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Alfred proudly presents....
TOP-SELLING SONGBOOKS BY ELIZABETH GILPATRICK
featuring optional Orff instrumental parts

P—— )
‘ROUND THE SEASONS n
40 New BEounds, Partner Songs

and Short Songs for Every
Holiday and Season

A delightful resourss that's ideal

for developing part-singing with

your young singers, Each of the 40
selectiona inchsdes practical achivitees
and rehiearsal supgestions, And

mare than half include optional O
iislruienlal sccompanments on

COME JOIN IN!

32 New Rounds, Partner Songs
and Short Songs

Take a glant lsap toward independent
part-singing witly this meredills
cellesstion of 52 romnds, cancaos,
partner aongs, and short soogs for

uss thronphout the schosl yaar.
Elizabeth Gilpatrck's clever texts

el straightforeard musical ideas ars
vomplenetad by ber prastical activiey

suggestions for cach song. More reproducible pages for students. Great
than hall also have opticnal mprodacible Orff instramestal for warm-ups, tool
ACCOIPANIMENLS. SAtEBO ... resrerrsrmsms s semssmsss s sssseinene JO9AT  §19.05
SanGBIOK ..o L1654 $16.05

‘ROUND WE GO!

40 New Bounds with Activities ‘Reund We Gol
NEW! for Young Singers oo

LOOK BEFORE YOU LEAP!
36 New Rounds, Partner Songs, Short
Songs and Speech Ensembles

Tou won't want to misa this incredibis
new callection by certified Orff instroctor
and heat-selling Alfred authar, Elzabeth
Gilpatrick, Leamn about pitch, riopthm,

Young singers are fascinated by the concept 1“""}
of rounds: the joy of chasmg — but never “ '
catching — the vaics before them. They also el A
experience the mportant first steps toward :;_ 5

rounds is folkewed by teaching sugpestions ‘ .}‘T
and activitics, such 45 movement and the |3 S KU™
use af Orff instraments.

musical independence. Each of thess 40

music reading, and improvisation in
e e ] e e BRI e e e e Y £6.95
partaipate in these 100% reproducibla SING WITH ME!

general music songs and activitias, most
wilh optinnal Orff accompaniments, Your
shindents will achieve their musical best

LEARN WITH ME!
41 New Rounds, Partner Songs,

as they sing and play these sducational and fun lessems, A solid ~ 2hort Songs and Speach Ensembles
curriculimn choice for elementary classrooms. for Young Singers
Teacher's Handbook (reproducghls) .......... J3B58 2005 Elemenitary classroom mnsic teachers

will find an abmmdamce: of fun, practical,
informative, and usehl smgs in this

Available from your | Alfred ﬂﬂﬁ,m”ﬁdﬁﬂ@i |

favorite music dealer. l"q pecuihis; mnd ciE mcoompemimmiz) o
i academic areas such as health, science,
alfred.com B e
Drevelop your young singers” voices,
To view these and other classroom music publications visit Alfred  mosical skills, and fmagmation with this

at the 2005 ADSA Show November 912 in Birmingham, ALl ==live and educational songhook.
Booths 318, 320, 322, 324 Teacher’s Handbook [reproducible] .......... 20002 2405
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World Drums For
S]enfa Classroom Percussion
o
Series omisrune

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

" peaian 0

5 Built-in Stands
Makuta :
A EE:EE:‘I or Sound Arches™

Drum for Maximum For Special

Tonal Response Discounts! &
without Lifting or and Complete

Tilting off the Catalog

floor. -5 /% Available

Excl.uslrrﬁw

THE PERIPOLE" im

& Peripole-

AEQEI rl':'lalo Bergerault!
ecorder FREE! With

The Soprano and Alto each recorder!

Recorders that everyone e
is talking about! Hﬂﬁ] Hanger/

UNIQUE
FEATURES:

B Textured plastic that looks,
sounds and feels like wood.
Curved windway.

W Low notes very easy to produce!

Two-Piece

School Price

Rich tone quality. Perfect $""_|'-25 each Sl:h_nﬂl

intonation. Hab* Hanger Price |
W Does not overblow. FREE with [

Therefore no shriegks! gg:h re:nni_gr | 5995 each |

The B pdir® Hata®™ Hunger lu pratnchund by thae Teliwiag Undted Sranes

Fatents §,65LBE5 0% 6640 17 B 6410 B1: sl Design Puiei D45 A 5. Angel b5 a registered trademark of Kaman Corporation

B \www.peripolebergerault.com « FAX: 888-724-6733 « B800-443-3592
“Peripele Mailing Address: P.0. Box 12909, Salem, OR 97309-0909

BEH;EHAUI A | @ TOCA s a H.:-gis.'_i_ﬂl_l-d Trademark of Kaman Corporation
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Glossary of terms
Becaude the subject of this issee may be unfamiliar 10 some readers, a brief glossary of lerms used
throughout the istae has been included,

Orff Schulwerk and literacy follow parallel paths

iy Mirjie Wan Grnren

“Regardless of our job titles, we don't tesch music - we tepch children,” writes Van Gunten. “fAnd
children come 19 us with the natural ability and inclination to integrate what they know with the

new thimgs they experience”

Puzzles, structures, and journeys: Learning to read and the Orff Process
by Sue Snpder
*0rif process applied o music and movement builds the skills required for reading,” writes Soyder,

Focus on Research: A research base

By Sarah Trowman Waomack

Mew research validates an integrated curriculum of music and reading in specific areas - leaming
ransfer, ETIgARCmenE, aural discrimination and viswal discrimination - that are the comerstones of
reading skill.

The OrlT praclitiomer as Language Arts teacher

hy Patricia O'Herror

“The skills that are acouined through vacal music nstraction intersect language arts insinection, ™
writes O'Herron. “We ane clearly teaching linguage arts in the Orff classroom! ™

Effective literacy instruction is embedded in Orff-based curriculum

by Marthyn Pitcairn

“The contribution of music-based activities in the area of fluency is indecd immense,” Pitcalrn
explaing, “and our materials bring diversity of text, a varied musical heritage and artistically
compessd texds for choral péeces,”

Portrait Series: Sarah Goldstein

frr Lande Laoberi

Goldsiein's tireless work fram the early 19605 ino the 708 played a crecial rele in the foundation of
Orff Schulwerk in the United States. In an interview following her recent 971h birthday, her delight in
Ot Schulwerk B evident,

Making language connections through Orff Schulwerk

by Armet Greene

In her work as an Odf-5chulwerk practitioner in the United States and abroad, Greene dis-
coverad that she was ieaching phonemic awareness, syllables, rhyme, parts of speech,
grammar, vocabulary, spelling and other early literacy concepts and skills.,

B Departments
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by ADSA President Sue Mueller
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Three CDs illustrate the relevance ol recorder
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The President’s page

Many Voices ~ One Spirit
An Orff Schulwerk community

t the recent
ADSA confer-
ence in
Birmingham Ala., it
was exhilarating 1o
spe the many faces
representing differ-
ent woices that com-
prise the e $pici
we love and share: the spirit of the
Srhulwerk, Thiz spirit shines
through all those that make up the
community of ADSA, whether at a
national conference, local chapter
meeting, in schools making music
with children or in the communities
in which we live
What joy it is 0 know that the
Schulwerk is actively becoming a
part of our culture. A% the
Schulwerk evolves, day by day we
recognize and support the contribu
tions of one ansther, Our ahilicy to
bond and netwoark reflects the joy
we are eager to share. The mulual
responsibility we hold for the well-
being and survival of the Schulwerk
1% A p i|1'|..]|':|-' CONCern o us.
Although our world views diflfer,
we do share the spirited vision that
io respect and promote the
Schulwerk is important,
This fall, you might have waiched
a flock of geese heading south for
the winter, flying along in the "V
formation. You may have heard this
analogy before, but it bears repeat-
ing, as it applies o AQSA.
It fas bewn observed thal as each
gonse flaps ity wdngs, it creates an

Swe Mueller

ppiifring carrend of air for the bird
intmediarely following. By fiving ina
W ormarion, the wiale Hock mohes
with stariling efficiensy, wdding a fiy-
ing range 71 pevoetd grearer han a
goose Mving along,

People on a team share & Com-
mon direction, Similarly, the
Schulwerk community shares a
comman purpose and direction,
Whenever we travel together on the
trusl of one another we move more
quickly, and mare easily.

Whenever a goose falls our of for-
matione, 11 sieddenly feels the drag
and resistance of frying to go through
it alogre aeed so guickly gets back into
forration o take advanioge of e
powrer of the flock.

The power of the whole in ADSA
is built on knowing that we can
share information, ideas, fears and
joys and that this sharing is
cmbraced desplte our different
approaches. \We are heading in the
game direction and our misgion sup-
ports the education and develop-
ment of the whele

When the leading goose res, he
moves to the ek of the formaion,
il another gocse tokes owver. If a goose
ix wounded, grows i, or falls our for
whizatever reason frovn e Jormeation,
heo geese fell out as weell, folfousing the
irgjueresd bind donen, fo fend help and
profection, They stay with Riv geend o
I5 avice again aldle to fiy or prd he
dies, T e fuw geandians laoech
ot with another passing formation o
oatcfe ap with thelr grop,

by AOSA President Sue Muetler

[ am reminded of how ADSA
imembers have come to the aid of
displaced teachers and students
affected by the hurricanesz this vear,
That impulse of care and concern is
vital to the existence of any organi-
zation or community,

The geese konk from behind o
ericerage those ap front o keep
Hheir speed.

Words of support and inspiration
help energize those on the fron
ling, helping them (o keep pace in
spite of day-to-day prossures and
fatigue, If we atand by each other in
pood times and had, we build the
sense of communiiy that keeps us
growing stronger and more united,
allowing us to accept change and
rransitions more easily. [t is prodent
to share leadership and (o take turns
doing hard jobs, Consider for a
moment how many in our nation-
wide prganization have laken their
turng, and dedicated their time and
amargy. in the Srhnlwerk eonmmuaniy
over the past decades,

We should be very prowd of the
community we have built. Like the
"V formation of migrating geese,
ours is a hody moving to an inner
gense of movement and divection
With vigilant caretaking of one
another, we will continue (o move
and grow, We are, iruly, one spirit
with many voices, Let us continue (o
hear the many voices speaking, 1o
ghare that spirh with others and
build the community we love,
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Remember the difference SPOTLIGHT
that special music teacher MU(STEZ

made in your life?

Be rei

Pt vour stird oS
Center Stagrgnitiee
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gt fes v il

iy millﬂll Publisher of memorable Pre-K—-8 educational marerials
McGraw-Hill  500-442-9685 www.mhschool.com
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Lyons Student Recorders

§-picee Soprana Barsgue Recorder in Blse, Green or Parple,

Only SZQH

Renaissance Recorder
This 2-piece renpissance stded recorder has the soand aml beel

Your Best Value in 3-Piece Recorders...

MNowr in Bﬂrﬂq“& or German F—H'Igﬂl'lﬂg! oof wond an 1 sehool chssroom price, Free hlowing Fram o i
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serman finpering amsd coubbe horing for G and [, Comes packed in
handsonse, wuterpeood cierying case witl cleaning rod and fngering chan

Only $249
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Also

ORFF IHSTHUMENTS...

Lyons « Studio 49 Sonor v\\
call P

I for your FREE Lyons \

music supply catalog!

1.800-292-4955

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




A glossary of literacy terms

This issue of The Orfl Echo focuses on the relationships that exist benveen Orff Schuahwerk teaching processes and the
provesses of learnting to read. Music teachers erfamilior with rerminology used in teaching reading may find the short
glossary below helpfin! in understanding some of the articles in this issue.

Those new to Orff Schulwerk reading this article, such as administrators or reading/literacy teachers, may be unfa-
miliar with the teem. OFff Schnlwerk is @ way to teach masic and movemant, named for Carl Orff, a Bavarion composer
and pedagopue. For more information abont the Schaliverk, visic the ACSA Welb site at:

e aose. ong, aned select “Abone L

A phoneme

Phonemic awareness
Phonological awareness
Phonics

Fluency

Comprehension

Vocabulary

Prosody

Phonemic awareness
Awareness of rhyming words

Awareness of syllables
Awareness of onsels and rimes
Sound isolation - awareness of

ending sounds
Phonemic blending

Phoneme segmentation

Phoeneme manipulation

The O Echo - Winder 2006

i the smallest funclional unit of sound. For example, the word “cat” contains
three distinctly different sounds, or phonemes. There are 44 phonemes in the
English language, including letter combinations such as th.

i% the ability to notice, think about and manipulate individual sounds of the
spoken word.

is a general appreciation of the sounds of speech as distinct from their meaning,
The concept includes the idea of phonemic awareness but is 2 more global idea.

is a method for deeoding written language that associates letters and letter
combinations with their sound values.

ig the ability 1o read a text accurately, smoothly, quickly, and when reading
aloud, also with expression. Fluency is a bridge from word recognition to
comprehension.

in reading i the ability to understand and construct in your mind meaning and
usefulness from a text,

i= the collection of words known 1o a reader and represents essential
background knowledge for comprehension.

refers to the patterns of stress and intonatien in a language; the elements of
spoken language that have parallels in music

The skills involved in phonemic aearenezs are listed below in developmendal
order from beginning awanemess (o emergent litenacy:

refers to the ability 1o identify sets of words that rhyme and sels of words that
do nat rhyme,

describes the ability 1o clap or count the syllables in a worndl.
An onset is the beginning phoneme in a word or syllable (the ¢ in “cat™]; a rime
is the vowel sound [the g in “eat™).

i# the ability to identify the beginning sound in “check,” the ending sound in
“meouse,” and the middle sound in “pan.”

iz the ability to blend phonemes into 4 word. For example, after hearing
"pigT ina sreiched pronunciation, the child saye "pig.”

iz the ability to identify or count the sounds in a word. For example, the child
can correctly answer “How many sounds do vou hear in 'dog™?™ and “What
sounds do you hear in “soft't™

is the ability 1o omit or substitute phonemes o form new words, Examples: the
child is able to substitute £ for ¢ in “cat” and form “sat™; the child is able to
omil the ¢ in “stick” and form “sick.™




Orff Schulwerk

and literacy follow parallel paths

As teachers

of Orff Schulwerk, it
Is important for us to
know how to talk
about music-to-literacy
connections so that our
nomn-miusic-teaching
colleagues and
administrators
understand

the complementary
and parallel processes

that occur daily in
our classrooms.

1

a changing world. Marrowing the

definition of literacy to the skills
of reading and writing taught in
schools does not really clarify what is
meant by the term, Nevertheless, edu-
cators agree that literacy is a critical
skilk for children to masier, Students
leave school after 12 years with litera-
oy skills that range from grappling
with shopping lisis to grasping literary
allusions in Shalley and Shakespeara.
Current debate focuses on how to
ensure that all children progress as far
along that spectrum of skills as possi-
ble. The goal of this adicle is to
addresa the role of Orff Schulwerk in
the emerging literacy of our students.

To refresh my thinking on this

opic, 1 recently interviewed reading
speclalists at my school e determine

I iteracy is a changeable concepl in

whai they considered to be the charac-

terigtics of students who were most
likely to become good readers. Their
slatements aboul what leads to litera-
oy were thought-provoking:

“The child has experienced oral lan-

guage prior to learning a concept of
written language: 3,000 hours of lop
Hme [eozy time very voung children
spend with an adult who recites
rhymes and reads piclure books] is
a minimum.”

