowing why' [are]

mecessary lor enhancing the essen-
tial knowing within and knowing

beow. ™ [ 94

Helping children experience, under-
stand, compose, and listen w music
educates their feelings, co-creates
them as storied individuals, promotes
self-knowledge, and gives them an
cver deeper capacity for "knowing
within® music, the language of their
consciousness. Since seli-understand
ing is mecessary for understanding the
feelings of others, it follows that this
skill, nurtured through music, is the
root of empathy, which in turm is the
precursor of compassion, forgiveness,
tolerance and a myriad of traits need-
ed today in our struggles woward equi
ty and peace. When we music educa-
tors align our teaching practices with
this vigion, our work becomes both
artful and transformational.
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Quality

materials and flexibility

are hallmarks of an artful lesson

"

If you are
introducing

questions and
answers about
~hythm, melody or
wovement, having a
conversation

would be a perfectly
reasonable beginning.
You're establishing
the structure - the
antiphonal

nature - of the
activity, and students
are forced to think
on their feet.
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“Brerf Iv's so cold ontside. The snowr is
shll falling, and the wind is blmping,
This (s going o be a lile tricky, i
lets warlk through the snow o get b
e mustc room.”

he deliberate step-by-siep journey
T heging, accompanied by drum-

ming. Sometimes [when the drum
stops] the intrepid travelers need o
aop and rest; aometimes (when the
drim is scraped) the wind is so strong
it makes them walk backward

Wielcomae o the first-grade class-
ropim ab Kingsbury Elementary School,
Today, studenis demonstrate maowve-
menls in high, medium, and low lev-
els of space. The inspiration comes
from the charming book (2 Caldecot
medal-winner): The Snowey [ay, by
Ezra Jack Keats.

I'm a Southerner who teaches
Southern kids, and the prospect of
snow never fails w bring uncontrol-
lable joy. Why not begin the magic
right away? Setting the mood for the
class need not take extra time, Many
ieachers meet our sludents in the
hallway to facilitate some coming:
inlo-the-room activity anyway. We do
this, of course, to focus their atten-
tion and to prepare them for the
Laaks Lo voone, 'Witls a bil ol fuae-
thought this introductory activity can
transform the music room into a jun-
gle, outer space, a forelgn country, an
ocean, the Olympics - or even a
place where it snows,

Abrupt and jarring?
Or velveaty, like chocolate?
Obwicusly, the time spent thinking
about details can etther help or hinder
the Mow of a lesson, Considering both
physical and mental transitions will
nevier, ever be a waste of time. How
will students get to the barred instru-
ments? AL what point in the lesson
will you involve any unpitched per

by Deanna Stark

cuszion? Will the children pick from
all available optionz, or will you have
prepared a selection from which they
may choose! How will they gat from
sedled rows [or a circle or whatever)
to a standing farmation for movement?
Will you let them choose their pari-
ners, ar will vou assign them? And
just how will you segue from one part
ot the lesson to another?

I you are introducing questions and
answers about rhythm, melody or
movement, having a conversation
would be a perfectly reasonable begin-
ning. You're establizhing the structure
= the antiphonal nature - of the activi-
1y; and students are forced 1o think on
thedr feet, (“What is my favorite
dessert! What do [ like best about our
schonl? ™) If you wisely Insist on com
plete sentences, you build the founda-
tion for the incorporation of some part
of the question into the answer.

Thinking outside the beat box

There are 0 many things 1o con
sider in planning the teaching of a
new piece of music. Do you begin
with text, rhythm, melodic siruciure?
O eomrse the answer is “Yes."
However, there are 50 many options.

Take, for example, an option [
learned from some attention-zeeking
[ifth-grade students. The ultimate mis-
slon had been (o create and perform a
movement oarinar with a pariner. To
get things started, [ had planned a
quick review of thyithmic notation; the
final pattern ending with a quarter
re#l. (1 am a stickler on this point;
there should be no sound on a rest. |
need 10 see that beat of silence in a
shoulder shrug or finger io the lips,
but no shushing or clapping.]

"Ms. Stark, can we do I this way?”
asked a child whose hands were
crossed at the wrists, and whose fin-
gers were splayed in Fossee-esque
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*jazz hands.” There, before my very
eves, was born the dramatic rest.
Expressive [aces, muli-leveled hamls,
and warious other interesting shapes
gilently dotted the landscape of my
classroom. | could never have planned
anything 0 wonderful. My studeniz
had unwittingly charged ahead into
the movement portion of the program;
the place we would end up by the
time their homeroom teacher returned
o claim them

Letting go

We all know how imporiant the
element of creativity I 1o our teach-
ing. It iz a fundamental underpinning
of the Schulwerk, but it can he fright-
ening to let pur students so strongly
affect the dirscnion of the lessen. 1
can be tempting to think any (or all]
of the following:

“How dare they tamper wirk
my plieaf™

“I dicd, after all, ke the e o
aefnadly prepare this lessoee”

"I pas ali godng 5o el Alas. .

If you see yoursell in here any
where, Lake heart. You are not alone! |
will pags on 1o you the words glven to
me by iy mentor-ieachers: Be brave,

0N a more pragmatic note, considers
these two questions:  Even though
they may nol be performing exactly as
expected, are the siudents following
instructions technically?  (Including
ever-presgent class rules like not both-
ering the people around them?)

Are they able o keep their con-
centration? [Can they sill read the
rhythms and show the rests accu-
1ately without falling over in fits of
giddinessf]

Ii the answer 1o Both questions is,

.

" .

S o

-

“Yes,” then be grateful, tor your siu-
denna are helping you see 3 new and
wonderful way of doing something. If
it weren't for some delightiully cutgo-
ing fifth-grade students, | would still
he instructing quarier-rest patlerns Lhe
same way | always had. [t would be
fine. 1 would be accurate. Bul now,
that beat of silence is theater.

What is an artful lesson?

[ suspect the answer 1o that ques-
tion is az wonderfully diverse as our
individual teaching styles. My mosi
ariful lessons are those that are truly
interesting to my students, have somme
overall unilying theme, segue seam-
lessly from one part o another, and
accomplish the set goal. In arder for a
lessomn te he artful, it must also be
built wpon high-gquality material; we
all instinctively know this, Folk songs

[ T

“My most artful lessons are those that are truly interesting to my students, have some overall anifying theme, segue
seamlessly from one part to another, and accomplish the set goal,” iwrifes Srark.

n
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“Wiy bother fo care uiiether or oot the lesson has @ spark, elan, onagic?” asks Shark,
riectorically, “To per if Mancly, thad s el ohr e do. We sing, dance, play and
creabe. W listen, analyze and compare. Ours is 0 world of jovful, ecrme learning,

aud we ponddne 't oee @ any etler sy

are still around for a reason.
Beawtiful, thoughtiul worke of chil
dren's literature are rewarded with
Mewberry and Caldecott medals, Does
this mean there is no value In newly
composed music? Of course nod, But
just as we would not allow our owm
children to watch evervihing that is
bearmed across the airwaves, we
should not present material of ques-
tionable quality o the children we
teach. Ask yourself:

“What songs did Mom leach med”

Wit waes my favorite book as a kid?”

"Iy T sl ery wavert 1 read
Copdnight Moon

Of course you do, because it touch-
&% wou I i precigely thal emational
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reaction that we get from the good
etull, and the good sl ie what we
want to share with our students.

Why bother?

Why take the time to plan a beauti-
fully crafted, smooth-flowing lesson?
Why put thought into that entrance
activity? Why lead the echo work
with a rhyihm that will be featured
prominently in the lesson? And why
bother to care whether or not the les-
son has a spark, élan, magic? To put it
Bluntly, thats, well, what we do. We
ging, dance, play and create, We listen,
analyze and compare, Ours is a world
of joyiul, active learning, and we
wouldn't have it any other way,

Learning
stamps you
with its
momerts.
Childhood's
learning is
made of
moments. It
isn't steady.
It's a pulse.