“The child can learn through her
cars: listening comprehension comes
before reading comprebension. The
child can hear rhyme, hear ihe sounds
of phonemes and discriminate
between different aounds.”

“The child reads with fluency. This
is cxemplified through expression and
prhrasing.”

“The child reads with a natural
rhythm, "

“Ther child has good problem-solv-
ing skillz, “Word calling” {breaking the
codde) does not equal comprehension.”

“The child has the ability to predict,

by Marjie Van Gunien

Feading is about teaching thinking.
Eeading is about making meaning.”

“The child has background knowl-
edge in order 1o understand the con
text of the words on the page.”

“The child has a rich wocabulary in
order o precisely describe people,
Maces and things. For example, there
are many wards for water: brook,
river, lake, puddle, erc.”

Some of the wards from thelr state-
ments jumped out at me: “oral lan-
guage ... learns through her ears ...
diseriminate between different sounds
-.. expresslon and phrazing ... natural
rhythm ... preblem solving ... back-
ground knowledge ... tich vocahu-
lary.” These characteristics of good
readers also describe skills that are
taught in an Orfl-based currculum.
Orral tradition i2 at the core of the
material we recteate with our students
and use as the basis for further cre-
ative problem solving, Children in
Oril-process classes learn through their
ears and create meaning with their
bodies as they personally interpred
whai they hear. The natural thythm of
language is the basis for the study of
miuzical rhythim. Expression and
phrasing are part of creative move-
ment, improvisation, playing insto
ments and singing,

Complementary
and parallel processes

What specific activitles take place
in Orff Schulwerk lessons that support
the develogment of literacy, not only
in music, but in written language?! To
angwer this question it is useful to
consider two distinet leaming modes
through which learning across disci
plines is processed:

* Complementary processes use
learning in gne disclpling as reinforce-
ment for learning in other disciplines.

* Parallel processes are those paths

The OFF Echier - Winter 2006




of learning that use similar modes of
perception 1o discover, describe, exam-
ine, compare, analyze, evaluaie, inter-
pret, apply and create new meaning
across disciplives,

Examples of complementary process
are common in Ol Schulwerk les-
sons, Playing with spoken language
through music is more than play; it is
literacy readiness. Consider the many
possibilities in a nursery rhvme like
“Wee Willie Winkie.” While children
repeal this rhyme, the sound of the
letter W is reinforced through allitera-
tion, Children expand their haclk-
ground knowledge as they discover
that people in Willie's day lived differ-
ently than we do today. He Is a male
character who wears a nighigown. To

communicate, people don't use cell
phones, but rather rap and windows
or cry at locks, And there i2 the oppor-
Lumity o review many different verbs
when the children create movenents
as Willie slides on the ice, leaps over
the puddles, slithers through wet grass
or squishes in gooey mud, Here, even
as we enjoyv the sounds of the rhyme
itsell and explobt its musical potential,
we reinforce phonemic awareness and
vicabulary developoment, critical to
emergent literacy,

Traditional folk songs are ull of
opporunities for complemeniary
learning processes. A wonderful exam-
ple is fogund in “Mr Frog Went a-
Courtin®" The historical background of
this song is tascinating, Onc veralon,

)

“A Most Sirange Wedding of the
Frogge and the Mouse,” was licensed
in London in 1580. It is believed 1o be
the story of the failed romance
between Elizabeath | of England and
one of the Medici princes [the son of
Charles IX of France and Catherine de
Madici). There are many picture book
varsions of “Mr. Frog Went a-
Courtin™" and children love to com
pare the differences between the char-
acters, thyme schemes and refrains.
They can read/sing a version in small
groups and decide which verse to sing
for the class, or they can join in a
class discussion of similaritles and dif-
ferences found in several versions, The
s0ng's mamy variations remind chil-
dren of the role of oral traditien and

“Iri ant Off elassmom, re-creation of music is nsed as a model, ot as an emd goal,” Van Guaren writes. “Re-creation

becomes a means of discovery which allows the student to describe, examine, compare, analyze and evalnate. The
learning dowes pot stop with the performance of o work as it already exists on paper,”
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“Through Orff Schulwerk. with its nrion of music and movement, a child connects o a place deep within that
aunakens his spirftnal core,” explaing Van Ganber,

reglonal differences, while intraducing
rich vocabulary,

The rhymes in “Mr. Frog" otier an
overview of the spelling surprises thai
ahound in the English language: “a
litthe flea to dance a jig with the bam-
blebse” and D, Fly said Mr. Tick
would surcly die.” Children love to
make up new verses, providing an
opporunity for sole singing as well
as stratching their word wealth. There
are endless possibilities in the rhythm
patterms created by the many wed-
ding guests (“fried mosguito,.™ “lily
white duck,” "Madame Butterily,”
and even mare invited guests invent-
ed by the children). The pattern of
lyrics encourages children to use
descriptive language as they name
new wedding guesis, and this literary
extension begs for further interpreta-
tion through creative movement.
While the studentz create body per
cussion and instrumental ostinati
irom names of the wedding guesis,
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they are practicing the skills of syllab
ification and word accent,

As teachers of music and move-
ment, we do not use these comple-
mentary processes (or the purpose of
teaching children to read and write,
yet language development and phone-
e AWIArSnNeee ane part of our lersons
naturally, Regardless of our job titles,
we don't teach music - we teach chil
dren. And children come (o ug with
the patural ahility and inclination to
integrate what they know with new
things they experience, Many schools
geem to make this natural integration
impossible by unnaturally compari-
mentalizing leaming: Reading from 9-
0-45 a.m.; Math from 945 10:30 a.m.;
Keceas; Music from 10:45-11:15 a.m
{on Tuesday]; and %0 ¢n. We integrate
across disciplines because ii is the
natural way children learn - when
they are exclied and happy to he
learming - as they are when actively
engaged in music and movement.

The complementary learning
processes | have described are impor-
tant links in the way children retain
amd retrieve knowledge, Parallel
processes function at a deeper level
and have more 10 do with how chil-
dren learn than what they learn. The
list of learning pathways thal charac
terize parallel processes [discover,
descrile, examing, compare, analyze,
avaluate, interprat, apply and create)
resembles Bloom's Laxonomy, 10 also
Ignks very much like an Orff class-
room where the learning takes place
{hrough the creative process as well
as by re-creating music composed by
athers. This sets Orff Schulwerk apari
freem other music sdweation
approaches that focus on the per-
formance of works composed by
someons olher than the siudents
themselves.

Focused listening
In an Orff classroom, re-creation
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of music is used as a model, not as
an end goal. Be-creation becomes a
means of discovery that allows the
student 1o describe, examine, com-
pare, analyvze and evaluate, The
learning does not stop with the per-
formance of a work as it already
exists on paper. The student has the
apporiunity to use what has beon
learned in a new way, interpretin
and applying the k.lll_l'l.'i'|l_'|_|3-l_" o cre
ale a new work of art. Problem solv-
ing is constantly at play during
improvisation, The child experienced
in problem solving can apply this
skill with confidence in new arenas.

Focused listening is critical in
learning to read and wrlie, Lisiening
i also at the heart of Ocff Schulwerk.
Students n Orlh music classes have
learned to listen =0 well that they are
(ull of thoughtiul interrapions, ager
to describe what they hear each time
a new plece of music is introduced.
Children listen and interpret through
whole body expression, They ligten
and echo. They listen and create
fuestion-and-answer phrases by ana
lyzing building blocks of rhythm and
melody and adding to what they hear.
As they use these patterns in remem-
bered sequences = or rearrange them
intog newr musical phrases, exiures,
or extended forms = children master
skills far bevond hearing, The child
who exercises listening skills in this
way becores accomplished In the art
of listening through the application of
aural memary, analysis and synihesis.
These skills are essential in the devel-
opment of reading comprehenzion
and written expression.

I Ol music classmooms, children
do not begin their study of music
with the dois on the page. They
dance to the doiz long before they
feam o reassemble them into a
graphle representation of a musical
moment. Expression does not exist in
leiters and phonemes any more than
it exists in the black dots and sym-
bols on a music stall. The child who
uses his whole body as an instroment
builds a vocabulary of expression thai
can be used in music as well as
dance, poetry, literature and drama,

A rich vocabulary is fundamenial
o developing literacy, In addition,
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children must master many modes
of expression, or languages, 1o
hecame fully literate. For example,
some ideas are best expressed
through the language of numerical
equations. Other ideas only exisl as
images best expressed through the
|ll|:||.:|_|.]|.:|_' af viswal art, Written
words have different meanings
when used in essays, stories or poet
ry. Musgic has a complex |.II'IHII.'IHI" ol
its own and adds a new dimension
through which children express
meaning. Children who are fluent in
multiple languages are gifted with
the ability to describe, examine,
compare, analves, evaluate, inter-
pret, apply and create anew from the
discoveries they find in the world
around them.

Beyond complementary and paral
lel processes, other aspects of learn-
ing mugic through Orff Schulwerk
promoie the development of literacy.
Spatial awareness plays an important
rode ininterpreing vizual .‘\.'!'rll]lll|.‘i.
Some children have difficulty with
1he ||t:h|_-'h'|| arientation |'["|:'||||||"|1 I
distinguish symbols such as & and o
or pand g. As children work with
mallets, they physically engage both
sides of their bodies. The sensory
integraiion of maiching pitches by
playing with alternating hands on the
hars helps children gain experience
in using the non-preferred sides of
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their bodies. Crossover borduns offer
phyzical practice in crossing the mid-
line. Children who experience visual
confusion during body percussion
preparation for playing an ostinato
learn to coordinate rightsleft hands
by using a mult-sensory process:
aural, wisual and kinesthetic. The
spacialists who accompany special
needs children to my classroom el
me that these musical experiences in
spatial awareness are invaluable,

Happy learners

While spatial awareness and com-
plermentary and parallel processes at
wirk (and play) in Orff Schulwerk
classes coniribute 1o the -:fll.*l.-FIl.r|'lI'|‘|I.*I'|I
of literacy, another aspecl ol learning
may b even more imporiant in
emerging literacy: the affective
domain. Happy children are more suc-
cessful leamers. This may seem obvi
ous, and vel schools do not always
nuriure & joyiul environment. The
current emphasis on sl scomes limits
opportunities to teach anything not
measurable with paper and pencil.
Our educational culture teaches chil
dren that there is a right answer, and
they hetter know what it is. Stress in
schools seems to start at a younger
apge every year, Through Orff
Schulwerk, with its union of music
and movement, a child connecta 1o a

Early childhood music and movemeant
Sequentlal curricula for birth to age 9
Developmantally -T-IF-I'""-'.ll-'."l-q'.{I

Group methods that bulld confidence

Flaxible lesson plans

Extensive, inperson teacher training
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lace deep within that awakens his
spiritual core. Children leave our
classrooms more prepared to learn,
and less fearing of failure. Music and
dance foster community and touch
the spirits of children today in the
same way that they have since the
dawn of man.

Orll Schulwerk s a powearful way
to each music, [t develops an endur-
ing understanding of music, instead of
the mere memory of a greal moment
on a stage. Children lucky encugh to
experience music in this way feel
music throughout their entire bodies,
rather than simply through technical
mastery. We teach this way because
we have experienced for ourselves,
and see in our students, that it makes
a hteleng dilference, That It alsa plays
a significant role in the emerging liter-
acy of our students is a wonderful
honmuz, Music and movement can’t
substitute for direct instruction in
reading and writing, bui they play an
important mole in developing literacy.

Az teachers of Orff Schubwerk il is
imporiant for us to know how 10 1alk
about music-e-literacy connections so
that our non-music-teaching col-
leagues and adminigtrators understand
the complementary and parallel
processes that occur daily in our class-
rooms. We need to initiate dialogue
about successful music teaching prac-
tice as il relaies 1o literacy because
many non-music educators have not
experienced literacy-rich Crff
Schulwerk lessons, We should do this,
not to justify the inclusion of music in
budget strapped schools, but because
wr are parl of a team working togeth-
er o educate the whaole child. Oral
language, listening skills, auditory dis-
crimination, expression and fluency,
prohlem solving, historical and cultur-
al connections, vocabulary develop-
ment, spatial awareness: we teach all
of this amnd music, too!

Muarjle Van Gunten
serves ot The Orfll Echao
Editarial Boand.

Write Van Gunien af:
marjievg@mindspring.com
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Puzzles, structures and journeys:
Learning to read and the Orff process

It is my hypothesis
that the Orff process
applied to music and
movement builds the
skills required for
reading, rather than
the Orff Process
applied exclustvely to
the building blocks of
English language.
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hen conskdering the links
between learning to read and
the Orff process, what came to

mind were puzzles, structures and
journeys. Puzzles have pieces that fit
together in one specific way,
Structures are made of building Blocks
caomhined to create patterns in mare
than one way. And journeys longe
pathsSqually as important as the des-
tinations. By exploring the nelation
ships between these three metaphors,
[ hope to find commaon threads
hetween skilla such as reading, and
processas through which skills are
learned. The lirst step is to identify the
hasic components of learning to read
as defined for language arts. Along the
way, we will find parallel components
in words, music, and movement. Mext
we will compare teaching parallel ele
menis to delivering companenis
through the Ol process, Finally, sev-
eral models and an invitation to con-
tinue the journey are of fered,

Reading is a literacy skill comple-
mented by writing, speaking and lis
tening, Speaking and listening are
acquired naturally through human

Figure 1; Puzzles for Combining Pieces

by Sue Snyder

interaction, but reading and writling
must be taught. Pre-reading skills
auch as keeping a steady beat, motor
coordination, contexiual experience
and attending are critical, However,
those skills are not the subject of
this article, which focuses specifical
Iy on development of emergent and
early reading skills.

[n 2000, The Mational Beading
Pansl identified five essential reading
elements: phonemic awareness, phon-
ics, vorabulary, fluency and compre
hension. Feaeding First,® the current
nativnwide reading initiative, recom-
mends that thesa five be explicitly and
systematically taughit.

Reading puzzles

Each af the five components pro-
vides puzzle pleces that, when effec-
lively taught, immerse the siudent in a
familiar reading landscape.

Phonentic auseremess 13 the ability
it hear, identify, and play with indi
vidual sounds - or phonemes - In
spoken words, Phonemic awareness
skills should become automatic.




Phonles |5 the relationship between
written letters and spoken sounds,
Phonics skills should become aulo-
matic and lead o Auency. They also
become a problem-solving tool for
unknown words,

Flueney is the capacity to read 1ext
accurately and quickly, and
includes oral reading prosody skills.

Vecabulary is the words students
must know 1o communicate
ehiectively.®

Comprehension is the ability 1o
understand and gain meaning from
what has been read. (See Table 1.)

Reading structures

Syniax and cultural convention
determing the reading siructuras into
which language building blocks may
be arranged, i.e., spelling patierns or
word order in phrases. Spelling pat-
terns or word order in phrases are
examples of such conventions, These
structures are typically acquired
through speaking and listening. and
then inform the emergent and early

reader. Stariing with the smallest ele-

ments, children learn the ways in
which these blocks are combined.
Language constructions are con-
irolled by rules, just as building
styles are limited by the laws of
gravity, available materials and sty-
listic conventions.

In words, phonemes are combined
into words, which are then combined
into phrases, sentences, paragraphs
and stories. Parallel to this concept in
music, sounds are combined into
matifa or patierns, phrases, sections
and compositions. [n movement,
individual movemenis are sequenced
into longer patterns or elements,
combined into phrases, and eventual-
Iy into dances,

Reading journeys

There are four stages of emergent

and early readers:

1. Pre-emergent—developing the
skills to enter the world of
auditory and visual stimuli
related (o reading: focus is on
auditory skills, attentive listen-
ing and viewing;

2. Emergent—developing learning-

I

to-read skills;

3. Early—continuing development
of learning to read, and transi-
tioning (o reading to learn; and

4. Developing=—reinforcing learning
o read while building reading-to-
learn skills.

Each stage overlaps the prior level's
skills, and good reading teachers scaf-
fold content and skills to reinforce a
seamless curriculum with sequential
presentation that is sensitive o devel-
opmental readiness and characteris-
tics. Thiz skill presentation incledes:

1. Introduction—presentation with
s inconspicuous instroction;

. Inslruclion—conspicucus instruc-
thon;

3. Emphasis—multiple opporiuni-
ties to practice applying the skill
over time;

4. Maintenance—continued rein-
forcement as the skill is built
upan, until it becomes outing
practice; and

5. Exit—imstruction is no longer
required, The skill is routinely
utillzed, With good instruction
through Grade Three, many chil-
dren can become successiul read-
ers. However, many children are
not finding success, with a larger
percent failing in undeserved,
urban, and rural populations,

Orff Schulwerk
and learning to read

Paralleling phonemes, the smallest
meaningiul components ol music and
movemend could be called musemes
and moverres. Visual, aural amd kines-
thetic puzzle pieces such as notes,
wiords, pitches, rhythms, locomoor
and non-locomotor movenents com-
hine o form patlerms,

The structures in Orff Schulwerk
are the forms into which these pal-
terns are combined through improvisa-
tion and composition. Music and
maovement are organized according o
structural forms, like the structure of a
building has foundation, doors and
windows, a roof and decorative ele
ments. Sentences, paragraphs, and
story form provide a parallel in word

language, with rich language providing
the “decoration.”

However, the more powerful links
berween learning (o read words,
music and movement will b found
with the Orff process, rather than the
parallel literacy components of the
three disciplines. While we will con-
tinue to find these paralle] links, the
main question s whether “learning o
read” skills can be deliveraed through
the Orff process,

The Orff process has characteristics
of many best practices. Al the core is
creative prohlem solving through
active participation and scalfolded
learning experiences, Each lesson and
unit is a journey, with the destination
sometimes known and sometimes dis
covered, comprised of experiences
through which visual, aural and kines-
thetic puzzles are identified, solved
and new ones imagined, The jouwrmey
beging with experience and explo-
ration, folkowed by improvisation and
practice, and finally arrives al applica-
tion through creative endeavor. The
richest route is preferable o the most
direct. Reading and writing music
podation are done when there is a real
need o know and share,

Assessment is formative, designed
to determine what has [and has not)
been learned, and what is needed
next. The Orfl process is Interactive
between student and teacher, with
the teacher often acting as facilitator.
The journey 15 the goal, and the des-
timation a satisfying culmination that
is also a springhoard to the next
journey. The result is very deep
learning that inspires understanding
and independence.

One of the hallmarks of Orff
process i3 atudent engagement, senss
of self-worth, and feeling of commu-
nity. Social learning 13 woven into
the process

S0 | we suppested that we can
daliver the five reading components
through the Orff process, should this
be considersd direct instruction?
Absolutely, Let's explore model puz-
zles, structures and jourmeys.

Puzzles - comhining pieces
Using a two-bw-two grid (See Fig.1],
students explore one image al a lime,
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determining 2 sound w maich the
visual characteristics. Then a leader
Leacher or student) points to one box
Al a time az the rest of the group per-
forms the corresponding sound, build-
ing quick reflex responses, and experi-
encing a variety of possible combina-
tlons. In a subsequent experience, si-
dents cut the components apart and
organize them like a puzele, using sets
with more than one of each element to
allowr for repetition, and blank cards
e add other elements (such as vowels,
which will most likely be required],

This process remains the same
regardiess of the content, Graphics
will meost likely lead to melodic and
tone color exploration, while the
graphemes (leters or letter combina
tlong ihat represent phonemes] will
lead io phonics exploration. Both are
essential, as is the process itself. These
boxes could be Tilled with measures of
rhythm in any meter, melodic maotifs,
pictures of instruments; rimes [see
below], words, or phrases. In move-
ment, they could contain pictures of
body parts or movement wornds [pic-
tures or the sctual words). The num-
ber of boxes can be changed.

Structures - exploring frameworks

srar light, star bright,

Firat star | see tonight,
Wish I may, wish § might,
Hawe e wisht [ owish doveighe.

Traditional

The underlying siructures of
mirlered poetry such as the one above
include rhythm and chyme, repetition
and contrast, steady beat and phras-
ing. The simplicity of nursery rhymes
should not mask their value as carri-
ers of the flow and syntax of the lan-
guage = the structures that allow even
very voung children to improvise
meaningful sentences in spng and
wiords. While a teddler's singing
improvisations may disappear, those
sentence-bw-sentence improvisations
of the three- and four-year-olds are
awe-ingpiring, It is also fundamental
to the Orff process.

It doesn't really matter whether the
miuzic teacher or the language arts
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peacher introduces students o these
language processing skills: 1t proceeds
as follows:

Aurally echoing the text chunks;
Combining the chiunks into

phrases and then inio the whole;
Adding semmds (body poercussion,
unpitched, ar pitched] on the
sleady beat and key words, and
rhyithim of the words depending
an the child®s skill level;

Sequencing speech, speech and
sounds, then sounds alome with
inner hearing; and then;
Repwading the entire above
process with print, visually high-
lighting the key words with line,
color or shape.

Variables in this process might
include whether a melody is used,
whether the thyithm of the words is
explored or read, and if movement is
added, For early readers, the rhymes
in this piece are fabulous: -gr (simple,
but not incorporating the usual short a
vowel sound), -ipht (very complex),
and = =l (shont vowel and digraph). 1
this piece is explored in music class at
the same lme the reading teacher is
working on these more complex rimes,
the effect would solidify the learning,

Az students engage in this series of
activities, they are focusing on sound
and symbol, rimes, blends. Fluency is
gained through the repetition of this
particular poem, The process is
repeated with other poems.
Eventually, the arranged poeims
become part of a larger structure,
such the & section of an ABA song
form or Rondo [ABACA) form. As
memory | stretched and the struc-
tures hecome larger, doors and win-
dows open for expressive lest explo-
ration while building necessary skills
1 move from the structured house 1o
ihe freedom of the journey - from
learning 1o read o reading 1o learn,

The journey

The designers of programs such as
Reading First and No Child Left Belind
did not Intentionally discount the
importance of the instmuctional process
as they crafted a national reading
approach. They just missed the oppor

tumily Lo explicitly meguine a process
that engages and motivares children,
The Orff process is an exciting, stimu-
lating, hands-on delivery system.
Music and reading teachers need 1o
share their curricular goals amd
processes with one another, find the
links, and share our sociey's Tulue -
the children. We can develop passion
for knowing along with the skills 1o
knoow, in both music and words,

This shori article should be only the
first step in a joumey that demands
more thought and action. Learning Lo
rezd and the Orif process are not par-
allel processes, One is a skill and the
nther a leaming process. It is my
hypothesis that the Ortt process
applied w muzic and movernen builds
the skills required lor reading. rather
tham the Orff Process applied exclu-
sively to the building blocks of English
lamguage, You are invited, through
conversation and action research, o
help determing the puzzhes and struc-
tures that will help children on their
journey toward learning fo comimuni-
cate, including leaming to read.

References

mational Institute of Child Healih
and Human Development, Report of
the Mattorol Reading Foeel:
Teaching Children ro Negd, 0-47649,
(Washington, [nC: GPCY (20000,

Morth Central Regional Educaticnal
Laboratory. Reading First: Wiat
Dows Seieriiifically Based Neading
Researeh Mean fo Teachers and
Frincipls?

= itepe s S ncreLorg i rsber Tive
Jum= 21 Sept. 2005,

PBetty Hart and Todd B, Risley, "The
Early Catastraphe: The 30 Million
Word Gap by Age 3,7 Americon
Educator, Spring [2003], p. 4.
[MOTE: This repont indicates thai
by the age of three there is a 30-
million word gap in the number of
words heard by children living in
welfare families and professional
families, Further, the quality of the
language, as measured in encourag-
ing and discouraging messages,
imdicated that in the first four yvears

17




Table 1: Reading First Content
Stamdands Provide Early Beading
Goals

I. Phonemic Awareness
Phoneme isolation
Phoneme identity
Phoneme categorization
Phoneme blending
Fhoneme seamentation
Phomeme deletion

[l. Phonics

Decoding real words and pseu-
dowords

Heading novel, miscellaneous,
and irregularly spelled words

Spelling words

Comprehending text read silent-

Iy or orally

Reading texi accurately aloud
I11. Fluency

Eapid word recognition

Eve movement from letler to let-
ter and word 1o word

Prosody
Smoothness
Expression
Intonation (phrasing and volume}
Flow [pacing)
IV, ¥ocabulary
Liztening,
speaking,
Reading.

Writing, important words, uselul
wnrds and diffirnlt wanrds

v, Comprehension
Reread, restate and look forward
Use graphic organizers
Answer and generate questions
Recognize story structure
Summarize
Literacy comprehension skills

are details, sequence, main idea, .

and faci and opinion,

Higher order comprehension
skills are prediction, inference,
compare and contrast, and
cause and effec

of life a child in a professional fami-
Iy weould accumulate 560,000 more
instances of encouraging leedback
than an average child in a welfare
family, who would have accumulated
125,000 more instances of prohibi-
lions than encouragemenis, This
data has implications for the impor-
tance of early language experiences
for all children if we expect no child
to he left behind. ]

Other useful resources

B. B. Armbruster., F. Lehr, and 1,
Osborne, Pl reading first: The
sesecrreh Dodlding blocks for teaching
chifdren fo read. Washington, DC:
Partnership for Reading, 2001,

< hitipe s Sweww.nifl.gov/nifl fparineT-
shipforreading/ publications, FFRon
klethiml =

Mational [nstitute of Child Health
and Human Development, Repont of
the Mational Reading Panel.

Teaching children 1o read: An et
dence-twrsed assessment of e scien-
tifte research lrerature on reading
ared ity implications for reading
trisrreerione, MIH Publication Mo,
00-4769. Washinglon, D.C: GPO,
2000, Summary document at:

= hittp:/ fwevew Mndchd oihgos pabli-
cations, pubskey.cimifrom = nrp =

Morth Central Regicnal Educaticnal
Labworatory. Reading First: The Fiee
Essential Compements of Reading
Iresreecrion. < hipe/ Sowesenerelorgf
rffshrrfive him =

Sne snpdern, Wi, 5
president of Inventive
Designs for Edwcation &
Mg Arls, and 2 an ony
master leachern, She
teaches chitdrern ard
arher tepchers

Write Snyder at:

suedtacideas. com
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Focus on Research

A research base for Orff Schulwerk

and literacy

R ecently, in spite of the fact that

numkeErous federal mandates and

state legislative initiatives have
funded reading programs,! 68 percent
of fourth-grade students acrosz the
United States continue to read at or
below a basic level.? The ligure indi
cates that the majority of elementary
schonl children have only prerequisiie
skills necessary for proficiency in read-
ing. In mesponse to this inadeguacy,
many music specialisis across the 1.5,
are asked 1w justily their music pro-
grams through integrated curriculums
forused on increasing the scores of
reading achievemenl assessments.
While most music specialists build
their music programs on the intrinsic
value of music education. new
research validates an integrated cur-
riculum of music and reading in a few
specific areas - learning tranzler,
engagement, aural discrimination and
visual discrimination.

Learning Transfer

Leamming transfer occurs when
learning inm one siluation azsisls learn-
ing in another situation.* This transfer
between music and reading is evi-
denced by a meta-analyzis performied
b Rutzlaff, who examined the resilis
of 30 correlational and experimental
studies. He determined that there is a
“strong and rellable association
beetween the study of music and per-
formance on standandized reading/ver-
bal tests.™

In another study, Maze compared
the reading achievement and music
ability of first-grade students.® The
results indicated a significant correla-
tion between reading achieverment and
all sections of the Seashore Test of
Musical Ability, which supgests that a
consisent muosic education in the
early grades has a positive tranafer
effect in the development of language

The Orff Eche
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amd litetacy acguisition.

In Orff Schulwerk the elements of
chservalion, imilalion, experimenta-
tiom and creation also transfer to the
development of language and literacy.”
Exploration and previous knowledge
are a necessary parl of the Orff class
room and the reading classroom.” Just
as childven hear and speak language
hefore learning to read and write text.
students in an Orff classroom listen to
amd play music before learning 1o read
and write music.?

Engagement

Engagement is a major tactor for
motivating children toward Lifelong
reading.” When teachers combing liter-
ature with music activilies, emotional
amd aesthetic respenses are elicied,
and students become more engaged
with the text,™ Overall, the uze of
music creates a positive climate,
which in turn, makes learning o read
more enticing. Multiple studies regard-
ing the effects of music on reading
engagement have revealed positive
results. Eisenstein found an increase in
the participation of reading activities
and an increase in correct responses
on reading related questions aler ele-
mentary shiudents attended fwn 22-
minute guitar zessions, three days
each week for one month.” [n addi-
tion, Rels ascertained that student atti-
tudes toward reading, as well as confi-
dence in their reading ability, generally
improved with the integration of
music and reading activities.’?

Because Ol Schulwerk is based on
learning mugic through activities thar
children enjoy - singing, playing, mowv-
ing and creating = it keeps students
totally engaged in the music-making
process. Therefore, when reading is
integrated into an Orff-centered dctivi-
iy, studenis remain absorbed in the
learning-bw-doing approach.

by Sara Trotman Womack
Aural discrimination

Aural discrimination - a skill that
improves word reading, comprehen-
sion and spelling - includes phonolog-
ical awareness and phonemic aware-
ness. Phonological awareness involves
activities with rhymes, words, sylla-
bles and phonemes (the smallest ele-
ment of oral language)."® Phonemic
awareness i a type of phonolegical
awareness: it is the ability 1o hear,
identify and manipulate the individual
sounds in spoken word. '

Early imvolvement in musical activi-
ties Iz beneficial in preventing prob-
lems with literacy skills. Studies hawve
found that the sense of steady pulse
and rhythm increase phonalogical
awareness, Including rhyme and allii-
cration.'* In addition, research has
conficmed the uise of songs in alding
the realization of phonemic
awareness, 't

Another study discoverad that
knowledge of nursery rhymes was
strongly related to phonological aware-
ness,'" This correlates to the Ocff
approach, which utilizes traditional
nursery rhymes and children's songs
as the "starting point” for educational
materials. "® Just as reading education
bagins with the teaching of phonemes
1o words o sentences Lo paragraphs, a
teacher using the Orff appreach huilds
music and movement from small
motives 1o phrases (o sections, a
process referred to by Ol as “elemen-
tal seyle. "™

Visual discrimination

Visual discrimination includes skills
in tracking, phonics, fluency, vocahu-
lary, spelling, letter identification and
sight identification, and it also
improves reading and comprehen-
sion. 2 Case studies show how visual
discrimination tazks are skills wilized
in music activities, For example, the
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tracking of 1ext from left to right bs
similar to the tracking of printed
music, as well as the tracking of play-
ing Orfl instruments. In a related
study, Williams integrated language
arts lessons - including vocabulary
amd content clues - in her middle
school chorus classes. Students taught
with the integrated lessons showed
significant gaing in reading cormpre-
henslon.= The vocabulary expansion
students experience in the Orf class-
room includes “rhpthmic, melodic, and
harmonic patterns that they can use in
creating their own music, "=

Orff Schulwerk
and future research

Eelly examined the Orff Schulwerlk
approach to determine its effect on
reading achievement, Her investiga
tion contrasted the reading achieve-
ment of 62 firsi-grade students whose
ieachers employed Orff Schulwerk and
visual ars instrection against those
who had no such instriction.® A sig-
nificant relationship was fownd
hetween the students receiving Orff
Sehulwerk insirsction and the oral
reading sections of the Botel Reading
Milestones Tesl.