- Eudora Welty

Degrena Stark cir
romdly foaches pre
sefiood Hurodegh Grade
o aif Kingshury
Elementary School in
Mempiis, Terr, She
perrned o masier's degree i Orff
scholwerk and @ docroraie in his-
torical mosicodogy at the University
of Memphis, Her Schofwerk
apprenticesiip took place ai
George Mason Uriversity. She is an
aetive workshop clinictan and has
targht certificarion courses ab sew-
erial universities.

Write Stark at:
wraL sislersgquared. oom
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Saying good-hye from

the heart

To meet
their hunger
for authentic

emotional
expression and
fulfillment,
our good-byes
need to be
specific to the
occasion and
the children
involved.

32

i, a young adult [ know,
K described the lingering sadness
of being an only child in a family
that mowed often,

“When 1 wag a child, 1 learned (o
he very seli-sufficient. 1 was alone a
lot and played by myszelf, It was hard
1o make friends because we moved so
often, and | hardly remember any of
my schools or the people. 1 just sort of
passed through without knowing any-
one well, and without being known.

[ often feli like a little ghost floating
through: no one seemed to etice |
was there. When | left, | was certain
my presence had no effect on anyone.”

Her remarks moved me.

In the last few vears of my teach-
ing career, | noted a sharp rise in the
numbers of children leaving school
with very little notice. Their depar-
tures mirrored the ups and downs of
the local economy. changes in family
constellations brought about by
divoree, death or other calamities,
Children, often disoriented and
bewildered by the suddenness and
enormity of change, seemed (o float
in and out of my music classroom
like Kim's "little ghosts,”

Of course, not all good-byes are
the result of tragic evenis, Often fami-
lies are thrilled to move closer 10
well-loved grandparents or [0 bhegin
new lives In a different state. But
iegardless of the circumatances that
precipitate it, moving aAway represenis
a big change in a child’s life and
negotlating it well requires significant
expenditures of emotional energy on
everyone's part. A satisfying good-
bye at school can help the children
involved learn to embrace the emo-
tlonal effects of change as normal
and valued paris of life

“You put your whole self in..."

The Orff Schulwerk classroom is
often a great place for students o
express their feelings about change and
loss, Teachers who have taken the Crit
Schulwerk Levels fraining have lived

02006 Liz Gilpatrick

the great lesson of the “Hokey Pokey,”
for they are nod afraid o “put their
whole selves in” and show up emotion-
ally for students. The discipline of their
Orff training requires them to bring
every part of themselves to class every
day to meet the challenge of demand-
ing experiential learning, Furthermore,
teachers versed in the Schulwerk are
well versed in languages beyvond the
spoken. We move and dance and sing
and play instruments, and lead others
to do the same, expressing the music of
the heart in ways words can't always
pouch. Because | believe Orff teachers
are uniquely suited to lead children
actoss sometimes fpcky emaotional
landscapes, 1 offer a few ileas 10 you
for helping children leam to say good
biye with honesty and sincerity.

Honesty is the key

Saying good-bye is deeply uncom-
fortable for many adults in our cul
ture, and children’s needs around say-
ing farewell are sometimes met with
paeudo-emotion, or a false joviality
that mocks the deep feelings under-
neath. To meet their hunger for
authentic emotional expression and
fulfillment, our good-byes need (o be
gpecific 10 the occasion and the chil-
dren involved.

Here are zome ideas that can help
you plan for the needs of students.

* Natice and respect the affect of
the child whao Is leaving and act
accordingly.

15 he excited about the upcoming
change? Invite him to relate
some of his hopes and dreams
for his new home or school.
Make a song. dance or dramatic
story around his words and let
hirn direct it.

= [loes she seem apprehensived
Perfiaps family plans are undecid-
ed and the child fears the
unknown. [We all fear the
unknown to some extent!] If she
is willing to tell about her

The Orff Echo - Summer 2006
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uncertainty, have the class s
together in a circle. Place a basket
containing small stuffed animals,
beautiful shells and stones or other
interesting items in the center.
Invite any child who has a similar
story to tell to choose one llem
from the basket and haold it while
they talk aboui their experiences.
[(¥You may wish to seta time limit. )
Listening to the stories of others
may not make the apprehensive [eel-
ings go away, but it can help normal-
ize them so that children feel less
alone, Afver each child's story, the
teacher can ask the teller “Amd how
do you feel right now?™ Chances are,

the child will reply that he is just fine,

and his words can be reaszuring 1o
the child leaving: & small growp sould
play an interlude on barred instru-
ments or recorders between each
story, lending structure and inviting
rhythmic, relaxed breathing.

Always allow children to choose
whether they care to speak in such
gathverings. Avedd making judgmental
remarks ahout the stories. (Even the
innocent statement, "Good job! ™ is
mostly meaningless and judgmental]
Acknowledging each story is impor-
tant, and a smile, nod, or a guietly
murmnured “Thanks!™ is sufficlent.

= Avoid making false reassurances:

“Oh, I'm sure everything will be
just fime, and you'll love It, You'll
seel™ You can't guarantee your words
will come true! False heartiness belit-
tles the genuine sadness children feel

arpund good-byes, and sadness is a
valuable part of life. Tell the truth,

even if it seems Hny:
“I will miss seeing the twinkling
lights in your gym shoes. They made

me smile even when I felt grumpy!”

“You had an impact an my life!”

* Let the student know that
hesshe had an impact on you
and the class.

& Omce again, sit the class in a clr-
cle, Invite each class member to
make two statements 1o the child
leaving: one thing vou'll remem-
her about her or some way she
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affected your life, and a wish for
the future, Model a statement by
gpeaking first so children get a
sense of what s appropriate:
“Reynaldo, | will always remems-
her how you made us laugh, May
you always share your humor
with others.”

Don't he afraid to model something
heartfell that, on its face, may sound a
bit daring:

“ lemny, the first day you came (o
our class you told me you thought [
was sometimes impatlent, I"ve thought
about that, and you know what? You
were right! Thank you for teaching me
something imporant abowt myself.
May you always have the courage to
gpeak your truth.”

# Children who can't think of some-
Lthing original to say may repeat
the words of another child, if
another's words reflect their gen-
uinge feelings,

= Students may choose (o improvise
a "once-in-lifetime™ song on a
recorder, drum, barred instrument
alone or in a small ensemble.
Because it is improvised, it will
only be heard once in a lifetime,
Alter plaving thelr song, the
ensemble can speak a wizh either
together or as individuals. Invite
and encourage children to make
ave contact with the child who iz
moving. But if they forget - ah
well - that’s life!

As each class member finishes
speaking, he walks to his place
at an ingtrument or back around
the circle, Conclude by singing
wour favorite gond-bye song or
rotimd with instrumental accoms
paniment. {My choice would be
Grace Mash's wonderful little
tune in the Mixolydian mode,
“Peace T You, ™)

* Invile the student to choose some
tiny keepsake from your magical
hazket 10 take with her.

# some children may feel uncom-
fortable as the center of so much
attention, and simply prefer to
choose a few favorite songs or
games on thedr last day.

* Relax while vou direct these or
other activities. Breathe deepily,
kick back and enjoy yourself.
Children will quickly read any
imcongruity berween your waords
and your body language.

Whatever you do, be certain the
child leaves knowing that he had an
impact on you and his classmates.
Even a simple statement spoken in pri-
vate may ripple into the future if it
comes from the heart:

"Davey, I'll never forgel the way
vou took Ramon aside and helped
him with recorder on his first day in
class, The way you reached out to
him without being asked really
touched me, and made me feel proud
o know you

Teachers veraed in Ol Schulwerk
have boundless imaginations, and |
have no doubt that readers will invent
dozens of ways to invite children into
the creative process (o give these ideas
wings, We are well aware that music
and movement can help us express
real emotion in powerful and memo-
rable waya. Children and parents
count on us to help them reach into
those inner spaces and retum safely,
and we will return safe and happy if
we remember some simple principles
that guide sell-expression:

* Keep expression in the here and
now. The past was whal il was,
and the future will be what it
will be,

* pake activities specific to the
needs and wants of the children.

& Koop expressions short and
Eenuine.

Remember, too, that while we can-
not moderate the comings and goings
of our students, with mindiul plan-
ning. honesty, and sensitivity we can
help children who are about to move
away and the classmates they leave
behind achieve real closure. When we
gaze directly into someone’s eyes and
speak heartfelt statements, we give
children tools they need to develop
emotionally by modeling them, We
help them bulld rust, banish the fear
and embarrassment that is often
attached to saving good-boye and nor-
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malize the emotions involved. And
we assure each child that she has had DULCIMERS
an effect on the world, in the hope
that some day there will be no more KITS and
“little ghosts™! BOOKS
r—r‘ Liz Gﬂlﬂﬂrﬂfi.' botds o for studenis, achoola and teachers
' : bachelors degree n .
misic edwcation and o EH’ISIE}'EIITI Music
master's degree (n per-
: P F.O. Box 947
formance. N::-.'.L:' retined New Haven, CT
after 30 years in the ole 6532-0047
menhary music ciagsronm, she devodes new number: (203) 281-4515
her eneTRy 0 coMposing, leacing,

facilitating nove-performance origniad
musical experiences for the general Anderson University
puhlic, playing Celtic harp, and sidy- 2
ing Gestalt Therapy.

Write Gilpatrick ai:

s Liz Gl pateick. comt

Orff Schulwerk Certification Program
ﬂf 1 » Course in Orff Curriculum, July 10-14, 2006
» Orff Schulwerk Certification Levels 1 & 2,
art 'ﬁ] rm can luly 17-28, 2006
influence your
I thinkin g, your Lisa Sullivan Cyndee Glebler
feeling, the
wa}" _'];'?D”. drESS' Sarzh Hassler g.;;ﬂtmpln
the way you el
wﬂgk’ hﬂw }Fﬂu These courses are hosted by the Schoeol of Music at Anderson
University, Anderson, Indiana. To register, contact the
rﬂfk} wh {Ir }qu School 1::;“Musi|: at (F65) 641 JEE?ﬁHMmm.
d{] wlf_th Certification pragravn may be faken for graduate cedit that can be applied foward &
Masters Degree in Music Education at Anderson University
}?ﬂurs EE}C‘ Far more infarmarion abowt Anderson Unieersity, vt the Wel site at Wil anderson, ecki
e ANDERSON L/NIVERSITY
Academic and Christian Discovery
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From the classroom

Mallet exercises

by David Thaxton

en Rules. That"s what [ had

come up with: ten mules on how

1o hold mallets carrectly, careful
Iy listed on butcher paper and glisten-
ing with a fresh glaze of laminating
film, The matching glaze on the chil-
dren's faces and the hodge-podge of
mallel holds weld me that very few of
them were sginking in. [ needed a way
b get the techniques into their bodies,
Risalizing that my “riles” were mostly
a list of what not to do, [ began to
search for activithes that would create
and reinforce correct technique. The
resull is a collection of malley exercises
gathered and invented ower the years
that addresses various elements of
mallet playing.

I. Mummy mallers = resl posi
tion; arms are crossed, with
mallets straight up in the

Stmdrmis demonstrate the Mammy Mallets pose.

crooks af the elbows 2. Bug arterinae - it looks how it
3 sounds; mallets an the head
[ fscus)

3. Pinocefe = mallets on the noss
{more focus)

4, Uiteorn - one maller held out in
front of your forehead (focus
already!)

5. Earo-corn — mallets oul your ears
(pure silliness]

6. Lollipops - (don't lick “em!
Yueky!) mallets siraight up, Sing
“The Lollipop Song"” (cormmect
herldd )

Windshield wipers - back-and-
forth, swish, swish, swish [cor-
rect hold}

&, Cargrpiflar - fingers crawl up (o
the top of the mallets, then back
down again (correct hold, linger
dexteriiy])

|

4 5 .

.. 4 ..". L o N
8 5 - # r o Ll e i
e B , ey

Students demonstoate the Flatten out exercise as | et play.
iy gt piay Loninues on page 944
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Schulwerk provides structure

Developmental artistry

three-year-old child hears the
A music change from low o high,

and his meandering turtle in Low
space gradually morphs into a barn
owil. He arches his back, raises his
shoulders and expands hiz wings pow-
erfully az he takes flight across the
hardwood floor.

Small groups of fifth-grade students
sprawl around the music room work-
ing with recorders, pencil and paper:
composing in AABA form and demon-
strating their ability to create a sirong
sense of wnke and melodies with a
senge of musical syntax, They take
turns improvising for each other,
squeal with glee when they hear
they“ve got it and then groan when |
remind them the next siep 15 to write
down their best ideas,

Trios of freshmen in dance class
improvise as they warm up, weaving
in and out of the negative space and
demonstrating their ability 1o
respond to one another sponta-
neously and artfully,

A group of 18 adulls come
together for a weekend of
dance and prayer in
Craluth, Minn., using
Laban movement
efforts 1o experience
themselves and
their relation-
ship to the
Divine
e
vividly.
Thay

Our task

is to give

the children
problems to solve
that are both
developmentally
appropriate and
artistically
satisfying.

I'l.I'IIIII.

by Roger Sams

create poetry thal expresses their
(ransformative experience, anchordng il
in language and nourishing them-
selves. They step back into their daily
lives refreshed and more selfa-ware by
having had time in sacred space.

In each of these cases the students
are having a deep, aesthetic experi-
ence that meets them rght where they
are developmentally, and allows them
to create and work with art that
affects them in the moment. Ocff
Schulwerk teachers recognize thal arl-
ful experience is nol reserved for those
with the most mature skill sets and
understandings, but rather is available
o all of our students when we:

cilifpale safe space for exploration,

empoper them with developmental-

Iy appropriate skills,

provide them with literature that

inspires their creativity amd

creafe structures that support their

arlistie expression.

We don't have to wail for our
youngest students o grow up in
order to have profoundly artistic
experiences in our classrooms.

And we don't have 1o
asgure that once anists
hecome adults the
growth process is over,
The 1azk is to sup-
port the creation
of art and aes-
thetic experi-
ance at
every

Safety Needs

Physiological Needs

Figure 1: Hienzrchy of Needs* *Derived from “A Theory of Human Motivation™ {1943) by

Abrrfurm AMaslon,

[
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glage of development, We cultivate
developmeanial artistry within our stu-
dents and within ourselves.

Maslow's hierarchy of need

The hierarchy of neads developead
by psychologist Abraham Maskowr pro-
vides insight about what Orif
Schulwerk teachers provide as our stu-
dents mature in their abilily 19 express
themselves through art [see Figure 1].

Al the basic level our students mist
have thelr neads for physical survival
met 10 be available for learning. While
we have litile ability 1o control this in
our classrooms, it is imporiant o
remain aware that when students are
tired, hungry or lacking hasic physical
needs in their daily lives they have
few peaources available for lcarning-

The second level is the need tor
safety and security. Thiz level includes
physzical and emotional safeqy, When |
was an Orff-Schubwerk Lewvel 11 stu-
dent, Jane Frazee shared that she used
to have a sampler hanging in hes
clasareom that read “Welcome to the

Music Room. Mistakes Made Here." |
prompily went home and made a great
big banner with exactly those words
for my classroom. It still hangs there
filteen years Later, Successiul teachers
create space where learning through
failure is celebrated. Because we ane
dealing with the creative process, and
often spontaneous creation through
irnprovisation. we must cultivate
space where we nuriure incremental
movement toward mastery and
artistry, at every stage of development
Many language ars teachers call this
concepl celebrating approximations.
Our shudenis” approximations are
developmeantal and they mature over
time. [f our students are afraid of mak-
ing miztakes they will never grow into
mastery as creators of a,

Creating space for cognitive safety
How can we expand this thinking
o include curdcular afery? Consider
that our curriculum represents the
play area. When you are charged with
the care of a babw, you may create

Figure 2: “How Many Kisses Did He Give Heri®

Cinderella

space for free play that imvolves Laying
her on her back in 3 crib 0 enpoy The
coborful mobile Noating abowve her
head, with a ratile to exptone sound
The toddler graduates to the playpen
and more 10vs, while the young child
gets free relgn of the hackyvard before
the neighborhood opens up for the
adolescent. One of the primary ways
in which we help w support safety for
children is by gradually increasing the
size of their play space.