In a similar study, Lo compared Lthe
reading achievement of firsl grade siu-
dents taught using aspects of Kodaly
and Orff Schulwerk with students
given traditional reading instruction
only** The study yielded no signifi-
cant difference in the reading per-
formance of the two groups, althoaugh
both groups showed gains in the
IMCan SConss

This research base illustrates how
an Orff-centered curriculum can pro-
vide a unigue opportunity o increase
reading achievement in our students
through playing instrumienis, speaking,
singing, reading, wriling. moving,
improvising and creating. While this
research offers a sound basis for music
education through extra-musical Dene-
fits, more studies should be conducted
to justify music education through
intringic means.

T TF Kelly, “Why State Mandales

Don't Work,” Phil Delta Kappan, 8,
{March 1999], p. 543

i
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of emotion.
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The Orff practitioner
as Language Arts teacher

s effective Orfl Schulwerk

teachers we do nol simply

teach children 1o $ing songs
and play instruments. We provide
guided experiences in listening,
speaking, singing, playing, moving
and creating. Included within the
Schulwerk is sensitivity 10 sound, a
critical skill for children 1o develop
as they master language in its writ
ten and oral complexity,

We use music and movement
instruction to sensitize children to
sound as it oocurs within time and
space. We challenge them (o count, 1o
sense lengths of time between heals
and note patierns of short and long
durations. Through rhythm games, we
engage children in the task of actively
ligtening for cues (o antlcipate their
musical entrance. Children learn o
think ahead and prepare for motor
tasks, as they demonstrate their per-
ceptions of chythm. We can heighten
sensitivity 1o the contrasting nature of
sounds and silence through instruction
and activities such as chythmic chanti-
ng, on-pitch singing, listening lor
changes in pitch and listening for pat-
terns and form.

In the claggroom we help children
altend e the sounds they hear, 1o
respond and even to create sounds
that vary in pitch, duration and pat-
terns (including the articulation of
phonemes in songs with words).
Singing instruction in the primary
grade classroom requires no special
ggquipment ather than the child's own
cognition and intact vocal mechanism,

Figure 1 Rhythmic notation for “Two Little Sausages

Phonemic awareness is practiced dur-
Ing singing, as children learn to form
and sustain vowel sounds on pitch
while they intersperse Consonants on a
strean of breath, We model consonant
placement and vowel shaping so thal
the childs vocal tract is optimized for
tuneful singing. Children listen to
melodic pitches we model and practice
reproducing those pitches with their
own voices, Through singing, pitch iz
explored, durations of sound are sep-
mented inte meter and hythm and
dynarmics are varied within phrases.

When children imitate property
maodeled chythms of speech, they devel-
op patterns of accent, degrees of vol-
urne, inflection and intonation in lan-
guage. These rwihms and intonations
of speech are 1ermed prosody and are a
myeasure of the child's fluency. Thus,
the elements of thythm, articulation,
dynamics and pitch that we emphasize
In a singing lesson reinforce both
phomemic awareness and prosody,

In an Orff Schulwerk lesson, the
activities may begin simply with
wiords, First, we model a texi {rhyme,
a proverb or a simple song) phrase-
bw-phrase, By echoing, the children
learn to speak or sing, the 1ex0, nong
the accents and durations intuitively,
By modeling the variation in dynam-
ics on strong and weak syllables in
words or phrases, we help children
become aware of the beat within a
song or thythm, and prosody is
anhanced. Well-crafted rhymes and
zong lvrics naturally place accented
syllables ehythmically on the beat.

Iy Patricia O'Herron

Mursery rhymes have syllables that
coinclde with a regular, metrical pulse
or beat, Some nursery rhymes tend
toward a duple meter of strong-weak,
strong-iweak pattern of accents while
a thyme in a triple meter exhibits
strong-weak-uedk, strong-wenk-weak
pattern of accents.

For example, “Mary Had a Lillle
Lamb” is spoken in a duple meter of
SO I

Ma-ry had a lit-te lamb, s
(e wnas white 23 anow.
(rest] And
Ev’rp-whene el Ma-iy went,
tie lamb wxes sure (o g,

The nursgery rhyme, “To Market™ is
an example of triple meder:

Tir mar-ker, ta mar-ket, to buy
i faf pig.

Home a-gain, home a-gain, jig-
get-ry g,

‘Within a word, strong and weal
svllables are marked by dynamic vari-
ances. Teaching children to be aware
af these strong and weak syllables
enhances prosody and thus compre-
hension of 1exi.

A familiar Orff Schulwerk strategy
illusirates how phonological awareness
training can be included in a book
read aloud by the teacher, The goal is
i teach children to listen actively for
a specific word in a story that we will
read aloud. We ask the children 1o lis-
teni for the word, and each time they
hear it, they respond with a physical

wpddh 4 Iy 0 0 )y

Two lit tle san-sa-pes, fry-ingin a pan,  Onegoes siz-rleandthe oth-ergoes"Bam!”
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Figure 2 Segmentation and Blending of Consonants in “0 Waly, Waly™

- =HI. | 1 1 1 'I - - LY —
= =S===5 —
The wa-ter is wide. T can-not go oer
Thoh wah-tuh ri swah __ yd ahvyka no tgo och

mation or play a sound on an
unpliched percussion instrament. For
greater discriminatory listening, an
individual phomenve may be selected
for active listening. This time we ask
children to listen for a target phoneme,
for instance, & at the beginning of a
word, (In 1eaching the sound of the
letter ¢, the soumd i3 expressed n wril-
ten form as o but more consistently
percelvad a2 K] We may 21y, " Lunng
the story, every time you hear a word
that begins with the & sound. make
the shape of a ¢ with your left hand.”
Of course, when we read the story, we
will exaggerate or aspirate the & sound
in “come,” “cake,” “card.” etc, The
students respond by making the shape
of the ¢ with their handz. Similarly,
the & sound at the end of a word is
ditficult for some children to hear and
problematic within the articulation by
some gpeakers of regional dialects in
English. Encouraging children 1o lsten
for and ariculale final consonants is
good phonemic awareness training
and good vocal skill development.

Another familiar Ol Schulwerk
strategy is the transfer of word
rhythms inta music rhythms, We teach
our siudents to speak or sing a texi,
transfer the text’s rhyvthms 1o the body,
extract a rhythm from the text and
write the notation for that rhythm. An
example of the instructional sequence
begins with speaking the text [See
Figure 1}:

Tl fittle seusages fryving i
T,

One povs sizele gmd e other
Froes “Bame !

The students clap each syllable in
the words of the thyme unil it 15
learned by memary, Then, without
saying the words aloud, the siudenis
clap enly the rhythms of the waonds,
while thinking the words in their

The OfF Eclo - Winter 2006

heads {audiation]. We azk the st
dents ta listen for long and shori
sounds and silence, assigning the
rhythmic syllable “r2" for a long
sound, "= for two shorl sounds
and “rest” for the absence of sound
an the heat,

For the thyme above, the students’
extractrmn should read;

To, fF - BGH N B [F I O
I g, (resi)

T Ni-Hle sausa-ges frp-ing in a
i,

T, &, H-H, fi-P H-H,
fa,  1a,  (rest]

Chie goes siz-zle and N othe-er goes
"Bz

These counting syllables can then be
transferred 1o musical notation: T~

We can introduce these concepis of
beat and rhythm in kindergarien,
Children can use graphic notation to
reprasent the eai and the resi. By first
grade, children are ready 1o process
texts as in the exercise above, Though

we may nol specifically be weaching
the number of phanemes in a word
through a music lesson, we are teach-
ing children how to sense fasi and
slow durations, to pat the beat and
clap the rhythms of words, syllable by
syllable, In so doing. we are address
ing some af the language ars stan-
danls for kindergarten children. For
example, two of the Califomia Siape
Standards for kindergarien language
drls are;

o] 12 Track anditerily each
waord in a sentence and each sylla-
Mle fnonoword

o] 13 Count the number of
soceteds i syllalles and syllaliles
in wonds.

The young child can create varous
timbres in vocal production. Teaching
the child to differentiate between the
various uses of the voice is a develop-
mentally appropriale strategy Loward
in-tune singing. When children sing
sofily ina dewelopmentally appropri-

“By modeling the variation in dynunrics on strong and weak syllables fo words or
plrases, we belp childnen o become anane of the bear within a song er riegtha, and
prosady {3 enhanced,” O Herm expliins.
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ate vocal range, they have the best
chance of success for singing in tune.’

One such exercise for creating seli-
awareness in the child’s use of voice is
this poem/song (see Figure 3):

The process of learning to sing a
song through Orfi Schulwerk teaching
sirategies reveals numerous auditory,
artbculatory and prosodic tasks, The
lisi of vocal music strategies appropri-
ate for any age level of singing prac-
tice show nearly identical strategies
ihat language ars teachers use 1o
develop phonemic awareness and flu-
ency, strategies that stimulate aware-
ness of auditory, articulatory and
prosodic expression. We use these
stralegles as we listen carefully 1o the
sounds produced by our students. We
select a strategy that will give our
singers an exercise in the desined
declamation, pitch, rhythm, fenal
color and dynamics within a phrase or
section of music.

Vocal music strategies

for singing practice

& [mitate the teacher's vocal model

+ Imitate another singer's vocal
miidiel

« [solate the melody from the text by
singing pitches alone

s lsolate the text from the melody by
speaking text alone

+ Articulate the consonants by exag-
geraling initial, interior or closing
consonants such as ¢ d, k g bop

= Write oul (he text phonetically
rather tham literally (for older chil-
dren)

« Refine vowel production through
aral manipulation

» Refine vocal placement of vowels
through register adjustment

= Segment text phonemically in artifl-
ial augmentation 1o its rhythm

s Hold out a vowel sound on one
pitch

+ Exercise one vowel sound on many
pitches [scales)

# Adjust the pitch of a note higher or

lowrer {Luning]

Pat or stamp the steady beat of a

piece while singing

24

= Clap the rhythm of the words in the
LExn

¢ Count and subdivide the rhythm of
the wonds in the text

» Change the tempo of a passage

* Change the dvnamics of 3 passage,
ward or syllable

# Change the key of a piece 10 be
sung in a higher or lower range

= Repeal an isolated passage as a drill
for memory

s Audiate part of a passage silently,
then sing the remainder aloud

* Listen to two models and select the
betier performance

Singing itself displays phonemic
awareness. Singers phortatc vowels
and consonants on a continuous fow
of air between breaths, Vowels carry
the pitch of a song. while the conso-
nants punctuate the flow of air. In
singing. phonemes are artificially sus-
pended from the natural low of spo-
ken words. The experience of singing
is an exercise in segmentation and
blending. To keep the phrase continu-
ous, the singer must defer the final
consonant of one word 1o the onsel
of the next word.

Segmentation and
blending consonants

sometimes, the singers inuitively
defer consonants. At other times, it
must be modeled and taught. For
example, in the song “0 Waly, Waly."
the words "cannot go™ are segmented
into ka o (ge (see Figure 2). A word
game may be played on the segmenta-

tion and blending of seemingly mon-
senge syllables: Ohuwa tagn siam. By
repeating the text quickly, the true
meaning becomes apparent: Of what
a goose | am!

In teaching singing, we have an
arsenal of strategies for kinesthetic
reinforcements of proper acticulation.
A vocal hablt of inexperienced
singers i8 to drop the final conso-
nantg of a word or phrase, especially
when it follows the long duration of
a vowel. Singing the word hope pres-
ents a challenge 1o the singer. If the o
vowel is held for a long duration, the
singer may run oul of air or fail 1o
bring a plosive p to the end of the
word. 1f this eccurs, the word hope is
heard as “ho.”

A simple remedy for the inarticula-
tion of this phoneme is to have the
singer place one hand in front of the
mouth and feel the puff of air on g
Another problem phoneme for the
singer Is k. Within a word, k must be
asplirated and exaggerated, or it, oo,
can be lost in 2 musical phrase. To
sing the word doctor without a crisp
k sounds like daughter. Again, we
peed to bring attention 10 the problem-
atic phonemes in a song and instruct
our singers 1o feel both the k and ¢
aspirated individually, though quickly.

The formation of vowels is critical
to singing. Vowel purity ensures con-
sistent pitch as well as intelligibility of
text. Mumbling resulis from inade-
quate jaw distention. We must always
be attentive to our own vowel model-
ing as we help our singers develop
correcl vowel formation. Singers leam
10 make the fine distinetiens between

Figure 3 Creating self-awareness in the volce

5 I i

Spokem: This is my speaking voice, [ use it every day.
Whispered: This is my whisper voice, it's quiet don’t you say?
Sheuted: This is my chest voice, I use it when I play!
m m § &
Lightly Semg: This is my head voice, I'll sing with it today.

Modified text, from L, Mitchell, One, neo three et )
Wost Myack: Parker Publishing (199M], p.25.

meom o
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afz, oh, oo, th and es, by oral manipu-

lation and various kinesthetic rein-

forcements. One example of a kines-
thetic reinforcement strategy for creai-
ing jaw space is having the singer
zing aft with three fingers placed ver
tically beiween the teeth, This helps
simgers establish adeqguate space in
the oral cavity o that they can main
tain a lowered tongue and raised soft
palate 10 aid in vowel placement. By
applying these siraiegies in midimen-
tary instruction, we help kindergarten-
ors to speak more clearly as they
address additional California

Language Aris Sitandards:

# 1.7 Track [move sequentially from
sound fo sound) and represent the
number, sameness/ditterence, and
prder of two and three (selated
phonemes {e.g., [, & I, 1 41

= 1.9: Blend vowel-consonant sounds
orally 1o make words or syllables,

= 1.11: Distinguizh orally stated one-
syllable words amd separate into
beginning or ending sounds.
Through explicit and intentional

instruction and correction, we become

both vocal models and diagnosticians

to our siudents. In teaching chants,

rhymes and songs, we are exploring

prosody through:

* gwareness of text rhyrthms as dura-
tipns amd divizions of the beat,
dynamic awareness of vowel
strength in accented or unaccented
syllables, and pitch awareness ot
text through intonation of words or
syllables preceding punciuation

Furthermore, we are giving students
direct instruction in phonemic aware-
ness by:

¢ auditory processing by listening for
changes in vocal pitch and repro-
.,1|_||_"i|'|g.

* zepmientation and blending of
phonemes artificially suspended in
S0Ng,

= tehearsal of articulation with
integrity of diction in placement of
consonanis and elongation of vow-
els, and

= rehearsal of larnyngeal manipulations

1o perform exact pitches on vowels,

The zkills acgquired through vocal
music instruction intersect language
arts insirection. We are clearly teach-

ing language arts in the Orff class-
room !

U T, Saunders, “Why Do Many Young
Children Jing Out of Tuna!
Providing a Proper Foundation to
Sing,” UPDATE: The Applications of
Research e Music Edueation, Vol 6,
Mo, 2, 1988, p. 19-21.

Additional Resources
Hair, H. I. “An assessment of the

effectiveness of vocalises in tralining
elermentary school children o zing
using head voice.™ Diss., University of
Ceorgia,

1996,

Frreicia OF Herromn (2
music specialist in
Fontana Unified School
District, Calif., where stie
fenehes elementary voca!
music and provides
kindergarien feao'wr fralieing n music
modeling within language ants curric-
lo. She (s president of the Irdand
Cousties Chapren,

Write 'Herron at:
poherrong@earthlink.ne
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Effective literacy instruction
1S emhedded in an Orff-based curriculum

Our curriculum
adds the dimension
of exploring speech
for sound itself, as
an intrinsic part of
the study of
muisical elements.
Furthermore, our
materials bring
diversity of

text, a varied
musical heritage
and artistically
composed texts

for choral pieces.
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5 music teachers, we hold dear
A our primary goals: to serve the

musical and artistie develop-
menl of our students. We know the
rich potential of this field of know)
edge, its elegance and unigue place
in the overall cognitive development
of children. We know ils immense
contribution to the complexiiy and
depih of their emotional growih. Ii
requires no greai leap of the imagi
taticn to draw a direct line from
musle clagsroom vses of oral and
written speech to language develop-
ment and reading skills of children.

In what ways does music support
literacy? How do we, as Orlf teach
ers, put words, definitions, and lan-
guage o our intuitions and observa-
tions about the efficacy of music in
delivering valuable components of
the reading curriculumi Can we be
maore specific in our concepiual
focus, our advocacy and instructiond

Because music is germane to liter-
acy development, areas of congruiiy
extend from the very structure of
both curricula, They share the cor-
nerstones of oral language, the same
goalz and the same best practices.
Research liverature describing the
development of key reading skills
reveals progressive thinking that
advocates ereatbve, artistic, musical
wiork in language aris. Language ans
teachers would do well 10 include
praciices that are the mainstay of
Orff music teachers.

What follows i=s a kind of Venn-
diagram perspective, examining the
overlap of our two curricula with
emphasiz on a well-balanced literacy
program, phonological and phonemic
awarencss and fluency. My hope is
that this reading will bring vigor and
intentionality to all your teaching
which employs the musical elements
of text and speech.

by Marilyn Pitcairn

Features of
well-designed literacy programs
All well-designed reading programs
are comprehensive and balanced in
their approach 1o reading. Similarly,
our carefully conceplualized music
programs balance exploratory, audito-
ry and skill-bazed activities with cre
ative, expressive experiences,
Accordingly, reading teachers balance
their programs by using word-level
slrategies with whole language expe-
riences, direct instruction with free
sludent explorations, reading with
writing and oral language with wrii-
ten language,'

The oral language component

In recent years, the value of
classroom dialogue has increased.
Kesearch shows that children learn
better by hearing multiple representa
tions of knowledge, and by sxposure
o the thinking processes of co-learn-
ers. Clagsroom dialogue secures mem-
ory and adds depth and meaning io
the educational experience, Students
need to speak fluently hefore they
can be expected to read fluently.
Students who seldom use a complete
sentence can hardly be expected to
write a flowing paragraph. Early read
ers must first hear abnmdant spoken
language. They must playviully inler-
acl with language through rhyming
and other word play before they are
ready to decode sounds and sound
sequences. Adequate oral language
eRperience is prerequisite to, and
highly predictive of, reading success.

Current research recommends that
reading teachers include a large oral
language component, but thiz plece
of a balanced literacy program is
usually not fulfilled in elementary
classrooims.

“Literacy invalves viewing, read-
ing, writing, listening, and speaking.”
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according to Linda Gambrell, “Among
these, speaking is often forgotten or
neglected in the literacy curriculum, =2

We music teachers know how
much the guality and quantity of oral
language practice is integral 1o our
curriculum. Students learn rhymes,
chant them, enact them, explore the
sounds, rock to them, explore their
underlying steady beal, repeal them
in small groups. play them on ingtru
ments and interact with the text in
every playful way imaginable. If the
reading curriculum needs medicine
from time (0 time - and it does -
this is the ullimaie prescription.

Phonemic and
phonological awareness

Fhoneniv awdreness haz recelved
much attemtion from researchers over
the last two decades, Eescarch
demonstrates that phonemic aware
nezs is the most powerdul and reliable

predictor of reading success in ele-
mientary school and beyomnd.

“Mumerous studies have deman
strated a robust relationship beiween
phonemic awareness skills and suc
cess in the beginning stages of read-
ing,”™ one study summarized
Another explained how phonemic
awareness is central in learning to
read and is “the most important core
and causal factor separaling normal
and disabled readers,"*

FPhonemic awareness in a specific
sense 13 the ability to hear and
manipulate the smallest units o
sound of the speech stream. For
instance the 3 ar the beginning of zat,
the t atsthe end, and the @ sound as
medial. Phonemic awareness in a
larger sefisé 1% a form of "mefalin-
guistic awareness,™ the ability 1o
intentionally focus on language, while
mentally separating language from
meaning. Awareness of phonemes is

developed by asking children 1o play
with the sounds of words. For exam-
ple, children are asked to categorize
words which share sounds, delete
sounds in words, blend sounds, sub-
atitute sounds, and segment or 2epa-
rate word sounds, all in the context
of word play.® These tasks are intend
ed ta shift attention away from mean-
ing and focus instead on their under-
Iving sound structure,

Phenological awareness refers
more generally 1o the sound ele-
ments of language such as rhythm,
pitch and inflection, tone color and
the tempo of speech. Phonemic
awareness 15 a cluster of skills which
develops from that phonological
base. Phonics refers 1o sounds
matched to letters. Lnderstanding
the definitions helps us recognize
the efficacy of Orff music activities.

Groundbreaking researchers
Lundberg, Frost and Pederson noted

“Early readers st first hear abundant spoken languege, ® Pitcair explains. “They musi playfully inferect with langroge
through rhyming amd other word play before they are rendy to decode sends amd el SeRemoes,
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that although “voung children speak
in words, syllahles, and phonemes,
they do not seem 0 have much con
scious control over these units of lan-
guage.” Since the English language is
wrilten by mapping the sounds of
words to pring, their research con
cluded that phonological awareness s
a critical skill in the acquisition of
reading. Children learn o “break ihe
code” in reading when they not only
hear speech sounds, but when they
hear the sequential stream of sounds
in a word. Knowledge of phonics is
also needed, but cannot be employed
until children are able to manipulate
the speech stream.

Supporting phonelogical and
phonemic awareness
Phonemic awareness researchers

consistently advize thal activities
should occur in a playful contexi ®
The beauty of the Ol lesson, of
course, s its intrinsic invitation to
play. Music lessons that draw atien-
tion i the sound features of language
develop phonemic awareness.
Effective practices wonld include
using text excerpts o develop
peiéeadd, using work rhythms 1o create
rhythms on instruments, listening to
and performing rhythms from the
Schulwerk and then creating text fior
the rhyihms.

All rhyming and chanting activitics
which manipulate phonemes develop
phonemic awareness. Exploration of
tongue-twisters, playiul rhymes and
chants are integral to our Orff prac-
i, Svngs wliich intentivoally play
with phonemes, such as “Wishy

Wazhy Wee” and “Michael Finegan,”
provide high quality experiences.”

Text-based drum pieces' are also
sxamples of lessons that develop
phonemic awareness while fulfilling
music standards, Muzical goals
include technique, ensemble skill and
aural experience with cettain rhyth-
mic figures.

Intermediate-level struggling read-
ers continue to need phonemic
awareness experiences, These joyiul
lessona that unify story, speech and
music are the most engaging imple-
meniations imaginable.

Flugncy

Fluency is a pivotal reading skill
because it allows the reader 1o focus
less o decoding amd omne v mean-
ing. Fluency supports comprehen

AN riopming and charting aciivities, such as these in songs ke “Wishy Washy Wee” and "Michae! Finegen™ play with phonemes
and help stndents deeelop phonemic ouareness,
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siom, higher-order processing of lexl,
a sense of purpose and reading
enjovment, Well prepared, phonemi-
cally-aware readers grow inte fluent
readers. Early success nourishes the
desire to read, and reading itself
improves fluency, estahlishing a
healthy cycle of success.

Current flueney litepature manifests
4 consensus of agreement on the
value of expressive, dramatic, per-
formance-based rehearsals of text. A
list of such recommendations can
only be met wilth gleeful recognition
by the Orfi teacher. For example,
reading teachers are urged 1o suggest
that students practice reading conver-
sations in different ways, manipulat-
ing and exploring expression, and
anpaging In repeated readings o find
alternative interprefations, They are
advised 1o allow sufficient rehearsal
time, 1o provide guidance in the
marking of phrases, (o provide props
such as “character maska™ 1o evoke
novel interpretation of textual maleri-
al and 10 heighten student interest.
They should instruct their students o
praciice the specific skills that are the
hallmarks of a reading fuency.

Thus, reading teachers are admoan-
ished 1o teach and develop musical
devices with text, and to allow for
performances of the exi" - all of
which zounds exactly like a fruitful
day at an Orff warkshop, The contri-
bution of music-based activities in
the area of Muency iz indeed
immense.

Consider the current summary of
best practices in fluency:

Repeated readings of the same rext
FEelio reading led by exemplary modals
Choral reading of fext

Expressive, dromatic reading of fext
Heftearsal and performance of reqd-
ings

Practice with phrasing and (nionarion
Inereased quantity of recding tHme

fncreased clossroom dialngue

It is clear that music connections
to reading development reach deep
into our shared collectionz of prac-
tices and objectives. Our curriculum
addzs the dimension of exploring

The (el Erko - Winter 2006

speech for sound itsell, as an iniringic
part of the study of musical elemenis,
Furthermore, our materials bring
diversity of text, a varied musical her-
itage and artistically composed texis
for choral pleces, Consider the vocab-
ulary of the senses explored in sound
and movement and the vocabulary
expanslon through word chains.
Consider the developing wnderstand-
ings of story structure for early read-
ers, who not only hear the story, but
speak and act the paris.

Your instructional gift to students
this year can he summarized in all
the ways which reference the
Standards for Music Education or {he
varioms branches of the Orff “tres,”
but we are fully entitled 1o claim a
conlnbution, knowingly extended, o
the oral language piece of a balanced
reading curriculum.
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Portrait

Sarah Goldstein
was one of the first to

recognize the value
of the Schulwerk

Series:

5

| o

L

Goldstein’s
tireless work
from the early
1960s into

the 70s played
a crucial

role in the
foundation of
Orff Schulwerk
in the

United States.

E 1]

Ly. creativity. generosity, deter-

rmination and integrity: these
are the hallmarks of Sarah
Goldgtein’s love affair with Orff
Schulwerk, a relationship spanning
half a century, Though her name is
less familiar than those of some
early colleagues, Goldsiein's tireless
work from ihe early 19805 into (he
Tibs played a crucial role in the
foundation of Orff Schulwerk in the
United States, She established the
first American public school Orff-
Schulwerk program in Wilmington,
Del. and was a founder and firsi
president of the Middle Atlantic
chapter of the American Qrff
Schulwerk Association. Her influ-
ence reached far beyond the mid-
Atlantic area, as she spread ihe
word about Orfl Schulwerk in
leacher-training classes throughout
the United States. In an interview
following her recent 97th birthday,
her delight in Orff Schulwerk
remains persuasive and inspiring,

Harah Goldstein was born in 1908

in Wilmington, Del. She revealed a
natural talent for teaching in her

E nthugiazm, innovation, curlosi

by Linda Lunbeck

mid-teens, when she taught younger
sludents at her synagogue,
Goldstein graduated from college
prepared to teach French, but with
an abiding and active love of music
and dance, Az circumstances wollld
have it, her first job az a substitute
music teacher turned inle a perma-
nent position. She worked actively
ag a pianizt, dancer and singer. Her
singing in regional opera garnered
the praise of music critics. She
began to develap Innovative teach-
ing methods comhining rmngic and
movement that drew the interest of
lecal educators,

First encounters

In 1950, while traveling in
Europe as part of a University of
Pennsylvania siudy tour, she
became infrigued by a presentation
al the Mozarteum in Salzburg. She
watched Gunild Keetman teach a
proup of children, Those in atien-
danee were each given a first-edi-
tion copy of Musik (e Kinder,
Volume 1. Goldatein kept the book
for a number of years and attempt-
ed to translate the German, but
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found i too difficult and eventually
gave up, feeling that she might
never be able 10 make use of the
book and its rich ideas.

Luckily, in 1959 she attended a
preseniation by Doreen Hall a1 a
conference for music educators in
Albany, M.Y.

"I was already familiar with
Corminag Burana, and [ had seen the
Oreffl instruments,” Goldstein
recalled. “At that conference it was
coming together for me.

She recalled Hall's inspiring
direction of the studenis during
the performance,

“1 decided 1o take notes,” she
said. "When it was finished, 1 was
boiling over with enthusiasm and
excitement,

“Al the same conference, the ses-

sign was repeated. Hundreds of peo-

ple attended the [second] session. [
found Mr. Richardson [superintend-
ent of music in the Wilmingion
Fublic Scheols], and told him, “You
must go to this session! Mo matier
whal you were going to go to
hefore, vou must go; i1 50 exciling,
it's wonderful!’

“0n the train back 1o
Wilmingron, Mr. Richardson sat
with me and we hoth talked exciied-
Iy about the conference. 1 told him 1
wanted to learn more abour Orif
Schulwerk, and he agreed it would
be best.

*1'm going o ry 0 gel the Board
of Education to send vou back for a
se55i0n next summern, he promised me.”

Because she had already devel-
opcd o repulalivn as an eacellenl
and innovalive teacher, Goldstein
was pleased to find the school
hoard - and her principal - suppori-
ivee of her wish to delve more
deeply into the Ocff Schulwerk, The
Wilmington board purchased for her
music classroom al Harclan
Elementary School a compleie Orff
frestrimentarivm - one of the firsi
in Morth America.

“1 was the first one in the United
States to incorporate Orff as a regu-
lar part of the music program in
everyday music teaching,” she
recalled.
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One year, Schott Publishing
Company sent a representative 1o
America to check on the Schoit
publications,

“The Schott representative came
(0 Harlan Elementary and sat in on
a day session that [ had there. He
took piciures, and 2aid he waz 1ak-
ing them back to Carl Orff,” she
recalled,

In 1962, when she weni to
Toronts 1o take the history-making
1962 course, she met Carl Orff and
Gunild Keetman.