1 propose that we create cognitive
safety in our classrooms by cralting a
gradually expanding curriculum,
incrementally giving our students
more concepls with which to work
and play. We restrict the concepts
that they work with 1o create safe
Apase for aniate exparimentation. [n
my classroom the ficst-grade curricu-
lum might look simplistic at first
glance as we work with so, mi, la,
quarier notes, eighth notes and resis,
The students are able to work on
craftsmanship with this Hmited
vixcabulary in a way that is both safe

Jump Rope Rhyme

Adapted by Roger Sams
o
¥ L] I I 1 1
- el la dressed in yel - la, went down-stairs to
1 I t * -
- | - !

s

1
Al

100
L0 A .

| v } {
e et =
I 1 | I I
fel - laa How ma-ny kis - ses did he give her?

™

sls B
50
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Figure 3a: “Wee Willie Winkie” for section A

Wee Willie Winkie S —

. USSP RS, s B X
Wink ic juns  through the  fown.
et r
5
dgd. 2 gl ] S —
Up - staim end flown - stuirs in his fown.
— o s m ot s s

might
—_ z D

L

— s S S

Rap-ping at the |win - dows. Cry - ing through the Jocks.
' ' * p—p
: = ——+ =
;_I;Il'l db: “Wee Willte Winkie" for section B -

2
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Tis -ten o Wil - lie go.
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Run-ning uwp and down
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Tap-ping thy-thms ev - 'ry- where.
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All through the town
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and satisfving. They are improvisers,
learning to manipulate the rhythmic
and melodic material from the begin-
ning. S, mi, la becomes more than
something 1o read and reproduce; it
becomes a tonal language for ereation
and communication.

Our task is 1o give the children
problems to solve that are both dewvel-
opmentally appropriate and artistically
satisfying. Thiz may be most challeng
ing with our youngest learnars, How
can we provide them with opparuni-
Liez for choice that are both stimulai-
ing and within their zkill set?

The jump rope chant “Cinderalla®
provides an opportunily for pre-
improvisatory activity with voung
children. First, students sing “How
roany Kigses did he give her!™ One
student tells us by the number of
times he plays the irnangle. [See
Figure X for score. ) This may seem
simplistic, but it empowers the chil-
dren from the beginning when they
realize they will be co-creators of the
art we make 1ogether. From this
understanding we can graduate o
improvising isolated four beat rhyih-

mic patterns. | frequently create con-
trasting B sections o tamiliar chymes
that give us shori opporiuenities fos
improvisation, such as in “Wee Willie
Winkie.” (See Figures 3a and ib.)
Onee the children have demonstrated
competence with four-beat, rhythmic
patierns, they have the primary
building blocks for skill development.
That skill will grow as we creale pro-
gressively more challenging artistic
problems 1o zolve, The repeated
rhythmic passages in folkiales also
present opponiunities for practicing
short improvisations within a mean-
ingful context

Gradually increazing macro-level
chojees iz imporant to child devel-
opment, We are wise (o pay atlen-
tion to them within individual les
sons as well. Recenily | was working
with fifth-grade students, asking
tham 1o create movernent osinatd
using four Laban movemeni efforts
that are sudden in nature; deab, [Tick,
punch and slazh. In my first morning
class [ gave them all four choices o
work with as they created dances.
Their dance compositions were

Figure &: “Rolling Eccentric Wind"

Rolling Eccentric Wind

accepiable, but neither the students
nor | were delighted with them,
Alter they left the room 1 went back
to my lesson plan and looked for a
way to improve the way | had struc
tured the lesson. | added more steps
io the teaching sequence by resirict-
ing their choices at the start of the
process. | asked each group of siu-
dents 1o create a movement ostingto
that used only the effort of dal,
Once the students had created their
cialr ostinatl, they worked further by
altering the dob in some places,
choozing o allow it (o evolve into
punch, flick or slash. The music we
were working with zupported this
task by growing larger in both wol-
wme and texture, Those musical
changea auppored their choices 1o
amplify the movement with more
weight and energy, The second
class was much more satisfying
hecause | initially resiricted their
choices and then allowed them to
incrementally move Loward greater
mgvement diversity, rather than
asking them to work with 30 many
choices fram the beginning.
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The co-creative process

The third laver on Maslow's hier-
archy reminds us that music-making
and dance-making are a social expe-
riences. Al every stage of develop-
ment, we must attend to the way in
which the students co-create space
with one another, Every young per-
son nesds support in learning to be
a productive member of a creative
team. The masterful Orff Schulwerk
teacher has developed systems for
supporting the co-creative process
and the sharing of power. Every
child deserves the opportunity o
have his or her voice be heard.
Every child needs support in learn-
ing how to compromise individual
ideas to be a part of the group's cre-
ative process. A lack of atfention to
social needs can diminish the culti-
vation of artisiry in our classrogms,

The need for self esteem
(Maslow's fourth level} i3 met when
the students create meaningful and
satisfying art that communlcates
what is real (o them with honesty
and artistry. Having experienced
themselves as artists, students
hunger 1o experience more of what
is best within through their art. The
fifth-grade composers mentioned
garlier were thrilled when their com-
positions emerged from the laser
printer and looked like “real music.”
As they played them for one other,
they were able to hear that their
compositions made musical sense,
For each, the sense of sell was nour-
ished through the process of work-
ing to achieve a high standard. This
enhanced sense of self then carried
them forward and prepared them [or
thelr next opportunity to grow, The
gatisfaction of mastering a zignifi-
cant challenge may be the most
effective cultivator of self esteem.

Rolling Eccentric Wind [Figure 4]
demanstrates the work of four stu-
dents who were able to experience
themselves as compelent artists
through the compositional process.
Beckie, Catie and Kaleigh learned
significant lessons as they ended
their A phrase with B, 8, A, A, G
In the revision process they realized
that the change made the melody
more interesting (o them.
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This presented an opporiunity for
me to maove in with a teaching point
about creating tonic. We were able 1o
talk about tonic and how strong they
wanted the tonic to be, The girls were
clear that they wanted to eod the A
phrase on [? rather than G. When |
presented them with the possibility of
altering the final A phrase 1o an A,
their awareness grew of how an arisd
manipulates melody Lo create a sense
of tonie. The girls were delighted Lo
change the final note of their compo-
gition to the tonic. They were culti-
vating developmental artisiry.

While our voung students are
ol yei working on self actualiza-
tion, the highest level in Maslow's
hiera rn:lﬁ.r. the process and struc-
jures of e Dol 3chulwerk class-
room can be effective tools for
supporting adults who are ready
for thiz work. Immersion in the
pxperience of creating music and
dance takes us oul of our daily
lives and allows us 1o experience
aspects of self more clearly and
powerfully. In teaching Level 11 of
teacher training courses, | fre-
quently find that teachers in the
course experience the fwo-week
period as transformative. When
class members progress well, some
move through the hierarchy to face
core human experiences. They
emhbrace the birth of the next best
version of themselves.

Maslow's Hierarchy [Figure 1]
reminds us that through challeng-
ing projects. creativity and learn-
ing, we access the possibility of
pecoming self-actuallzed. As 1
work with adulis in retreat set-
tings, our explorations through
music and dance are more power-
ful tools for self-awareness and
growth than any cognitive knowl-
edge that might be passed along.

For example, Judy Friesen par-
ticipated in a dance retreat in
Duliith, and thus gained insight
inte her relationship with her
teenage children. She created a
clear expression of this insight
through poetry. Her words serve as
a reminder that our art can be a
portal inte our next best version
of ourselves.