“When Carl Orff came, he already
knew aboul me,” she said.

“He said to me in German, 'Ah!
Miss Goldsiein, That was very nice.
We had a little conversation about
wiial 1 was hiying o do aod Laose 1
had discovered the Schulwerk. His
wife was the tramslator; she knew
English better than he did, and he
always talked through her. He taught
us a couple 2essions there, in that
time. And Keetman was there, and
she was the greatest! 1t was a won-
derful session,” Goldsiein recalled.

Spreading the word

Goldstein introduced Orif
Schulwerk to teachers through
workshops and demonsirations at
schools and colleges along the East
Coasl.

"My whole [class] ropm was filled
with all the wonderful instruments.
And 1 was very proud that we were
using everything. Different school
systems would invite me 0 come

and do a special study group with
thedr ieachers, their mosic leachers

and anybody else who was interest-
ed. | would pack all the instruments
up in my car and drive to
Pennsylvania, Maryland, and Mew
Jersey or sometimes way up in New
York State. | was busy iraveling!
"People around were slarting to
hear that | was doing something
special, and were getting very excii-
ed about it. | was doing my best to
sprad the word,”™ she said.
Eventually, her passion for shar-
ing the Schulwerk compelled her io
travel o many other cities across
the country. At one point, she trav-

cled by train with her insfrumeniar-
fiem ta Lincaln, Neb,, 1o teach a
four-day course at the University
of Mebraska.

The organization grows

Meanwhile, interest in the
Schulwerk began to grow among
American musle educators, The
American Orfl Schulwerk Association
was formed in 1968, Chaplers were
organized, including the Middle
Atlantic chapter of ADSA; where
Goldstein served as chair for sever-
al years.

When asked how things were
done in those early chapter work-
shops, Goldstein recalled, “We were
warking. | think in the beginning,
preinmanily Do e Viodewenes, amd
then we began to do other kinds of
things, Ruth [Hamum] did a lol of
things she was composing on her
own, and Brigitie [Warner] did
things from Talurtes IV and V. We
had a variety of things going on.

“Iimtroduced a number of Israeli
dances. Brigitte did other kinds of
things, and we did the Greek
dances,

“It was alwavs a lot of fun
going o the conferences and tak-
ing part in things.

“1 knew all the early people who
were involved: Grace Mash, and
Jacobeth Postl, Lillian Yaross and
several of the others,” she said.

From the small Middle Atlantic
chapter tounded by Goldstein and
her colleagues, three separate
ADSA chapiers now thrive in the
same geopraphic area; Middle
Atlantic, Philadelphia, and the new
Greater Baltimore chapters.

Retirement?

Sarah Goldstein was well into her
teaching career - and in her fiflies
when she first encountered the
Schulwerk. She embraced the
adventure passlonately and
remained active until her retirernent
in 1974, Since that time, she has
been involved in numensus activi-
ttes that give expression 1o her tal-
ents: directing and performing in
several recorder ensembles, writing,

il




directing and choresgraphing musi-
cal theater productions, traveling the
world with siwedy tours, and partici-
pating in a choral festival atl age &52.

She has becams one of the most pop-

ular teachers on the faculty of the
University of Delaware’s Academy of
Lifelong Learning, an institution
devoted 1o the enrichment of adulis
50 and older. She has directed a cho-
rus of B0 members, and taught dance
and recorder, as well.

“Ewven today, there are always new
Ihings, or we can take an old thing
and make il new,” she gald, "I'm
very glad that [ was one of the fore-
runners and that 1 helped 1o spread
ihe Schulwerk, and that [ waz able
to meet Orff.

“My whole teaching experience, |
think from the very beginning, was a
very, very exciting thing. A lot of
people don't have as much pleasure
in their teaching as 1 had

“It gets o be, for some people,
maybe drudgery; for some people, a
necesdslty; for some people, a love!™
she added

During her long and productive
life, Sarah Goldstein inspired
countless people to find joy and
satlsfaction in their own connec
tion with music and movemeant,
through teaching and learning, cre
atlng and performing-

Linda Lanberk's dual
COrEer a5 d professionol
recarderist and mmaesic
aducator keeps fer Diesy
an ol the Bocky

at workshops ard cortferences, includ
ing sevenal AQSA conferences, od
formeerty taught at The Key School in
Annapolis, Md. She works wirth young
clulifren o sendor eifizens in g ety
af serrings,

Write Lunbeck at:
lunbeck g irii.com
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From the Classroom

Improvisation: From practice to process

Attendance

at workshops

and Levels training
showed me how to
Improvise within
given parameters
so [ could gradually
let go of my

fear of making

a ‘mistake.’
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experiences with Orll Schulwerk. 1

was attending the Infrodiction fo
Sefurliper® aession at the 1998 ADSA
Mational Convention in Tampa, Fla.
Our instructor had us involved in a
simple, steady-beat movement activi-
ty. We walked, hopped, crawled or in
some way moved through space,
matching our movemenis ta the beat
of her drum. Upon hearing a musical
cue [a click of the mallet on the rim
of the drom} and preste! we all
changed to a different movement,
This activity was prefaced with good
humor and some hanesty when our
instructor smiled and zaid, “This is a
great activity o do when you are fry-
ing to gather your thoughts on one of
‘those” days.” To all present, this was
obviously not an admizsion of poor
planning, but rather a credit to our
instructar, her ability o remain in the
maoment and create an interesting
activity, on the spaot.

One thing that [ have come to value
most from my training in Ooff
Schubwerk iz the freedom o impro-
vise, As a classically trained clar-
inetist, my entry into a world of music
without the safety net of a printed
page made mie a hit nervnns. Though |
had discovered my own ability to play
by ear, 1 abways played known
melodies and rarely “made up” my
own music. Allendance al workshops
and Levels training showed me how to
improvise within given parameers so
could gradually let go of my fear of
making a “mistake.” The more oppor-
tunities | had 1o improvise through
singing, movemenl and playing
recorder and percussion, the mora
comfortable | became with my own
ability 1o Improvise,

Expanding my comfort zone has
inspired me to share my skills with
others, Improvisation has become a

I vividly remember one of my first

by David DeStefano

routine part of amy music aclivity in
iy classroom. Fourth-grade recorder
students can be heard improvising
question-and-answer phrases within a
blues scale, Second-grade students
improvise on mallet instruments after
SiNging 4 pentatonic song, Sixth-grade
students improvise drum patterns in a
drum circle. Kindergarteners move to
express the music they hear on the
stereo, Improvisation has found a per-
rmanent home in my music room.

Beyond these teaching momenis,
the most vivid example of the juxtapo-
sition of Orff-Schubwerk training and
iy own comforn with Improvisation
came on one of “those” days when |
improvised an entire lesson. | had just
recovered from the {lu and, by all
accounts, was making in through the
day uniil my kindergarteners came to
the door. With no plan in place, [
stalled for time, playing Fied Miper and
leading them into the room as | impro-
vised on the meconder, We sat in our
cirche and [ stalled a bit more, resor-
ing 1 clapping patterns for them to
echo back to me. After | clapped the
standard “criss cross apple sauce”™ pai-
tern, the light bulb went on and my
training and improvisation skills
kicked in

We had been learning many animal
songs and the rhyme “1 2 3 4 5, once
1 caught a fish alive™ sprang to mind,
As | processed the thyme phrase by
phrase, 1 kept thinking ahead for ways
1 huild the activity beyond simply
reciting a thyme. | caught a studenl
miming a rod-and-reel motion with
his hands and seized the apportunicy,
Wi added hand movements to the
rhyme, casting out imaginary rods
into the middle of the circle and real-
ing in the “catch of the day.” 1 so0on
devised a simple pentatonic melody
for the rhyme, and we practiced the
whole thing. In @ moment of inspira-
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“My oum conft with improviseiion came on ore of “Hose days when | fogprodsed an entine lessor, ™ recalls DeStefere. =0 bod
Just recovered from the e ared, Iy all eecounrs, was making i throngh the doy ol my kindergaeteners cane o dhe dooe. Witk
ae plan ie place, | stalled for time, playing Med Piper apd leeding them inte the room: as 1 improvised o tlhe recorder. We sat in
anr cirche and [ stalled o bit more, resorting o caopging pallerns for them to eche back o me, After §olopeed the standord Serizs

covas apyele sapee” parterr, e fgle bl st or and my cradeing and dmpeoaicatinn skills Birked in

thom, | asked a student to ger the
“fish" from our instrument baskets,
and she returned with the hasket ol
fish-shaped guiros, Now all of the cle
menis were in place for us 1o play a
simple circle game.

Within 10 minutes, what had
seamed like a disaster waiting 1o hap-
pen furned inlo a lesson involving all
o the elements of Orff Schulwerk,
W spent the rest of our tiime 1ogether
singing, laughing, moving, playing
and imagining what sort of fish each
student caughi on his or her turn.
Through the week, as 1 repeated this
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improvised lesson with other classes,
[ fine-tuned the process and added
some elements. I time allowed, we
ligtened o “Aquariem® from
“"Carnival of the Animals” amd per-
formed scarl movements in express
the fluid nature of the music. In some
classes, we created chants based on
different types of fish. While the
rasic, circle game and melody were
consianis with each class, 1 felt the
freedom to let the lesson go where i
needed based on the unique personal-
ity of cach group of students, For me,
the ability 1w improvise had come full

circle and the payvoll was greater than
I could have imagined.

Demad DeStefaro s
feeergltl sipilevtls qges 4 o
14, Currenitly, he senves
a8 an O masle reacher
far Californin's 5t
Heteria School Diskrct.
Recently he Rored feis ineprondzalion
skills wb the OAlY Joze Cotrse i San
IS,

Wrile DeStefano ar:
orffeus | @comeasined
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Making language

connections through Orff Schulwerk

oung children sing, speak. and

dance their way through child-

haod, weaving the languages of
each into a multicolored hraid. Carl
Orlf and Gunpild Eeetman realized, as
many great educators dao, that chil-
dren naturally integrate speech,
musle and movement. Orff Schulwerk
fuses the three languages inan
appreach that engages the intellect,
emoliens, imagination and body.
What a wonderful, holistic and joyful
approach 1o education!

Howewer, in cowniless American
classrooms, this integration 15 ahsent.
Children are forced to unravel this
brald, leaving the bright strands of
music and dance outside the class-
room door. Only the verbal strand is
allored inside, and it is socon reduced
i3 symbols on paper. In the minds of
too many teachers and administrators,
miizlc and dancing have no relation-
ship to language ars,

For teachers who practice Orll
Schulwerk, the connections are abai-
ous, hut they are based on my teach-
ing experience and infuition. Are there
other correla-
tions

between speech, music and dance? 1=
there a connectlion between langnage
acquisition and eary literacy? Does
my role a8 an Orff teacher relate o
earhy literacy? These questions evolved
into my master's degree thesis enti
thed, “Three Languages of Childhood.”
Along the way, | made some astonish
ing dicoveries, which 1 used 1o build
a ratlonale for integratling music and
movement into the language arts cur-
riculum. This article gives a brief
description of some of these discover-
ies, and my conclugions,

Shared fundamental elements
Music, speech and movement share
the eight fundamental elements of
rhythim, tempo, duration, pitch, into-
nation/meladic shape, dynamics,
siress and pauses, Musicians
recognize these as the fun
damental components of
miusic, Linguists refer
to these as the
prosodic or musical
components of

By Janet Greene

speech ' Along with synlax (gram-
mar], context and non-verbal cues
such as [acial expressions, these ele-
ments convey emotions, information
and meaning from speakers to listen
ers, Consider how the placement of
stress can change the meaning of this
SeTlEnCe:

I didn't break it.

| didn‘t break it.

| didn*t break it.

Although movement/dance is a
soundless language, it also contains
these same elements. Pitch, tor exam-
ple may be equated with levels, dura-
tion with the length of a gesture in
time and space.

Speech perception
Mumerous studies indi
cate that the fetus and
the infant respond ko
the musical aspecis
of language. For
example, when
eaposed repeat-
adly to a
rhyme
rieai te
it by
Lhe

\ -.;-.h;'!: N
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mnther, ihe fetes can discern that rhyme
from one read to it by another person.?
A mowhborn can diseriminale between
two languages and show a preference
for its mother's native language ewen
when the samples are content filtered,
leaving only the prosodic cues. The
newborn demonstrates its preference
through movement, suggesting that
movement, mugc and language are
integrated in the early development
of the human arganism.

Language and musical streams

Infamts use the musical elements o
begin segmenting the language and
musical sireams into meaningful units.
How do infants begin to divide this
siream Into wnlis? Hirsch-Fasek, et al
found that infants 7 to 10 months i
age begin o segment language at the
end of phrases and clauses. An
acoustical analysis of the phrase end-
ings revealed a significant drop in
pitch of the last three syllables, and a
lengthening of the last syllable. The
samples were content filierad, suggest-
ing the infants were responding only
to changes in pitch and duration,

Infanis alsg perceive changes in
pitch and duration in musical phrases:
They ditterentiate betereen rhythmic
patterns (x xx and xx x) and con-
trasting tempnos,  and they are highly
sensitive o pitch changes in a melady,
However, they do not detect a differ-
ence when a melody has been Lrans-
posed. This indicates that infants are
concentrating on the relationship
hetween the tones, rather ll?mn
absolute pitch information.

Effect of infant-directed speech
Parents and caregivers from many
cultures talk io bahies in a special way
that enhances the musical elemenis of
language. This unique dialect is called
infant-directed speech (D), moderese,
or baby talk. Some of the characteris-

tics of 1D are: a higher average pitch
of three or four semi-iones, larger and
simpler melodic contours, slower
speech tempos and regular chythms,
and exaggerated changes in pitch and
duration. NMew or imporiant words are
also higher in pitch and E-1.TL"-55L'EI] mre
often in infan-directed speech.
Fimally, 10} speakers use nepelitive,
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shorter phrases.

Infants canmot well us how they
learn language, Howgver. in a study
with adults. Fernald  found that [0y
communicates intent hetter than
aduli-directed speech. She suggests
the melodies of infant-directed speech
“may provide the preverbal infani
with sallent prosodic cues o the
intent of the speaker.” Along with
other contextual, emotional and tactile
cues, infants may be using the phono-
logical or musical elements of 1010
begin segmenting the language siream
into meaningful units.

The role of songs and rhymes

Songs and rhymes alao enhance the

musical elements of speech, The piece,

mrwinkle, 1wWinkle, Livle siart 1s an
example. When sung (rather than spo-
ken) the song has a slower fempo, a
stronger rhythoe, and a higher péich.
The pitch range, or intonation pattern
of the first the two instances of the
wond “Twinkle” is much larger, Words
such as “star” have a heavier aooevit

and longer duration, The panses
hetween the phrases are longer,
dymarics are emphasized, and there is
a rhiythmic regularity in the phrases.
Az is the case with infant-directed
speech, songs have prediciable intona-
ton patterns, and shor repetitions
phrases. These same elements are
emphasized in rhymes and poetry,
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Conclusion #1

Sowes and dypmes kelp develop oral
langage.

Because they enhance the musical
elemenizs of language, songs and
rhymes funcilon as child-direcred
speach, making oral language mone
accessible 1o all children, especially
second language learners. Hearing,
singing, and reciting songs, thymes
and posms many Umes imprints the
melodies, rhythms and accents of
speech. For example, while teaching a
song of thyme 1o second-language
learners in Bali, Thailand. and the
United States, 1 have observed how
studenis recapitulate the process of
first language acquisition. They begin
by imitating the melodic shapse and
rhvthm. They then imitate aecented
words, Through many repetitions they
refine their promunciation and il in
the rest of the saong or rhyme.

Conclusion #2

Songs and rleynies efegrated wirth
nepeneeni crmpie a bridge from ool
languape to WrTiiern farglaege.

Thee musical ebements of oral lan-
guage provide muliiple cues that con-
vey meaning. Writlen language, how-
ever, is devoid of most of these cues.
The absence of these curs in lexls
may be a source of difficulty for chil-
dren learning to read. However, if
children sing, dance and chant songs
and rhymes, they internalize the musi-
cal elemenis of piich, rhythm, contouwr
and accents. When they read the texiz
of Tamiliar 2ongs and rhymes, they
hear the musical cues of oral lan-
guage. Songs, rhymes and movement
bridge the gap between oral and writ-
ten language.,

[ experienced this for the first lime
in Bali, My students leamed the
rhyme, “Omne, two, Tie My Shoe,” and
accompanicd themselves with body
percussion, When 1 gave them the texi
in English and Balinese, they received
the paper like a gift and read the
words with enthusiasm and pride,
Lpon they incorporated the text into
their games. This was a deciding
moment in my undersianding of how
literacy can develop naturally.

Im my LirerocyMusic/Dance project
with Hispanic children in Santa Rosa,
34

Calif., my primary goal was for stu-
dents 10 develop oral and written lan-
guage, music and dance skills simulta-
neously. The first-grade studenis were
immersed in songs and thymes, They
danced and sang “Shoo fly don't both-
er me;”™ became a train while chanting
“Engine, enging number nine;™ stirred
the chocolate with their bodies in
"Bate bate chocolates™ and acted out
numercus thymes. After many repeti-
tionz and improvisations, they easily
read the texis. Their reading was fid
without the halting word-by-word of
most heginning readers. Bast impor-
tantly, they aff were reading with joy -
and most were singing in tune!

As educator John Rouse explains,
“Learning 1o read does oot begin
with the alphabet and ihe sounds of
letters, bt with the rhythms of body
and speech the child acguires earlier
. an extension of old powers and
the release of the new. 1L ought 1o be
an encounter with mysteries waorth
unlocking. told in language natural
o the ear, ™

Conclusion #3

Orff Schuhwerk belongs in de lan-
EELEge arts cervicium,

From the fetal stage to early child
hood, humans use 1he musical ele-
ments of speech o construct meaning
in language, These same elements are
enhanced when children dance, sing
and chant their language, Without the
henefit of research in how infants per-
ceive language,

Keetman and Orff instinctively neal-
ized that music and speech manifest
the same sound elements, and that
miovement is always present in this
sound, They knew - as do all educa-
tors - that children move [reely
through speech, song and dance.

Carl Orfl believed the school o be
the most effective place for the
Schulwerk, and where iz connections
with gther subjecis conld be fully
explorad. | interpret this as a strong
directive 10 expand the role of Crfi-
Schulwerk teachers. | suggest that we
open the doors of our music rooms,
walk into other classrooms, and see
what's going omn.

After observing K-2 early-lileracy
classes, 1 soon discovered that [ was

also a language arls teacher, Whal a
revelation! In addition to teaching
mugic and creative movement, [ was
teaching phonemic awareness, sylla
bles, rhyme, pars of speech, grammar,
vocabulary, spelling and other early
literacy concepts and skills,

As Oril-3chulwerk practitionears,
naturally we are teaching oral lan-
guage and literacy naturally along
with muszic and movermnent, When we
become more conscious of this
thrgugh our research, observation o
students and conversations with class-
mom teachers, we begin to open doors
between the disciplines. Our students
can dance through these doors and
bring the bright braid of music, move:
ment and language back into both the
classroom and e Lves, Lel s open
our doors and begint
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Focus on Research Series

The Orfff Ecfio will publish research
repits ihal expand axl enhance our
knowledge of music teaching and learning.
Articles may repor 2 single ressarch study
or & review aof the research liverature in
ways thal enable teachers in che field
These ariicles may he quantiiative or guali-
tative and mwsl jsclude a discussion af the
waye in which this infarmatlon can be
applied in the classroam.

Fapers should be double-spaced using
1¥pe ne smaller than 12 points and should
noi exceed 2,300 wards, Subimissions
shinuldl b g2l elecironically as an M5 Wand
ar POF deswmenl @ Carkas Alril, an ¢-
abrilinoritbwestern, edi, 17 electranic sub-
missean I8 nod possible, send fouar coples of
the complete paper ioc Carbog Abril, Echo
Focus an Research, Monihwesiemn Undversiny
School of Music, 711 Eigin Road, Evanston,
[L 60201, Manuscripas will 1hen be sent 1o
the AFsA research panel for anopymous
BIHERE] (dw,

Editars far dhe research series are Dr
Carless Abril of Maorihwestern Universizy
and D, Alan Spurgecn of the University
ol Mississippi.
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- Melodic weavings:
recorder in the Orff process

ust as the

weavings in a

cloth only
reveal golden
glimpses of the rib-
brort woven intoe the
tapestry, Koulish
swis aside daily les-
s0ns in onder to
share the highlights
af recorder activities she has used
with her classes, The classroom-lest-
ed lessons in this 2004 Long Beach
ADEA Conference presentation
demonsirate activitiez that coordi-
nate well with the creative process
af Orff Schulwerk, and should
delight the imagination of students.

The zession begins with a wonguing
exercise based on a tongue-twisting
limerick, Teachers from Mew York
City often hear the interesting speech
patterns of neighboring boroughs,
states Koulish. as she mimics a
Brocklyn accent, She cajoles panici-
panis to change the ¢ sound 1o d,
amd e recite the rhythm af the
words into the recorder while finger-
ing one note, The resull is a sofi-
tangua actlen that complemenie the
instrument. She encourages panici-
panis 1o use the new “tounguing'
language and exchange question-
and-answer phrases with members of
the group. She extends the lesson by
adding other stramds from the cur-
riculum. Rhythmic speech transitions
into a melody, the melody becomes a
canon, and the recorder plays the
familiar speech rhyihms as a melodic
support underneath.
The transition frem imitation to

exploration begins with the introduc-
tion of a marienete and the music

Revirwoed Iy
Heih lafighiola
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of Mozart's "Magic Fluie.” As the
marionatie hird bobbles and prances,
the recorder players respond with
improvised melodies of their own,
coordinating three BAG note-changes
Lo the rhythmic steps: and pauses
implitd by the puppetesr. As the
clever bird catches the eve of the
participants, Koulish beging (o weave
mugic-building skills inte the interest
areas of elementary children. A pan-
tomime game of predator and prey,
using Papageno’s theme, becaomes a
challenge when all must freese with
the playving of the ascending flute
mative, played on the recording of
“"Die Vogelfanger (The Birdcatcher).”
She isolates three short melodic pat
terns in the selection and the panlci-
pants add their own recorder sounds
tor e flure ||_'|_'||'r|_1i1‘|g. |'|:|'.'||_"II-.’_'|:|1|_:: HAL
fingerings with the music.

Uzing the ideas of practice,
Koulish introduces a new theme -
razehall. She hegins with a familiar
clapping patiern used at many stadi-
ums. The participants practice play
ing the pattern on the BAG pitches as
she reads a story. Every lime a word
le road that I'IHHI.JIh with one of those
letters, the participanis musi respond
with the patiern played on that
piteh. The second game involves
pazsing a bazeball cap around the
circle, keeping the half-note pulse.
When the selection seng is dome,
the person holding the hat puts it
on ofe knee (nel the bead] and
lavs a recorder Improvization using
notes learned in class. A third game
involves tossing an imaginary ball.
The skill of eye conlact and passing
the action becomes the hasis for
passing question-and-answer phrases

By Lanura Koulish
ADSA AV Library, Mo. 133LK

in the circle. The baseball theme is a
rich source for activities and Koulish
suggests other singing. playing. and

movement aciivities, briefly outlined
in the notes.

The sesston ends with two activi-
ties thai feature recorder improvisa-
tion and gpecial effectz, The theme
of maglc, using the mysterious
Dorian mode, should appeal to
those who love recenl popular
books and mowies, The noles con-
tain suggesiions for thythmic pat-
terns and instrumentation. Koulish
delves into older movie magic and
presents a short silent film clip ol
Buster Keaton's "Sherlock Jr.” The
Internel source for silent movies
and lesson suggesiions should keep
yvour students smiling.

Far additiomal resources on
recorder, please consider these other
ADSA AV Library videotapes:

HOIE o Ella Hug “Integrating
Recarder Pedagogy in Upper
Elementary™ 1:02 (1995) - Upper ele-
mentary recorder experiences inte-
grated into the elements of Orff
Schulwerk process, including percus-
slon, movement, singing, improvisa-
tion and instruments

ITFGR Kerern Mediey “Gol
Recorder?™ 1:15 (2002} - Integrating
recorder into your Orff Schulwerk
lessons is easy as BAG! = Shows
heginning clasarpom experiences and
how to achieve guality sound

18r% Julle Seott "Let's Start at the
Very Beginning: Teaching Recarder in
the Orff Schulwerk Classroom™ 1:15
[2001) - Ideas for teaching classroom
beginners to play soprang recorder

The Orff Eclte
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Children don’t read to find their identtity. They don’t read to R ]
free themselves of guilt, to quench the thirst for rebellion, or to :
get rid of alienation. They have no use for psychology. They b L
detest sociology. ... They still believe in good, the family, angels,
devils, witches, goblins, logic, clarity, punctuation and other
such obsolete stuff.

— |saac Bashewis Singer
Address at Nobel Prize banguet, Stockholm @
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Innovative features, precision construction and the lowest prices in the music
industry combine to make Suzuki Orff Instruments the best choice for your Orff
tnstrumentarium, Everything is provided for a rewarding and enjoyable
learning experience. And Orff is just the beginning. Our free 32 page
color catalogue is filled with hundreds of musical instruments ond
accessories to enhance your Orff instrument collection.

* Fueee! 2 Pair of Mallets With Ewvery Orff Instrument,

* Fiee! Foam, Interlocking Comfort Mats.

* Hew! Indestructible Cloth Covered Orff Instrument Tubing.
- Eh:h!tltd! Bass Bars, Chromatic Add-Ons, Accessories and More!
* Guornuteed! 5 Year Instrument Warranty.

Free '06 Catalogue.
Dosit Start Class Witkeut Oxe!
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New for 2005-06

For ADSA members, a complete and
handy resource for year-round use

For advertisers, full-year
exposure for your ad or cat-
alog insert in this new and
improved annual publication
distributed to all AOSA
members (your customers
and prospects)

Here are just a few of the
new features:

* Full-color covers
e Spiral bound to lay flat
* | arge, easy-to-read type

* New section: Industry
Members

* New section: Professional
Development

e Calendar of AQSA events

o AOSA scholarship informa-
tion and deadlines

* Photos of chapter banners

¢ Photos of ADSA leadership

e |15 map of ADSA
chapters

» Chapter workshops

To place an ad, contact
Steve DilLauro * sdilauro@larichadv.com * 440-238-5577




When the Drummers Were Women

A Spiritual History of Rhythm

ayne Redmond is
an American
female percis-

sionist who spemi
part of her career
playing with such
greats as Glen Velez,
Her book examines
part of the history
af dmemming in
Western culture, and the history of
female drummers in particular.

Redmond delves deep into the spiri
tual history of pre-Christian civiliza-
tions, beginning with Paleolithic and
Mealithic times. Hlustirated by hun-
dreds of wonderful photographs of
early rock ari, sculpiures, frescoes and
rock carvings, the book takes readers
into the distant pazt when religions of
the Mediterranean, Marth Africa and
the Middle East centered on shamanis-
tic traditions based on worship of
fermale deities, or “Mother Goddesses.”
busic played a vital role in the spiritu-
al lives of the cultures, as evidenced
by the abundani archeological discov-
crics of carved figures of wormen play-
ing hand drums, ranles and flutes. The
author shows us how the spiritsality
af the cultures focuzed on the myster-
irs of conception, birth and rebirth, A3
a result, the cultures held women - as
the bearers ot these mysieries - in
high esteem, Women functioned as the
society's religious leaders. Thus, their
sacred dromming was important in
religious rtuals.

Redmond continues her history
with the description of artifacts foumd
at the ancient citles of Catal Huyuk
and Hacilar in modern-day Turkey,
the Harappan cultures of the Indus
river valley in Pakistan, the
Sumerians of Mesopotamia and the
kingdoms of ancient Egvpt. The fasci-

Liarsey Ewrans
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nating history reveals many similari-
ties among culiural practices. Women
and frame drumming frame drum-
ming figured prominently in the
female-centered religions. The various
female deities worshipped by each
cultyre evolved similarly and were

-
g Il_....ﬂ-ll"
L ‘ 5

i

by Layne Redmond
Three Rivers Press, 1997

relaied 1o each other. In fact, the firsi-
named drummer in history happened
to be female. She was Lipushiau, the
granddaughter of a Sumerian king.
The author also discusses similarities
between the indigencus religlons
and those of Indian Yogic practices,

¥} LAYNE REDMOND
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including Mada Yoga, which centers
on the vibration of the physical
wiorld, where sound wawves are a fun-
damental vibratory force.

The evolution of the goddess-cen-
tered religions continues with the dis-
cussion of Anclent Greece, where
drumming and dancing plaved a large
part in worzhip, The raditoen of seek-
ing the advice of oracles (who were
almost always women) grew oul of the
okd shamanic traditions of prophecy.
Music [played on flutes, drums and
cymbals) and dancing were commaon
trance-inducing technigques employed
by the aracles 1o obtain thelr prophe-
cies from the gods. Many of the
ancient Greek traditions were passed
on to the Romans, Other “mystery
achools” bazed on ancient agriculiural
and fertility rites were developed in
the Roman Bepublic,

Redmond explores another ancient
religion based on the Storm God,
believed 1o have originated from the
Caucasus Mountains of Russia.
Historians refer 1o those who lived in
thal area in ancienl Mes a5 Aryans,
Indo-Europeans, or Kurgans, Their
spciety was patniarchal, and it was
their warrior culture that began invad-
ing the Middle East, Europe and India
in the fourth millennium B.C. Clashes
between their violent culture and the
more peaceful indigenous Mother
Goddess cultures were commaon in the
ancient world. Eventually, in Rome,
the Storm God culiure won over the
Goddess culture, and the mots of
Christianity were planted,

With the intreduction of
Cluistiamity, e badilivn ol leosale
drummers and deities came o a halt,
The cardy founders of the Christian
church wanted 1o break off all ties
with past religious beliefs, and the old
beliefs of women as divine creatures
were immediately suppressed. With
this suppression came the banning of
female drumming, of female participa-
tion in performing religious rites, and
even of women speaking in church.
The first ban was issued in 300 AD.,
and apparently because fernale musi-
cians continued to pose a problem,
bans against women singing and dane-

The Orff Echo - Winter 2006

ing continued into the 13% ceniury.
Wamen were also barred from funerals
in the thind, sixth and sevenih cen-
turies Camd =il are in some parts of
Spain today] becauwse of the pagan tra-
ditions of playing drums to facilitate
rebirth, a ritual lefl over from ancient
shamanic raditions, 11 s Redmond’s
view that the worship of the Divine
Feminine lives on within the frame-
work of Christianity through the
Catholic traditions of worshipping the
Virgin Mary as the life-giving goddess,
and that angels, who are ofien pic-
tured plaving harps and tambourines,
recall nymphs and pricstesses of
ancient mythology.