Ode to my Teenagers
by Indy Friesen
Gliding
Lithe and [zht
Colors siraqming
hefiind me
around me
enveloping
ever slipping, stiding
I huave direction and
oy aved
force and
Erace arid
stTLER

I amt aeeless

ancient and

jinst horn

O oyl

And halletujah!
There IS more to me

than meets your eye
Denr children

1 would say that Judy is onto
gspmething here. There is more 1o
each one of us and each one of our
sludents than often meeis the eye,
Al every developmental stage is an
artist who longs to express his or
her personal truth through art.
What a gift to hold space for such
significant work; a gift (o our stu-
dents and a gift 1o ourselves. May
your days be filled with joyous gifts
of music and dance,

Roger Sams earmed a
bachelor's degree In
mustc af Bowling Green
Skate Univerzity, and
master's degree in
miesic education af Case
Western Reserve
University. He tenches children af
Hathaway Browe School in
Cleveland, Chio, He has completed
three levels of Orff Schuluerk rrain-
ing and serves on the Orff Schulwerk
faculry ar the University of 5t
Thomas, Cleveland State Urtiversicy
and at the University of Montana,
He is currently serving on the ADSA
National Board of Trustees.

Write Sams at:
schulwerksamsdadelphia. net
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Incorporating student

art into musical programs

Integration
cultivates an
increased depth
of understanding,
enriching the level
of involvement
and excitement in
both disciplines.

The Orff Eche - Stemmer 2006

by Randy Cummings and Meg Worth

s fine arls, visual art and music
A naturally eomplement one another,

The integrated disciplines share a
system of beliefs, practices and a
vocabulary of elements. This corre-
spondence reguires thoughiful prepa-
ration as form, texture, mood, rhythm
and patiern are presenied collabora-
tively in music and art. While two
separate aesthetics are in play, they
ghare an Important function. As Eric
Jensen writes, the mervous sysiem
uses the raw materialz of sound and
vigual stimuli “to elicit and mediate
oiir emotional responses.”! These
ideas form the basis tor the inlegration
of art and mwsic o Coal Creek
Elementary. busical performances are
enriched by the inclusion of student-
made artifacts, In the many years of
our varied and numerous collabora-
tions, one iruth remains conslant:
integration cultivates an increased
depth of undersianding, enriching the
level of involvement and excilement tn
both disciplines. As students rotate
beiween music and art classes, they
enthusiastically describe their projects,
using new knowledge 1o refine and
improve their work in both fields.

Getting started:
the planning stages

So, which comes first, the music or
the art? We don't always have the lux-
ury of chooging, dug 1 the complex
nature of elementary school sched
ules. However, because the music
compoenent is generally more exien-
give and involves several interrelated
activities, we prefer to begin the wnit
in music, We intmduce art activities
after a week or two, while students
are still involved in planning and cre-
ating the performance. The stage has
been set for the art project, yet there
iz still time to let the art influence the

performance. The closing of this circle
integrates all the elements.

In our school. the two music teach-
ers choose the theme of the perform-
ance, We draw Inspiration for pro-
grams from any number of subjects,
ideas, current news or historical
gvenls (the enviromment, great places,
caplivating time periods, etc.}. After
the infiial planning lor music peienm
ances, art and music 1eachers meet 1o
find the commaon elements amd stan-
dards shared by our respective discl-
plines. Lesson planning in art begins
with writing objectives that integrate
art with the musical performance,
ensuring that it is nol an unrelated,
decoralive exercise. We each assess
our own content areas. In music, we
assess student work as it develops
throughout the activity, rather than
wail unil after the performance.
students discover the most meaningul
evaluation of their work oceurs as they
view andd analyze the videstape of
their performance. For us, walching
our sludents ohserve themselves is the
greatest reward. They see how they
have woven the ans together inlo an
aegthetically pleasing work.

Humble beginnings

Meil Waldman's illustrations of
Katherine Liee Bates’ poem, Arerio
the Beandifiel® inspired our first
attempt to incorporate student art inio
a musical program. In a second book,
O Beautifal Fow Spacious Skies,? the
game poem is illustrated by Wayne
Thiebaud. We used both books in art
class 10 compare and contrast how il
ferent illustrators interpret the song
through different media. The hooks
also show how artisis use color, pat-
tern and movement to express moods
and feelings. Students applied a zimi-
lar 1echnigue o create their own lamd-
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scapes based on images from the
book. These landscapes were converl-
ed into slides and projected on a
sereen during the musical performance
of the song.

A tropical theme

Later, students combined art and
music in a rainforest theme. A Trip 1o
the Troples™ gave students an oppariu-
nity to create a completely original
performance. Each class had a differ-
ent focus: water, fish, sky, birds, vege-
tation and earthbound animals. In
music class, each student selected a
“rain forest” instrurment (log drums,
scrapers, shakers and boom whack-
ers), and small proups composed a
rondo of musical patterns and move-
el patierns, and reconded it for the
performance, In art class, students cre-
ated masks using a variety of materi-
als from hobby store items and recy-
cled materials. We discussed how tiny
details might be overooked by the
audience and how o maximize visual
impact o reach those seated in the
bhack row.

When students began working on

their masks, many groups revised their
movement compositions, The masks
inaplred much more innovative ways
of thinking and moving. When stu-
dents brought their masks to rehearsal
it added an incredible depth of drama
and excitemeni 1o the performance,
They added long strips of fabric to the
masks, creating a whirling effect as
arudenia moved across the stage with
their masks. Finally, we created a
seamless transition between ditferent
acts by projecting slides of student ar
wiork onto a screen that hung at the
front of the stage.

Children of the earth

Crac tirst attempl al creating a back
drog of changing images began with
students working in cooperative
grovips to create pictures of the ani-
mals discussed in the book, Dear
Children of the Earth, by Schim
Schimmel.? The text is a letter writien
bv Mother Eanth to all the people of
the world, It uses highly sensory lan-
guage o describe the natural beauty
of the world and the need to pay close
attention to the plight of animals and

their fragile habitats.

Stedents wrote letiers back to the
earth offering sirategies to care for the
envimonment and promising to become
agenis for positive change. The inspi-
ration for both the art and the music
came directly from the siudent letiers.
Here is one example:

Dear aarth,
[ lowe the ocean mother
silwer grondenr exhilorates me o
rienr feighs
the sownd of the waterfall is
soaLiing,
barr deafening when it cneshes on
bioerliders
and sharp rocks ar the boror,

Studenis veed a digital camera to
photograph tropical fish, downloaded
1he i|'|1._'||_q|_-._~. OniG & COIMMELET, amd then
manipulated the photographs electron-
ically, To heighten visual drama we
enhanced the color and borders of the
imagas. The rich colors of the artwork
inspired student choice of instrumen
tation, while the bold, clean lines of
the lustrations helpad siudenis

L s il

/

“After @ week or heo, when shudenes are sHT involved din the plarning ond creofing stoges, an aciiriies ane infrodeced, ™ exploin
thee anthors, “The stage hos been ser for ghe art projece, yer there iz sill time o e the art infTuence the performarce. ™
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“Ag siedenis ropete benveen music and art classes, they enthusinstically describe their poojects. ™ Worth and Cemauoeings repart. The

shinderts wse their oo knowdedge fo mefine oed improve teir ok in bovl fislils o arudy.

compose melodies that were heautiful
in thelr simplicity. Their expressiveness
reflected the sincerity of the promises
they had made “to the earth.”

The performance included sound
carpels composed by students, O
students stood upsiage of their art-
work as it was projected on a screen
behind them.

The masks

We found that masks - in all of their
various applications = swere a good
place for students to begin thinking
alwul wrealing a heighieoes] scose ol
staged reality. The students made the
mmasks in the art room over a two-wesk
pertod. Students used a variety of dif-
ferent media to create the masks. They
gl papier-mache (which 1akes a 'r1,|'||'||.1
investment of time and effort) for the
Denr Children of the Earth performance,
They made simple paper masks paintad
in briliani flugrescent colors in our “A
Trip 1o the Tropics™ program. For each
practice, they carried thedir creations
carefully from the ari Toom e the
music roem. This allowed music direc
1ors 1o see where adjustmenis needed
1o e made as both the perdormance
and the mask-making evalwved. For

The Orff Echo - Summer 206

example, rather than wearing the
masks, students discoversd that placing
them on paint-stir sticks allowed for
unencumbersd movement. As students
held the masks in front of their faces, il
brought 2 fantastic Venetian-carnival
feeling to the performance. The process
of making and using the masks was an
important part of teaching children
how o blend two seemingly disparaie
endeavors — art and music - into a wni-
fied artistic experience

In atiempring 1o place our collabo-
rative efforts within some kind of con
l.,|_'||l_u||| (rarmework, we -.'nn.‘.mml'_c k:"r."l
in mind the advice of Howard
Gardner; “Artistic learning should be
organized around meaningiul projects,
which ane carried out over a signifi-
cant period of time and allow ample
opportunity tor teedback, discission
and reflection. Such projects are likely
to interest students, motivate them,
and encourage them to develop skills:
and they may well exert a long-lerm
impact on the students” competence
and understanding,"*
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From the classroom — coninued irom page 35

9 Wag the tail - wiggle the tail of improve: focus, lingers, wrists, accura I_,E'I {hE"
the mallals |ensunes mallels are v, ransiton time, elc. Use them.
not held at the very end) Change them. Invent more. Save the | E} ealif }f .[]JF

bulcher paper lor backdrops
Harley handlebars - angle the btk

mallets like chopper handlehars (hmrd Thaxton semres on The Orff ll?lhﬂf }’TDH
[*W¥room, vroom!"); twist them Echo editorial board.

: - g 3 ] b 2 f

hack-and-forth {keeps pinkies i EGUL £ IU HI-EL

; Write Thaxton at
and pointies in; makes voteechim shoiabal net
x N ] TR S LT, 1

a nice playing angle] R 11-’1{:} L1 !'.rfU
I1, Hlds oot = move mallel headsz
down to the bars you are going to
start on (prepare to play)

- Rumi

12, Flatten ouwt - move the shalis par-
allel to the bars (correct wrisis]

13, Play - (the whole point of the
ERETCISes)

HCUSSIVE

14 :;I.ml MU e e S U [: | E T Y

15, Pur ‘e together = hiold hoth (n
ane hand {management]

[&. Dench o° roses = hide e ThE Wﬂrldrs best per{: USSiﬂn
resource for educators and students

behind your back [management)

[7. Give wouir friend some roses
give them to a friend [transition)

i85, Smell the noses - hold both mal-

lets together as the new player
| L ] the instrument: only
smell them if you really want to
Liransiion)

9. Mt 'em together - hold hoth in
one hand, heads up when fin-
ishied last time

20, Pt them on the head - [keeps Cﬂn nE'Ci ui

them from indulging in an

IMPITRIL AT SESS000 ) www pus Urg
L} L
21, Lay them in bed - with hand on
the mallet heads, lay the mallets
on the instruments

]

P

2, Tiptpe auxty — dont wake them
up or they'll be awake all right!!]

Ot course, 1 don't use all of these
ey me with q".'l_'l':;'l1|_||_|':.'. Howawer,
thev do make a set of tools for devel-
oping proper playing technigque and
smooth instructional time. Mostly, just
watch the children and focus the little
exerrises on areas they need to
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= MEW from Brent ol - “Canoms Teel™
Lﬁ'. e SCCiHTipaniTEnls. i an sl sty in
part singing for grodes 4 - B

o

J'.||.5H.,“i"-.'|'u'|"Ef_-'- ol FEHCEJ LovE
anis hMSIEIL sppropmen.

Pathways to Harmony

Lirdson - Thres Part O = A il - Ol &
Margaret Campbelle-Holman

Cizcanar why our Famiby ond preschesl dhosses are sowall oved,
Appl:,r oI skills loour mssarch-basad proagram, i:lin_cln:r:hlnE
comminity on the culting edge, and support o new ganeration
of musically compalent childran, Thane's o warksheg rearn vou,

MUSIC

TOGETHER

THE JOT OF FAMILY MUSIC™

AEUREE, AUia Npar Treos, Syl Lo sy
Grandiathar's Pand 3 part Trebde, Hopl Poam
G Round, Go Round &58, Szutben Spriue
Sky Golors 3 perl Trabie, for K05A Chideen's Henoe Crol

Raiging Cheral Litaraiaie Slisdaids
BENCHMARK PRESS, LLC
benchsmprkprass@comeaslmel
0:615-B76-8B0M « Fu: B15-876-2935

Our name says a lot.

When invelved in waching music, pride ockles our senses, You
know the feeling, I'm sure, The sensanon 15 the resule of effor,
knowledge, mlen, and passion. Add these wogether and the sum

hecomes the drving ferce thac inspires students o want w leam

And the dervess of their socomplishmenes? Thars whar makes
your joby worth the endeavor.

Ar American Droum, we share in vour tnumphs by otfenng the
highest qualicy malles, The face weachers have chosen Amencan
Dewmy for over 30 years is thar our malles are reasonably poced,
longer lasring, and cokw-coded for casy recognimon. We even have
little mallers for licde hands! Whae makes all this worth our effor? The

sty e e are LG B0 00E CAs, !

jiz= AMERICAN DRUM" ‘

£ “aots i Earin
shop with us on tha web at UL
wenw.americandrum.com A A

lills Blwd. # Richmond, WA 23331
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Of the JOHN'S MUSIC CENTER

ITHE}? creative : 4501 INTERLAKE N. #3
no one SEATTLE, WA, 98103
IS ever -_ 2@ s of | CALL FOR OUR FREE CATALOG
; master; H AU o . PHONE: (206) 548-0916
it must be R =N @  FAX: (206) 548-0422
= AT Ll TOLL-FREE: 1-800-473-5194
EE}& ID . . ' orderfjohnsmusic.com
g{j its : o .' VISIT OUR WEBSITE!
ownr way. :
- Goethe

-

ME RENAISSANCE RECORDER

B bt i b = [ T r——

The Orff “Echo

recorder in the industey!

* Easy to play with an improved scale; no other model
makes low C easier!

* Most durable ABS regin for wood-like tones
* Best sound and response due to curved wind way |~

d + Most like a real instrament with corked tenon joint
Call
- + Best value: includes heavy duty clear ripper
Steve DiLauro ﬂlﬂﬂlﬂ‘:ﬂrﬂdlﬂdﬂnﬂﬂ:‘;ﬂlzt e
at * Awvailable in Solid Ivory or Translucent Colors: Blue,
Green, Purple or Red 1. .
440,238.5577 _— $3.75 %ﬁiﬂiﬂ““
to discuss m ea.ch Expiiier Packmpe
advertising in the e $6.50
. e each
MUSIC
Is
See pfj:ﬁd?r rates sa::ﬁs ELEMENTARY ———
and deadlines - S .
_ = iy 800-888-7502
== = = - el e FAXS d40-J0T-3431
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Innowvative features, precision canstruction and the lowest prices in the music
industry combine to make Suzuki Orff instruments the best choice for your Orff
instrumentarium. Everything is provided for a rewarding and enjoyable
learming experience. Arnd O is fust the beginning, Our free 32 page
color catalogue is filled with hundreds of musical instruments and
accessories to enhance your Orff instrument collection,

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

* Fuee! Foam, Interlocking Comfort Mats.

* Hew! Indestructible Cloth Covered Orff Instrument Tubing.

* Expand! Bass Bars, Chromatic Add-Ons, Accessories and Morel
* Guanauteed! 5 Year Instrument Warranty.

Free '06 Catalogue.
Dosit Start Class Without One!




From the AOSA Video Library

Divide and conquer

ometimes the

pedagogical

inaights amnid
classroom manage
mient skills of an
experienced teacher
| turn the formidakle
intor thie feasible,
Allow Carol King o
share her years of
|'ﬂ'\|'|'||'-|'|||ll|'||"\||=I A9 A I--l.'ll"'|'||=ll'I kT
author and leader in this 2006 AQSA
Matkonal Conference session held in
Birmingham, Ala.

With a humble and gentle style,
King sets the stage for an early morn-
ing sesston that uplifis the learner
amd affirmms the feeble. The session,
just like the classroom setling, draws
a mix of skill levels: the experiencid
who want to brush up their blemish-
5, as well as the sxplorer out for an
advenmure with advarsity.