The final section of the book dis-
cusses the role of thythm in various
spiritual experiences, Bhythm has
been uged and iz used today as a
method of altering consciousmess, The
Author discusses brain research sup-
porting the gt that thythm, indeed,
changes brain activity. She describes

her own journey with rhythm and
gives a call for a “requrn to ryrthm.”

As a musician and a woman, |
gained greal insight from this book on
e history of rhythm and the vast
feminine role in that history. The pic-
tures alone are worth the purchasze
price. The author has included hun-
dreds of photos and drawings of
ancient artwork involving doams and
other instruments,

Mary Evans teaches general music
fo students from preschood 1o Grade 5
in Arfington, Yo Prewously, she
gl e western Codorado and the
Searile area. She completed the Orff
Levels at the Urniversity of 51
Thenmas in S Powd, Minn., and
extended her training by anending
the yoar-teng Speclal Course ar the
Orff Institiede in 2002-2003. She has
been teaching for mine years.

Write Evans at:
maryd_evansiapsva. us
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Three CDs illustrate relevance of recorder

usic teachers

often ask

which
recorder Chs |
would recommend
for their classes in
addition to the
recordings of
Schulwerk reper-
laire. From many fine CDs available,
| will review three that demonstrage
myriad possibilities for the instru-
ment, and show three different ways
the recorder is relevant today.

Magic

The Flanders Recorder Quartet and
Friends recording. Magic, is a fabulous
jam sesgion on Medieval and
Fenaissance melodies for recorders,
plucked sinngs, percussion and voice.
Because of this ensemble’s viFiuosily,
the performance provides a wonderful
bridge between the Madieval and
Renaizsance performance pracilee -
which informed Orffs work - and
angoing contemporary exploration of
iI][L"IprL"I.'lli-.:-l'm I Ll priece
“Estampie,” the drones and paraphony
are energetic and effective, The piece
continues long enough for the plapers
o improvise many versions of melody
and accompaniment. The opening of
“saltarello,” with ils bass recorder
drone and recorder and string improvi
watinms, is hannting and mesmeri Fing
“Pavana Lachrimae” has I_"};ql_lisfll_"
slow divisions, using Renaissance
armanmentation performance practice of
dividing a larger note value into sever-
al shorler notes

In the pieces from Oriiz’s “Tratado
de Glosas,” especially "Recercada
segunda sohre el passamezzo moder-
na” every instrumentalist gets 1o solo,
even the percuzsion, Here, childlike
humor and play come full circle witl
genius. Younger children will enjoy
the virtuosity and energy of this
group, and the listening examples pro-
vide inspiration for small ensembles
learning o add melodies over fixed

Revicwed fy
Miarrfea Crenesell

M)

hass patterns a8 well as ormament
existing melodies.

Flemish Contemporary
Recorder Music, Vol 2

Features virtuoso extended tech-
niques, These late 20th-century
pieces, performed by Geernt Van Gele,
a master of the instrument, suggest
somte of the sounds children make as
they explore the instrument while
learning to play. A particular favorite
i the first movement from 5
Slovaakse Stukken” by JanPeiter
Biesemans {1985). It harks back o
Jacob Van Evck, whose late
Renaissance theme and variations,
collecied in “Der Fluyien LusiHof,”
are a beloved part of recorder reper-
Ioire and a fascinating study of
theme and wariations. Listening 1o it
provides a great counterbalance to
listening to a recording of one of the

Van Eyck pieces, as a similar mood is
361 through very different playing
means. Some of the technigues
employed are singing while plaving.
very sharp attack of notes, flutier
tenguing, and overblowing 1o pro-
duce harmonic tones.

The secomd piece, *3 stukken voor
peer in de vorm van '3 stukken in de
VO Van een peer |'l'|-' Boudewipn
Buckinx, employs mamy glizsamnd! from
ong note to the next, and pays homage
to Satie’s “Three Pleces in the Form of
il Pear.”™ The third piece,
“Geproesiensl” i a study in huamor,
MiXing seven sequences in unexpsacied
ways to achieve comic effeci. The
fourth piece, “Tobulsu,” meaning
“enlightenment” again erplovs
extended technigues to achieve the
state of mind that the title suggests.
Each of the pieces 5 remarkable, and
the liner notes are excellen

MAGIC

FLAMDERS RECORDER QLIARTET &




Moonchild's Dream

Ancdher window cnto the recorder
is Michala Petri’s recording
Moonchild’s Dream, featuring the
recorder with full orchestra. The
power of amplification allows the
recorder (o play with many more
types and numbers of instruments.
since it can be heard clearly. All of
the pleces were written for Petri. The
ilile plece by Thomas Koppel, abont a
young girl in poverty, opens with
improvisatory glissandi, poignantly
juxtaposed against ominous sounds.
Vagn Holmboe's “Concenio for
Recorder, String Orchesira, Celeste
and Yibraphone® plays with those
instrumenial timbres, at the end using
the extended technique of singing
while playing into the recorder.
Extended technigues continue writh
Gary Kulesha's “Concerto for Recorder
and Small Orchestra,” which is more
subile because of its smaller instru-
mentation. “Asger Lund Christiansens
Dance Suite, Op. 29,7 is famlliar
because of its dance suite form.
Because the pieces are not rhythmical-
Iy predictable, repeated listening
wiruld be necessary before dancing,.
Starting oul in oclaves, the work
grabg the listener's attention right
away, and the dance feel lasts through
many recarder textures, articulations,
styles and colors.

The recording ends with Malcolm
Amold’s playful and virtuosic
“Concero for Recorder and Orchestra,
Op. 1337 Moonchild's Dream is foll of
ideas for players and composers alike
Listeners of all ages will think diller-
ently about the recorder™s possibilities
after hearing ir.

Together, these three very different
COz provide a wide-angle view of cur-
rent music making on the recorder,
offering a foundation on which chil-
dren and aduls can build

Martha Crowrell is former presidert
of the Pennsyivania Ot Schuhverk
chaper, and served an Hie ADSA
recorder guidelines commitiee. Sle
teacles al Sprivigside Schoal (n
Philadelphia, and alse reaches reconder
in Orff Levels conrses g Towson
Universine

Write Crowell at:
merowellgEspringside. ong

Flemish Contemporary Recorder Music (Vol. 2)

Vox Temporis Productions

92 031, 1996
- FLEMISH CONTEMPORARY [
]|l|rT ¥ - RECORDER MUSIC ivow. :m
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Moonchild's Dream

Performed by Michala Petri and the English Chamber Orchestra
BMG 09026-62543-2, 1995
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Tanka Tanka Skunk

2k Tarka

Skunk is a gem

of a book. And,
like crystalline gems,
its siructure coms
fraim repeated units
that fit tegether bril-
liantly. Tanka is the

Hevieied by
Veronika Seheltz plophant. Skunk is,

well, the skunk, [n this delightful pic-
ture book, the two protagonizis play
with thee rhythm and rhyme of their
names and have a mnst glorinns time
A refrain played on their drums quick-
ly emerges: “Skunk, Tanka, Skunk,
Tanka, Tanka, Tanka Skunk.”

The book iz brief, ideal for reading
Aloud to early childhood and primary
miusle classes. Children immediately
laugh at the nonsense wordz and
becoume a rapt audience for the
parade of critiers that orcur as
cpigodes within this Elephant-Skunk
rondo theme, This story lends itself 1o
mini-lessons throughout the school
year. & class can pat or clap the beat
to the refrain and transfer it io hamd
drums, claves, or small maracas.
Assign teno levels of body percussion
for the refrain and have each of two
groups play one level, Another day,
add different dynamics and choose
Lhe one the class likes the best,

There are myriad possibilities for
il r'il'll'lll'll'_ |"|:_-I||'||i.' pxiinain from s
whaole page or parts of a pape: “tiger-
cheetah, tiger-cheetah; lemur-llama-
llama-lemur: -.fiI'|'r:||-||:l|'|L|.".'-|||||_ k."
There is even layering of ostinati [n
the pictures of anteater and hig blua
whale, Or, pair creatures across or
dowmn a page o creale combinations
leg. alligator-ox, armadillo-fox). All
this can be done with clear diction
and expressive tone color,

Invite children to improvise “scat”
solos by mixing up the Tanka and
Skunk building blocks, Juxiapose
rhyming wornds for a wnique creation:

[ o |
Fil

"Cliunka chunka skunk, tanka,
plunk,” or “tinka tanka tunk, bink,
hank, bunk.” Let the children play
with these sounds and come up with
their own mixes. Any of these rhyth-
mic building hlocks can be used for
reading riythm nolation when the
children are ready,

The ook intmoduces metrical
groupings: Skunk introduces his
friend, Kangaroo, and points out the
thrée sounds in his name; Tanka has a
|'11-"|'|i||.=l' rrawl I|J'| Fia moga s I||-Il"
he plays the four sounds of his visitor
on the drems. Many creatures in Lthe
text have names with two sounds
How easyv and what fun

After the animals lie down for the

By Steve Webb

Drchard Books, 2004
-“:-\.1.”- ||'|'.'|l.' is d l.'-\.ll'."'F!I'Il."::l'l'.l.:\- concli-
aion of yodees and, of course, the
Skunk-Tanka refrain one more time.
One reading is hardly enough fos
youngsters, They will be eager to
revizil these animal fiends again and
ali=a il | CIMCUUTIe Yo (4] l.":'i|'||{:l|'l." the
many facets of this beautiful gem.

Veronika Scholiz has been feaching

Wra, Hhe el Ner mroster’s
degree af Ball Stare Universiny and
compleied e Special Course ab the

Orff Institut in 1974

Write Schulte at:
wvachuliz 82501 &vahoo.com
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Heantlful Salid Wind Friomes

Great Value! Terrific Sound! Lower Prices!

: ; satisfaction Guaraniesd
Compare These Ouistanding Features Write or call for Free Catabog

* Correct Intonation and Excellent Resonance

= Selic] Wood Frames for Durahility BE =5 L, B e

« Attached Storage Compartment Included on all http://www.rhythmband.com
Diatonic Frames e-mail: thythmband@aol. com
Damper Bar Included on all Digtonic Metallophones :
Glockenspieks Feature Wide Bars for Fase of Plaving
Malles Storage on all Diatonic Frames
T Pair Mallets Included with all Xylophones and
Metallophomes

Orider by Toll Free Teleplone:
B4 24-4724
Order by Toll Free Fax:
800-TR4-0401

RHYTHM BAND
P.O. Box 126, Fort Worth, TX 76101-0126 INSTRUMENTS




No Mirrors in My Nana's House

old and siriking
illustrations, a
lush soumd

track and poetic
words of African-
American wisdom
cnvelop Barnwell's
Mo Mirrors [n My
rm:mmﬂﬂn Mara's Houwse, The
’ story follows a
voung girl whose definitions of beau-
ty develop az she grows up in a
house without mirrors. It takes the
reader alang on a short tour that
turns even the dismal and the dowdy
inloe things of wonder,

The message is simple and timeless,
though a heady one for children and
adinlis alike: beauty exisis in every-
thing, and it comes from within. By
never learning to be judgmental, (o
by letling go of our judgmental 1en-
dencies] we lose the capacity 1o hare,
and open ourselves to the beauty that
cxists in others and in the world, A
mirl is intrigued by cracks in the wall,
finds joy in the taste of the [alling
dust, hears music in a noisy, 1rash-
filled hall, all because she never
learned to cast a judgmental eye upon
herseli. *[ never knew that my skin
wias loo black. [ never knew that my
nose was 0o flat 1 never knew thai
my clothes didn®t fit,” she says,
Rather, she learns 1o see the heaniy
within herself and her world through
her grandmother’s loving eves “like
the rizing of the sun.”

The vivid illustrations of Synthia
Saint James resemble cul-paper con-
structions with their crisp lines and
smoath, even colors, As breautiful as
they are to see, they also defily carry
the hook's message, literally showing
the reader a different way of viewing
the world. Featureless [aces and
scenes devoid of detall Invite the nead-
er 1o see inner beauty through the
mind’s eyve. Without seeing the grand-

54

mother's painted eves, we are drawn
to imagine their beauty and wisdom
from the poetry of the text, Children
{and adulis} aceustomed to literal
imagery may lkely wrestle with the
tlustrations, yet they provide a aplen-
did entry point into the often under-
exercisged realm of the imagination.
Barnwall, a member of the
women's @ capella group, Sweed
Haney in the Rock, has also woven a
magnificent composition with the ex
Prowided on the included CTY, the song
is a lilking, energetic tapestry filled
with the lush harmonies and rhythmic
drive so typical of Sweet Honey's

By Ysave M. Barnwell
Harcourt Children's Books, 1998

work, Along with a beautifully expres-
sive reading on the second track, the
recording is one that will not soon Liee,

In all, the book is a small, yet pow-
criul nugget containing a feasd for the
senses amnd nourishment for the mind,
[ts message could hardly be more
important; if we are 1o abolish racism,
poverty and hatred, we musl learn io
recognize the true beauty in ourselves
and in others,

Dyl Theaeon 05 @ mentber of The
Urtt Echo Ediieria! Board

Write Thaxton at:
voleechi@sbeglobal. net

NO MIRRORS
IN MY
NANA'S
HOUSE

D included |

v Maras
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IT’'S THE REASON = MMBE4MUSIC

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

BMMEB Music is the exclusive L5, distributor of Studio 49 Ocff Instruments. Contact us to find a dealer,
mmbmusic.com  B00-543-3771
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A IMETITLTE [IF

I am a snowflake. I drift

into the dappled green
depths of Mother Yukon
with a thousand others.

We melt and mingle,

dancing the ancient circles.
- Mary TallMountain
fram [ Am AN These

Aoam régrinbed courn




World Music  wiorid Music Drumming:  pusic of the Village
Drumming Curriculum  pjowy Ensembies and Songs - Mader, Corbiere

. e PO Box 5521 - Coralville, lowa 52241
COMFLEMEN Phone: 800-397-9378 « FAX:BB8-470-3942 « Email: service@westmusic.com

www,westmusic.com

Word Power Posters
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Contact us for a complete catalog
and special dizscounts!
1

:_’;& Bergerault® Orff ‘
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Peripole®
Early Childhood

Instruments
The

Qaé’d Star

iInstruments

for your
music classroom!

Peri pnln‘
Percussion by

TOLE and drgel ara raglnerisd
trademark: of Eaman Comporabizn

raiing: PO, Box 12909, Salem, OR 97309-0009 800-443-3592
snpning: 1270 Wilbur St. SE, Salem, OR 97302 Website: www. peripolebargeraull.com
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