King lavs out the plan. Her intro-
duction and session nodes give the
outling and objectives up froni. There
i= strengih in knowing she welcomes
the journey, foresees the pitfalls and
will guide the gullible. The key points
of the session are; divide and conguer,
tone and articulation, fingering and
technique and classroom manage-
manl. Each area g e |||!-|'\l|'|l'l-|1|.|. writh
music materials and tested examples,

The zound produced by ihe
recorder can be characieristic of the
“Morh Wind Society” or the “Tropical
Breeze Club,” quips King. The favar-
able approach uses warm, slow, gen-
te breath o produce the sound. King
pgmphasizes that teachers should wse
the word brevifie instead of instruct-
ing students 1o hiow into the recorder
in order to make the gentle approach
clear. King carries a clipboard and
keeps a checklist on how each stu-
dent is progressing in each recorder
and music skill area. Children lowe 10
b fold they have continuing memhber-

Ny

Rewieured by
Beth lajiglinla
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ship in the “Tropical Breeze Club,”
muses King.

King explains how recorder playing
beging with ownership of each pitch,
amd also how the recorder @5 bes)
used wihen woven into an aesthetic
cxperience, King advises teachers 1o
use a wall chart betore giving stu-
dents individual copies of the song.
This approach gives her feedback on
their fncus and understanding. A&
quiet guitar accompaniment creates a
support for the desired tone and sets
the mood for the piece. King divides
the participants inlo three groups
and assigns a B, A, o7 &
pitch to play on the
recorder, By dividing the
song pitches, the partic-
ipants have time (o
form their response,
can distinguizh their
own sound from the
group, and can perfect
the sound in relationship
io the other partic
ipanis and the
Accompaniment.

The participants
listen as King sings
an amusing “Tall
Tale" about a
sneexing chicken.
The first response
asked of the partic-
ipants ig not o
play the recorder,
bt to sing a word
pattern indicated by color-coded words
on the wall chart, She adds sound ges-
jures, such as snap, clap and pat, with
the words o reinforoe the rhythmic
component and the division of the
¢lass into groups. The three sound
gestures reflect the high, middle and
low pitches of B, A, and & vsed on the
recorder, In the classroom, the siu-
dents would try each pitch response,
says King. She invites her studenis o

Presented by Carol Ki@
ADSA AV Library: 180CK

play the three pitches In quick succes-
sion at the end of the song, providing
a challenge for the more able studemnts
and a goal for those stouggling with
the recorder. Throughout the experi-
ence, participants choose their levels
of participation and all are welcome
in the ensemble,

As King introduces succeeding
plecas in the session, she introduces
ather types of accompaniments, The
Orfl ingtrurmentarium, African percus-
sign, hand drums and even pians
embrace the recorder in an envelope

of ensemble. Each exploration
begins with a visual. A wall
chart indicates the word pat-
tems, A pirch stack shoow-
ing the letter choices from

low to high, help with
warm-ups and practice.
Eing uses a paper xylo-
phone 1o show the pat-
terns used on the barred
insiruments. The teacher's
rale is to antici
pate the trouhle
spois in the
piece and pre-
pare the siudents
for the challenge,
ENCOLUTAEE
achievement.
and set an
acceptable |level
ol musiclanship
amd skill as the
goal for growth.

Within the scope of seven selecled
pieces, King demonstrates ways (o
make the recorder a positive part of
the ensemble. Some of the technigues
are highlighting selectad pitches of the
medody, dividing the melody, adding
harmaony, plaving the melodic skeleton
or embellishing the melody. This cre
ative approach o recorder makes even
the reluctant player relaxed enough to
join the fumn.
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Zimhabwe Children’s Singing Games DVD

imhabue
Children's
Singing Gares is

hased on doctoral
research of MNatalie
Ereutzer, professor of
music at the
University of [daho.
Her research focus is
the Mharira comimi
nal lands of Zimbabwe, a rural area in
the Mashvingo Province, The DVD is
full of information: songs, games and
dances as well as many additional
coellent features. These include a pro-
nunciation guide with native speakers,
music notatlon accurate w the I.']IZ"_E;I'E'{'
possible and background information.,
The DVD alzo includes a rationale for
the project, which might prowe helptul
to teachers who need information on
the positive effects of this music and
culture on our children,

Krewizer polnts out mot only the
importance of learming music and
dance with a child-centered approach,
but shows in particular the value of
e Shona™s relaxed and informal
teaching and learning style,

"Modeling and encouragement are
the main teaching techniques for the
young,” she explained.

The VD menu is well-organized,
and only a bit more complicated than
a typical movie format, The [irst e
aptiona are “Intraduction . and
“Musical Selections.” The musical
selections are organized by type of
gong, (chants, songs, two-par songs, a
lullaby and dances). After that the
viewer may select one of the following:

1] an informational introduction

2] audio and video withowt com-

mentary

3] audio and video with commen-

Lary by Ereulzer

4] a pronunciation guide

%) musical notation.

I recommend starting with the
songs of dances presented without
commentary. Watch that version sever-
al times, They are performed by chil-

Revieeed by
Sarak Nail
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by Natalie Kreutzer = 2003, University of ldaho

dren in an informal setting and as
such are authentic. These video clips
howiver, are ol without proklems
They are often short and framed so
that important views ane cut. Fo
example, in the case of “Du, du,

m duri” we never see the entire circle
of children, so it is difficult to get a
sense of the call-and-response. In the
danee "Chaminuka ndiMambo,” the
first half shows the dancers only from
the waist up, and although the dance
gteps are not complicated, the viewer
may be frustrated wondering if they
missed something. Meveriheless,
Kreulzer has made a irue connection
with people through her research and
has given us the opporiunity to see
these songs, games and dances in
their natural setting.

Adter viewing the clips, watch them
again with the commentary. The infor-

matlon in the intreductions and the
simultaneocus
COMmImentary
with each song
i= informative
and woell
researched. This
information,
along with the
pronunciation
guide and nota-
tion, is a useful
teaching
raqirTe Since
notation is inca-
pable of repre-
senting the sub-
ety of rhythm
or the possible
wariation in
piich, learning
from notation is
not suggested. 1
shauld be used
only in conjunc-
tion with the
audio-viden
samples.

People meet-

ing and sharing

culture are critical to the survival of
culture on our planet. While | believe
Aimbabuyy Chitadren s Singing Gaaes is
a wonderful publication, learning this
malerial via DVD newds 1o be
approached with caution, Teaching
materials, no matter how well-docu-
mented or researched, cannot replace
the transterence of oral traditions in
person by nrembers of any paricular
culture. My hope is that we use mate-
rialz like Zimbalnee Children's Singing
{=aines as a springboand 1o make per-
sonal connections with people from
Zimbabwe and that, hand-in-hand
through both of these modes we will
further our understanding, experience
and appreciation of our world.

For further siedy of Zimbabhwean
culture also consult: woarw.dandemu-
tande.arg and www, zimlest.ong,

Wirite Moll at

snailgeheadroyoe org

20 singing games
- dancesin the
shona language
tor children
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The Singer’s Ego

ynn Euslis won

derfully eluci-

dates the per-
= spective and chal-
lenges unigue to
singers, devoting the
first half of her
book o the inner
world and the sec-
ond 1o the outer world. At the end of
each chapier, *Further
Exploration” exercises help per
sonalize and clarify the informa-
tion presenied,

Comprised of four chaplers,
“Part One: The Inner World”®
discusses how singers are dif-
ferent, confidence vs. conceit,
artistic ownership and therapy
While articulately presenting
poinis of view, she manages to
maintain an authoritative and
vel personal voice, Eustis
shares experiences from her
musical journey that demon-
sirate key poinis.

“Part Two: The Quier
World® presents five chapters
outlining the perception of
gingers, competitions and rela
tionships, academia, profes-
sional singing, and teaching.
15 not for everyone,
succinctly describing the exter-
mal pressures a singer experi-
euces, these chapiers include
advice o singers and teachers
Two appendices, cloging
thoughts and selected
rezources cloze this volume.

As an artist and educator,
Eustis understands how ditfi
cult it can be 1o balance these
roles. She details her experi-
ence in sharing the passion for
singing. the difficulties in hon-
ing her artistry and her choice
to become a teacher. Ditferent
from technical books swith
vocalise, Eustiz succesafully
lays out maost, if not all, the
possibilities involved in becom-

The Onff Echo
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Revdeued by
Paed Proawncie

Slmmer X

ing a singer. To better understand a
singer, this slim volume may be a
quick read, but offers much on
which 10 reflect,

While reading this book, | revisit
ed several important points about
being a singer, 1 caused me to
agree, challenge, defend and expand
my view of being a vocalist, Central
to many of the ideas in the book is

A Gwrige for 5
eTeach and Work with Singers

-

- g e

=

by Lynn Eustis = GIA Publications, 2005

how singers carry their voices with-
im and everywhere they go, This
males it especially difficult o
resolve vocal problems. Also, by its
very mature, the voice is affected by
physical, emotional and even apiri
tual matters. Everyone working with
singers, including teachers and con-
ductors, would benefit from read-
ing this work

s amd Thrse Wha

THE SINGER’S EGO

FINDING BALANCE BETWEEN MUSIC AND LiFE

Lynn Eustis




Lullabies: An lllustrated Songhook

2006 Metropolitan Muoseam of Art ® Music Arranged by Richard Kapp * Published by Gulliver Books

rom ihe panion o demonstrate different tim-  art and music together in an effec-
F Metropolitan bres or styles of performance, try tive, aesthetically pleasing way tor
. Museum of Art one of the following: Kockabye Baly,  both educator and student. This
] comes this beauiiful  Lullabies from Anound rhe World or book would be ideal to show sin-
L book. There are 37 Baby's Best Lullahies. dents how music and art can often
lullabies included in I recommend this book as an reflect one another.
. this book: some imtroduction to art as well as a rich
Reviewed BY  yery traditional and  resource for lullabies from various Write Shank at:
fennifer Shank  nme not as well cultures and time periods. 1t brings  Jenndfer Shankd@usm._edu

known. Each song is notated in a
simple, singable key,
with a harmony part,
chord noation for
use on plano, Orff
instruments, guitar or
¢ cappella, For each
song is listed infor-
mation about the
composer (where
avallable) as well as
its origin.

HAccompanying each
lullaby are ari selec-
tioms from the MbdA
collection. Each picce
of art reflects the
mood or imagery of
each lullaby. Artists
include van Gogh,
Cassatt and Manet.
The book alzo has two
indices, one by zong
titbe and the other by
first lines. This is help-
ful if vou are humting a
particular lullaby you
may remember from
childhood, but can't
recall its mame.

The melodies are
simple, lending them-
selves easily o
soprane recorder, alio
recarder or g cappella
singing. You do not
need a recording
since the melodies
are very singable or
playable. However, If
yvou did want o use
a recording as a com-

Lullabies

AN ILLUSTRATED
SONGBOOK
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IT°S THE REASON O MM e
WE DO WHAT WE DO. MMBIMUSIC

Children. Musical expression. Creative joy.
You give them your best. So does Studio 49. fTumo a9

MME Music is the exclusive U5, distributer of Studic 49 Orff Instruments. Contact us to find a dealer.
mmbmusic.com  B00-543-3771




Mama Don't Allow

e likely all
hhave a mem
ory of practic-
ing an instrumeni
wie fad oL yel mas
tered and heing
politely asked by a
Reviemed by parend Lo, “Eeep it
Laurie Stegel  down!™ This is pre-
cisely what happens when Miles, the
main character in Mamae Don’t Allower,
% Hiw_*n & saxophome for hig birthday.
Thacher Hurd's book was adapted for
a children's npera, “Muskeat Lullaby,”
performed by the Los Angeles City
Opera on Oct, b, 1989,

After being thrown out of the house
because his parents can't abide his
poor skills on the saxophone, Miles
meets a variety of musicians who will

make up his Swamp Band, Hiz journey

takes him to places like Swamp Lane
and Bayou Bridge, where his band ot
anthropomorphic musi
ciang are found, Swamp
Band becomes the
avening's entertainmend
for a rollicking group of
alligators who decide
[unbeknownsl to the
muzicians] that the
Swamp Band will be
their dinner. Miles and
the band soothe the
hungry heasts with “A
Lullaby of Swampland,™

allowing Miles 1o refurn B
.y fi
!

home, playing his saxo-
phone all the way.
Thacher Hurd (son of
Clement Hurd, illustratos
of Goodnight Moon)
uses watercolor, gouache
and pastel touches 1o
animate the eccentric
character of the swamp.
The drawing is child-ori-
ented, using color and
shading to create a
o, rather than
adding unnecessary
detail. However, expres

»

54

by Thacher Hurd = Harper Collins, Publishers 1984

sions created by simple details, such
a2 “hands™ on hips, or eves that
appear 1o he scowling will captivate

children of all ages. The musical nofa-

tion of the waditional song “Mama
Don't Allow,” arranged by Bark
Shafarman, is included in the back of
the book. The Ivrics of the song cau-
tion: *Mama don't allow no music
playin' ‘round here.”™ which automati-
cally challenges children o do some
thing they are not supposed o do.
What child could resist that?

There are niher veraes included in
the book, but there is also an invita-
tion 1o “make up your own verses as
you sing this song.” Any instrument
nams or movement vocabulary coulkd
he inserted into this song, such as
“Mama don't allow no xylephone
playin® ‘round here” or “Mama don't
allow no gallopin® “round hene.™
Students will find countless ways 10

& § T
[
vor + W

.'1 |

i
I

expand the lyrica of this song. | have
used this book as part of a beginning
recorder program with third- through
fifth-grade students as a way 1o
become more comfortable improvising
an a new instrament,

To create a contrasting mood to the
upbeat “Mama Don't Allow,” students
can improvise and eventually nolale a
meledy for the "Swampland Lullaby,”
The words to this song (writien by
the author) give an easy framework
for contemporary composition. The
teacher could also provide a melody
for this text, asking the very young
children to create a lullaby dance 1o
soothe the alligators. The possibilities
for using this playful story in music
classes will be limited only by the
imagination of students and teachers,

Wile Siegel at:
Tanrestese@hormadl com
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CoNa

In my hours of gloom, when I am suddenly
aware of my own futility, when every musical
idiom ... appears to me as no more than
admirable, painstaking experimentation
without any ulfimate justification, what is
left for me but to seek out the true, lost face
of music somewhere off in the forest, in the
fields, in the mountains or on the seashore,
amaorng the birds.

Oliver Meassiaen
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ow about Guitars?

Tune into your students” needs by
intreducing an appealing instrument
that is affordable, easy to learn, and
stimulating to every student,

« Guitar {5 harmonic! In no time,
your students will learn enough
chord accompanimeants ta support
their voices in song.

« Guitar is melodic! Explore the treble
clef while gaining functicnal skills.

« Guitar 15 Inclusive] Unlock the world
of music for all of your students.

« Guitar is a lifelong instrument.
= Most important, guitar is cooll

West Music has everything that you need
to start your guitar education program.

A Lre

1212 5th Street » Coralville, 14 52241
tel: 1-800-397-9378 « fax: 1-BAE-470-394)
serviceEweslmusic.com

www.westmusic.com




American Orff-Schulwerk Association
Music and Movement Education

&
American Orff-Schulwerk Association National Conference

November 8-11, 2006
Omaha, Nebraska

TN %

Hosted by the Great Plains, Heart of America,
Kansas and First lowa AOSA Chapters.
Assisted by the Green Country OK,

Sioux Valley and Greater Des Moines AOSA Chapters.

American Orff-Schulwerk Association
Affiliate of MEMC: The Hational Association for Music Education
PO Box 391089
Cleveland, OH 44139-8089
Phone: 440.543.5366
FAX: 440.543.2687
Email: info@aosa.org
Internet: http://www.aosa.org
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